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Abstract

This thesis presents a body of eight original malsstompositions inspired by the
phenomenology of mental imagery, together with &tew commentary which
describes in depth the compositional process uakkemtwhilst composing them,
defines the concept ‘mental imagery’ as appliedhis process, and sets the
concept within a broad theoretical framework whaclidresses cognitive sciences,
the philosophy of meaning and perception, and musioriography. The study
codifies a new and original methodology for musamposition based on the
author’s personal account of mental imagery anthftasence or permeation into
his practice as a composer.

The written commentary is structured in two chapt&hapter One begins with a
detailed description of the author’'s notion of naknmagery, which arose as a
natural outcome of his subjective compositionakcpca. Mental imagery is then
compared with ideas, concepts and arguments tliiessl extrinsic elements in
music and cross-modal categories in perception.cbineept of ‘mental imagery’
proposed by the author, and therefore the wholepositional process described,
is discussed through the lens of the ecologicarthef perception and the virtual
representation of music, which places mental imagsguarely within
contemporary accounts in the field of cognitiveeaces and the philosophy of
perception. A discussion on the topic of musicalameg follows, addressing
arguments that define meaning as a multiform, diserplinary concept. Chapter
One ends with an insight into music analysis rete&miom the second half of the
20" century, leading to the statement that mental enagnight have been
neglected by some music theorists in the recerit [tas argued that this is due to
a prevailing epistemological framework that gaveniy to formal and technical
features of musical material. Chapter Two of thigten commentary undertakes
a deep and detailed analysis of four of the contiposi presented. This analysis
gives mental imagery a central role in the deseeptliscourse, being sensitive to
all the arguments discussed in Chapter One. Thiytana style resonates with
other accounts such as ‘performative analysis’ bghdlas Cook (2002) and
‘analog mode of discourse’ by John Rahn (1979), lamaows key terms from
‘vitality affects’ by Daniel Stern (1985).

The whole thesis aims to be a valuable exampl@wipositional process inspired
by an original, unique and well-described concemiental imagery. This
compositional process codifies new methods or nsofielcompositional practice
that may be disseminated to fellow composers. Maeahe study could also
inform performers, theorists and listeners, who rapgroach their practice in a
different light through reflection on the topic aiental imagery and all the
associated processes that are here described.
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Introduction

Some years ago, my dual activity as composer aawigtiencountered a happy
coincidence. At the same time as studying Beetheva@iano sonata in C Major
op.53 | was composing my very first piano sonage(lnamedPiano Sonata no.1
“Formas e simetrias; and included in this thesis). While composing wiyrk
and performing Beethoven's sonata, | noticed thgt parceptual experiences
regarding both works included extra-musical elementh as: spatial recreations;
imagined body gestures and movements; visual reptasons of structure or
feelings of light intensity and colour. Stimulategt this body of extra-musical
sensory perceptions, | decided to deepen my rdséa@ their characteristics, a
process of self-analysis sometimes referred tcaa®-‘phenomenologl’ which
led to the set-up of a project: the compositionao$et of pieces inspired and
driven by the perceptual experiences mentioned e@b®dkis work would codify
some new methodologies for composition (based esetlperceptual elements)
that would arise from my personal processing ob¢hsensorial perceptions as
catalysers of musical outputs. These methods, bainda proposal for a new,
original approach to music composition, are degciim Chapter Two of this
study. During the five-year period between the cosipn of Piano Sonata no.1
andFar (the last piece presented), my musical languagerenced an evolution
from a formalist, methodical approach (mostly irusture and harmony) to a
more heuristic approach. The study of mental imageiped me to develop my
palette of compositional resources, therefore balrlg to undertake a much freer

and improvisational attitude towards my compos#igpractice, letting myself be

! Eduard Marbach uses the term ‘auto-phenomenolbggéiaction’ in order to refer to a process
of reflection over one’s own living experiencesrtRer, he assumes that auto-phenomenology is
the very source for an appropriate concept formatiad categorization of the phenomena of
consciousness (Marbach 2007).
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permeated by mental imagery and being confident i@ musical outcomes

aroused from this permeation would be aestheticaléresting.

As a starting point, clarification is needed of theality and nature of the
perceptual experiences that motivated and madesthiyy move forward, a type
of quality that we capture in the word ‘phenomengld. | feel it necessary to
state from the outset that language and linguestression is both an aid and an
unavoidable barrier to the full explanation of #geerceptions, as some of their
gualities are non-conceptual (such as emotionBnéee sensations, and so forth).
The term ‘mental imagery’ is used in order to referall the extra-musical
perceptions described in the first paragraph. fewrtimagery is in fact a sum of
images hence the terrrmageis a key concept in this thesis and lies at treethaf
most of the arguments and descriptions that wilb¥e. But it is vital at the outset
to understand that an image, as understood heraptisrestricted to visual
elements alone (Damasio 1999). Moreover, imagedefsed here, are not static
but dynamic, and do not denote an existing physatgkct but are phenomena
that are solely mentally produced. An image featuseset of multi-sensorial
elements (visual, kinaesthetic, tactile, olfactamyral, proprioceptive, etc.) and
suffused with emotions by an imagined spectatoe Jjectator is imagined to be
placed into the image and can be considered a-pregction of the composer
(in this case, myself). Each image interpenetrtdtesprevious one and the next,
thereby creating a perceptual scenic experiencealely in motion. In simple
terms, mental imagery encompasses a set of imggsiarations into which an
individual would perceive images, movement, soufasong other stimuli) and

would also feel emotions and different affectivates as a result of this stimulus.

Z See glossary of terms for a definition of ‘phenanlegy’.
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As can be drawn from the previous description, mlemmhagery encompasses
stimuli pertaining to different sensory modalitiemnong them being visual,
motoric, tactile and emotional sensations. Thissnmodal nature of the concept
is resonant with the idea of ‘vitality affects’ pmsed by Daniel Stern (1985).
With this concept, Stern refers to dynamic quaisbared by events pertaining to
different sensory modalities, therefore providingualitative connection between
them. An example of this may be the descriptioa sbund mass a&svellingand
the description of a shade of colour swelling Both events happen in two
different sensory modalities (aural and visual) $hare the same dynamic quality
(to swel). Further, the dynamic qualities of mental imageffecting my
compositions resonate with a descriptive methoggsed by the electroacoustic
composer Roger Smalley, named ‘spectromorphologignded to serve as a tool
to describe electroacoustic compositions. Spectrphmogy is a descriptive tool
based solely on aural perception, and refers toteéhgoral dynamics and the
ideational motion of sounds. Broadly speaking, speworphology addresses
mental imagery when describing music which is alyee@omposed, while in my
compositional process | use mental imagery befok guring the composition

and hence influencing its outcome.

The creative process described above also motiateadterrogation of existing
literature within the related fields of cognitiveience, the philosophy of meaning,
music analysis and music historiography. The petiserperience referred to at
the beginning of this introduction has clear relas to the topic of how
individuals perceive music, and what physiologipedcesses are in place when
individuals process sonic stimuli. Since my ownspeal experience suggested

that imagery plays a central role in the procesniwdic perception, the aim of the
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research conducted into the field of cognitive scée is merely to provide a
theoretical background for the claim that mentahgery really does hold this
significant role. Theories of music affordance whaccount for the possibility of
music inducing/catalysing the listener to perceivental imagery are brought to
the fore (Reybrouck 2005; Lopez Cano 2006; Cla@@52et al). These theories
are subsequently rooted in the ‘Ecological Thedryperception’ formulated by

James Gibson (Gibson 1966 and 1979).

The concept of ‘affordance’ is a central part ok tkcological theory of
perception, and represents the sum total of alatiiens that an environment is
able to offer to an individual (Gibson 1966). Afflances are then discussed from
the point of view of musical disciplines; that nsidering music itself as an
‘environment’ and a listener as an ‘individual’ aring in this environment.
Arguments proposed by Eric Clarke (2005), Mark Reyibk (2005) and Rubén
Lépez Cano (2006) provide evidence of the multiperhaps almost infinite,
affordances that music can provide, ranging froenrttost evident ones (listening)
to others that may be inhibited in a concert hadincing). A study of all music
affordances would of course exceed the scope sfthigisis; however a particular
category of music affordance (proposed by Reybroank Lépez Cano) is
discussed in depth. This category is named by Ldp&zo as ‘covered motor
activity affordance’, and refers to any mental detion of motor activity that a
listener can generate while listening to music.iReyck also includes the mental
simulation of movement as part of his categorizattd music affordances. The
study of this music affordance is of vital importann order to understand how
imagery affects the musical process in terms gbéiseption by audience(s), and

therefore a discussion of mental simulation is iedrout under the rubric of
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Charles Nussbaum’s theories regarding musical esgrtation’ (Nussbaum
2007). Musical representation would seem to covee tstep between
physiological perception (reception of stimuli) améking sense of these stimuli
(the subsequent creation of musical meaning). Nussb using arguments
derived from the work of Roger Shepard (1981), mars that this precise step is
missing in Gibson’s ecological theories, and coosetly proposes
representationas the missing step that catalyses the formatibrmosical
meaning. Representation would therefore be a miusiitadance arising between
reception of stimuli and the creation of meaninge Tinterrogation of existing
literature in the fields of theory of perceptionhilpsophy of meaning and
philosophy of perception refined my own accountnoéntal imagery, bringing
more elements into it, such as a more detaileduatanf virtual motion (which in
the end refined and shaped my proposed metaphenoalection between virtual

motion and musical rhythm).

In my own experience, as a composer who makes ioussaise of imagery
during the compositional process, imagery has playeentral role in the way |
explain my musical works to others. Moreover, ire thpecific situation of
explaining my music to performers during a rehdams@st of the descriptions
delivered appeared to be metaphorical connectiogtsvden the music and
Imaginary scenarios, movements and feelings. Toereft was felt necessary to
add programme notes in order to inform the perfosmespecially in those cases

where | am not able to be present during rehearsal.

The previous experience led to another reflectwimat is the role of imagery in
music analysis? Therefore, research was carriethdbe field of music analysis,

interrogating existing literature on the topic. Twonclusions were drawn from
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this research: (1) there was a general tendencinglthe mid-28' century
onwards to analyse music on the basis of predortiinformal aspects (such as
harmonic/pitch organisation, structure, use of mhyimeter, etc.) and (2), from
the late 28 century onwards there was a gradual tendency tsxamore varied
account of musical elements in analysis, whichudes non-formal aspects (such

as metaphors referring to imaginary movement, catolandscape).

In spite of it being a fundamental part of the raakiprocess, | will argue that
imagery has been neglected by music historiansaawadlysts, starting from the
second half of the ZDcentury. Authors such as Whittall, Antokoletz oat¥s
have prioritised writing around the work of compwssevorking in a highly
formalist style, giving primary importance to consgimnal technique, technical
progression and ‘intra-musical’ relationships, whitelegating extramusical
resources (in particular, imagery) to a secondargven non-existent role. That
these authors chose to highlight technical and &isthaspects of music over
others may be proof of the prevalence of a padicapistemological framework
for music theory during the last century. The ediatiebate about whether music
is a ‘document’ or an ‘event’ has been placed wittihe field of musical
historiography for some time, and can be seen tditeetly connected with the
conception of the multiplicity of forms of meanibyg Johnson (2007), a theory of
meaning that finds its roots in the philosophy ohid Dewey, Wittgenstein,
Merleau-Ponty or Husserl. And in relation to mukltatoriography in particular,
Christopher Williams has coined the term ‘technseesialism’ to define the
dominant epistemology that has led certain authorgavour formal-technical
musical processes over other more non-propositiaspects (Williams 1993).

Williams claims that a tendency to consider tecbgmial progress as the only

20



candidate for progress is characterised by an eNa&mce on measurable and
quantifiable elements of the musical material as ahly elements that can be
analysed and discussed. Moreover, he affirms kigepistemology has led to the
idea that those composers who derive musical itfmvdérom formal and intra-

musical aspects were somehow more advanced thae thbose innovations

relied on non-formalist and non-quantifiable asp@ttmusical technique.

Carl Dahlhaus has proposed a dialectical dichofobepween the ‘documental’

side of music and the (opposed) ‘evental’ naturg (iahlhaus 1983). He claims
that both the musical score, which he calls theeti letter’, and the aesthetic
presence of a musical work, are two permeable ©flése musical process that
are interpenetrating, and are therefore sharinigladical relationship. Dahlhaus
has also claimed that a view which prioritises delghnical process would be an
incomplete account of the musical progression, wh&uccumbs to the

aforementioned ‘techno-essentialist’ epistemology.

Finally, 1 suggest that all of the previous consid@ens may have strong
implications for the practice of music analysis.e$& implications of course
therefore affect my own analytical methodologiesiion will be the subject
matter of the second chapter of this thesis. Odlodinors in the recent past have
already addressed alternative modes of analytisabdrse that depart from the
purely formalist hegemony. John Rahn, for instamaes argued for an ‘analog’
mode of discourse, as opposed to its ‘digital’ agpi@y arguing that the latter can
only consider intra-musical relationships, while former would also account for

other forms of meaning, and which may be extrapdlab other works (Rahn

® See the glossary of terms for a definition of eliical relationship’.
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1979). Both modes of discourse are the basis ferdifferentiation between

‘theory of experience’ and a ‘theory of piece’.

Rahn describes his ‘theory of experience’ as a rgggn of a listener’s
perception of the musical work, a kind of diarytbé musical journey, which
would be much more personal in flavour than a ‘thesd piece’, the latter being
an objective account of its technical resourceshblas Cook has also proposed a
more ‘performative’ mode of musical analysis (C&#02), a form of discourse
that might be similar to Rahn’s ‘theory of expedeh Cook claims that an
analysis which undertakes a metaphorical constmaif the musical experience,
as a sort of ‘narrative fiction’, would reveal asfgeof the musical process as an
‘event’, which is read by performers or listendfsirther, Cook argues that this
‘performative’ analysis would have more arguabliigadue to its greater ability
to affect the musical process. As has been pointgdbefore, arguments by
Dahlhaus and Cook, together with theories of mea(irom Johnsonet al) and
perception (Gibsonet al), affect my own analytical discourse, and hence an
analysis arises which is reminiscent of both Codp&rformative analysis’ and
Rahn’s ‘theory of experience’. Moreover, vitalitifexts, as described by Daniel
Stern and coined in terms such as ‘frantic’, ‘aagubr ‘bursting’, are widely
used in the analysis of my compositions, a proadhat enhances the cross-
modal nature of the feelings and sensations prdsahtin mental imagery and

my own music.

The second chapter of this written commentary otil to an analysis of the
compositions presented, focusing on how mental é@nagas affected the
compositional decisions and the phenomenology ofommp perceptions of the

pieces in terms of their imagery. It is necessarglarify that these perceptions
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are strictly my own, and may not be identical oeregimilar for other listeners or
performers of my music. Due to the limit of spaoaly four compositions are

analysed and discussed. The choice has been meateliag to the chronological

date of composition and instrumentation, looking Variety in all cases. Hence,
the four compositions analysed aMatureza e arquitectur§2012), Jakobsland

(2013),Encuentro caballeresc(2015) and-ar (2014-2015). The style of analysis
used is reminiscent to Cook’s ‘performative anayand Rahn’s ‘analog mode of
discourse’. It addresses the metaphoric connectbengseen mental imagery and
music aroused during the compositional processdmvelops an explanation of
the works based on perceptual experience. Extraealusategories derived from
Stern’s ‘vitality affects’ (e.g. ‘stumbling’ or ‘guunded’) are introduced in the text
referring to dynamic qualities shared by both imigand music. Mental imagery
affecting my compositions is multisensorial andtdeas dynamic and motoric
sensations that, according to Stern, may be shbeddeen different sensory
modalities. The theory of vitality affects by Stesmpports the use of this type of
terminology throughout the analysis, and moreovee taforementioned

terminology stresses the cross-modal, shared mpsalitetween mental imagery
and my compositions, providing a bridge from thisdy to the field of rehearsal

pragmatics.

At the end of this written commentary a concludsegtion is presented. This
conclusion starts out by summarizing the key argumdelivered throughout the
thesis and then goes a step further by claimingvélsie as an original and
innovative model for music composition. The composal process described
and presented in this study may stand as an examplaher composers, who

might undertake a path of self-reflection that dooatalyse the arousal of new
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artistic inspiration or processes. The ideas andtp@xposed through this thesis
may induce fresh, innovative points of view forfpemers, who might find in the
body of metaphorical connections described a besdf innovative resources,
based on mental imagery, ready to be used in ¢odamrich their interpretation of
scores:Metaphorical connections' means a series of Igtgufigures that link the
music with concepts or descriptions which, by theary nature, cannot be
possibly linked in a literal wdy A claim is made for the inclusion of mental
imagery in the process of music analysis, arguinag imagery might have been
neglected in the second half of"2@8entury by music historians. A proposal is
sketched for a possible revisionist account ofréhevant analytical texts based on
the notion of mental imagery as a fundamental parthe musical process, a
proposal that is rooted in the substantial argumérawn from theory (Gibson,
Reybrouck, Nussbaum, Johnsen,al). This study aims to describe in detail my
compositional process, inspired by mental imageapd disseminate this
compositional model to other musicians (composgesformers, theorists, etc.).
By reading this thesis, music practitioners in eiéint musical disciplines may
find new, unexplored and alternative points of vithat could lead to a richer

account of their own practice.

* See glossary of terms for a definition of ‘metapho
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|. Mental imagery in my compositional process:

Meaning, perception and analysis

May we not say that the basic ingredient of music
is not so much sound as movement?

Roger Sessions

1.1 MENTAL IMAGERY AND MUSICAL MEANING

The central idea that catalysed this research samdy its practical outcomes
emerged when working on the composition of the fin@vement of myPiano
Sonata no.1 “Formas e simetrigsat the beginning of 2010 (for the score of this
composition, see Volume Il, page 5). At the sameefimy commitments as a
performer required the study of both Beethovenampisonata op.53 “Waldstein”
and Haydn’s piano sonata Hob. XVI:34 in E minom&ural process of influence
between the music | was studying as a performetttadhusic | was creating as a
composer subsequently occurred. However, thesgeimées did not appear in the
form of motivic or melodic similarities but as plets in balance and proportion
of form/structure. 1 remember myself being permeéaby images featuring
abstract concepts such as pure geometric formsvahanes. Moreover, this
mental imagery was furnished with imaginary seosatirelated to space: feelings
of closeness - openness, narrowness - broadnessgarkness - brightness

appeared as inseparable qualities from the imagery.
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The creative event described here, which | notiadile composing the first
movement ofPPiano Sonata no.l “Formas e simetriagind studying both
Beethoven’s and Haydn’s piano sonatas, promptedtaneeflect deeply as a
composer, leading to a more detailed and sophisticanalysis of how mental
imagery was affecting my compositional process.nfrthis reflective and
analytical process, | discovered that many divarseginary stimuli were clearly
influencing the initial planning and further mudicanfolding of the first
movement ofPiano Sonata no.1These stimuli pertained to various different
sensory modalities, including the visual, tactpepprioceptive, kinaesthetic and
aural, therefore building a set of multisensormabginary stimuli. In addition, |
noticed that emotional states and moods were arenh quality pertaining to the
set of multisensorial stimuli described above. Imad emotions such as joy or
nostalgia were playing a fundamental role, progdadditional qualities to the
imaginary stimuli. The inclusion of moods and erons into the process opened a
new scenario: since moods and emotions need g lbvng in order to exist, |
came to the conclusion that an imaginary individuas being mentally projected
by me into the scene, someone who would receive tladl imaginary
multisensorial stimuli described before, as weleaperience all the emotions and
moods imagined. Further, this imaginary individualay be considered a
projection of me in the virtual scenario, a framekwvyhich resembles the Musical
Landscape Metaphor described by Mark Johnson (2@ discussed in

subchapter 2.1.1.1 (page 71)

® However, the Musical Landscape Metaphor would ®@enshere from the perspective of the
composer imagining the music and not from the paatgpe of the listener listening to the music.
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1.1.1 A definition of mental imagery affectmg compositions

Building upon the explanations and consideratiomgerg in the previous
paragraph, the set of imaginary stimuli, moods @nabtions is a complex,
multisensorial and multidisciplinary entity. For nglicity’'s sake, | will
encompass all these imaginary feelings into one@onmental imageryMental
imagery affecting my compositional process is tfeegea set of ‘images’ which
are mentally produced. Each image is a dynamiceagge of sensory-motor
perceptions that include visual, aural, tactilepppioceptive and kinaesthetic
feelings (among other things). Each image is atsaocerned with the dynamic
gualities of the moods of an imaginary individuahil® he/she perceives the
aforementioned aggregate of sensory-motor pergeptiBach image, which is
dynamic rather than static, interpenetrates theigus one and the next, thereby

creating a perceptual scenic experience subjegtinehotior?.

Mental imagery, as described before, has been wustg used during the

compositional process of the eight works preseatedhe practical outcome of
this PhD thesis. Before and during the creativegse of each piece, | let myself
be permeated with mental imagery, a mechanism srabion and internalization
that fell into the materialization of sonic entitisfluenced by it. As mentioned,
mental imagery affected the compositional procesfore writing the first

shape/note/sketch (it affected pre-compositionanping) and during the
compositional process (it influenced details frolne fpiece or even motivated

changes in the initial planning). When approachirgcomposition of each of the

® The definition of mental image proposed here isnezted with the concept ‘image’ proposed by
Antonio Damasio (1999), in which he defines imagean entity not restricted to visual elements
and permeated by other sensorial perceptions. Mipitien of mental image resonates as well
with concepts such as ‘body schema’ (Kolb 1959;ldgaler 2005), ‘body image’ (Gallagher

2005) and ‘image schema’ (Johnson 1987 & 2007).
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eight works presented, a sketch or plan was dedifir&. This sketch or plan
stood as an initial proposal for the general shapehe piece, outlining its
structure and direction. Mental imagery influendleid initial plan by mapping a
succession of moods, emotions and sets of stineulaming to different sensory
modalities. Thus, each section from the initialnpteas furnished from the outset
with a framework of emotions/moods/stimuli develdpeom mental imagery.
During the compositional process, mental imagesp ahfluenced the creative
outcome by affecting more detailed decisions. Hsfigcimportant were
imagined kinaesthetic stimuli, which affected rhmgib and metric behaviours in
the pieces, and also visual stimuli such as brigggror darkness, which affected

textures and harmonies.

1.1.2 The evolution of my compositional predgagelation to mental imagery

It is necessary to clarify that the influence ofnta¢ imagery in the compositional
process was not systematised at any stage ofebearch; hence there has never
been a fixed relationship between qualities frorntalkeimagery and musical
features. In fact, the relationship came more thinoa heuristic approach, letting
myself be permeated by the qualities of mental emagnd then conveying a
musical outcome by ‘finding’ the musical decisiottsat most satisfied my
demands at each stage. However, a certain degmegdify, especially in regard
to intervallic/harmonic choices and planned musicam, was present when
composing some of the earlier works presentedidoeg likePiano Sonata no.1
“Formas e simetrias”’and Sendeiros imaxinariogespecially its first movement,
Claroscurg a palette of intervals and chords were metaphltyi@associated with
imagined light intensities, therefore implementmglegree of systematization in

the creation of harmonies. Broadly speaking, theruals of a perfect fifth and a
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perfect fourth, and hence chords built by supetmosiof any of these intervals,
were metaphorically linked with brightness. On dtker hand, intervals such as
major and minor thirds were connected with imagmdarkness, as well as
chords obtained by superposition of any of thesdshNeedless to say that these
relationships were far more complex and subtle,abdeep and detailed analysis
of them would require an excessively long subchagptet would fall outside the
aim of this study. The slight rigidity propitiatday the associations described
above was abandoned during the compositiofakbbslandsee Volume II, page

69), when a much more intuitive and heuristic apphoto harmony was taken.

1.1.3 In search of a theoretical background

The conscious use of mental imagery in my compmali process, together with
the deep reflective process that it catalysed tkgamy creative practice, opened
an interest in the field of the philosophy of masimeaning, the philosophy of
perception and cognitive sciences. The aim was ind fa scientific and
philosophical basis on which the original and peas@ccount of mental imagery
(as explained above) affecting my compositionatpss could be supported. The
understanding ofiow music conveys meaning and the nature of musicahing
may help to suggest connections between mentalengagnd music. Modern
theories in the fields of cognitive science and phdosophy of perception were
studied in depth, in particular the ecological ttyeof perception (Gibson 1966;
1979) and representational theories by Charles @sbaum (Nussbaum 2007).
Moreover, research was also done in the field g€ipsiogy of perception with a

detailed study of the experiments carried out byndd. Sloboda (Sloboda 2005).
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Following the conclusions drawn from the aforemaméid research in the fields
of the philosophy of meaning, cognitive science, philosophy of perception and
psychology of perception, a second research questwose: has the
phenomenology of mental imagery been slightly netgl by music theorists and
historians in the recent past? This research questid to further study in the
field of music historiography and music analysisd @lso led to an interrogation
of texts from the second half of the™@entury about music history and analysis.
All the theories previously referred to, which aekl different fields of
knowledge, are raised and discussed in this chapteviding background and
support for my original and personal compositiopadcess which is influenced
by mental imagery. The following subchapter wikdiss the ecological theory of
perception, how it can be applied to a musical &ntand how mental imagery
might be addressed as part of the process of npgimeption in light of this
theory. However, first | will acknowledge the siarties found between the
process of involving mental imagery described aband a descriptive method

proposed by the electroacoustic composer Rogerl&mal

1.2 OTHER ACCOUNTS OF VIRTUAL DYNAMICS
1.2.1 Spectromorphology

Mental imagery in my compositional process, anceegply elements related to
imaginary movement and kinaesthetic sensationspme ways resembles what
the electroacoustic composer Roger Smalley has chdspectromorphology’.

Smalley coins the term ‘spectromorphology’ to ddmecrsome of the acoustic

results in electroacoustic music. Spectromorphol6igy not a compositional
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theory or method, but a descriptive tool based oralaperception” (Smalley
1997, p.107). The term describes the listening eapee of electronic music, and

refers to the interaction between sound spectrataidtemporal dynamics.

Smalley makes a clear separation between intrinad extrinsic features of
music, the former being sound events themselvegther with related formal
processes and relations in a work, and the lagmgbanyassociationwith extra-
musical content that a listener may experience wisening. In the following
guote, Smalley (1997, p.110) makes a claim foritipgortance of these extrinsic

features:

“...a piece of music is not a closed, autonomousfact: it does not refer
only to itself but relies on relating to a range exfperiences outside the
context of the work. Music is a cultural construethd an extrinsic

foundation in culture is necessary so that thanisit can have meaning.

The intrinsic and extrinsic are interactive.”

Further to this, Smalley claims that the sonic wat electroacoustic music both
enhances the imagination and activates extringin@ctions for several reasons;
among these he includes the “motion of colourfubcsral energies” and the
“exploration of spatial perspective” (Smalley 1997110). The fact that he refers
to motion here suggests that he does not limitettteinsic connections to other
acoustic extra-musical elements, but also to namdiog kinaesthetic or visual

elements: “Non-sounding extrinsic links are alsesgiole, whether based on
human physical movement (...) or environmental expee. For example

spectromorphology is concerned with motion and gingevocesses, which are not
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exclusively or even primarily sonic phenomena: sanotion can suggest real or

imagined motions of shapes in free space” (Smalg9y, p.110).

When comparing spectromorphology with my concephehtal imagery, several
connections can be found. Both concepts refer tonsic elements of music that
show a multisensorial nature. Further, Smalleyrseéxplicitly to concepts such
as motion, shape, space, colour or growth: theseiaual and motoric ideas that
are also featured in the mental imagery that affecy compositions. The most
important difference between Smalley’s spectromolgdyy and my concept of
mental imagery lies in the direction of the proc&malley proposes a descriptive
tool in which connections with imagined visual/mtgoerceptions arise after the
aural perception of music. Mental imagery affectmg work arises before the
music, permeating myself as a composer and hefficeemcing the outcome of

the creative process.

The dynamic qualities used by Smalley in orderdsciibe the ‘extrinsic’ features
of electroacoustic music share similarities withe thdynamic qualities
acknowledged by the psychiatrist Daniel Stern witascribing perceptual
mechanisms in infants. These dynamic qualities, ethrwitality affects’, are

described and put in relation to mental imagenyivat follows.

1.2.2 Vitality affects

Mental imagery as described earlier in the chaea heterodox entity that
features several different imagined qualities: &isuactile, kinaesthetic, aural,
olfactory, motoric and emotional (among others)isTimature points to the fact
that my mental imagery works across different sgnsoodalities. This cross-

modal nature resonates with a concept proposedsgghmtrist Daniel Stern,
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named ‘vitality affects’, which he defines as “qtiak [of experience] that do not
fit into our existing lexicon or taxonomy of affecfbut that] are better captured
by dynamic, kinetic terms such as ‘surging’, ‘faglaway’, ‘fleeting’, ‘explosive’,
‘crescendo’, ‘decrescendo’, ‘bursting’, ‘drawn quahd so on” (Stern 1985, p.54).
With vitality affects, Stern refers to dynamic qtiak that may apply to
phenomena occurring in different sensory modalitieshowever share a similar
dynamic nature. An example of this could be théefatating’ quality of sound,
light or motion, which is felt in different sensakichannels but shares the same
dynamic contour. Stern mentions that vitality aféerefer to qualities that don’t
fit into our existinglexiconof affects, an argument that may reveal that laggu
is a barrier to the full explanation of certain hifigs pertaining to mental
imagery. This point is of crucial importance foretBubject matter of Chapter
Two, in which some of my compositions will be arsdgl and discussed in depth.
Terms inspired by Stern’s vitality affects, such ‘asgularity’, ‘bustling’ or
‘frantic’ will be used in order to describe quadsiin the music that are connected
with qualities from mental imagery. As an examglee part of the baritone in
Solisdan’s sonnet froniEncuentro caballerescdsee Volume Il, page 146) is
described using the term ‘rush of sound’, a ternictvins described by Stern as a

‘vitality affect’.

Other authors such as Mark Johnson (2007) and M&heets-Johnstone (2011)
have addressed Stern’s vitality affects in thesesgch. Mark Johnson states that
the concept gives a profound insight into the reatofr meaning in general, no
matter if that meaning comes from music, languageision (Johnson 2007,
p.144). To understand the forms and qualities okioal meaning plays an

important role within this study, since it may ttweome light on how to explain
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the connections between mental imagery and musifaiSve have addressed the
concept of ‘vitality affects’ and how Mark Johnsbrings the concept into his
account of musical meaning. The following sectimistep forward on this topic,

where the ‘Embodied Theory of Meaning’ by Mark Jstm will be discussed.
1.2.3 The Embodied Theory of Meaning

The philosopher Mark Johnson (2007, p.9) states, tmeaning traffics in
patterns, images, qualities, feelings, and evelytuw@incepts and propositions.”
This assertion appears in the context of his praipms an ‘embodied’ theory of
meaning, in which meaning arises from the intecactof the individual's body
with the environment and with the association @ thteraction with past, present
and possible future experienéesAs Johnson states, conceptual content is just
one part of meaning, which is not limited by cortcappropositional conteht
Thus, to transpose this back into a musical contexen when a composer
focuses on a particular form of meaning, the nanfrdhe message that the
listener will receive may be constructed by a sdrelements of quite a different

nature, among them being the mental imagery we Hseeissed.

Following arguments by Johnson and N6e, meaningldvoaturally arise from
perceptual experiences rooted in the past and foamexpectation regarding
future perceptual experiences. In a related velmistpher Small (1998) refers to
the relational quality of musical meaning when defining his cqutceof

‘musicking’, arguing that musical meaning derivemni the relationships between

" The importance of experience in perception is alsounted by Alva Noe, who states that the
ability of perception comes partly from the accuatioin of experiences that one appreciates as
relevant (Noe 2013).

8 Noe refers to the non-conceptual side of percéperience, claiming that perception is not

constrained by merely what we are able to grashbdoght (N6e 2013).
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all the forces involved in the act of creating neugiomposer, performer, listener,

score, culture, society, ett.)

Theories of meaning by Johnson and NOe, if apglechusical meaning, might
point to the fact that music moves listeners thlowg set of multisensorial,
interdisciplinary stimuli, rooted in our experiencand our capacities as
individuals, which reach our perception throughaaiaty of channels (sensory
apparatus, imagery, memories, etc.). Since compoperformers and listeners
share these same typologies of perception, it mightargued that this set of
multisensorial stimuli happen for each, either asoascious or unconscious
process when perceiving music. For example, theniogeof Claroscuro (see

Volume Il, page 40) was inspired by a feeling opestant stillness together with
a sense of progressively increasing brightnessis#&ner or performer, when
listening/playing this piece, would therefore hawemother multisensorial

experience which may be completely different frdra bne sensed by me when

composing.

The conscious use of mental imagery when compos§iiegmo Sonata no.l
“Formas e simetrias’prompted an interest in the field of cognitive scies. The
ecological theory of perception, discussed in thikowing subchapter, will be
addressed as a theoretical framework that explainat the role of mental

imagery is in the whole process of how we perceaiusic.

° It is possible to find a common origin for all #eetheories in the philosophy of John Dewey,
particularly in his theories of knowledge. Deweyoposed the principle of continuity versus

dualism, rejecting the traditional dualism of mibddy and giving to the body and the sensory
apparatus a fundamental role in the process ofideglknowledge (Dewey 1916; Boydston ed.

1980).
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1.3 MENTAL IMAGERY IN MUSIC PERCEPTION
1.3.1 The ecological theory of perception

Formulated originally by James Gibson (Gibson 198%79), the theory differs

from cognitivist's theories in the symbiotic retatship proposed between
environment and individual. Gibson claims that é€m¥ironment is not a passive
entity that contains an amount of chaotically orged stimuli, but a dynamic and
changeable body of structured information thatvitlials perceive by adapting
their sensorial system to the environmental charestics (a process referred as

‘tuning’ by Gibsonj°.

Gibson coined a new term to name a central conoefpte ecological theory of

perception, and this concept is ‘affordance’ (Gib4®66). Affordances refer to
“what things furnish, for good or ill. What theyfaifd the observer, after all,
depends on their properties” (Gibson 1966, p.286)h the word affordance we
isolate what perceived realities offer to the onbowperceives them, what
possibilitiesthey give to an individual. As an example, for @man being the

perception of a tree can afford protection from thi@, or act as a structure for
climbing, or for eating, in the case of those tréneg bear fruit. But for a bird, the
perception of the same tree also affords a livingirenment. What makes the
concept of ‘affordance’ a key aspect of the ecaaliheory of perception is the
fact that it encapsulates the symbiotic relationshetween environment and
individual. Gibson (1979, p.122) states this clgadffordances are “something

that refers to both the environment and the animal way that no existing term

19 Eric Clarke argues that the tuning of the indidbwith the environment is not, however, some
kind of happy accident, but is a response to tlastiglity and flexibility of the nervous system
within the context of our ability to shape our eoviment. Further, Clarke points to three factors
that characterise the theory: perception-actioaptation and perceptual learning (Clarke 2005).
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does. It implies the complementarity of the animatl the environment”. After
all, affordances depend on both the nature of tye@nd the nature of the

perceivet’.
1.3.1.1 The ecological theory of peraapipplied to music

There is a large body of work done in the fieldnafisic philosophy about the
question of how music conveys meaning and whah#tere of musical meaning
is'2. London refers to this, and points out three waysvhich music can be

meaningful: it can have representational, lingaistind expressive meaning
(London 2000). The guestion of meaning attribui®made all the more curious
due to the fact that, at a basic ontological lewgiat we call ‘music’ is nothing

more than a series of vibrations or non-vibratianihin the medium of air that

our auditory system perceives and our brain pr@sesBut this belittles the
important issue, which is what realigovespeople when listening, or how we
construct such rich meanings when listening to mubhe ecological theory of
perception can provide a path for understanding hsweners attribute meaning

from something as simple as sound and silence.

In a musical context, the perception of sound maguce listeners into the
performance of a varied number of actions, whicmdbhave to be exclusively
physical. These actions can vary from body moven{garice, foot-tapping, etc.)

to the formation of mental imagery or just to thetfof focussing more attention

' This argument is also defended by Clarke (20084)p.“the ecological position rests on the
premise that perceptual specification is a recigirgelationship between the invariants of the
environment and the particular capacities of thegieer”.

12 Kivy 1989, Nattiez 1990, Agawu 1991, Hatten 198d 8004, Chua 1999, Cook 20@t al.
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on a particular instrument or timBfe Since these actions are the product of
encountering sonic information from the environmantd also depend on the
abilities and capacities of the listener, they ‘anasical affordances’, a concept

discussed in the following section.
1.3.2 Musical affordances

In order to bring the concept of ‘affordance’ imtanusical context, it is important
to clarify the exact nature of it. Rubén Lopez C&2@06, p.3), for example, states
that affordances “are the performances offerechbyobjects, the stock of actions
we are able to do within the environment. By meafsthe affordances
meaningful relationships arise from the environniefds Lopez Cano points out,
affordances show the relationship between perceaindrperceptual information,
but in the case of music they work as a startingtpo construct meaning from
that relationship. The action or actions that amsiminduces in a listener, which
are necessarily its musical affordances, are tret fitep for a listener in an
ongoing process of meaning attribution that begiite the ontological reality of
music (the physical vibrations of sound). Therefai@ordances in music occupy
a central role in the process of creation of musiwaaning, which at the end is

what produces affects and emotional states imkste

Clarke, as well as the musicologist Luke Winds@s hadopted an approach that
considers musical affordance as a huge, almostiteficoncept. In Clarke’s own
words: “music affords dancing, worship, co-ordimhtevorking, persuasion,

emotional catharsis, marching, foot-tapping, anthyaiad other activities of a

13 Clarke (2005) argues that sometimes these posaititens induced by music can be interrupted
by social and cultural conventions, like those @unding listening to music in the Western
concert hall environment.
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perfectly tangible kind” (Clarke 2005, p.38)On the contrary, Reybrouck has
adopted a much more restricted view of musicalrdffoces, focusing more on
the role of the body in musical-cognition processeése lists just five possible

affordances of music (Reybrouck 2005):

1. The sound producing actions proper

2. The effects of these actions;

3. The possibility of imagining the sonorous unfoldirag a kind of
movement through time;

4. The mental simulation of this movement in termdodlily-based image
schemata;

5. The movements which can be possibly induced bgdoeds.

| would like to place more attention on the thirddafourth affordances.
Reybrouck considers the possibility of imagininge tflow of sound as a
movement through time in terms of ‘bodily-based gmaschemata’. And this
particular affordance leads us directly into theldiof mental musical imagery,

our central topic.

Following the same line of argument as Reybroucdpdz Cano proposes a
typology of musical affordances that is dividedointwo large categories:
‘Manifest motor activity’ affordances, and ‘Coveratbtor activity’ affordances.
For the former, Lopez Cano (2006, p.5) proposes dégnition “all visible

external movements that each segment of music sli@ato execute along with it

4 Clarke includes interpretation and musical crsticias examples of musical affordances, as
interpretation, interpretative writing and speakoan also be considered forms of action (Clarke
2005, p.204).

!> This might be arguable. From the point of viewnadisical performance, it is argued that the

action that is necessary to produce a particulandgavill always occur before that sound reaches
the performer’s auditory system; therefore thatoactould never be a consequence of the sound
perception itself, and thus it could never be dordénce of the music.
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while we listen”. The latter arise when “music pé@sus to exercise non-visible
corporal activities” (Lépez Cano 2006, p.6). Thed®rdances, as Lopez Cano
explains, can be divided into several subgroupedpg on what exactly the
individual imagines while listening to music. Anpartant claim | want to make
at this point is to suggest that both Reybrouckiental simulation of movement’
and Cano’s ‘covered motor activity’ refer to veryndar music affordances,
which are in fact related to the importance of fibrenation of mental imagery in
the process of music perception. Affordances of rigsic related to virtual
movement are useful for describing potential meghininterpretations of some
sections of the compositions presented. For exantipée folkloric dance from
Section C oflakobslandsee Volume IlI, page 88) may induce listenerotafa

mental simulation of dance-like movements.
1.3.3 A missing step: The virtual represeotati

So far we have discussed how music is perceivedhbylistener from the
perspective of the ecological theory of perceptiamd on this basis an
explanation was given on the nature of what pdercmusical affordances are
and how these affordances can be best understadgdthBre is still a step in
between the perception of music and the natureot#npial listener action (music
affordance) that has not been covered yet. This isteore to understanding the
question of how musical meaning might arise, whsch question of research that
has been much discussed in the literdfude order to cover this missing stage
between the perception of auditory input and afist’s action | will focus my

efforts in the subsequent section on explaining howsic works as a

18 Nattiez 1990, Agawu 1991, Hatten 1994 and 2004,2Ct999¢t al
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representational art, or more precisely how therisr produces a virtual internal

representation of music in his/her mind and how keads to afforded actiors

Roger Shepard explains how he feels there is samgetnissing in Gibson'’s

theory, specifically in relation teisual perception. In his words: “To say that
there is sufficient information in the proximalrstilus and even to point to some
of the higher-order variables in which the inforroatresides is not to describe
the mechanism that extracts the information and uiséo control appropriate

behaviour or additional cognitive processing” (Sdrelpl981, p.285). It seems that
Shepard is missing the step, discussed previoustyween process(es) of

perception and consequent process(es) of action.

In order to fill the gap between perception andoagtCharles Nussbaum (2007)
introduces a new concept into the process, which @&aaymbolic nature: the
‘virtual representation’. Symbols, and among themagated’, are informational

vehicles which have the capacity to reduce unadgstabut they are also much
more than that. They are more complex than sidhalsd require sophisticated
modes of perception in order to extract the infdramathey contain. Symbols
therefore ‘represent’ the structure of perceivealitye Bringing this back once

again into the field of music, a virtual represéotaof a piece of music would be

" Gibson rejected the idea that we make virtualriveterepresentations of the environment when
perceiving it. However, he did take into accoung thossibility of the existence afxternal
representations (virtual, not real) of this samalie (Gibson 1979). He named these external
representations ‘surrogates’, virtual associatimh®se structural configuration refers directly to
the structure of the environment and helps thegdegc to reach a deeper understanding of this
reality and its potential meanings. Gibson congdeabsolute music as a surrogate, which is
revealing in itself: it implies that although Gilmsalearly rejected the notion of internal
representations and hesitated about the existefhosusical meaning in absolute music, he did
consider the existence of structural informatiorth@ music of being capable of being encoded in
a virtual representation.

8 A signal is a source of information about an eventenvironment that does not contain
structural information of it, a “natyntacticallystructured” (Nussbaum 2007, p.25) object or event.
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thus a symbol, as it has enough complexity to camfgrmation about the

structure of the musical material.
1.3.3.1 The virtual representation of mus

In line with the previous arguments of Nussbaumjght venture to propose that
a virtual representation (a three-dimensional magpuf the structure of music)
would be created in the listener's mind from thesti (sonic vibrations) that are
perceived through his/her sensorial system. Thealirepresentation would work

as the additional step between perception andraatissed by Shepard (1981)

Note that this does not imply that Gibson's ecatabitheory of perception is
rendered invalid; moreover, it works as a furthgulanation of how an individual

processes information from an already structuredvir@mment. Hence,

considering the arguments maintained by Gibsonp&ldeand Nussbaum, the
scenario of an individual receiving sonorous stinanld then producing a virtual
representation of the sonorous unfolding that wosédve as a vehicle of
structural information and contribute to the pr@ieg of meaning might be

accepted.

After matching the theories of virtual represemtatwith the ecological theory of

perception by placing representations in betweerp#rception and processing of
structural information, it is perhaps worthwhiledamseful to go a bit further and

discusswhat kind of sensorial information the representation s@gsplio the

perceiver. If we refer to the perception of musacjistener creates a virtual

19 Shepard argues that, in the case of rich and uigaimis perceptual events Gibson'’s theories
may be plausible. But, when the individual percsia@ environment of ambiguous and chaotic
perceptual events, a deeper explanation about hewbtain processes these inputs is clearly
needed (Shepard 1981; 1984). Nussbaum agrees hétha81 on this (Nussbaum 2007).
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representation of it in his/her brain that suppgigsictural information in the form

of temporal, spatial and motoriserception®.

Lerdahl and Jackendoff's ‘generative theory’ of muf.erdahl & Jackendoff
1985) refers to the flow of movement in sonic materTheir theory can be
compared to generative linguistic theory that degida sentence into several
smaller entities organised in a tree-form struct(sgntaxes). Following this
methodology, for Lerdahl and Jackendoff the musstaface can be subdivided
into smaller structures that work as part of a whehit in a similar tree-form
hierarchy. They proposed, as both Nussbaum anda&hégve, that the listener
receives the structural information that is corgdinn the musical surface by
accessing internal representations. In parallel,ssNaum focuses on the
comparison between generative linguistics and @®ver music structures,
particularly on the parallel relationship that ¢xibetween the time-span structure
of music and the intonation pattern of languageogpdy). Following this,
Nussbaum argues that speech patterns are closaigdéo motoric patterns that
involve gestures of the whole body, and finallykEnthis argument with the

generative theory of music by Lerdahl and Jackendof

“Prosodic speech patterns, it is clear, are closglied with gesture
behavior patterns that involve principally the hsubdit also the whole body.
As a matter of fact, the trees that Lerdahl ankelaaoff use to represent
both the time-span and prolongation reductions(arg organised in the
manner of motor control hierarchies and task-lewstion plans.”

(Nussbaum 2007, pp.40-41)

%0 Spatial, temporal and motoric terms have ubigsipbeen used in order to describe musical
gestures and nuances (Sessions 1950; Besson & 36ban

43



Nussbaum'’s reflections are of great importanceciar purposes, because they
suggest that it is possible to hypothesise a commnigin for language and music.
As the prosodic patterns of language are closé#ya® to motoric gestures of the
whole body, this would allow us to think that mussc also rooted in inner
sensations of a motoric nature. These argumentsnaies with feelings of
movement and kinaesthetic sensations that areopartental imagery affecting
my compositional process (as defined at the beggof this chapter, page 24).
Imaginary movements and imaginary kinaesthetic gumrans derived from
corporeal movements influenced some of the compasit choices in the pieces
presented with this study, especially in terms loftmmic behaviour. A good
example of this relationship can be seen at theinbeg of Natureza e
arquitecturaand subsection b3 from Section BJatkobsland(see pages 87 and

77 for an analysis of both pieces).

The point made by Nussbaum provides a theoreti@akdround for kinaesthetic
perceptions furnishing mental imagery and in the afflecting my compositional
process. Research in the field of neurosciencealsascontributed to the study of
these imaginary kinaesthetic perceptions via tle@m of mirror neurons, which

is discussed below.

1.3.3.2 Mirror neurons

Recent studies in the field of neuroscience shoat there is little difference
between the perception of a virtual movement ofbibéy and the final realization
of this particular movement. These studies claiat tertain neurons in the brain,
named ‘mirror neurons’, reproduce exactly the niagiical processes needed for

a particular body movement when this is seen ineth@ronment or imagined by
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the individual (Stamenov & Gallese 2002; Galles@&Rizzolati & Sinigaglia
2008; Churchland 2011). Nussbaum and Clarke havisedt these new
discoveries in the field of neurology in order mplete their theories regarding
motoric perceptions that are obtained from virtuapresentations of the
environment. The idea of mirror neurons gives sslal neurological background
to the theory of motoric perceptions obtained fribva virtual representations of

music.

1.3.4 Motor imagery

Recall that the ecological theory of perception leddirectly to the concept of
‘affordance’, and more precisely to the conceptnofisical affordance’, which

refers to any action whatsoever that music is &bleduce in its listeners. The
theories of virtual representation proposed by Nass, Shepard and others
work as a step in between perception and informapoocessing: a listener
perceives sonic events through the sensory syséemmhshen produces a virtual
representation of the music which supplies himAvgh complex information.

Therefore, the fact of creating a virtual repreagoh of music is an action

induced in the listener by the music, and is hemagrusical affordance. | shall
now provide a bit more detail on this subject, d&sing musical representation
through the lens of the theories of affordance psed by Rubén Lopez Cano and

Mark Reybrouck that were discussed earlier.

Among the subgroups in which Lépez Cano dividesstivealled ‘covered motor
activity affordances’, there is one he names ‘caapcextension’. In this
subcategory Lopez Cano includes affordances camgistf imagining an

extension of our own body performing any kind ofwament in an imaginary
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space. The perception of musical events may ingutiee listener a similar action
of imagining his/her body projected into a kindviftual reality. In this virtual
space the projected body performs movements indbgeohusic. Lopez Cano

(2006, p.7) states:

“Music is movement; acceleration, retention, préatpn, statics,
ascending and descending fragments, etc. On oosasiasic permits us to
experience sensations of corporal movement thatloveot effectuate in
reality but that we project onto it. [...] Throughvte move in imaginary

spaces. We move in ways that would be physicalpossible.”

It is easy to see that the topic of mental imageners a huge field that includes
every single imaginary situation, picture, spacesensorial event that we can
derive from musical listening. But what is descdbabove is a very particular
kind of mental imagery called ‘motor imagery’, ‘nootsimulation’ or ‘ideomotor

simulation’.

The concept of ‘motor imagery’ is defined by Mahgpramd Avener (1977) as a:
“dynamic state during which a subject mentally dates a given action. This
type of phenomenal experience implies that he/swsfhimself or herself
performing a given action without actual manifastatof this action” (quoted in
Reybrouck 2001, p.129). This musical affordancefigreat potential in trying to
understand the temporal, spatial and motoric dimessof music in terms of
imagery. Through motor imagery, we are able togmopurselves into imaginary
spaces. We then experience an embodied spatiapiene in which our projected
body, with its movements, works as a receptor of #xperience and is at the

center of it. Reybrouck argues strongly for theaidé motor imagery, stating that
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what matters here is the mental simulation of acsonfolding through time. He
argues for the existence of listening strategiesetbaon a motor encoding of the
temporal articulation of the sounds, thereby suyggsthat listening involves
motor preparation without actual motor oufpuMusic is often described as just
sound and silence, or as vibrations of the air teath our auditory system. But
music also affords to be perceived as a movemeotgh time, and not only from
a metaphorical point of view but also from an acwmbodied point of view.
Nussbaum also addresses the existence of motoreimag music perception,
stating that it comes as a consequence of the aaweint of virtual
representations. Moreover, Nussbaum links motorgana with the theory of
mirror neurons, and uses both points to completewtole theory of music

perception:

“The internal representations employed in recogetire musical structure
from the musical surface specify motor hierarclaied action plans, which,
in turn, put the listener’s body into off-line motor stathat specify virtual

movements through a virtual terrain or a scenariosgessing certain

feature$ (Nussbaum 2007, p.47, italics added).

This might well account for the link between motoragery and some of the
features characterizing my definition of mental gee affecting my
compositional process, which is given at the bagmrof the chapter (see page
24). During the composition of the works here pnésé, | let myself be
permeated by mental imagery featuring a set of ismunlsorial stimuli and also

moods and emotions felt by an imaginary spectalbis scenario is clearly

2L Reybrouck (2001, p.129) uses the term ‘enactiterting’ to describe a process of listening that
“takes the human body and its actions as a refefemeaking in addition a distinction between
overt and covert action from the body, stating grective listening involves motor imagery.
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connected with the ‘corporal extension’ affordapceposed by Lopez Cano, the
idea of motor imagery taken from Mahoney and Avd@éi77), mental simulation
affordance proposed by Reybrouck and the motoratdbres included in

Nussbaum’s representational theories.

1.3.4.1 Motor imagery in relation to ngnepositional process

At a base level, all the theoretical processesagxptl previously have aimed at
setting out the basic perceptual phenomenologylistener's musical experience,
and how a listener builds up meaning from the ssgioe of sound and silence
that we call ‘music’. The ecological theory of pgption and the notion of motor
imagery might describe what happens in the mindisténers when perceiving
music, something that may lead us to argue thag@myaplays a vital role in the
process of music perception. In the field of thelgsophy of perception,
Reybrouck and Lopez Cano have accounted for motmgery as a broad
affordance of music with several other affordandegher subject to this
affordance (such as the covered/overt motor agtafitordances). Nussbaum has
also proposed a whole theory of virtual representah order to explain how we
get from the sensorial perception of music to theaitton of musical meaning.
Further, real experiments in music psychology edrout by Sloboda suggest that
virtual representations, and hence imagery, agt@list when perceiving music.
By virtue of all the previous considerations, losigly argue for the enhanced
study and awareness of motor imagery in music péare both when composing
and performing music, an awareness that may leaal ticher communication
between composer, performer and listener since ahémiagery will add fresh

and innovative forms of meaning into the commurineaprocess.
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This study was motivated in the first place by espeal artistic circumstance: the
conscious use of mental imagery before and duriggcompositional activity.
These mental images have special characteristiishvare defined and discussed
at the beginning of this chapter (page 24). Theaesh carried out in the field of
cognitive science and the philosophy of perceptitamnived from the artistic event
described above, led to the location of severabribe and arguments that
appeared to resonate with the nature of mental emyagaffecting my
compositions. Furthermore, the theories of peroeptirought in during this
chapter stand as general theories that apply toy dwenan subject, since we all
share similar mechanisms of perception and commatioit Following this, |
would venture to claim that mental imagery (not own and subjective imagery,
but mental imagery in general and for every indinal) has always been used by
composers, past and present. This claim leadstogha following subchapter, in
which the presence of mental imagery in music hystind analysis from the
recent past will be analysed and discussed. Howdafore carrying out this
excursion into historiography, | would like to pbiout some empirical evidence
for the use of mental images or patterns in musiception, including those

provided by experiments led by the music psychskgphn Sloboda.

1.4 EMPIRICAL EVIDENCE: THE EXPERIMENTS OF JOHN SIBDDA

Recent research in music psychology has providgureral evidence for the fact
that imagery plays an important role in music pssagg. Experiments conducted
by John Sloboda reveal that there may be a linkédt the capacity for creating

mental representations and the capacity for memgriand reproducing a
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melody. The methodology used to prove this consisteasking students (both
musicians and non-musicians) to sing from memdigllkatune immediately after
listening to it for the first time. Notes were maate both the level of the accuracy
of reproduction, and the idiomatic kind of mistakbeat each individual made.
When analysing the results, Sloboda (2005, p.8@rlodes that: “memorizing
simple, well-formed tonal melodies involves builgia mental model of the
underlying structure in which not all of the sudatetail is necessarily retained.”
Note that these findings by Sloboda might providene empirical evidence for
the theories of musical representation providedNlngsbaum and may actually
happen for all individuals to a higher or lessegréde when listening to music. In
fact, Sloboda claims that the difference in accuEaesponse when recalling the
folk tunes might find an explanation in the diffietelevels of mentally-
represented structures that each individual acHiet®/e have evidence that
different levels of structure are available to pgeowith differing amounts of
musical expertise. Musicians code harmonic relatips that seem less
accessible to non-musicians” (Sloboda 2005, pl86jvever, he goes on to state
that there is a common ground for both musiciar$ @on-musicians, and this
common ground may well be the process of mentalpping the structure of a
melody whilst listening to it. The level of compigxof the mental representation
varies between individuals, with those with a highexvel of musical expertise
producing more complex mental representations tese with no musical
expertise at all, but as Sloboda (2005, p.89) stdteubjects seem to share the
pool of basic melodic and rhythmic building blo¢kSloboda puts his findings in
relation to several generative theories of musichsas the ones by Lerdahl and

Jackendoff (1983), Sundberg and Lindblom (1976nduet-Higgins (1976) and
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Steedman (1977). However, he prefers to see thelusions as: “pointers to
aspects of memory and representation for whiclyegsno well-developed theory
exists” (Sloboda 2005, p.90) rather than empireadence to reinforce these

existing theories.

Sloboda also relates musical ability in a generay with the capacity to create
mental representations of the structure of muse.skhtes that general musical
ability cannot be measured by, for example, acqucdgerformance, as either a
composer or a music theorist, who may be poor pedos, may well be very
capable musicians in another sense. Therefore, Wiyerg to find a common
attribute that accomplished musicians of differéatds share, he states that:
“much contemporary research on music supports ttem that there is indeed
such a common attribute, which is the abilityriake sensef musical sequences,
through the mental operations that are performedsaumds (whether real or
imagined)” (Sloboda 2005, pp.301-302). Musical igbitherefore correlates
strongly with the capacity for producing virtuapresentations of the music and
then deducing a logical and meaningful order/stmecfrom this representatitin
For Sloboda (2005, p.302), “This kind of findingggests that people generally
store something more abstract than the actual wordsotes.” In the case of
music, | would like to further suggest that thisoma abstract’ element might well

be the ability to forrmental imagery

2 This idea is supported by other empirical studsesh as those by Sloboda and Parker (1985)
and Oura and Hatano (1988). These studies suduspéople who are able to ‘make sense’ of

the mentally mapped structures tend to producesjiidu structural substitutions when asked to

recall memorised music.
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1.5 MENTAL IMAGERY IN MUSIC HISTORY AND ANALYSIS

Both Nussbaum'’s theories and Sloboda’s experimentsirtual representation,

discussed in the previous section, suggest thatahemagery plays a key role in
any act of music perception, from listening to casipg. If musical ability is, as

Sloboda claims, directly linked with the capacity producing and processing
virtual representations of the music, then it waogdsurprising if composers were
not using any imagery or representational framewavkilst creating. This idea
leads to the hypothesis that imagery may have begrstly neglected by music
historians in terms of accounts in the literatufee@mposers’ work. | will here

focus only on the literature from the second half the 23" century in

investigating this claim.
1.5.1 An interrogation of existing literature

The majority of approaches to music found in therditure from the second half
of the 28" century are highly formalist in style, revealingemdency to consider
technical aspects of the compositional processh(sscthe treatment of form,
harmony, motif-development and pitch material 9&d@¢ as the most important
aspects of a composer’s art. However, some execepticere found, either as
isolated sections that are part of a mainly foretdlbcused text, or entire books
that have adopted a different approach. A veryasting case study concerns the
work of the musicologist Arnold Whittall, who haathored several books about
20" century music (Whittall 1977; 1982; 1999; 2003080 As an example of the
different approaches to the analysis of musicalemeltjust mentioned, we can
find divergences in the account given of the mo$idean Sibelius, if we compare

the texts from 1977 and 2003. In the 1977 text, tt&hifocuses much more on
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formalist aspects of the compositional process;aasbe seen for example in the
following fragment: “The presence of thematic staats and restatements, along
with strong contrasts of mood and tempo, providdaais for defining the
structure as the diversification of a unity” (WhItt1977, p.21). What follows
this fragment (placed at the beginning of the asig)yis basically an explanation
of Sibelius’ use of orchestration, form, tonalignd so forth. But surprisingly,
Whittall's methodology is substantially differemt his 2003 text. In this book he
undertakes a deep analysis of Sibeliliapiola (1925), where he describes the
work as an attempt of “interaction between thosgpérsonal, elemental natural
processes’ and human awareness of them — everatif‘dvareness’ involves
resistance as well as acceptan®hittall 2003, p.11). Later on, Whittall refers to
bars 356 and 569 of Sibelius’ work as “embodyimmgied humanity’s terror and
despair in face of the god’s ‘self-disclosure’ sease of the human contemplating
an intimidating form of othernesgWhittall 2003, p.11). It is possible to notice
from these fragments that Whittall made a much mide ofmetaphoricimages

in order to describe Sibelius’ music in his latB02 book.

The music historian Peter Yates favours again adbist approach to music
analysis in the 20 century. In a subchapter from his 1968 text, fedusn the

music of Alexander Scriabin, the author concludest tthe composer never
reached a situation in which he had embraced cde@lonality, while other

composers from the period were starting to prodheefirst experiments in just
this way, thereby categorizing Scriabin as a lessleam or avant-garde position
than other composers in his milieu: “His last twian@ sonatas, the Ninth and
Tenth, and the last Preludes, opus 74, stop just shdiscovering atonality. The

interest of the music is great, yet compared whbk tature contemporary
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keyboard works by Debussy, or tl&x Little Piano Piecedy Schoenberg in
which the atonal answer is admitted, Scriabin’siftg of the emotion and lack of
economy are evident” (Yates 1968, p.141). It mightargued that this statement
is based on a partial approach to analysis akéstinto account not even the
whole compositional process of Scriabin but a srpalt of it (his use of tonal
harmony). And further, Scriabin is well known toveabeen innovative regarding
the use of extra-musical material in order to ptige compositional decisions,
particularly the influence of colours as can bensée his last symphony

Prometeus: The Poem of Fife

It is not only texts written in the 1960s-70s tlaa¢ highly formalist in content.
Elliott Antokoletz’s text from 1992 is, also, dorated by a formalist approach to
music analysis. The chapter devoted to the musiBébé Bartok deals with the
composer’s compositional process and its evolutiamng his life. Passages such
as the following show how the author prioritisesrtB's use of harmony:
“Bartok’s freer tonality (largely achieved by suddmajor-minor mixtures) and
almost continuously dissonant texture (based omgsere use of appoggiaturas
and sevenths) may be primarily associated withntbbee daring harmonic fabric
of Strauss’ works” (Antokoletz 1992, p.107). Howeubere is no mention of the
highly innovative use of rhythm that Bartok deveddp or the fact that this
rhythmic language affords being imagined in terrhgpapular Hungarian dance.
Further to this, the subchapter devoted to Leo&daradopts a similar approach,
as Antokoletz places Jamek’'s works squarely in terms of their harmonic
language, and its contemporaneous influences. falgsas of Benjamin Britten’s

War Requiems also highly formalist in its approach, as tbéofwing fragment

3 This symphony includes an instrument namkvier a lumiéresdesigned specifically for this
work, which would project coloured light on a saree
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reveals: “In this work, traditional forms and prdoees (fugue, chaconne,
ritornello, etc.) serve as the framework for nodiianal pitch-set relations,
which include the modal, octatonic, and whole-tameractions characteristic of

the Bartdék and Stravinsky idioms” (Antokoletz 1992509).

The 1993 volume by Schwartz and Godfrey includemigture of different
methodologies regarding music analysis. We caniniiance, find ‘image-based’
analysis in their approach to George Crumfrgient Voices of Childre(1970):
“In Crumb’s music pitch logic, time, textyrand sound colouall contribute to a
stark, phantasmal sound-scape that seems idealigheth to Lorca’s words”
(Schwartz & Godfrey 1993, p.233). However, theyogksovide a categorization
of the music between 1890 and 1945 that is basquuoaly formal aspects, such
as the use of chromatic harmony, atonalism or ni@gebf form/structure. Further
within this text, the analysis that the authorsvpte of Penderecki’$hrenody for
the victims of Hiroshim&1960) is surprisingly formalist in its approads, it just
describes the use of clusters and remarks abolestral texture: “More than any
other such work from this period (including thoselbgeti and Xenakis), it has
come to exemplify the use of texture as the printayis for musical ideas and
their organization. For virtually all of its eightinute durationThrenodyconsists
exclusively of textural blocks, clusters, and dénsatersecting polyphonic
strands” (Schwartz & Godfrey 1993, p.218). Thiscact of Penderecki’s work is
just a description of the compositional techniggedj and as such provides no
reference to any possible imaginary connectionwdt the soundscape created

by this process and the tragedy enacted at Hirashim

Moving to other authors, Alastair Williams (1997xip makes a statement that is

reminiscent of the findings of John Sloboda. Witig claims that “musical
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creativity is intimately linked to the exploratiaf subjectivity within a global
space of simultaneous possibilities.” With sucliagesnent, he may be alluding to
the suggestion that abstract thinking (which inekidmental imagery,
representation and metaphor) enhances musicalivitgafs discussed earlier,
Sloboda came to a similar conclusion via his expents in music psychology.
But Williams provides us too with some less formsialand more metaphoric
approaches to music analysis, as can be notedthrerfollowing section, which
refers to Ligeti'sMelodien(1971): “The spatial shapes, symmetries, expassion
and contractions dflelodienare clearly audible; and within these formal sisape
the shimmering webs and interlocking lines proviifferentiated and sensual
articulations of space, offering an ephemeral be#ut constantly renews and
transforms itself through a logic of disintegratiofWilliams 1997, p.84).
Williams does not limit his analysis solely to Lige technical processes of
contraction/expansion and symmetrical shape of nieodies; moreover he
relates them to the affordable imaginary link wititual spatial structure, and the

emotional states of mind that these shapes mifridathe listener.
1.5.2 Document or event: A debate in musimhisgraphy

As remarked previously, a substantial number ofrrgpas from the literature

support the argument that, during the mid‘2@ntury, there was an analytical
tendency to stress formalist/technical aspects vdssussing music. However, if
we fall back on, in a musical context, the theordésembodied meaning by

Johnson, No6e, and so on, discussed earlier inctiapter, we may be able to
present the counter argument that formal relatigssim music represent jupart

of its meaning and not its only meaning. In facg mave seen how Johnson in

particular argues for a substantially enlarged ephof meaning, derived from
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the work of Dewey, which not only contemplates niegnin terms of
propositional knowledge but also prioritises rel@viaans-experiential linkages in
the life history of an individual as meaningful timeir own right. Further, if we
were only to consider formal issues as the only@wf musical meaning, we
would surely succumb to a type of ‘objectificatiasf the musical work, thereby
contradicting Christopher Small’s important conceptmusicking’ that we have
defended previously. Moreover, Johnson’s claim &or enlarged concept of
meaning, taken together with this concept of ‘mkisig’ is related to what
Clifford Geertz refers to as a ‘thick descriptioras opposed to a ‘thin
description’, which in this case we could interpeet the strictly formalist
approach to music analysis. Clifford Geertz diseaghis concept under theories
and discourses surrounding Culture, stating traatalysis, then, is sorting out the
structures of signification (...) and determiningith&cial ground and import”
(Geertz 1973, p.7). Geertz borrows the concept f@ithert Ryle (Ryle 1971),
and it will be important in what follows, which mwes these additional

definitions of meaning within the literature in f@sophy.

1.5.2.1 Philosophical context

The above arguments that concern tlom-propositionalqualities of meaning
have their support in modern philosophy, for examipl the work of Andrew
Bowie, that links thinking about music with contemngneous philosophical
discourse (Bowie 2007). Bowie gives an accountosy hudwig Wittgenstein, for
example, links the concepts of ‘logic’ and ‘musis vehicles that make meaning
possible within the world. However, Wittgensteins@lplaces a distinction
between what is ‘intrinsic’ to the world and whigsl outside it. For Wittgenstein,

everything within the world “is contingent and ispeessed in propositions which
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can be true or false” (Bowie 2007, pp.271-272). r€hare ‘unsayable’ things
(corresponding to things like logic and music) tae¢ ‘conditions’ for the world
and lie outside it (Bowie 2007, p.271). Thus, Watigtein proposes a dichotomy
between propositional knowledge (the ontologicalrldjoand the meaning of
these propositions (the epistemological world), amgument that shares some
resemblances with the work in music of Carl Dahthgan argument that
highlights the fact that music is fundamentallytéiinmedially interpenetrated’)

(Dahlhaus 1983).

Maurice Merleau-Ponty also provides an accounthef differentiation between
objective and non-objective things in the word. states that, when referring to
the field of psychology, it is necessary to finénbath objective knowledge, the
things without which there would be no objectiveowhedge (Merleau-Ponty
1978). These things ‘without which there would lmeabjective knowledge’ can
be compared with Wittgenstein’s ‘unsayable’ thifigsong which he placed the

domain of music aesthetics).

This philosophical background is of great impor&amar supporting researchers
such as Johnson, Clarke, Reybrouck, Nussbaum dadgbal, from whom this
thesis utilises theories, thoughts and concepimpbrtance such as the ecological
theory of perception applied to music, the embodtezbry of meaning, or the

trans-experiential meaning of ‘image’.

1.5.2.2 Epistemologies in the field of Ar

A music theorist, when analysing a composition loe style of a particular
composer, is always making choices (consciouslynmonsciously) about which

aspects of the music are relevant and which aresnbsequently creating a type
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of musical partitioning or segmentation out of #hehoices. Thus, the musical
theorist is always already embedded into a seffiepistemological choices that
he/she has to undertake. According to Nicholas Ga6R2), these epistemologies
in music theory have not followed a coherent epigteplan or unified framework
during recent history. He cites Carl Dahlhaus’sinitsion between the three basic
traditions of music epistemology (Dahlhaus 2002)e Tirst tradition, in place
during the Renaissance, focused on certain infervatructures, and was
embedded into a theological epistemology that aitne@veal how the design of
the universe was manifest through music. The sedomace during the 17and
18" centuries, was focused on the codification andsifization of musical
material, and culminated in the grand semiotic guty§ of the Enlightenment.
Finally the third tradition, which commenced in tlae eighteenth century, is
characterised by particularism (the focus on il works of art) and,

according to Dahlhaus, has been in place up umtibavn times.

But to return to Cook for a moment, he argues thating the 28 century, music

analysis found inspiration in the interpretation libérary texts, leading music
theory to be caught between two large epistemadbdi@ditions. These two
traditions are, in Cook’s words, on the one handtidnalist methods for the
purposes of discovering a truth which lies outside text and, on the other,
broadly hermeneutical approaches directed at & tniftich lies, so to speak,
within it” (Cook 2002, p.81). These two chains bbught bring clearly to the
forefront the differentiation between music as diect/text and music as an
activity/event. An epistemology that objectifies situuas text would produce
music theory under a hermeneutical rubric, whiléstepnologies that consider

music to be as much about the text as other extisiea relationships would
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produce a music theory that pursues a truth ngt within the text but outside it.

| argue in favour of the latter, as this clearlysaeates with the arguments
introduced in this chapter regarding musical affmces and musical
representation. We saw there how music perceptioare by virtue of a tripartite
relationship between sound, perceiver and reprasentthat lies outside the
formalist (textual, conceptual) model of musicdatenality (Nussbaum 2007).
In the next section | will discuss the epistematagiframework in place during
part of the 28 century, which in music analysis led to the useaohighly

formalist style by some music historians.
1.5.2.3 The ‘scientific’ epistemology:chamo-essentialism

As discussed before, a large amount of music lyigexts written during the 30
century approach music theory and analysis fromredgminantly formalist
perspective (Whittall 1977, Yates 1968, Antokolet@92, et al). It can be
concluded that the epistemology that prioritisednfal elements and technical
resources within the compositional process has beemnant during this time.
This epistemology, referred to by Cook as ‘sciéritiepistemology, has been
defended (among others) by Milton Babbitt (1973) pwho claimed that “there
is but one kind of language, one kind of method tfag verbal formulation of
‘concepts’, whether in music theory or in anythiglge: ‘scientific’ language and
‘scientific’ method.” These are strong words indedait are not altogether
surprising considering the highly rationalised astluctured compositional
process of Babbitt himself. Keith Johnston (198Hs halso referred to the
formalist approach to music analysis as the ‘stedida@ay of talking about what
we hear in musical compositions, describing the@ss as a magnification of the

structural relationships by assigning to each nalstructure a functional label.
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Further, he argues that this type of approach isumderdeveloped mode of
musical explanation, (...) a restrictive mode whiahdlers our perceptions of the
“phenomena” in and of a composition” (Johnston 198835). Under the scope
of all the different theories of perception, vidtupresentation and mental
imagery discussed both in this chapter and theiguswones, | might venture to
agree with Johnston on the claim that an exclugifetrmalist approach to
analysis provides only a partial account of the positional process, since it

neglects the formation of imagery in particulamdsndamental part of it.

The nature of the ‘scientific’ epistemology as ttmminant tendency during the
20" century is extensively discussed by Christopheliafis (1993), who has
coined the useful term ‘techno-essentialism’ tocdese it. He takes Robert
Morgan’s analytical texTwentieth Century Musi1991) as a point of departure
in order to provide concrete evidence for his argoinin this way, he is able to
critique certain omissions and preferences founttheéntext that, from his point of
view, respond to a tendency for stressing soledytdcthnical aspects of music,
stating that Morgan neglects certain innovativeuiess that fall out of his own
partitioning, leaving room only for “styles that adv their vitality from
sophisticated techniques of systematization, ldtaltserialism” (Williams 1993,
p.59). The previous quote presents a good exanipidat Williams understands
as the techno-essentialist approach to music kistod analysis. Moreover, he
claims that there are also certain ingrained pattef thinking about 2bcentury
music that have been replicated in book after b@okh as the analysis of the
formalist organization of pitch or the account ofteestral/instrumental resources
used), thereby creating a general framework ofraptions. The core assumption

in this framework is, according to Williams (1998,37), “an insistence on
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progress as the highest goal of aesthetic effbdt ked music historians to make
value judgments based on standards of technicatlalewent, standards that
might not refer accurately to the cultural sigrafice of a piece of art. Further, he
states that this framework of assumptions produgmesautomatic negative
discrimination vis-a-vis composers whose main dbation relied on less
quantifiable elements, precisely, the non-concéptteatures of human

expression.
1.5.2.4 Dahlhaus and dialectics

Similar arguments proposed by Carl Dahlhaus preaetiialectical relationship
between the ‘document’ and the ‘aesthetic presemfea musical work.
Dahlhaus describes an epistemological frameworkwimch tension exists
between the narrative and aesthetical impulsesusiarhistoriography (Dahlhaus
1983). Cook accounts for the epistemological fraor&wproposed by Dahlhaus
in order to support his distinction between seekingruth outside the text or
within it. Dahlhaus’s dialectical framework is alsibed by Anne Shreffler (2003),
who states that both sides of the dialectic, wihgproach the musical work either
as a ‘document’ or as a ‘work’, are completely fimgate and the choice between
them depends on the individual goals of the musitohan. Both sides represent
opposed poles that interpenetrate each other dthiengnalytical process, thereby
introducing a dialectical relationship and not gasate duality. It might be
concluded from Dahlhaus’s proposal and from othesioological accounts of it
(Cook 2002, Shreffler 2003) that the German hisggmapher considered purely

intrinsic (textual, formalist) relationships in niwisas onlypart of the musical

** This is reminiscent of Hans Ulrich Gumbrecht's ogiion in art between the effects of
‘presence’ and ‘meaning’, and draws on the aesthiéory of Niklas Luhmann, who stresses that
art is a mixture of perception and communicationrfrecht 2004, Luhmann 1995).
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process and not all of it. Further, he clearly dd#&ethis position by claiming that
the musical process is more an ‘event’ than an ibilmpfixed document. In

Dahlhaus’s words:

“the ‘fixed letter capable of being passed down gosterity is less
important than the actual musical process, whichmight describe as the
‘event’ that emerges partly from the written compos, partly from its

realization in performance and partly from the nedemusical perception,
with these three factors interacting on equal tesmghat performer and
listener are no longer subjected to the tyrannghefcomposer.” (Dahlhaus

1983, p.6)

Dahlhaus proposes here a definition of ‘musicalcess’ that is reminiscent of
Small's concept of ‘musicking’, stating that mugimerges from the interaction
between several contexts. The ‘fixed text’ is thesia score and contains all its
formal relationships, and would be just one parttted musical process as so
defined. Hence, it might be claimed that the amzdytexts that provide a highly
(or even totally) formalist approach are presentany arguably incomplete
account of the musical process. Moreover, thests teould be neglecting the
perceptual processes discussed earlier in thistehapgarding the musical
affordances related to imagery (Lopez-Cano, Reyikpuand also regarding

theories of musical representation (Nussbaum).

Similar ideas can be found in texts by George Keeplho claims that there has
been an attempt to separate music from its comratimecfunction, in favour of
considering its purely syntactical, intra-textuahétions. According to Knepler

(1977, p.43-44), the problem appears when syntdctielationships are
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considered to be the only valuable element sothigatsyntactical analyses, which
would be better called descriptions of proceduses pretentiously and arrogantly

taken to be the whole story.”

Further to this, these ideas are perhaps remirtiséerheodor Adorno’s theories
regarding art and society. As Max Paddison (19938)es, Adorno argues in
favour of a sociological critique of art via anahg its function in industrialised
societies. Adorno was very concerned with the pctde forces of society as a
crucial factor in both the production of art ansl gtitical function within society.
For him, art is social in its mode of productiondan the social impact of its
thematic material, but much more importantly in thet that “art becomes social
by its opposition to society” (Adorno 2004, p.296herefore, social forces might
well be at the root of the evolution of not onlethesthetics of art, but also the

epistemological frameworks that affect music anedytstyle.

1.5.3 Implications in music analysis: a perf@ative analysis

All the arguments discussed up to this point miplave strong and deep
implications in terms of how to adequately concefise what composers have
done in the past. In fact, Merleau-Ponty (1978) b&eady considered these
implications when he distinguished betwdmhaviourandintellectual operation

claiming that the understanding of things comesugh the assimilation of a new
behaviour and not through solely via intellectuple@tion. Once again, this
position is similar to Dahlhaus’s music as ‘evevgrsus music as ‘document’,
and therefore also similar to Small’'s concept ‘rokisig’. In this section | will

discuss several arguments by J. Rahn (1979), BetBqdl977) and N. Cook

(2002) that discuss modes of analytical discoursehwvare sensitive to the non-
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conceptual side of musical meaning in general, smdmental imagery in
particular. This will lead to the conclusion, whexeclaim for the inclusion of

mental imagery in the process of music analysisheilmade.

If we consider John Rahn’s four interpenetratingiasptual areas of music
analysis (Rahn 1979), both his first and last $@atred terms define some of the
concepts described up to this point. The first eptwcal area, represented by the
set of paired terms ‘analog/digital’, refers to rasf discourse in analysis. In
particular, a digital mode of discourse is a “fuibymalized theory that is not only
capable of generating the piece it explains intalparticularity and richness of
observable qualities and relations, but is capablgeneratingonly that piece”
(Rahn 1979, p.207). On the other hand, an ‘analbogde of discourse is
characterised by “use and invocation of qualitatregher than quantitative
differentiation assuming continuous scales of mesamant” (Rahn 1979, p.205).
In order to provide a better explanation of thealag’ mode of discourse, Rahn
refers to a paper by Benjamin Boretz, which focusedhe process of how to
communicate a message verbally and how this messageerceived. The
following words by Boretz are very interesting, faslinks the ‘analog’ mode of

discourse with the invocation of virtual imagery:

“...the novelist’'s overtly metaphorical method mayrbere precise than the
logician’s; since the novelist might attempt toateea parallel structure to
the sense of a mental configuration, as a fusedj@mahere the logician
proffers a box full of parts and a radically pantarized set of instructions

for re-assembly.” (Boretz 1977, p.105-106)
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This quote by Boretz is revealing in the sense ihhbks directly a particular

mode of discourse (the ‘analog’ one) with the u$eesources as a ‘parallel
structure’, reminiscent of a musical representatiamalysis is indeed part of the
musical process considered as ‘event’, since whesrnalised by listeners and
performers it highly affects their understandingtloé piece, therefore changing
the musical process in qualitative terms. In fadien analysis is so considered,
then it might be possible to argue that the ‘anahogde of discourse would be
more appropriate and accurate than the digital simege it constitutes a ‘thick’

description of music that accounts for a largeretgrof forms of meaning.

All these considerations lead us to Rahn’s foudhceptual area, represented by
the set of paired terms ‘theory of experience’ftheof piece’. Again, Rahn states
that what makes one theory different from anothepethds on the mode of
discourse that is operational. However, this congdparea is wider than the first
and includes second and third as well, providinQi@e general view on the
approach of the theorist to analysis. In the waidRahn (1979, p.218), a theory
of experience explanation “is a chronicle or diafythe explainer’s journey
through the piece (...) personal in flavor”; whiletreeory of piece explanation
“presents the end-state of analytical experiencg (t.tends to be less personal in
flavor, often also pretending superiority, ‘objedly’, or either a Platonistic or
dogmatic absolute truth.” He also links the theofgxperience with the ‘analog’
mode of discourse and the theory of piece with diggtal mode of discourse.
Keith Johnston refers to Rahn’s interpenetratingceptual areas and argues in
favour of the ‘analog’ mode of discourse and treotly of experience explanation
of music. Although stating that the ‘standard’ awh to music analysis is a

formalist, digital one, he claims that recent tletical discourse considers Rahn’s
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theoretical framework and Capalbo’s ‘inter-depemyéemetween theory, chart,
composition, and, finally, perception (Capalbo 198Iohnston defends a
descriptive language in music analysis rather thaiormalist/scientific one, a
language that would account for the symbiotic retesthip between the individual
and the world, addressing social, spatial, temparal imaginary perceptions.
Johnston (1981) refers to this type of analysisdascriptive’, affirming that it

would break the boundaries of syntactical analysis.

Nicholas Cook also defends a mode of discourseusieranalysis which is more
‘performative’ than formalist, and is intended tohance the perception of the
musical process (Cook 2002). Cook provides his destription of ‘performative
analysis’, acknowledging that he is assimilatingatthe theory of ‘cognitive
bending’ outlined by George Lakoff and Mark Johngd980). Performative
analysis would be a “metaphorical construction thghlights certain properties
(...), filters out others, and gives rise to new mties through the blending of
source and target domains” (Cook 2002, p.98). Cale describes this type of
analysis as ‘narrative fiction’. Further, he claithat the real value of any music
theory text resides in its effect over performarat@er than in its epistemological
underpinnings, referring precisely to the “perfotiva effects” (Cook 2002, p.99)
of an analytical text. | would venture to suggdsattthese effects might be
‘perceptual’ and not only ‘performative’, as an lgtiaal text may condition a
listener’s attitude to a musical work as much amaly do a performer’s. In any
case, Cook’s statement is certainly revealingt ptaces more value on the effect
of analysis over the musical process than on ttigngic value of the analysser
se that is, the value of the analytical text consede as an independent

‘document’. Arguable or not, Cook’s statement stessthe trans-experiential
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quality of the musical process by not only confegrgreat value to the effects of
analysis in performance but also by asserting thét effect is rooted in
imaginary, extra-musical, elements. This is cleadminiscent of the previously

discussed arguments of Clarke, Nussbaum, Johnsdrgaaforth.

1.6 CONCLUSION

Considering the several arguments here discusteel philosophical background,
Cook’s epistemologies, Williams’s techno-essergmliDahlhaus’s and Knepler’s
historiographical accounts, Rahn’s, Johnston’s @odk’s theories of analysis —
together with the account made in this chapterameslate 28 century texts on
music theory and analysis (Whittall 1977 and 200&es 1968, Antokoletz 1992,
Schwartz and Godfrey 1993, Williams 1997), | mighgnture to argue that
imagery, despite being a fundamental part of thesicall process, has been
neglected in a great deal of the music theoryditee of the near past. Among the
several reasons for this to happen, some that bawagly contributed are the
general tendency of considering technological megras the only possible
progress, propositional language as the only laggwapable of explaining the
world, and scientific method as the only methodilatsée to generate theory. The
fact that research on imagery and, broadly, emldoaieaning of music, has been
made quite recently (Clark 1998; Small 1998; Damd€$i99; Gallagher 2005;
Sloboda 2005; Johnson 2007; Noe 2013) might welnkationed as a possible
reason for the turn away from the ‘techno-essastialepistemological
framework, and also for the slight turn in musiedhy discourse acknowledged

by some researchers.
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Theories and arguments exposed in this chapterwbed that virtual imagery

and musical representation are in fact an ontoddgart of the process of music
perception. Based on findings by John Sloboda, as \wroposed that imagery
might well be present and have a fundamental roléhe process of music
composition and performance. Hence, | would likemake a claim for the

inclusion of virtual imagery in the process of nwanalysis and music theory.
This claim is not only based on the arguments exgh@bove, but also on the fact
that analysis is part of the musical process a%waent’, and therefore must be

consistent with its multiplicity of epistemologies.

But this chapter provided not only an interrogatodrexisting literature on music
analysis and a claim for the inclusion of mentahgrry in future analytical texts,
but also discussed a theoretical framework in whigd concept of mental
imagery (defined at the beginning) may be locatdtk notion of mental imagery
affecting my compositional process was a profourtéte event that made a
significant impact on my ideas and behaviour a®raposer. This artistic event
catalysed the interrogation of literature thatha €nd led me to find a connection
between mental imagery and several modern theaorigse field of cognitive

science and the philosophy of perception (Gibsomarke, Lopez Cano,

Reybrouck, Nussbaum, Noe, Johnsoet al). Mental imagery in my

compositional process features multisensorial imed)i stimuli, including

motoric/kinaesthetic feelings, which clearly resenaith arguments discussed in
this chapter such as ‘motor imagery’ and the “a@alttepresentation’ of music.
Research carried out during the realization of #tisdy helped to mould and
refine my concept of mental imagery, building a eneefined and sharpened

process, that led to a less systematised and metgishc approach to
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composition, after being permeated by such imaggrg evolution, noticeable
when comparing works such &ano Sonata no.1 “Formas e simetriaghd

Jakobsland will be discussed in the following chapter). Thitidy provides a
theoretical discussion and detailed analysis of p®rsonal approach to
composition through a conscious use of mental imadeis an original approach
to the art of music composition, developed as aycbof my artistic experiences
and imagination, rooted in theoretical literatuvehich | hope may inspire or

inform other musicians, whether composers, perfasmisteners or historians.

In the following and final chapter, an in-depth lgss of my own compositions
will be made. This analysis will resonate with poas considerations (such as
Rahn’s ‘analog’ mode of discourse, Rahn’s ‘theofye&perience’ or Cook’s
‘performative analysis’) and will acknowledge th&imm made here for the
inclusion of mental imagery in musical analysisfuture. Terms and concepts
drawn from ‘vitality affects’ by Daniel Stern (segage 29) will be used
extensively, stressing the multisensorial and ¢seiplinary quality of the
compositions, the imagery affecting them, and tlagialysis. The chapter that
follows, which will end the study, arises from tleere of the compositional
process and builds its ideas and analytical stglenuhe arguments discussed in

this first chapter, leading to a natural and caacignclusion.
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[l. Outcomes:

A set of compositions inspired by mental imagery

2.1 APPROACHING MENTAL IMAGERY IN MY COMPOSITIONAL

PROCESS

The compositions presented with this thesis hawan lm®nceived and composed
in parallel with research into music perception,amag, representation and
historiography, as discussed in the previous chaftaring the compositional
process, a conscious use of mental im&Jedid affect my compositional
decisions, and this use was progressively direcstdped and refined by
knowledge obtained from research into musical piee, representation and
meaning. For example, the idea of ‘covered motdividg affordances’ (Lopez
Cano 2006) catalysed particular uses of rhythmeggs such as the beginning of

Natureza e arquitectutdor violin and piano (see Volume Il, page 50).

Although my compositions are influenced by mentahgery, image does not
determine compositional decisions directly (e.gpaticular mood does not
determine a particular harmony), but rather, imagaovides a framework of
moods, shapes, rhythmic energy and so on. For drathp opening of my piano
trio Un afogadois affected by an image of rough sea, together wittods of

sadness, anxiety and despair. This image providdsaraework of moods,

emotions and imaginary stimuli that leads to the astrong dynamic contrasts

in the strings (abruptcrescendosand subito pianoy rhythmic instability,

%5 Mental imagery affecting my compositions is desed in detail at the beginning of this written
commentary, see page 24.
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including very short upbeats and time signaturengbsa; and unclear harmony,

due to theglissandiin the strings (see Volume Il, page 115).

Before composing and while composing, | let mysmdf permeated by mental
imagery, virtually embedding a projection of my owndy into an imagined

scenario. This self-projection would receive imagin stimuli and would feel

different emotions that, in the end, affected tlmposition via a personal
translation of these stimuli/emotions into musmadputs. But mental imagery not
only affects the music at a micro level, it alsuances the general structure of
each piece. In all and each one of the composifoesented with this thesis, the
initial stage of creative work consisted of mak@aglan containing a series of
charts and sketches that outlined the intendedtstel and development of the
piece, together with a brief written note detailithge characteristics of mental
imagery in each section of the piece. These sketaleee not intended to be rigid
recipes to be followed while composing, but a shap®f the initial idea of the

series of mental images through which the pieckbaitravelling.

The way | approached the translation from mentageny into musical output
has gradually evolved over the years taken to thostindy. Broadly speaking, the
compositional process evolved from a partially egsitised translation of certain
aspects of mental imagery to a much more heursgiroach. For example, in
works such a®iano Sonata no.1 “Formas e simetriast Sendeiros imaxinarigs

composed at the initial stages of my research, ehsrfrom mental imagery such
as light intensity and colour were systematicaihkéd with particular harmonic
procedures. Brightness was associated with intereéla perfect fifth and a
perfect fourth, while darkness was associated wtajor/minor thirds and

semitone clashes. The opening Biino Sonata no.1 “Formas e simetrias”
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shown in the following figure (Figure 1) was ing@rby an imaginary vision of
decreasing light intensity, therefore the inteneadivolution from perfect fifths to

major thirds.
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Figure 1: The opening d¢fiano Sonata no.1 “Formas e simetrias”

This systematic translation from light intensityitdervallic/harmonic procedure
evolved over the years and turned into a freer,emimprovised account of this
relationship. Works such akakobslandor Far were composed using this more
heuristic approach, and therefore feature a ridret more flexible harmonic
palette, as can be noticed from Section CFaf (see Volume I, page 192) or

Section C oflakobslandsee Volume I, page 86).

2.1.1 A theoretical background supporting raéimhagery

The use of mental imagery explained above resonaitts several arguments
discussed in Chapter One: (1) as Reybrouck stataslic affords the action by the
listener of a mental simulation of it (ReybrouckO2). At a higher level, the
concept of musical affordance used here is indetoié&ttic Clarke (Clarke 2005),

who in turn takes the concept of affordance fromek&J. Gibson (Gibson 1979).
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(2) According to Charles O. Nussbaum, a listenecgiees musical meaning by
virtue of a triangular relationship between musinysical representation, and
perceiver (Nussbaum 2007). And, (3) as Mark Johrdaims, images are one
possible vehicle for the transfer of musical megnimhich at the same time can
be structured by a succession of bodily-based insapemata (Johnson 2007).
Later in this chapter, there is an analysis of ¢benpositions included in the
portfolio, using a mode of discourse which resomatgth the ‘performative

analysis’ proposed by Nicholas Cook (Cook 2002) and the tagiamode of

discourse proposed by John Rahn (Rahn 1979), argandéscussed on section
1.5.3 (page 61). Further, the analysis will usentetaken from Daniel Stern’s
notion of ‘vitality affects’ (discussed on page 2%yhich refer to dynamic

qualities shared by different sensory modalitieseréfore enhancing the

multisensorial nature of mental imagery.

2.1.1.1 The Musical Landscape Metaphor

The notion of an imaginary individual travelling rdmgh a dynamic and
interpenetrating succession of images is reminisoérthe Musical Landscape
Metaphor proposed by Mark Johnson (Johnson 20(7s metaphor basically
imagines the listener moving through the musicati$zape, with future musical
events before them and past musical events behérd.tin the words of Johnson
(2007, p.250), “such experiences are the basia g@cond major conception of a
musical work, as an extended three-dimensionalskeaqe through which the
hearer moves. The listener takes a journey ovepdilie that defines the particular
piece of music being heard”. More precisely, frdra tomposer’s point of view,
the action of imagining a chain of dynamic and ripgmetrating images fits with

what Mark Johnson terms ‘observer perspective’ iwithe musical landscape

74



metaphor): one does not travel through the mudaralscape but observes the
path that an imaginary listener would travel. Imd&on’s words, “[the observer
perspective] is conceived as a distant standpoam fwhich you can observe the
path through a musical landscape that defines tecplar work” (Johnson 2007,
p.251). The Musical Landscape Metaphor has itsiroiig the Moving Observer
metaphor of time, which conceives present time @oab the position of the
observer, future time in front of the observer aadt time behind the observer,
from a spatial point of view. This metaphor of titmeing directly related to space
comes from Henri Bergson (1910, p.100): “we projauok into space, we express
duration in terms of extensity, and succession thkss the form of a continuous
line or chain, the parts of which touch without etating one another”. The
observer in my case is treated as if he/she waalldmowing or omniscient
narrator, an observer who knows what is approacantgwho remembers all the

details that have passed.

2.2 SOUND FOR IMAGE ON SCREEN: SIMILARITIES AND DFERENCES

As the composition of my music is highly affecteddchain of dynamic mental
images, there is a danger of assuming a link betweg compositional process
and that of music composed specifically for imagasscreen. Although certain
similarities exist (that will be accounted for),ete are substantial important
differences regarding the nature of the images slebras and the hierarchical

relationship between imagery and sound.

In recalling the definition of ‘mental imagery’ g at the beginning of Chapter

One (imaginary dynamic images, interpenetratingiaoliding multiple sensorial
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perceptions and moods), many variances can be dédiibe most evident is a
physical and existential one: unlike cinema, mygesmare not framed. On the
contrary, they are part of an imaginary and coristanoving three-dimensional
happening. Moreover, the images affecting my mase& not always as precise
and detailed as those in cinema, being just aneggtg of imaginary sensory-
motor perceptions, body schemata and kinaesthetiinfys without any specific
visual shape (see page 24 for a detailed explanafionental imagery affecting
my compositional process). From a hierarchical poinview, the relationship
between sound and image is different as well. Mi€td@on (1994, p.68) states
that, in the audio/visual relationship of cinemayrsd is completely subordinated
to the framed image; therefore “we can define ncostma as ‘a place of images,

plus sounds’, with sound being ‘that which seekspiace.” This is not the case
with the relationship between my compositions dral rmental imagery affecting
them as explained in section 2.1 (page 68), sinegnagery does not determine
compositional outcomes outright. In other words,situdoes not seek its place
within the images, but the succession of affectsefootions) contained in the
music is influenced by them. ‘Affect’ here referst only to the affects contained
in the ‘Doctrine of Affects’ (Harnoncourt 1988) frothe Baroque era, but more
generally to any meaning applied to the music biistener. This hierarchical

organisation is also implicit in what Chion caletphenomenon of added value’,
which refers to the fact that sound accompanyimgftamed image produces an
effect on perception: the sound “interprets the mmea of the image, and makes
us see in the image what we would not otherwise @ewould see differently”

(Chion 1994, p.34). From these words it might bdaustood that sounadds a

value toimage in the form of enhancing certain emotion®mviperceiving the
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whole audio/visual experience. It is the directadrihis relationship which differs
from the one that occurs within my compositionalgass. In the relationship that
| propose, imagery, although not present duringgbdormance of the music,
conditions the compositional process and hence adddue in the form of extra-
musical material. In short, imagery enhances aenaisical parameters such as
harmony, melody and rhythm through its mapping eh@od/affect framework

onto the musical space.

In spite of the difference between the audio/vistgdhtionship present in my
compositional process and that present in cinehametare some similarities, and
these relate to the metaphorical relationships éetmsound and motion. Sound,
by nature, is a temporal event, so it can nevestatc. As Chion (1994, p.9-10)
wrote, “sound, contrary to sight, presupposes maregnfrom the outset. (...)
Sound by its very nature necessarily implies aldtgment or agitation, however
minimal.” The degree of dynamism and agitation kcpeve when mentally
recreating imagery influences the rhythmical andrize output of each section
of a piece. For example, the great contrast in tenrpythmic activity and
excitement between variations 2 and 4 of the secomdement ofPiano Sonata
no.l “Formas e simetriastomes as a response to two completely differensway
of travelling through the same imagined architeadtgpace (see Volume I, pages
17 and 20). The first journey would be fast, chggtartially interrupted and with
spasmodic movements (hence variation 2 has aeagid, several time signature
changes, and many dynamic contrasts and rests)sdd¢uwnd journey would be
smooth, slow and contemplative (hence, variatideadures a slow tempo, stable
rhythm and a soft, even dynamic). The relationdlepween rhythmical/metrical

organisation and imaginary dynamism/motion is atsoted in the idea of
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metrical entrainment, as proposed by Justin Londdmg affirms that “rhythm
involves patterns of duration that are phenomenaisent in the music, (...) By
contrast, meter involves our initial perceptionvadl as subsequent anticipation
of a series of beats that we abstract from thehrhit surface of the music as it
unfolds in time” (London 2004, p.4). The listenangages with a particular
organisation of time which is both on the surfatéhe music (rhythm) and in the
deep temporal structure (metre). Consequently etthws elements (rhythm and
metre) are influenced by temporal/dynamic featyressent in the images: the
rhythm would be more complex and varied when thageny features a complex
set of body schemata and kinaesthetic perceptismsh(as fast movements or
unstable and constantly changing positions), wimiasical time would get
compressed when the virtual motion is faster. Ikinthe idea of virtual motion
towards a goal influences the music in terms oédion, and actually affects
musical parameters such as tempo, rhythm, dynaoriadensity. Sound has a
great ability to induce a feeling of direction asyked, and this ability is widely
manifest in the relationship between sound and échimage. Chion (1994, p.13-
14) refers to this fact asectorization claiming that “soundvectorizesor
dramatizes shots, orienting them toward a futurgoal, and creation of a feeling

of imminence and expectation.”

2.3 A SET OF COMPOSITIONS INSPIRED BY MENTAL IMAGER

Eight original compositions are presented as atigeddody of work or outcome.

These are:

1. Piano sonata no.1 “Formas e simetriasSolo piano
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l. Vivo (CD |, track 1)
Il. Tema: AndantingCD |, track 2)
[l Rondo: Allegro(CD I, track 3)
2. Sendeiros imaxinariosViolin and piano
I.  Claroscuro(CD I, track 4)
[I.  Natureza e arquitecturéCD I, track 5)
3. Jakobsland Flute, harp and pre-recorded sound (CD I, trgck 6
4. Lembranzas de Jakobsland/iolin, harp and pre-recorded sound (CD |,
track 7)
5. Un afogado Violin, cello and piano (CD I, track 8)
6. Navarra, Terras do NaharSolo violin (CD I, track 9)
7. Encuentro caballerescoBaritone, clarinets (B flat, E flat, bass), piano
and narrator (CD II, track 1)

8. Far. Symphony orchestra

The scores for the eight compositions are display&blume 1l, accompanied by
programme notes for each of them. The decisiondlie programme notes was
made because | feel it necessary to explain howtah@nagery influenced the
process of composition, how features from the masith as rhythm or texture
originated in my being permeated by mental imagéuythermore, similar mental
imagery may be very helpful for performers, as tiwsuld add a necessary
resource in order to build a faithful and rich pemiance of the piece. The
necessity for programme notes was also felt orotitasions when | had to work
with performers on one of my works. | found mydelking to them in terms of

mental imagery, explaining the metaphorical origihshe music. This led to the
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question of what would happen if | were not able cmlaborate with the

performers directly, and hence to the productiodetfiled programme notes.

The analysis of four of these compositiodakobslangdNatureza e arquitectuta
Encuentro caballerescand Far), given below, will help to illuminate how
imagery is used when composing, and how charattsrisf the images condition
the framework of moods and affects in the musice fitodes of discourse used
for analysis have been influenced by the conceptparformative analysis’
introduced by Cook (2002), and by Rahn’s ‘analytio@de of discourse’ (Rahn
1979), concepts discussed in the previous chamection 1.5.3, page 61).
Moreover, abstract categories drawn from ‘vitaktifects’ proposed by Daniel
Stern (see section 1.2.2, page 29) are extensigelgt during the analysis in order

to refer to dynamic qualities shared between memadery and music.

It is important to point out that all the asso@as between imagery and music are
a result of my own perception, intuition and seitisyb This does not mean that
listeners who hear these pieces will experiencestiiae images, or that other
composers who use imagery have to follow the sassecstions. The imagery
conveyed by these works to a potential listenerommpletely unpredictable, and
might depend on variables such as educational bagkd, social circumstances,

culture or mood.

2.3.1 Jakobsland

Briefly recalling Chapter One of this thesis, maaniand hence musical meaning,
has different forms and travels through differemammnels (Johnson 2007).
Musical meaning can adopt the form of a visual iejya@ memory, a shape, a

movement or kinaesthetic sensation, and multipleerotelements. My own
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concept of mental imagery (see page 24) encompaisess multiple forms of
meaning and forms a body of extra-musical matdhat inspires, affects and
influences the compositional outcome. Imagery thapired my piece for flute,
harp and pre-recorded souddkobslandfeatures several different memories
(referred to as visual images, emotions, textwskapes, etc.) that | had from my
hometown: Santiago de Compostela, Galicia. Thesaaries were organised by
means of an imaginary motion trajectory throughgtieroundings of Compostela
Cathedral, providing a plan of the structural depetent of imagery that hence
influenced the formal outcome of the piece. Thdofeing Table (Table 1)

presents this formal layout in detail:

Jakobsland
B
A bl t1 b2 t2 b3 t2’ b2’ t1’ b1’
[1-87] | [88- | [93- | [98- | [104- | [109- | [130- | [134- | [142- | [148-
92] | 97] | 103] | 108] | 129] | 133] | 141] | 147] | 152]
Jakobsland
C
C1l C2 C3 C5 A CODA
[153- | [160- | [170- 4 [232- [253-292] | [293-end]
[205-231]
159] 169] 204] 252]

Table 1: Structure afakobsland

The first section of the piece is very heterodo® anlectic, conveying different

moods, melodic shapes, harmonic frameworks andhmhgt behaviours. | let
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myself be permeated by images from the surroundibgn spaces in the vicinity
of Compostela Cathedral, images featuring not ongual images but also
kinaesthetic feelings, textures, sounds and emstidhis concept of image is
aligned with the one defined in Chapter One (segep4), which provides a
general framework that clarifies the meaning ofdge’ and ‘imagery’ when used
in order to describe my music. As | let myself bErpeated by these images,
music started to flow in the form of a very flexablfluent and mouldable sonic
body. The initial flute cadenza sets up an airgadry and meditative start to
Jakobsland letting the flute player move freely through theelodic lines and
rhythms. Memories usually tend to start as a défsist of meaningful elements of
different natures, and so it is th#kobslandstarts, presenting several melodic,
harmonic and rhythmic ideas embedded in a diffuseosphere with no clear
musical direction. Imagery turns into a more dedingbjective, earthly element as
visual images from the narrow streets nearby ththeclmal become more
prominent. Visual images combine with a sense a@drawwding and vibrant,
bustling human activity. Imaginary kinaestheticlifegs related to both a fast and
stumbling advance through the streets are a mefihipgrt of the imagery, as
well as a sense of undulation derived from the wigdcharacteristics of the
streets. These imagined scenes, when processednterdalised, induced a
dramatic and frenetic chase between flute and Hzap takes off immediately
after the opening cadenza. Shapes in both flutehang appear as broken lines
with sharp peaks, travelled by the two instruments very high speed, conveying
a sense of overwhelming anxiety. These violentaglgs have their contrasting
responses within Section A. As mentioned earliecti®n A presents an eclectic

mixture of different moods, shapes and rhythmicfradtehaviours in response to
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a set of images with very diverse characteristicghis way, more gentle, calm
and relaxed subsections can be found (e.g. baB0383d bars 72-74). Below,
Figure 2 presents two fragments from Section A ttiaarly demonstrate the

aforementioned contrast of moods.
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Figure 2: Bars 32 & 33 showing abrupt contrast ooth

A transitional passage given by the solo harp ldhdsmusic into Section B,
which brings the listener into a diametrically oppd sound world. Again,
imagery is a crucial part of the catalysing foftattprovokes this extreme contrast
between the two sections. Now, memories from thgelmpen space in front of

the main facade of Compostela Cathedral (commomgwk as Obradoiro
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Square) build up a series of images (as definedhapter One, see page 24) of
homogeneous qualities: amplitude, spaciousnessmsymcal layout, stability,
brightness and a feeling of gentle and smooth mewtmMoreover, a certain
sense of rigidity is imagined, derived from memsrié the solid nature of the old
stone-made buildings and the symmetrical form ef @hban space. A sense of
rigidity subsequently induced compositional decisian terms of form and pulse
for Section B: the pulse becomes stable and regutak, as opposed to the
previous section, it is now structured within a 4ithe signature. Form was
conceived as a pre-compositional given, planneadwvance and used as a mould
to organise the thematic and motivic ideas. Moreaibes mould was planned to
be symmetrical, hence the music in Section B usfald a mirror form or
symmetrical structure. Symmetry can be easily gradpy consulting Table 1 on

page 78.

At a macroscopic level, the whole of Section B appeas a very homogeneous
sonic body. The musical landscdbehere features similar shapes, colours,
textures, and a sense of unity and balance. How@vanalysed in detail at a
more microscopic level, great variety is unveil&libsections bl and bl’, the
opening and closing statements of the section, dhemistener into a state of
contemplative meditation. A sense of stillness #@ntkless existence, together
with a feeling of gentle and smooth undulated mosets, is imagined. Music
conveys composure, tranquillity and pause aftevtheant energy released in the
previous section. Stillness is musically depictbdouigh the use of repetitive
motifs that interlock in a cyclical manner, a compional resource that is visible

at the very beginning of the section in the dredmayp texture (see Figure 3).

%6 This metaphor is resonant with Mark Johnson’s ‘MaisLandscape Metaphor’ (2007). See
page 71.
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Harmony in subsections bl and bl’ is diatonic aodsonant, featuring perfect
fifths and major triads. A feeling of smooth, urateld movements is musically
designed through gradual elevations and descentsgister that result in long

wavy lines given in both harp and flute.
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Figure 3: The opening of Section B, harp solo, 88#& 89

Subsection b2 holds a set of new melodic matettialsrecapitulates in subsection
b2’. Memories from the other three buildings (ageotn the cathedral) present in
Obradoiro Square, particularly their characterahcflat shape, provide the main
qualities of imagery affecting these subsectionsthis way, three new melodic
ideas are introduced in subsection b2, all of tr@ming for flatness in their

shape, a quality that led me to construct them wéttiow intervallic leaps and the
same starting and ending pitch. The following feg@Figure 4) displays these

three melodic ideas when performed by the flutsulpsection b2.
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Figure 4: Three melodies played by the flute inssation b2
bars 100-103

The feeling of stillness, smoothness and stabigjgts slightly disturbed in
subsection b3. The music is now influenced by mesownf Compostela
Cathedral. This set of memories that make up thegery at this point includes
not only visual memories of the historic buildingut also memories of
kinaesthetic and proprioceptive sensations feltrheking up at the magnificent
construction from street level. These perceptionw®lve a sense of instability, a
feeling of imbalance arising from looking at theige of the cathedral (76
metres) from a close distance. Imagined kinaestipeticeptions derived from the
sense of instability involve a stumbling, irregulaalk. However, the formal
configuration of the cathedral’'s facade influent®s shape of the new melodic
material presented by the flute at the beginningthi$ section (bar 109), a
compositional process that resembles the one ugwnh wreating the melodic
theme from bar 33 diatureza e arquitectufd All these qualities pertaining to
imagery affect the music at different levels insedtion b3. The melody given by
the flute in bar 109 presents an edgy, angulareshait three peaks (see Figure

5, page 84), which is accompanied by a messy,utaegslightly capricious set of

" See page 5fom Volume Il and page 83f this Volume.
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chords from the harp. This harp accompaniment eedilely avoids deliberately
the downbeats in order to enhance pulse instabMiyreover, chaotic dynamic
behaviour from both flute and harp enhances thenfp®f stumbling advance,
metaphorically aligning loud dynamics with a seasapproach/nearness and soft

dynamics with a sense of remoteness.
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Figure 5: The melodic theme presented by the ftutwar 109

Concepts such as ‘stillness’ or ‘smoothness’, ititgbor ‘rigidity’ permeate the
imagery influencing the composition of Section Ean@ng from all the turbulent
activity that boils up during Section A, the listenenters a sound world
dominated by a calm and quiet forward motion thtowyry and transparent
harmonies, broad melodic lines, open registers gpderally soft, gentle
dynamics. This tranquillity is slightly distortedly in two places (bars 104-108
and 130-133, also symmetrically located within seetion) that stand as a brief
recall of the musical events that took place inti®acA. At these two points, the
time signature is temporally removed and the sboity flows once again in the
form of sudden surges of sound, bringing the listeback to imaginary
movements and kinaesthetic perceptions pertaironthé initial section of the

piece.
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While Section B fades away into the most extrgmanissimolistened so far,
Section C begins abruptly through a violent anatfcaflute solo. This opening
statement of the section again conveys great ifisgalanxiety and a strong sense
of nervous uncertainty. The music becomes extreraefyular and edged; short
and spasmodic outbursts appear and disappear ima@ic manner. The harp
accompanies the flute solo through fast and energéssandithat use finger,
nail and plectrum techniques, hence providing daffie timbral qualities and a
variety of sonic textures that enhance the ecletitare of the opening of Section
C. The imagery includes memories, imagined feeliagd sensations derived
from walking up the stairs that lead to the enteant Compostela Cathedral. A
mood full of restless expectation is imagined, cored with stumbling
kinaesthetic perceptions and a sense of unstalblnad. These images suddenly
turn into completely different ones, since memofres the majestic portico that
receives the visitors of the cathedral togethehwaitfeeling of deep and intimate
meditation are brought into the imagery plan. Asseaf solemnity, eternity and
timeless existence is imagined. The musical dissmbecomes dreamy, reflective
and extremely calm. Soft dynamics, winding melolithes from the flute and
harp, warm tonal harmonies, and smooth articulatinhelp to build a general

mood-framework characterised by intimacy, hopetanderness.

The intimate mood turns suddenly into bustling arttovert, dance-like activity.
The listener is abruptly dragged into a fast enadelkloric dance inspired in
the rhythm and melodic shape by Galiciaruifieiras Ternary subdivisions
dominate the metric structure, but melodic shatsdeature hemiolas and off-
beat accentuations. These off-beat accentuatiores rainforced by an

accompaniment in the harp that uses percussionoardbThe following figure
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(Figure 6) shows the starting bars of the subsectihere ternary subdivisions,

hemiolas, off-beat accents and the percussive hacpmpaniment are clearly

visible.
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Figure 6: The beginning of the dance-like subsedticbar 170

Imagery influencing this subsection features measonf the crowds of people
that often fill the inner spaces of Compostela €dthl. Memories of popular,
folkloric celebrations induced the use of rhythmd anelodic shapes pertaining to
traditional music from Galicia. A sense of interjsg is imagined, which is
conveyed through a clearly optimistic and openlgesful combination of metre,
rhythm, melody and harmony. The music is edgy aadcd-like, transmitting
great excitement through a bold use of accentuafldve harmony offers an
extensive use of the whole-tone scale, and thexefer rounded, bright and warm
qualities of whole-tones dominate the sonorityhe subsection. However, at the
same time, a slight degree of uncertainty is coasiepas the melodic line
performed by the flute often shifts from one whtiee scale to the other,
creating a fuzzy, yet bright and warm, harmonioieavork.
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Jakobslandfinishes with a recapitulation of Section A. ThEuctural decision
was inspired by the virtual traveller’s imaginaigal walk through the narrow,
winding streets surrounding the cathedral. Oncenaghe sonic body shudders
violently through fast, angular runs in the flutedachaotic glissandi from the
harp. The recapitulation is sharply interruptecbar 292, a climax in terms of
emotional involvement, and the Coda of the piedeegaoff. Sonic motion is
accelerated through fast, undulated glissandi {hemd scales (flute), conveying a
sense of rapid circular movements. The virtual moset suddenly stops and
there is a chaotic stumbling in bar 298, enhanangeeling of anxiety and
urgency that falls into the final statement of thiece: a recollection of the
melodic theme presented in Section A (bar 39, thesuelled in bar 306). This
exciting musical journey through imagery inspireg ®antiago de Compostela
ends in an explosive manner, with both instrumesaaring up to their higher
register limit and the two pre-recorded tracks st in the background. A
theatrical finish is achieved as the two performeged to reduce the volume of

the pre-recorded tracks down to complete silence.

2.3.2 Natureza e arquitectura

An imaginary journey through an environment donmedaby wild, deep and dense
forest and in which an isolated piece of architectis placed served as an
imagery-based point of departure when composing thork. Natureza e

arquitecturais the second movement from a larger two-movempertde entitled

Sendeiros imaxinarioglmaginary paths), in which both movements, altifou
manifestly contrasting, share a common procedure: use of an imaginary
journey as a point of departure and source of rapn. In this way, before any

note, shape or intention of the piece had beertemrii undertook a plan of the
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previously mentioned journey, deciding its stagepaces, colours, light
intensities, as well as the moods, emotions, semsaand feelings experienced by

the imaginary traveller.

Since the pre-planned imagery was crucial for treth€oming composition of the
piece, it is necessary to describe it in detag tirtual journey starts from the
depths of a wild and dense forest. A feeling ofemse anxiety and fear is
imagined. These emotions induce the virtual traveldb move fast, stumbling in
the way towards a safer, open space. All of a sudtlee high density and
closeness of the environment opens, letting thevichehl enjoy a clear view of
the landscape. It is at this moment that the ttewelotices the presence of an
isolated piece of modern architecture standing @rgain distance in the middle
of the natural landscape. This inspiring visionmbined with the openness and
brightness of the space, catalyses new sensatimhdealings in the spectator,
now experiencing a sense of calmness, joy and conomwvith pleasant nature.
The imaginary journey continues as the travellartstapproaching the building.
The observation of the architectural piece becomese acute and precise.
Further, the symbiotic relationship between landecénature) and architecture
becomes clearly noticeable for the traveller, whadgally develops a satisfying
sense of perfect communion between the naturaklamartistic. As the traveller
approaches the building, a sense of urgency andhtiemre arises and grows.
When the building is finally reached and enteresiiigorising shock awaits inside:
the piece of architecture is only an external cacap and is an empty space
inside. The spectator then observes the silentj-dark inner space and enters
into a mental state of sudden nostalgia. Memorfethe sensations and feelings

experienced during the previous walk crop up anahsoe, inducing renovated
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emotions derived from the ones felt during the ney; but now distorted and

mixed together into an energetic and explosive akm

The imaginary journey described in the previousageaph affected the structure
of Natureza e arquitecturaas it led to a plan that was resonant with thierdint

stages of the journey. The structure of the pieahown in Table 2:

SECTION A SECTION B SECTION C SECTION D CODA

[1-32] [33-48] [49-101] [102-116] [117-end]

Table 2: The structure dfatureza e arquitectura

The first section of the piece intends to convesease of urgency, nervousness
and fear. The lines in both the piano and the widliaw a series of angular and
edgy peaks that have very short intervals betwaem{ transmitting a sense of
restlessness and burden. The rhythmic patterntmibstruments is not parallel, a
fact that contributes to enhance instability. Theken irregular shapes depicted
by the two instruments are complemented by a usbotd dynamics, which
feature constant inflation and deflation. Agaire fhattern in both instruments is
not parallel: the violin plays long and smoatiescendosnddiminuendoswhile
the piano has very short and spasmodic ones. fnwhy, Section A reacts to
imagery by sharpening its angularity and irregtyaim terms of dynamics and
melodic shape, conveying a sense of instabilitkiedip and nervousness. The

harmonic process carried out at the beginning efgiece (bars 1-15) arises not
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from a heuristic approach to harmony, but from atadled and calculated
progression: clashing broken chords in the piand @olin evolve through a
constant shifting of intervals at a distance ofemione, producing smooth,
almost imperceptible harmonic changes that buildw@atmosphere of ambiguity

and fuzziness. The following figure (Figure 7) slsalve harmonic transformation

in bar 4:
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Figure 7: Detail showing the harmonic process inda

As explained when describing the imaginary journafter the initial dark,

threatening image, a completely different one tateeglace. Therefore, Section B
presents a sharp contrast with the opening seatibrthe piece. Several
compositional procedures combine in order to coneeygeneral sense of
calmness, brightness and peaceful observationtei)igre becomes less thick and
more porous, transparent, as a reaction to imatgaturing open and bright
spaces. A sense of broad temporal space is imptechémough the inclusion of
long melodic lines that, by interlocking with eacther, provide a never-ending
chain of sonic events. Moreover, this temporal agos is enhanced by the

placement of long and solid chords on the downbefthke first two bars of the
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section. The words ‘open’, ‘broad’ or ‘transparenthich have been used just
before in order to describe qualities of the musin Section B, also refer to
qualities from imagery that have been importedht® musical meaning of this
section. These can be included in the more geaerabf the section to musically
depict a sense of a large, pleasant space indfdhe spectator. It might be useful
to remember at this point the Embodied Theory oaiMeg by Mark Johnson (see
section 1.2.3, page 31), in which he claims thaamrey presents several qualities
of a different nature, being either a concept (sash'big space’), a sensation
(such as ‘relief’ or ‘calmness’) or a kinaesthetgzling (‘stability’) (Johnson
2007). The melodic line presented from the veryir@gg of Section B has a
descriptive intention, since its intervallic shapesponds to the shape of the
imaginary building found by the spectator at thisgise moment. The following
figure (Figure 8) shows the melodic line playedtbg violin and the imaginary

shape described.

Figure 8: The melodic theme presented by the vialimar 33 plus its imaginary shape

Sections A and B therefore convey two contrastinglitptive frameworks. While

Section C unfolds, these two sets of qualities damhnteract and dialogue as a
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result of imagery pertaining to the virtual journeégscribed at the beginning of
this analysis. Angular and uneven gestures (erg. B861) share musical space
with length and broadness of lines (e.g. bars §9-A6joyful and optimistic
emotion permeates the piece, which has an inciglgsmpetuous advance. The
sonic body appears now as flexible and plastic:rdgesters move smoothly up
and down in a wavy manner, and there are gentlaretpns and contractions in
time, in a metaphoric depiction of broad/narrow cgsa and winding paths
travelled by the imaginary individual. Smooth lingigse room to more detached,
granular textures as Section C approaches itsRimgthmic activity undergoes a
gradual growth, combined with an increase in rhythemd metric complexity.
These procedures lead to a general sense of annantnevent, conveying a
feeling of expectation, intrigue and excitemenndfy, the section falls into a
grand recapitulation of the melodic theme heaith@tbeginning of Section B (bar
33), which appears as a musical metaphor of theelteat reaching the
architectural piece that stands in the middle & tlatural landscape. Figure 9

presents the beginning of the aforementioned radapon.
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Figure 9: The recapitulation of the main melodiertte, bars 93-94
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The imaginary journey has led the traveller to tanity of the architectural
piece. Now, its presence is perceived in all itgests, every detail from its
formal shape is clearly noticed. The vision of @exdture, the beauty of its spatial
qualities and the play of its volumetric massedipses almost everything else.
The spectator is imagined to feel a sense of jqyenitude, observing every little
gesture from the outline of the building. The mabmutcome that arose from the
internalisation of the image described above resiit a much more active,
wrinkled, thick and weighty sonic body: The transiation of the original
melody (bar 33) into the one shown in Figure 9 &page 92) occurs through a
process of ornamentation, adding trills and newsipgsnotes or appoggiaturas.
Moreover, the piano accompaniment appears now tmbeh more dense and
rich, contributing with wavy lines from the basgister and counterpoint in the
high register. The second appearance of this theteeds to convey a sense of
grandeur, proximity and overwhelming fullness, hettee detailed ornamentation
of the melody and its richer accompaniment. Howgewersubtle feeling of
instability is implemented through the inclusion glissandiand portamentoin
major sixths performed by the violin, as a reactioran imagined kinaesthetic
perception of a stumbling walk while approaching thuilding. Thesealissandi
enhance the image of a self-confident mood combimitlal a slightly careless,

indolent attitude.

A dramatic change in almost every musical aspeabdit to take place. From bar
102 to bar 112, the piece enters into a bubbldatsd, impermeable to the
musical events that happened before and that efiplan afterwards. Within this
bubble, musical time almost stops; sonic eventswdely spaced in time and the

discourse becomes chopped and diffuse. Thickness gobom to a more airy,
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light and bright texture approached through thdusion of open chords in the
piano, long and widely spaced, that make use ofoadoregister. Perfect fifths
dominate the harmonic framework, producing a clafs$ounds that pertain to the
same harmonic series and intensify the resonanbebfharmonics, contributing
in quality and quantity to the openness of regisidre image of an empty
building, dark and mysterious, time frozen in itgerior, silent and deadly calm
like the wreck of a sunken ship, deeply affects ¢neotions of the spectator,
inspiring nostalgia, solitude and desolation. Asseaf encapsulated time, passing
by very slowly, is imagined and absorbed, in ordeexpress it through music.
This sensation materialises not only by the usea aflower tempo and long
isolated chords, but also through an absence ettitin in music, providing no

clear development of ideas and an illusion of nmdéss unfolding.

The coda ofNatureza e arquitecturdakes off from bar 113, building up a
continuouscrescendof energy and tension that goes on until the Vet bar of

the piece, where a final explosion puts an abrogtte this work. An image of the
spectator undergoing a process of remembrance etettion that leads to an
intense feeling of emotional impact and enthusiagiy affected the musical
intention of this coda, hence it also affecteccampositional planning and further
development. Constant rhythmic and metric changdade a feeling of stormy
and chaotic  virtual movements, accelerations/deagtas and

contractions/expansions of time. Previous melodid ahythmic ideas appear
again, subject to transformation, in a bustlingicha interlocked brief musical

statements that convey an impression of violentddeno sound blasts. Lines
become extremely angular, edged and sharp. Harnd@sgourse shifts to a set of

dense, opaque and dark chords, featuring sevaralasee-clashes and chromatic
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progressions in the low register of the piano. Tdlwing figure (Figure 10)

shows bars 121-124 from the coda: The violin paysansformed, fiery version
of the melodic idea given in bar 69, while clashihgthmically and harmonically
with the accompaniment given by the piano. In addjtminor ninths in the low
register of the piano clash with harmonies appegaim the middle register,

producing a whole sense of blurred, dark and dessiochordal progression.
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Figure 10: Transformed materials in the Coda, hadds124

2.3.3 Encuentro caballeresco

Commissioned by the Cervantes Institute in Budaffshgary) and premiered at
the Franz Liszt Academy of Music in the Hungariaapital, this piece for

baritone, B flat clarinet (doubling E flat and Bgspiano and narrator, used
fragments of the Spanish nou2bn Quijote de la ManchéMiguel de Cervantes,
1605) as pre-compositional material. Two sonnetsapeng to the prologue of
this famous novel were chosen for the occasion.prbkogue ofDon Quijote de

la Manchapresents several poems written by the author agepted as if they

had been written by famous contemporary peopleal-kmown characters from
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the literature of that time. In this way, the twangets inspiring the piece are put

in the mouth of Don Belianis of

Greece, a famoughknfrom various novels of

chivalry, and Solisdan, an unknown character whenéwday remains a mystery

for researchers and specialists in the work of @aes. Both sonnets are

displayed below in their original language (medieSpanish) and translated to

English:

DON BELIANIS DE GRECIA, A
DON QUIJOTE DE LA MANCHA

Rompi, corté, abollé, y dije e hice

mas que en el orbe caballero andante;
fui diestro, fui valiente y arrogante,

mil agravios vengué, cien mil deshice.

Hazafas di a la fama que eternice;

fui comedido y regalado amante;

fue enano para mi todo gigante,

y al duelo en cualquier punto satisfice.

Tuve a mis pies postrada la Fortuna
y trajo del copete mi cordura
a la calva ocasion al estricote.

Mas, aunque sobre el cuerno de la lun
siempre se vio encumbrada mi ventura
tus proezas envidio, joh, gran Quijote!

BELIANIS OF GREECE, TO
DON QUIXOTE:

I did my cutting, thrusting, hacking away,

More than any other in a long line of valiant krtigh
| was brave and bold and clever in arts of war,
Put over a hundred thousand wrongs to rights.

My deeds will live on in history

In courtly love | was gallant and skillful;

| took on giants like they meant nothing to me,
And in fighting duels | played by every rule.

I made Dame Fortune grovel at my knees
And was smart enough to grab opportunity
By the balls, make it do what | please,

al took on all comers with impunity
1,And was on top of my game in my heyday
But | envy your prowess, oh great Don Quixote!

SOLISDAN, A DON QUIJOTE
DE LA MANCHA

Maguer, sefior Quijote, que sandeces
vos tengan el cerbelo derrumbado,
nunca seréis de alguno reprochado
por homéde obras viles y soeces.

Seran vuesas fazafias los joeces,
pues tuertos desfaciendo habéis anda
siendo vegadas mil apaleado

SOLISDAN, TO DON QUIXOTE

Maugre the ravings that are set abroach,
And rumble up and down thy troubled brain:
Yet none thine Acts, Quixote, can reproach,
Or thy proceedings tax as vile or vain.

Thy feats shall bee thy fairest ornament
d¢Seeing wrongs to 'ndoe, thou goest thus about)
Although with blows a thousand times y-shent,

por follones cautivos y raheces.

Thou wert well nigh, yea 'ven by the miscreant rout
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Y si la vuesa linda Dulcinea And if thy fair Dulcinea shall wrong,
desaguisado contra vos comete, By mis-regard thy fairer expectation,
ni a vuesas cuitas muestra buen talanteAnd to thy cares will lend no lightning eare:

en tal desman vueso conorte sea Then let this comfort all thy woes out weare,
que Sancho Panza fue mal alcaguete,| That Sancho faild in Brokers occupation,
necio €l, dura ellay vos no amante. | Hee foolish, cruel she; thou without tongue.

This analysis will focus on the music written foettwo sonnets presented above.
The musical outcome achieved in the two fragmesdar{et of Don Belianis, bars
21-42; sonnet of Solisdan, bars 43-92) exhibitaugehcontrast in almost every
sense, exemplifying clearly the richness of poblsds at hand through my
compositional process using mental imagery. By spypthe two sonnets and the
musical outcomes obtained from them, a clear viévnaw meaning is drawn
from both literature and mental imagery, and how theaning is absorbed and

implemented in music, is conveyed.

In the first sonnet, Don Belianis of Greece makegaasionate and eloquent
recollection of his own adventures and achievemiatslead to a final statement
in which he praises the figure of Don Quixote byn#@ting that, despite being a
famous knight, he envies Don Quixote’s fedtss proezas envidio, joh, gran
Quijotel. The whole poem is a nostalgic chant over the gdddimes in which
Don Belianis was a brave and honourable knighteaaig great success. |
imagined Don Belianis to be a proud and noble cbtaraold and wise, with great
sensitivity, full of longing, and also slightly mv&. These characteristics of the
personality of Don Belianis were imagined by mysedfl was permeated by the
atmosphere, language, style and imagery conveyehebfirst sonnet. Moreover,
these imaginary features set up a framework of maatl emotion that crucially

affected the general character of the music penigito this first poem. A sense of
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stillness, calmness and motionless was intensdtyifeluced by the imaginary
vision of an old man gently remembering his paatdeThis sense of stillness is
however not accompanied by a feeling of quietn@s® powerful tone of the
poem, conveying strong ideas with a remarkably e¢dohguage, inspired in me a

sense of grandeur and flamboyance that was impleaém the music as well.

The melodic line sung by the baritone in the DoridBés sonnet is generally
rounded, even and smooth. The poem opens withdarssh of impetuous power,

the baritone singing, at his high register, sevesgeated notes that move
gradually higher in pitch. This compositional cleicesponds directly to the
meaning of the four initial verses, which say, wgtieat assertion, how important
and brave Don Belianis was. An image of an old eobén stubbornly shouting
these four verses directly inspired the music hEhe. imaginary sense of stillness
iIs musically translated into a constant, stablepitihroughout the whole poem.
Music flows gently and steadily through a varietyrmods and emotions inspired
by an image of an immobile man with a vivid, samsitand sharply awake mind.
Therefore, in conjunction with a stable tempo andezen, smooth flow, the

melodic line features bold and subtle expressifleations induced by the sense
of nostalgia. A mental image of Don Belianis vividiemembering his old

adventures and hence feeling deep and fresh ersatitbected the behaviour of
the melodic line in this poem. The following figufeigure 11 (page 99), presents
the beginning of Don Belianis’s sonnet as sung hey baritone, showing the

impetuous repeated notes; and the melody for védi@end 11, showing a more

angular line conveying great expression:
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Figure 11: Don Belianis, verse 1 (above) and velfekl (below)

The piano and clarinet accompaniment for the DollaBis sonnet helps to set up
an atmosphere characterised by calmness and guoescappropriate for the
story-telling content of the poem. Long sustainbdrds from the piano evoke a
sense of broad space and time, enhancing the deefitranquillity. Moreover, a
special choice of timbre is made: the pianist npiay almost constantly inside
the instrument, plucking directly the strings witimgers or plectrum. This
technique aims for an archaic sonic world, as #seilting timbre resembles that
of medieval plucked string instruments such asldie On top of this chordal
accompaniment, the B flat clarinet line gentlyrsdits up and down through long,
undulated melodies, as if depicting a smooth hdlydscape. A pleasant sense of
softness, mildness and tenderness emanates frose firees played by the
clarinet, lines arising in my musical imaginatiogirfg permeated and affected by
images featuring the aforementioned qualities. ése features from the

accompaniment are clearly visible in Figure 12 vamon page 100:
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Figure 12: The accompaniment from the clarinetgindo, bars 27-30

The appearance of Solisdan onto the scene impfiesbeupt change of mood.
Solisdan is an irreverent character, sharply iravitb a ruthless sense of humour.
Instead of praising the figure of Don Quixote, S@én, without mincing words,
expresses his opinion: for him, Don Quixote is ctatgly mad and his adventures
always had a disgraceful and ridiculous ending.is8ah even finishes his
dramatic speech with insults for the three mainratiers of the novel (Don
Quixote, Sancho Panza and Dulcinea). The framewbmood in place during
this second sonnet is completely different from fgrevious one. Excitement,
nervousness, boldness, malice and irony are sortie ofew categories that might
describe the mood of Solisdan’s poem. When reattiisgremarkable sonnet and
being permeated by its moods, other qualities edldd virtual dynamics also
arose in my mind. The imaginary motion here featufast, spasmodic and
chaotic movements arising probably as a result obancategories such as
‘excitement’ and ‘nervousness’. However, not ak thualities differ from the
poem of Don Belianis: Solisdan’s text also shitbgrply from one emotion to

other, conveying a sense of emotional instabilitgl @ivid sensitivity.
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The music written for the sonnet of Solisdan aimsconvey all the qualities
described before. The most immediate characterisficthe music is its
disintegration into small, almost unconnected fragte. The discourse is
chopped into violent outbursts or rushes of soumat share their impulsive
character but differ in their dynamic and emotiomadlities. Some of these rushes
are edgy, sharp and piercing, full of misconduthiecs are tender and soft, yet
ironic. The music sung by the baritone displays idewariety of registers,
dynamics and vocal techniques in a short time, essalt of the schizophrenic
mood of the poem. The end of the sonnet is espeaaily, following the most
malicious words from Solisdan: after a preparategyse which is not sung but
spoken by the baritone, a series of sound blasta &inger, clarinet and piano
strike the listener. These sonic rushes corresportie moment when Solisdan
rudely insults Sancho, Dulcinea and Don Quixotee @hcompaniment from the
clarinet and piano enhances all the qualities presty described. The clarinet
player has to use an E-flat clarinet, in searchafanore piercing and shrilling
sound. Many times both instruments play togethéh wie baritone, reinforcing
the assertive tone. Like the singing line, the agganiment presents spaced
outbursts of sound which are sometimes violent eagly, and other times very
tender yet full of irony. The following figure (Rige 13, below and page 102)
displays two fragments of Solisdan’s sonnet, thst fbeing clearly angular in

shape and violent/piercing in character, the se@amoy smooth and tender.
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Figure 13: Solisdan, verses 1 & 3

The great contrast between the music composedébbn Belianis sonnet and
the music composed for the Solisdan sonnet is septative of the wide range of
musical outcomes reached through my compositior@igss inspired by mental
imagery. Departing from existing extra-musical miale(a piece of literature),

mental imagery arises in my mind. | let myself baweh into the qualities of

mental imagery, and after this process of permeatausical outcomes start to
flow. Mental imagery, as explained at the beginroh@hapter One (see page 24)
is multidisciplinary and features qualities pertagn to a variety of sensory

modalities (visual, tactile, motoric, emotional, @my others). These qualities
resonate with the Embodied Theory of Meaning (JohrZ007) also discussed in
Chapter One (section 1.2.3, page 31). Furtherseamsdal qualities are reflected
in the analysis presented here, building a moddisifourse that resembles the
‘performative analysis’ proposed by Cook (2002hakg mode of discourse’ by
Rahn (1979), and that borrows terms and ideas futtality affects’, a concept

described by Stern (1985).

2.3.4 Far

This work for symphony orchestra may be catalogaed symphonic poem. The
programme behind the music mentally imagines a wadk starts in the small

village of Chantada (Galicia) and ends at the tba onountain nearby, Mount
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Faro. This walk would occur in the context of aetehtion that takes place on the
8" of September every year and which has a religsigrsificance. On this festive
day, people from the village walk, at dawn, towaadsmall chapel located at the
top of Mount Faro. The final metres of the walk {g¥his 15 kilometres long in
total) are done in procession. Afterwards, religiaervices are offered to the
public and people gather in the surroundings, engpjolk music and traditional
food. The title of the piece refers both to the maofi the mountain (which in
medieval texts appears sometimes written as “Fant) to the fact that, when
composing, | was a long distance away from Chantieavillage where most of

my family comes from.

An imaginary walk in the context of the celebratatescribed above served not
only as a source of inspiration, but also as masharor structural planning of
the music. In this way, form is affected by thefetént steps through which the
imagined journey evolves, arousing a five-sectibnucsure plus coda that is
presented in Table 3 (page 104). The general inodgke climb influences the
unfolding of the work in terms of density, catatygian accumulative approach
that provokes the merging of several peaks in feeepthat are reached after a
progressive accumulation of instruments and somickmess. These peaks are
placed at the end of sections A, B, C and E, asdméle four long and high
waves. When putting myself in the general image itnspired the work (climb,
long walk, a high mountain far away) | felt a sen$éongitude and broadness, an
image of constant stretching and vast space. Thisght into the music (with the
only exception of section E) a primacy of slow-ewmoy harmonies, slow-
progressingrescendosinddiminuendosand large/stretched melodic lines. This is

easily noticeable in section A, where the atmodphexture is maintained from
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the first bar until the climax is reached in bar 8monstrating a gradual increase

in density and thickness.

Section A SectionB | SectionC Section D Section E Coda
Introduction Climb Processior Reflection Celebnatip Departure
1-46 47-111 112-150 151-160 161-233 234-end

Table 3: Structure dfar

Section A is metaphorically connected with the heagig of the walk, which
starts at dawn. A feeling of augmentation or inseeéies at the heart of many
compositional decisions taken when creating thenimgeof Far. The increase
appears in various aspects of the initial imageinanrease of light is imagined
(the day is breaking), there is a gradual incredismergy as the walk progresses,
and also nature increases its activity as a redudtnew day starting. The music
clearly reflects this sensation. An inherent pughrce lies at the bottom from
the very beginning, in the manner of a constantuilsgy steady but unstoppable.
Rapid and energetic figurations become graduallyenamd more present, adding
layers of activity to the sonic body. The texturetsygradually thicker by a
continuous addition of instruments, and also thethrnic energy gets
progressively more and more bustling. Figure 14€pB05) shows an example of

one of these vibrant layers of rhythmic activityeg by the flutes.
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Figure 14: Flutes 1 & 2, bars 10-11

The connection between the sense of ‘increasemagery and the sense of
‘increase’ in the music was achieved by a procésabstraction of the concept
during the act of composition. The primary ideavadn from imagery, was deeply
meditated and rooted into an embodied, quasi-ictst® sense of ‘increase’ that
was then expressed through a musical outcome. fallgato the feeling of

increase, a sense of slowness and constancy affextwhole image, since the
increase happens gradually at an almost imperdeptpeed. The 2/2 time
signature provides a slow pulse through which tavey the music. Sustained by
this metric base, layers of activity are addedpibit at a constant rate, building a

long and barely perceptibteescendo

After Section A we are immersed completely into piece. The texture becomes
much more polyphonic and multi-thematic, and fesgutong and undulated
melodies interlocking and crossing each other. €hmmpositional choice is again
metaphorically connected with imagery: the imagmaralk is done mainly

through narrow and winding paths and trails. THese a complex net of paths
that cross, divide and interlock each other. Antralsion of this idea was done
when composing. | was embedded into a mental reptason of this ‘multipath’

idea, furnished with other elements such as unidnlaexpectation and joy. The
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music presents in this section a horizontal, trHdadnature, featuring multiple
strands that move gently and flexibly across ttehestral palette. These musical
‘filaments’ are mostly curvy, but some of them gneisedges and moderately
sharp angles. Figure 15 shows two of these melinks, one of them clearly

undulated, the other one more piercing.
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Figure 15: The undulated melody in the cor andlaass 57-59)

and the piercing melody in the oboes (bars 76-78)

Apart from the ‘multipath’ image, a sense of joydaspiritual connection with
nature permeates the imagery at this point andefinve, affects the music from
Section B. This feeling is musically conveyed byeapressivguality in some of
the melodic lines. This expressive character is ody transmitted through a
marking on the score, but also through a particsiftepe of the melodies, which
features many passing notes appoggiaturasthat convey a sense of lyricism

and reinforce theantabilequality. This technique is easily noticeable ie thist
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melodic theme of this section, played by the secaantins and shown below in

Figure 16:
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Figure 16: The theme exposed by the second violibars 47-48, appoggiaturas circled

As mentioned at the beginning of this analysis, fthal metres of the walk are
done in procession. This episode from the imagipamyney inspires Section C
from Far, which thus includes rhythmic and melodic chanasties influenced by
Spanish processional music. The music becomes amghithmically sharp and
precise, conveying a sense of solidity, rigiditylaimost stubbornness, all under
amarcialetempo and mood. The processional style is setam the outset of the
section, as percussion instruments start a regetitcompaniment in the manner
of an ostinato or moto perpetuo Above the percussivestinatq woodwind
instruments play a transformed version of the melbde given at the beginning
of Section B. This transformation responds to tee icontext given by imagery:
before, a sense of joy and lyricism combined with tindulated and crisscross
‘multipath’ image affected the creation of the nilpnow, the image of a silent
procession, serious and rigid and with no soundt dpan the accompaniment of
a wind/percussion band, stands as the imagery frankethat influences the re-
composition of this melody. In this way, the meldine, although keeping its

recognizable intervallic structure, becomes muclremarticulated, uneven and
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rough. The line gets broken at some point by shests that reinforce the
steadiness of rhythm and pulse. The articulation hecomes crucial, chopping
the line into small bits and thereby conveying msgeof micro movements within
the long phrase. Moreover, the rhythm becomes maried and richer, including
triplets, semiquavers and demisemiquavers thatpedelby articulation and
accentuation, enhance the solidity of pulse andrtaeciale character. Figure 17
presents a comparison between the melodic lineeptesd at the beginning of

Section B, and its transformed recapitulation atlibginning of Section C.
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Figure 17: The transformation of the melodic thebaes 47-48 & 118-119

If isolated from the grand form of the piece, SattlC possesses an individual
shape with an evident morphological resemblanceth® general idea of
progressive slow growth, big climax, and final é&ge and dissolution. The
section builds up a slow but unstoppabtescendoby adding instruments and
thickness to the orchestral texture. The polyphdalwic gets more and more
complex by the inclusion of more voices and the cession of

intervallic/harmonic clashes between them, a pdésit conveys a gradual
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increase of musical tension that is finally releaeough the big climax attained

in bars 135-137.

The processional march declines smoothly and dilitéelf into Section D, which
iIs now much less earthy and shifts to a more migitaspiritual and reflective
mood. This is a musical metaphor of what happernfenimaginary walk: from
the processional march, the virtual walker enteeschapel and a religious service
begins. Section D features an enormous timbral rasnt the orchestration
displays only a string quartet plus a very sub#epet of sound given by string
harmonics. Again, a metaphor lies in the backgroafrithis compositional idea, a
metaphor of the individual's mind/conscience in s@ant transformation
(represented by the string quartet, especiallyrieidic line from the first violin)
but immersed in nature, the Universe, eternityr@gspnted by the sustained and
immovable string harmonics). A feeling of closenastimate meditation, acute
sensitivity and pure humanity was imagined andrmaksed when composing this
section. As | absorbed the aforementioned sensatroasic emerged in the form
of a long melody, legato, featuring intervals, aggaturas and shapes that
convey longing, love, hope, beauty and spiritualitige rhythmic structure of the
melody played by the first violin is based on thistfstanza of a poem by Galician
medieval minstrel Johan de Requeixo, which is cdntdised in the festivities of
Mount Faro. A fragment of this melody and its riglaship with text is shown in

Figure 18 (page 110).
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Figure 18: The melody in the first violin (bars 1580) and its relationship with text

Section E starts abruptly, with almost no preparatfrom the previous gentle and
soft sonority. Hustling rhythmic movements, frenedound rushes, angular and
edged melodic lines, all combine with explosive @yic behaviour contribute to
create a generally chaotic and extremely energséction that contrasts
enormously with all the previous musical eventsiac®s in the piece. Section E
developed after imagining the final moments of fesive celebrations on the top
of Mount Faro. The imaginary walker would leave tieapel at the end of the
religious service and immediately join people whowd be gathering outside
enjoying folk music, drinks and food. A feeling ektreme happiness was
imagined, together with a sense of renewed enenglyemthusiastic optimism.
Imagery affecting Section E also involved imagikathesthetic feelings derived
from dancing, an element that led me to introdue&dian folkloric rhythms and
melodic shapes in this section. The ternary subidimi of the time signatures
comes from the traditionahuifieirarhythm (normally in 6/8 and similar to the
jig). Moreover, the shape of the repetitive melodlice given by oboes and

clarinets from bar 215 is intended to resemblestigpe of traditionamuifieiras
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from Galician folk music. This melodic line, shownFigure 19, passes through
almost all the instruments from the orchestra ireiterative manner, evoking a

constant musical background that invades and congies the frenetic activity.

Figure 19: The reiterative melody exposed by olwésrs 215-216

The general sense of chaos, extreme energy, lusttnvity, frenetic dancing
and cheering was imagined as a constant and ingeogrowth. A sense of
imminent explosion becomes evident from bar 215, asgpecially, from the
subito pianoat bar 223 that takes off wildly up to the climak the piece:

Caoticg bar 229. This moment metaphorically depicts thmax of all the

sensations and feelings influencing Section E astiibed before. It is also the
climax of the whole piece, the peak of the grananfdescribed at the beginning
of this analysis, a peak that had been preparedaittdup from the first bar and
that will now deflate now into the final Coda, whin the end will fade away

down to complete silence.

The imagery now shifts from the more realistic pietof a rural party to a more
vague insinuation of memories from the individulorexperiences the imaginary
walk. A general feeling of nostalgia combined watlsense of satisfied tiredness
permeates the imagery, which becomes imprecise famdy. The musical

outcome arose as a consequence of my being immierskdse feelings, images
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and sensations that present similar imprecise, eaga loose shapes. The tempo
dramatically decelerates and the dynamics also Iséeg to asotto vocelevel.
Fuzziness is conveyed through an atmospheric gid lexture and the use of
certain techniques such tiemolandg harmonics and trills. Thematic and motivic
elements from previous sections of the piece atallesl (e.g. the theme from
Section D in bar 235 or the percussionto perpetudrom Section C in bar 259).
Finally, the music dissolves to the same imperbéptevel from which it started,
with the strings being asked to play “white noisgftly. The principal violin
plays a memory of the tune that appeared in Se@ijass a final metaphor of the
individual abandoning the underworld and enteringnich more mystical one,

that of dreams, memories and metaphors.
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Figure 20: The end of the piece, violin | performiahite noise’

2.4 CONCLUSION: A PERSONAL AND ORIGINAL MODEL FOR MSIC

COMPOSITION

The opening section of this written commentary tfsacl.1, entitled ‘Mental
imagery and musical meaning’, page 22) briefly acted for the artistic
happening that motivated not only the compositibthe set of works presented

here, but the reflection on mental imagery affegtimy compositional process, the
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analysis of this influence in my music and the aese into related
scientific/philosophical fields. The aim of thisesis is to present my imagery-
inspired compositional process as both an origevad innovative model of
compositional practice, and to disseminate thisehtml other musicians. | might
venture to say that the original model that is eymd through this thesis would
be of interest to the wider community of musiciangt only for composers but
also for performers, listeners and music theoriBit® model presented here may
inspire or inform other composers by opening ned amusual paths of thinking
about creative process, such as pre-compositidaahmg or structure-shaping.
Further, it proposes new ways to enhance the mgafimusical features such as
rhythm, metre, texture, harmony, articulation, dyies, etc. In this way, links
between some of the musical features and extraealusategories defined here,
such as ‘density’, ‘angularity’, ‘bustle’ or ‘brighess’ may contribute to the
creation of meaningful extrinsic connections (samibr different to mine) in the
personal practice of other composers. Extrinsicneations present in my own
practice have been widely discussed during botipteing, and exemplified in
detail during the analysis of four of the compasis presented (see section 2.3,
page 75). It is important to emphasise the metapdlolinkage between rhythm
and imaginary movement, an association that hasirets and enhanced the

meaning of rhythm from a personal point of view.

Moving on from the artistic findings arising fromyrown practice as a composer,
this thesis also undertakes a reflection on thacta@b how music conveys
meaning to others. Mental imagery is addressedasaal element in this field,
standing as a catalyser of meaningful associatdusng my compositional

process. As stated before, this original procednight serve as an example or
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inspiration for other composers who intend to buigtaningful associations
between music and extra-musical categories. Butggbirther, | venture to say
that the intimate connection between mental imagey my music could be of
value to performers undertaking the study of anyth@d eight compositions
presented with this thesis. Performers represemtndgressary step in between
composer and listener, building the sonorous bdadymece of music from both a
music score, and being influenced by elements asghrogramme notes, culture,
experience, education and so on (this descriptidheoprocess of performance is
resonant with the concept ‘musicking’ proposed lmga$ (1998), see Chapter
One, page 31). In this way, programme notes accoynpd the compositions
presented, focusing on the description of mentageny affecting them and
stressing the metaphorical connections betweenahiemagery and music both at
a macro-level (structure, general organisation shape) and at a micro-level
(particular behaviour and evolution of musical teas such as rhythm, texture,
dynamics and so on). During the period of time ihiok this research was
developed, several performances of seven of thepositions presented (all of
them excepFar) have been given. | was able to be present aarsaks in most
of them, therefore was able to transmit directly omyn thoughts about the pieces
to the performers through language. However, pragra notes have been and
will be of immense value for performers in thoseeaarsals where | am not able to
be present. The compositional model presented meay be helpful for
performers not only when playing my compositionsf bt any act of music
performance. The notion of metaphorical connectisitls extra-musical elements
may help to enrich the palette of resources tigriormer holds in order to build

a meaningful rendition of a musical work. Refleation topics such as harmony,
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tempo or rhythm might be illuminated by some of itheas and arguments set out
in this thesis, therefore this study hopefully sigmas both a contribution to the

field of music performance and its philosophy.

Mental imagery is addressed in Chapter One as ataoinelement in music
perception. However, this is not reflected in mafghe texts on music history and
analysis from the second half of thé"aentury, something that may point to the
fact that imagery might have been neglected by somusic historians and
theorists from that time (see Chapter One, sedibérl, page 49). At the end of
Chapter One (section 1.6, page 65) a claim is n@dihe inclusion of references
or descriptions of mental imagery in the procesmasic analysis. This inclusion
may enhance the richness of the analytical disegwsimce the analysis would
address a larger set of possible musical meaningther, an analytical discourse
that takes into account mental imagery would resomath proposals by Cook
and Rahn, specifically their idea of ‘performatiaealysis’ (Cook 2002) and the
associated ‘analog mode of discourse’ (Rahn 191493. interrogation of existing
analytical literature and further historiographicasearch carried out in Chapter
One also opens a door for further developmentisghrticular field. A broader
survey of the body of existing literature in musicalysis could be attempted,
comparing the analytical styles found with the ti®logical framework in
place during the 20century and perhaps tackling a critical commentdrgome
texts from the point of view of mental imagery. Angents pointed out during this
critical commentary may be rooted in theories dised in Chapter One in the
field of cognitive science, the philosophy of pegrien, the philosophy of

meaning and musical representation.
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Finally, I may venture to propose that the topicnoéntal imagery and all the
cross-modal imaginary stimuli that it encompasseght contribute to the field of

music pedagogy by stressing a large set of extraigaucategories that may help
music students of every discipline to build up thartistic personality and

strengthen their resources as musicians. | havesdgkeral times during my time
as a music student (both in the disciplines of piparformance and composition)
that the focus is driven too much towards the texifiormal side of performance
(body movements and abilities) and analysis (hove#nl and draw meaning from
a music score). By including mental imagery in myseédagogy from an early
stage we would be opening a window towards a vetsbfsresources for music
training in students, specifically referring to thmeatter of how to draw meaning

from musical features such as structure, harmdnghm and so on.

This thesis, arising from my own practice as a cosep and driven by my own
practice as a composer, aims to contribute to mosmposition not only by
adding eight original works, but also by describidigcussing and contextualising
the original method of composition carried out dgrtheir creation. This original
model for music composition may stand as an exarapleference point to be
disseminated to other composers, who may find ndeas, techniques or
intentions derived from it. The study may alsoniinate performers, listeners,
academics and pedagogues, who might find unexplangies for reflecting on
their practice in a substantially different way. & imagery may well be at the
core of our nature as sensitive and reflectiveviddials, shaping our perception,
our mind and our communication. Mental imagery majl be additionally at the

core of music creation, performance and perception.
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Glossary of terms

Absolute music: The name given to music by composers who claimatidhly

intra-musical elements were considered or used ndurihe process of
composition. Based on many arguments discussduasrthesis, it might be said
that absolute music does not exist, as intra-musieanents are just part of the
musical process (from its beginning, compositiontiluts end, perception) and

not the only elements.

Affect: This term was first coined in the baroque era,mieDoctrine of Affects

was formulated (Harnoncourt 1988). In this doctriswe affect is a human passion
(love, admiration, joy, etc.) that is translatetbimusic through a particular use of
musical variables. Affect as applied in this thesiers not only to passions, but

every affordable meaning that could be conveyethbynusic.

Affordances. The set of actions, either physical or mentalf #raenvironment

offers to any individual that interacts with it.

Conceptual: That which is organised, relies or is based orcepts. Concepts are
pieces of knowledge which are susceptible to bdirly explained through

language.

Dialectical relationship: The relationship between two qualities that, famf
being independent from each other, are connectt;ehvariations in one of them

would provoke variations in the other.

Epistemology: A framework of assumptions or system of knowledgat

conditions our thoughts about any issue in qualigaterms. An epistemology of
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music theory would be a framework of assumptionsuabmusic theory that

would determine the way of explaining or thinkifgpat music.

Formalist: The quality of a particular mode of operation thahsiders mainly
technical processes, particularities or behaviodrsformalist mode of music
analysis would be based on an explanation of coitipoal techniques, its

relation with other composers’ techniques andnit®vations.

Image (as applied to my compositional process): The dynamic aggregate of
sensory-motor perceptions that include visual, laua&tile, proprioceptive and
kinaesthetic feelings (among others). The imag® a&sncerns the dynamic
qualities of the moods of an imaginary individuahile he/she perceives the
mentioned aggregate of sensory-motor perceptiorach EEmage, which is
dynamic and not static, interpenetrates the previome and the next, thereby

creating a perceptual scenic experience subjegtwkilst moving.

Imagery: A set of imaginary sensorial perceptions thatudel visual, tactile,
kinaesthetic, motoric and proprioceptive inputsaléo includes the imaginary
mood of a virtual spectator. All these virtual pggtions and moods, if frozen in a

particular instant, would form an ‘image’ (see défon in this glossary, above).

Intra-musical element (Intrinsic musical element): Every element of musical

meaning that is a formal relationship of the mssiore.

Meaning: The set of elements, whatever their nature, thahdividual relates to
a sensorial input they have received. In this Higbie meaning is considered in
the light of the Embodied Theory of Meaning by Mddhnson, which claims that

meaning has multiple forms (concepts, images, mesoaffordances, etc.) and
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is developed from the relationship between pastsent and possible future

experiences (Johnson 2007).

Metaphor: A figure of speech in which a concept, term orteece is directly
connected to something to which it is not direepplicable due to its nature. In
this study, metaphors are used by connecting thsiomwith descriptions,
concepts or categories to which it is not possibleée connected. For example:

“The orchestral texture is dark and thick”.

Mode of discourse: In music analysis, this refers to the qualitieshef analytical

text derived from a particular epistemological feamork.

Motor imagery: A particular kind of imagery that involves thetuil projection

of our body and its kinaesthetic and motoric bebiawi

Musical meaning: The set of elements, whatever their nature, théstaner
relates to the sensorial experience of perceivingusical performance. This
sensorial experience may be not only aural, but mlap use all the other

sensorial systems available to the listener.

Musical process. All the actions involved when creating, performipgrceiving

and building meaning from music.

Non-conceptual: That which is organised, relies or is based on@dge which

cannot be fully explained through language.

Perception: The action of receiving external information trsitmulates our

sensorial system, processing sensorial inputs aihdifig meaning from them.
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Phenomenology: The philosophical study of consciousness and thegsses and

structures of experience.

Positivist: That which is affected by the philosophical chairthought known as
Positivism, which claims that all authoritative kvledge comes from sensorial

inputs and logical processing.

Representation: The entity, either physical or mental, that arigéter the reality
that is represented, keeping structural informatiabout it. A virtual
representation aroused during the perceptual psoleelps a perceiver to build

meaning from sensorial stimuli.

Virtual representation of music: The entity that arises in a listener’s brain
during the perception of music, containing struakimformation about the music
and helping the listener to create meaning fromstesorial stimuli they have

received.
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