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ABSTRACT 

Enhancing new musical works by referencing style and genre is a well-established 

practice in music making around the world. Audiences and artists of the past century 

were particularly exposed to music of many styles and genres through the growth of 

information and knowledge transfer as a result of travel, various media and the 

Internet. This musical and cultural interaction was, as Nettl (1986, p. 371) 

characterized it, a “prevailing force in musical innovation.” Aubert (2000, p. 4) states 

that the “generalization all over the planet of the cultural hybridization process 

observed today is a phenomenon without precedent.” Alongside this is the “need to 

investigate musical hybrids” that Leavy sees (2009, p. 105) as having “increased 

exponentially with globalization and the multidirectional cultural exchange it has 

fostered.”  

My work as a performer and composer is deeply influenced by music hybrids, with 

genre and style synthesis integral to my creative practice. In my search of the 

literature to place my work in style and genre synthesis, I was unable to find a 

systematic description of content, process or operational philosophy. This study aims 

to examine and reveal the technical and creative concepts and processes I use to 

generate new cross-genre compositions. The research is carried out through the 

composition of new works as examples of genre synthesis, and through reflections on, 

and analyses of, the particular processes of synthesis occurring in the new works. The 

research furnishes evidence of the use of new and conventional concepts, strategies 

and terminology, and offers a model for the creative practice of composing with styles 

and genres. 
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 INTRODUCTION  

At present, composers can access a flow of cultural artifacts and knowledge that is 

growing as the result of the increase of information transfer and of travel. Composers 

often adopt and adapt ideas and processes from what may be exotic cultural and 

historical sources. Such cross-genre music making has been a hallmark of the 

twentieth century and the first decade of the twenty-first. 

My experience as a musician has paralleled this development, often being influenced 

or directed by musical hybridization and cross-genre experimentation. I am, or have 

been at various periods, a performer and composer in Rock and Blues genres, Modern 

Jazz, Western Classical music, and Flamenco, and maintain interests in Persian and 

Indian classical and traditional music. I am a multi-stylist, performing and/or 

composing in one genre or another. I have also been a poly-genre composer, 

composing music that is a hybrid of several genres and styles. This has led to stylistic 

pluralism in my practice, ranging from casual dabbling in style traits to deliberate in-

depth cross-genre experimentation. Like Boulez (1986, p. 177), I believe that the 

work of my generation and beyond is “concerned quite as much with synthesis as with 

discovery,” and that it would be “an indispensable starting point from which to 

embark”. This study aims to exemplify, through the compositions, and explain, 

through this exegesis, my cross-genre and multi-style creative practice. Such will 

address both the technical approaches and the creative perspectives that make up the 

essential attributes of my personal compositional style. 

Though cross-genre and multi-style music is widespread, I have not encountered 

defined parameters for this creative practice as a specific area of study in which clear-

cut concepts and techniques are offered as a set of tools for the composer wishing to 

engage in poly-genre composition. The decision to undertake this study of composing 
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with styles and genres is an attempt to better understand my own creative practice by 

documenting and explaining the processes that form my work. As a case study, my 

creative output and this exegesis aim to shed light on a single composer’s tool kit for 

cross-genre hybridization in new music.  

My intent is to provide insights into my compositional practice conveyed through the 

defined epistemological strands of this practice-based study. These are threefold. 

Firstly, the study generated a folio of new works featuring musical borrowings of 

styles and genres. I consider the new compositions as scholarly artifacts occupying 

the primary position in the study. These are the reason, the means and the result of the 

research. The new works furnish examples of genre synthesis and embody what may 

be termed the knowledge and wisdom of the craft and the intuitive poietic and 

aesthetic of my “authentic expertise” (McNiff, 2008, p. 39) as a musician. For the 

reader of this study, the music not only provides information-through-experience on 

perceived musical practice and content, but may also reveal something about the 

influence of global culture on the composer. The understanding here is that the new 

music conveys something of the mind of the composer in the process of evocation 

(Eisner, 2008, p. 6). My primary approach was composing, which allowed intuitive 

action to be combined with problem solving to achieve learning through generative 

creative practice. It is with this understanding that I chose to exclude two specific 

compositions from the analyses, to act as primary examples of my cross-genre and 

poly-style composing practice. The folio of compositions accompanying this exegesis 

includes scores and two CDs of recordings of the works. 

Secondly, the specific workings of my composing modus operandi are outlined and 

explained in this paper through analyses of representative works. These serve to 

identify concepts, content, processes and techniques, and creative philosophies used 
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in practice. The analyses were undertaken concurrently with or subsequent to 

composing, and so a cyclic method of creative action, review, definition and further 

re-application of the craft knowledge led to the identification and exemplification of 

established and new theoretical principles and practices in composing with styles and 

genres. This analytical treatment of the new work provided an objective and 

approachable context that offered the necessary technical specificity as well as a form 

of theorization of the practice of genre synthesis in composing. 

The third epistemological strand contains my reflections on the new works and on my 

compositional processes. The intention here is to offer another dimension to the study: 

to see which subjective elements played a role in the compositions. I see this process 

as valuable as it illuminates personal perceptions of genre origins and processes used 

in my creative practice. Future researchers in the field may find such personal 

reflections useful in identifying what knowledge sets may already exist within their 

own inner cultural and musical world that can contribute to their creative work. This 

would, I argue, allow the composer to obtain varying levels of understanding of what 

operates innately and how this influences, and is influenced by, external research 

parameters. By permitting some subjective reflection in the review of the new work, I 

hope to avoid the restrictions of what Leppert and McClary (1987, p. xi) call the 

“assumption that art constitutes an autonomous sphere, separate and insulated from 

the outside social world.” Such reflections shed light on the person responsible for the 

music, allowing a level of learning beyond analytical objectivity, important as that is.  

The compositions and this exegesis present a theorization of my work in composing 

with styles and genres. These documents present new examples of poly-genre 

compositions that are then examined and described with regard to their content, the 

processes used in the music to achieve synthesis of styles and genres, and the musical 
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and motivational philosophy that directed their creation. The latter term refers to what 

I see as a composer’s sense of aesthetic, of how or why any given music is the way it 

is. It also refers to a composer’s modus operandi, such as one’s preferences in the use 

of particular techniques or processes that form a part of the composer’s idiom. 

As part of a case study in composing with genres, this exegesis also provides a 

working taxonomy of the practice that I found useful as a descriptive tool in the 

analyses and for applying to new compositions. As cross-genre or poly-genre music 

making increases in both occurrence and complexity, such case studies will enhance 

and improve this taxonomy as well as further develop the investigative and 

comparative parameters contributing to the understanding of this phenomenon, 

offering new technical and conceptual frameworks for composing with styles and 

genres. 

Whilst some of the reasoning, ideas and methods in achieving the outcomes of this 

study are not without precedent, the creative and analytical outcomes focus on 

identifiable and replicable procedures and concepts, establishing some taxonomic and 

investigative parameters for poly-genre composition. Throughout this paper, italicized 

terms are those identified in the practice of composing with styles and genres and are 

presented in Appendix I as a working taxonomy of the creative practice. 

My literature review focused on five areas: the act of borrowing; definitions of genre 

and style; contemporary understandings influencing style synthesis in composition as 

a cosmopolitan approach; the identification of the parameters in the investigation of 

style and genre synthesis in composing; and the role of the composer’s inner-world in 

composing with styles and genres.  
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Music Borrowing in Compositional Synthesis 

Poly-stylistic or poly-genre composition often involves the borrowing of musical 

elements from other cultures and genres exotic to the composer’s primary operational 

genre. Borrowing as a compositional practice is well established and accepted in 

Western Art music, so much so that it has been suggested by Burkholder (1994, pp. 

861-863) that it become a field in itself. He asserts that “If we examined all music that 

borrowed in some way from its predecessors, we would be examining all music.” The 

literature not only establishes common practice but highlights the act of borrowing as 

an integral part of any learning and creative process, and is seen by Latrell (1988, p. 

47) as “an essentially creative and artistic one … that deserves to be examined as an 

aesthetic phenomenon.” The practice of musical borrowing is also common in 

indigenous cultures as well where, Kartomi (1981, p. 230) tells us, “intercultural 

musical synthesis is not the exception but the rule.”  

Music borrowing has been not only common, but expected of Western classical music 

composers. In speaking of the act of borrowing from other composers, Demers (2006, 

p. 8) points out that  historically “Musical allusion was usually unregulated, and in 

many contexts it was not only tolerated but expected of the composer.” She goes on to 

say that, “by definition, transformative appropriation implies creators’ engagement 

with and reaction to other creators’ works” (p. 27).” 

Borrowing is an essential element of any creative practice and can operate at varying 

levels. Latrell tells us (1988, p. 47) that “Such borrowings range from appropriation of 

the most visible and sometimes superficial elements of an unfamiliar form … to 

deeper attempts at syncretism, and they represent different aesthetic goals on the part 

of the artist/creator.” Thus, in addition to the deeper study of the exotic, the cross-

genre composer sees superficial appropriation, in the use of discrete elements lifted 
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out of the original context and placed in the new to be a legitimate technique that 

provides material for experimentation. This freedom to use either superficial or more 

involved aspects of genre and style from individual or cultural sources is a primary 

method in my composing with styles and genres.  

Such borrowings can also become integral to a composer’s creative vocabulary 

without a deep understanding of the original context. The use of a single trait, 

Kartomi (1981, p. 236) says, can “be important in the overall development of a 

composer … new musical and extra-musical meanings are attached to them [the 

borrowings] and innovative composers … do not necessarily understand these 

meanings in their native context, nor do they, of course, need to.” Latrell (1988, p. 48) 

refers to this as “contextless borrowing”. Its advantage is that such lighter borrowing 

is easily facilitated. Its disadvantage would include the loss of intra-cultural insights 

associated with the idea or technique. Deschenes refers to this (1998, p. 140) when he 

says, “If we listen to a type of music alien to our psychosocial background, our 

cognitive focus of attention will be different than that of someone raised in that 

context … there is much more to learn than simply a technique.” 

Also, as understood from Demer’s term transformative appropriation, borrowed 

material is most often altered to fit the new context, so that its original identity is 

changed. The new musical context dominates the single excerpt. This understanding 

allows a borrowing to become either a springboard for new creativity or a reference 

for genre or style. Such flexibility permits spontaneity in the way genre and style 

elements can be used. The new composition’s identity sets the broader identity of the 

music, while the genre and style elements that make up the fabric of the whole can 

function as part of the creative process or as genre or style messages in the music. 
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From this, it is clear that borrowing musical ideas, processes and attitudes is an 

essential creative and learning component of music making, especially integral to any 

form that specifically aims to synthesize featured genres and styles. In my creative 

practice, these are the understandings that inform my work in synthesizing different 

genres in new compositions.  

Style And Genre Understandings 

Discussions of style in the literature are broad and well documented. A thorough 

review of style in music is not possible here, but definitions of style and genre are 

needed for this study, as well as some understandings of how they can operate.  

Cope (1991, p. 30) states that when a sound or combination of sounds is replicated 

and, as he puts it, becomes “recognizably similar from one work to another,” it 

becomes a style in its own right. This may happen both within cultures or genres 

(historic and geographic) and within an individual’s practice. 

As to how this generally occurs, Moore (1989, p. 148) presents Meyer’s definition of 

changes of style as coming about “not through the gradual transformation of complex 

entities but through the permutation and recombination of more or less discrete, 

separable traits or clusters of traits … from sources of disparate stylistic and cultural 

provenance.” This means that style and genre synthesis can be a conscious choice 

using simpler parts from a more complex whole. 

In common usage, style and genre are notable for their vagueness and occasional 

interchangeability. Though style may often be considered a subset of a genre or sub-

genre, there appears to be a working ambiguity, with the two terms perceived as 

interchangeable, when for instance style is working on a global level. Style can be at 

the other extreme, the local, when it is so personalized as to create an immediately 
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recognizable expression within a genre. The music of Debussy and that of Phillip 

Glass are two cases that come to mind. Each has a compositional voice that is distinct 

within its genre and period. 

Sometimes a type of music can be seen to be functioning as both genre and style. 

What distinguishes the two can often be a matter of opinion. Levitin (2006, p. 143) 

sums up his discussion on this area: 

Definitions of musical genres aren’t very useful; we say that something is 

heavy metal if it resembles heavy metal – a family resemblance … categories 

do not always have clear boundaries, they have fuzzy boundaries.  

But genre and style are not the same thing and it is fundamental to this study that they 

be distinguished, even though there may be occasions where their usage overlaps. 

Definitions for these two terms are borrowed here from the study by Moore (2001, pp. 

432-442). Moore lists four ways to differentiate between the “realms of reference of 

the two terms:” 

style refers to the manner of articulation of musical gestures and is best 

considered as imposed on them, rather than intrinsic to them. Genre refers to 

the identity and the context of those gestures. 

genre, with in its emphasis on the context of gestures, pertains most usefully to 

the esthetic while style, in its emphasis on their manner of articulation, 

pertains most usefully to the poietic. 

in its concentration on how meaning is constituted, genre is normally 

explicitly thematized as socially constrained. Style on the other hand, in its 

emphasis on technical features and appropriability, frequently simply brackets 

out the social. 
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in its consideration of manners of articulation, style itself operates at various 

hierarchical levels, from the global to the most local. At global levels it is 

usually considered to be socially constituted, … Genre as a system also 

operates hierarchically, but with the distinction that ‘sub-genres’ cover an 

entire genre territory in a way that ‘sub-styles’ do not. 

 

Genre is the artistic medium that fulfils certain expectations of the audience, while 

style is the manner in which the composer fulfills those expectations. Style has to do 

with technique and expression, while genre has to do with the social context and 

audience expectation of the music. Genre is what the music is and style is how it is 

actualized. Such schemas, as Levitin (2006, p. 234) sees them, “frame our 

understanding … the system into which we place the elements and interpretations of 

an aesthetic object.”  

Though genre may be more of a family resemblance than a well-defined category, it 

must impart something of a perceived social or aesthetic message to either the 

composer or the audience. A conscious choice is made to convey the social axiom of 

the genre idea, which could just as easily be termed a style.  

Consider Heavy Metal music. When enough of its social message and unmistakable 

musical content is intact in a performance to be recognized by the performers and 

audience, then we term this the genre of Heavy Metal music. Its descriptions might 

include hard rock music using a limited harmony confined to single notes, chords of 

the fifth and/or octave, and being played aggressively, often in quavers, most often in 

a simple duple or quadruple meter. It is characterized by a harshness of timbre 

associated with overdriven electric guitars, and so on. If, however, elements from this 

music that are recognizable only as contributing to the flair of the piece are used in 
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new music, they may be only stylistic in nature. For instance, a string quartet plays 

chords of the fifth in marcato quavers and in parallelisms. The audience hears a genre 

of music (Western Classical) that has a characteristic element from Heavy Metal 

music. But such eighth notes may not convey the socially constrained idea of Heavy 

Metal music because perhaps not enough of Heavy Metal’s characteristics are 

involved. This would change if, say, the strings were amplified using distortion 

devices. But should the music convey a Heavy Metal genre meaning to a Western 

classical audience through the string quartet, this time with multiple elements of 

Heavy Metal, a dual set of expectations and fulfillments may be created in the 

listeners. The genre signals of the two musics result in a poly-genre musical meaning. 

This gives rise to a distinction between poly-stylistic and poly-genre music. 

Starr (1992, p. 8) speaks of composer Charles Ives’ shifting of “styles” in 

compositions so that the music is not “composed in a particular style” but “ with 

styles”, as in the case of a stylistic variance in a specific genre, such as the use of a 

dance rhythm in a Western classical form. This poly-stylism is common and well 

exemplified by many composers. But, as discussed earlier, when two musical 

elements are recognizable by the composer only or by the audience as signifiers of 

two disparate genres, then the music’s genre signals may be conceived by the 

composer and perhaps perceived by the audience as distinct identities in the music. I 

argue that the music would then be composed “with genres”. Stylistic synthesis in 

music broadly refers to the fusion of identifiable features of two or more musical 

styles or genres in a new work through a mixed content and compositional method. 

Historically, the term has sufficed for the use of both style and genre. However, in this 

study, there can exist clear distinctions between the various outcomes depending on 
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the intent of the composer and the manner of the manipulation of style or genre 

materials and concepts. 

For the purposes of this study, style is defined as the technical expression of musical 

elements; that is, how something is conveyed. It will include characteristics within a 

genre that may or may not communicate the original genre sense to an audience. The 

use of the term genre will broadly and intentionally refer to that common ground or 

framework that communicates musical expectations as genre signals or signifiers.  

Style and Genre Synthesis – A Cosmopolitan Approach   

In my performance and compositional practice I have witnessed a growth in easy 

access to cultural and historical musical information and knowledge that is due to 

changes in media, in travel and in internet technology. At the heart of my creative 

practice is the notion that a composer can decide to use style or genre elements as a 

distinct technical and conceptual approach to composing new music. My composing 

is generously influenced by ideas and concepts from the global store of musical 

practice as well as from my own assimilated musicality. Composer Alfred Schnittke, 

noted for his work in poly-stylism, used different historical styles such as Baroque 

and Classical from the over-arching genre of Western Classical music. In his music, 

he used these vertically as layers, or horizontally as juxtapositions. He believed that 

these styles are all part of our modern experience, as 

our time is different from earlier times in terms of musical reception. In earlier 

times, the only available music was that of the past hundred years. For us the 

past is more present. We enter into a dialogue with the past as if it were a 

dialogue with folklore. We are capable of living in different epochs. (Floros, 

2007). 
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I am aware that composers and performers engaged in Anglo-European music 

disciplines, the context of my study, have become “multi-lingual” as they incorporate 

the growing awareness of music from non-Western cultures into their work: as Lissa 

(1973, p. 23) points out, 

The musically educated listener of today commands many musical languages, 

and, depending on the kind of music he receives, knows how to apply them. 

This thinking presents a further dimension to Schnittke’s statement suggesting the 

possibility that a global musical folklore may be developing, not only of different 

epochs, but also of many cultures. This is a fundamental component of my creative 

philosophy. I see this as a three-dimensional model of a musical resource for the 

composer that contains depth from historical sources, breadth from cultural sources 

and height from the level of integration and diversification of musical synthesis. 

Though this cannot be substantiated without inclusive multi-cultural and multi-

national research, the idea is one that strongly influences my creative modus operandi.  

Information technology allows composers to encounter many different ideas without 

in-depth study. There may be a concern that such dabbling may lead to triviality in the 

creative work. Admittedly, it is impossible for a single composer to live within and 

authentically experience every culture or genre that might provide musical ideas for a 

new work. My creative practice, however, sees its context as being part of a global 

artistic heritage, and has fundamental attitudes best defined by Appiah (2006) in his 

book Cosmopolitanism as “universality plus difference” (p. 112). My creative 

practice’s primary philosophy consists of a “cosmopolitan openness to the world … 

perfectly consistent with picking and choosing among the options you find in your 

search,” (p. 5) and “rejoices in mongrelization” where “Melange, hotch-potch, a bit of 

this and a bit of that is how newness enters the world,” (p. 112). My thinking is that 
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genre authenticity is not a concern in composing. My compositions’ authenticity lies 

in the reality of being a hybrid for a wider, expanding heritage that is no longer 

confined within a single culture. Boulez (1986) saw this too, where change not only 

happens within one’s own culture but across many: “There is no longer any place … 

for the idea of [musical] progress as a kind of one-way movement [in Western 

classical music]” (p.36). Western concert music has never been just a one-way street, 

but the process of style and genre synthesis or musical hybridity has “increased 

exponentially” (Leavy, 2009, p. 105).  

The idea of a global musical resource has been a central concept in my creative 

practice and has permitted my own experimentation to take place within the 

understanding that it is a personal path of eclecticism. However, my experience is 

only one of a multitude of individual pursuits across the globe that are contributing to 

a growing practice of pluralism in composing new music.  

Three Areas of Style and Genre Synthesis  

In the concurrent literature review, creative practice and analyses, I identified three 

areas where style and genre synthesis could be examined, allowing its operations to be 

defined and articulated. These are musical content, musical processes and techniques, 

and the personal or musical philosophies that guide the formation of the new music. 

The former two clarify craft workings, whilst the latter may bring to light creative 

choices and workings of the personality or culture in the art form.  

Content consists of discrete elements or traits from existing compositions and/or 

cultural practices. This includes motif, scale, quotation and so on. Process refers to 

the use of existing or invented compositional or music-making procedures to bring 

together elements of style and genre to form a new musical identity. These can 
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include, for example, musical practices ascribed to specific historical periods such as 

pointillism and minimalism, cultural systemic adaptations and genre-constrained 

techniques, bricolage (the creation of a work using whatever is immediately 

available), and so on. The use of a philosophy in my compositional practice refers to 

any one of three concepts: the composer’s modus operandi; a borrowed modus 

operandi from another composer, culture or genre; and the motivation of the 

composer that may result in a compositional decision. Content and process have to do 

with technique; the term ‘philosophy’ in this study highlights inner attitudes or 

performance approaches that influence the hybrid art form. An example of a 20th-

century Western Art composer appropriating Balinese and Japanese musical content, 

processes and philosophies to generate new work will help to explain my three 

parameters for investigating style and genre synthesis in composition. 

In Mervyn Cooke’s (1998) study of Britten’s influences from Asia, he shows that 

Britten had incorporated in his own work both primary borrowings of gamelan scalar 

patterns and fellow composer Colin McPhee’s (p. 34) own distillation of gamelan 

practices, which I term a secondary borrowing. Figure 1 shows the two composers’ 

use of the Indonesian selisir scale, along with an imitative gong stroke through the use 

of the left hand of the piano in McPhee’s Balinese Ceremonial Music and a softly 

played spread triad amongst several instruments in Britten’s Peter Grimes, Sunday 

Morning. This technique of placing the triad in an un-related key in the lower register 

is understood as an approximation or representation of the gong sound. Such can 

never be exact but it does deliver a musical idea. 

 

 



 15 

 

 

 

 

Figure 1. Comparison of McPhee’s and Britten’s use of gamelan techniques 

from Cooke (1998, p. 34). On the left, McPhee’s approximation of the gong in 

the bass clef; on the right, Britten’s borrowing of the same material, 

transposed down a minor second. 

This single example provides the composer with various synthesis strategies. It shows 

what kind of material can be borrowed, where it might be found, how it is used in the 

works and how it might be transferred into a new performance idiom. It shows that a 

secondary borrowing can be as interesting a resource as the primary in terms of 

material for adaptive invention. Here, the musical content of a scale and of a 

particular sound (the gong) are appropriated and transformed in a new and original 

work through approximation or imitation. Beyond the content, however, both 

composers use processes tied in with the content borrowed from Balinese music, 

using the scalar configurations in “polyphonic stratification” (Cooke, 1998, p. 42) in 

their instrumentation (e.g. pianos or orchestra), thereby adopting a Balinese process of 

music making. They also actuate their own process through the imitation of the sound 

of the gong, and of gamelan music generally, in attempting to approximate or 

represent certain sounds.  

Burkholder (1994, p. 853) speaks of this use of what might be considered hidden 

relationships between the borrowed and the new work as “involving formal parallels 

or similar gestures, sounds or events” that demonstrate a deeper utilization of content 
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and process than just quotation or allusion. Latrell (1988, p. 48) regards this 

borrowing of performance techniques outside of one’s own as “the most familiar type 

of intercultural transfer”.  

Style and genre synthesis and borrowing do not end with the use of content or 

process. They also may involve the appropriation of the philosophy of an art form as 

part of the borrowing and synthesis philosophy. Cooke (1998, pp. 130-189) 

documents Britten’s stimulus from Japanese Noh theatre and how he makes use of 

“Togaku-inspired techniques” (p. 177) such as monodic treatment of vocal lines (p. 

171), portamento (p. 169) and the “recognizable parallel between Togaku percussion 

techniques and Britten’s use of the percussion in Curlew River” (p. 181).  

But Britten also adopted or adapted performance philosophy from the Japanese art 

form in the use of a parallel to the concept of a ritual prelude (Cooke, p. 184) in his 

Curlew River’s preludial robing-music His use of asynchronous rhythm is also linked 

to Noh vocal and instrumental practice (Cooke, p. 181). All of this points to Britten’s 

“ability to capture the spirit of Noh and to respond to its musical essence without 

direct imitation” (Cooke, p.189, cited in Malm, 1968, pp. 42-3). Instead of creating a 

Japanese pastiche, Britten makes the work into one that will speak to a Western art 

music audience, in terms of the historical setting, but which often parallels Noh 

musical and dramatic content in his own creation. In brief, Britten wanted to use the 

philosophy of Noh as a model for procedure and as content for experimentation with 

his own creative voice.  

The musical excerpt in Figure 1 is only a single example, but it demonstrates the three 

areas where style and genre in music are integrated in new work. What emerges in the 

following analyses and discussions of the new music composed for this study are my 

compositional strategies (Meyer 1989, p. 20) in these three areas. 
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The Composer’s Inner World 

In this study, I reflect upon how my varied interests in music contribute to my work in 

genre synthesis so that some understanding might be obtained about the provenance 

of idea and process. I observe how cross-genre elements and traits emerge at a 

fundamental level in acts of spontaneous composition1 and conversely, how genre-

based ideas are consciously utilized. Such reflections, I believe, might reveal 

something of the composer’s inner world, described by Brouwer (1970, p. 9) as “an 

extremely complex array of theoretical worlds of academics, of formative learning, of 

informations – all this amalgamated in the conscious mind to give way to the 

imagination.” 

I see genre and style synthesis operating from the composer’s inner world on the one 

hand, as a result of the increasing flow of cultural and musical knowledge in modern 

life, including commoditization. This view has the composer as a product of 

cosmopolitan enculturation through diverse agencies of influence. On the other hand, 

the cross-genre composer is an intentional musical migrant crossing boundaries as 

part of daily musicianship. In my research, many of the compositions were realized 

and understood using these two perspectives. If my view of the composer as a 

confluence of poly-cultural influences, a “locus of hybridity” (Leavy, 2009, p. 205), is 

relevant to the study, then this self-aware articulation of personalized musical traits, 

ideas and practices may help illuminate concepts and processes in the creation of new 

hybrids in music. Paul Century (1987) states: 

The formidable task of opening up a composer’s cosmos takes us far beyond 

an appreciation of the musical artifact … by exploring the world of the 

                                                

1 See Chant Like, Odyssey, Spontaneous Composition no.1, Foray and Ballad Triste at 
http://www.youtube.com/user/michaelknopf for examples of my work in spontaneous composition.  
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composer we come to understand the relationship of his music to our world 

(p.163). 

Though this refers to the influence of the outer world of the composer, it may also 

permit a parallel to the inner world of the composer, shaped by the outer. A composer 

who looks to his or her own inner world analytically may better understand the 

intuitive action and the inner resources available. 

The music itself is of interest as a synthesis of varied influences from different styles 

and genres of music. The musician is worthy of scrutiny, not only as a creative 

practice researcher experimenting with cross genre synthesis but also as a product of 

the globalization of musical practice where genre and style have been assimilated in 

processes of enculturation. I see my own inner world playing an important role in the 

shaping of new compositions, as will be discussed in the analyses that follow. 
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METHODOLOGY  

This study was initially conducted as practice-based2 research, allowing the act of 

composing to become the means of investigation into how I used genre and style in 

new compositions. My subsequent and concurrent analyses of my creative work 

provided opportunity for techniques to be explained, in addition to the primary 

demonstration of genre and style synthesis in the new works. This resulted in the 

study developing a practice-led parameter that offered new knowledge with 

“operational significance” (Candy, 2006, p. 3). This encouraged the re-application of 

the identified techniques and strategies in subsequent works in the practice-based 

research. These two research paradigms are often seen in the literature to overlap and 

interlink (Dean and Smith, 2009, p. 5) when the creative practice “highlights the 

insights, conceptualizations and theorizations which can arise when artists reflect on 

and document their own creative practice.” This bi-directional method instigated a 

cyclic loop of practice and reflection. 

As stated in the Introduction, I have undertaken this creative practice research through 

three methodological paths. Firstly, I present the compositions as deliberate examples 

of genre and style synthesis. These new works form the primary way of understanding 

the research. Blachowicz (1998, p. 358) affirms this perception, stating that while 

textual analyses “may account for what we mean, works of art may reproduce the 

experience of meaning itself.” Creative practice research is generative (Cole and 

Knowles, 2008, p. 67), and the artwork itself is a fundamental path of knowing that 

Eisner links to world experiences (1993, cited in Cole and Knowles, 2008, p. 60). 

                                                

2  The distinction is made here between practice-led and practice-based research according to Candy, 
L. (2006).  
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New artworks impart experiences and concepts that “give rise to the intentions that 

direct our activities” (Cole and Knowles, p. 60), and so provide a primary way of 

knowing. The recorded CDs of performances of the music, along with the scores, 

provide this path in the study. 

Secondly, I identify and describe how synthesis occurs in the practice through 

technical descriptions of how genre and style synthesis is achieved in the new works. 

Such analytical reviews allowed my creative practice to be informed and enhanced 

through analysis and reflection (Smith and Dean, 2009, p. 35), thus leading to 

descriptions and explanations of how genre synthesis is achieved. This then allowed 

the re-application of the articulated learning to subsequent works, as will be seen 

below.  

While reviewing and analyzing the new works, I sought to understand how genre and 

style elements and signifiers were used. I found it helpful to assign terminology to 

what I was doing in technique and concept. Gradually, I developed a taxonomy 

identifying established and emergent theoretical principles and practices in composing 

with styles and genres. This became a process supportive to the creative practice. I 

now find that this taxonomy defines my composer strategies, through its usefulness 

not only in the analytical processes, but in new creative work as well. 

A single example of this was the technique I called enshrining. This refers to the use 

of foreground and background genre signifiers, where I give prominence to a genre 

construct in the auditory foreground whilst another genre construct acts as an auditory 

backdrop. This is described in the analysis for Our Friend Joachim. Though this is not 

a new or unique practice, its definition in my practice provides an imminently useful 

tool when applied to further poly-genre compositions in this study. 
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I see this taxonomy of my creative practice as a descriptive data collection of the craft 

and concept parameters of the study. The taxonomy organized the technical 

understanding of my creative practice, and its development can be seen as a logical 

result of process-driven creative practice research in which concepts, ideas and mental 

tools emerge. As will be seen, many of these concepts and tools are not foreign to the 

daily practice of most composers; nonetheless, they are identified and scrutinized for 

their particular usefulness in synthesizing style and genre in poly-stylistic or poly-

genre music. The taxonomy is presented in Appendix one.  

Finally, in the third component of the methodology, I extend the analyses to include 

my reflections on the psychological and social influences that I believe played a role 

in the compositions, either as content and process or as an aesthetic or poietic 

philosophy of practice. The analyses thus present two explanatory paths. The first 

focuses on the role of technique, addressing compositional ideas, techniques and 

concepts that facilitate the syntheses. The second explanatory path discusses my own 

inner nexus of eclectic musical experience and my cosmopolitan aesthetic, which 

embraces Appiah’s description (2006, p. 112), discussed previously in the literature 

review.  

Such subjective discussion aims at revealing something of my own “array of 

theoretical worlds, of academics, of formative learning, of informations” that Brouwer 

(1970, p. 9) speaks of. This may show, for example, how I see my particular 

background – as a Rock or Jazz musician, a contemporary art music composer, a 

Flamenco guitarist or an aficionado of Persian classical music – influencing particular 

aspects of the compositions. The act of reflecting on my use of genre and style 

material allowed me to regard both my formative and my acculturated exposure to 
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genre and style differences as an authentic and authoritative resource for creative 

practice.  

The methodology of my multi-directional and cyclical practice-led research and 

research-led practice is represented in the diagram in Figure 2, showing how the three 

epistemological paths interact. 

 

 

 

  

            

 

     

 

 

Figure 2. Diagram of the cyclic use of practice-led and research-led methodology in 

composing with genre and style. 

In summary, the first two epistemological areas in the study are the creative act itself, 

a “knowledge that arises from our of handling materials and processes” (Bolt, 2007, p. 

30), and the analytical descriptions and definitions of the construction of the new 

works, a form of knowing the work “theoretically” after coming to “understand it 

through handling” (p. 30). The third epistemological strand in the study is the 

inclusion of my reflections on the new work and its genre synthesis, conveying some 

insights into my “conceptual artistry and creative and aesthetic sensibilities” (Cole 
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and Knowles, 2008, p. 61) regarding the provenance and development of new musical 

works that set out to integrate style and genre. This permits the “presence and 

signature” (p. 61) of the researcher, though not as the focus of the study. 
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ANALYSES – Composing With Styles And Genres  

There is a distinctly uncomfortable but necessary tension between the notion that 

music is potent enough to speak for itself, that it needs no explanation save its 

experience, and the idea that music is unable to communicate anything else, as Leavy 

(2009, p. 127) tells us, “in any direct way,” thus making it necessary for some sort of 

contextualization. Smith and Dean (2009, p. 7) agree, stating that documenting and 

theorizing creative practice is crucial to “fulfilling all the functions of research.” This 

tension existed in my study from its conception, requiring decisions on how the often 

fluid and spontaneous act of creativity could be contextualized and aspects of the 

genre synthesis explained effectively. 

The primary challenge of genre and style synthesis in my practice is to integrate 

diverse genre elements into a coherent musical whole. In my work, coherence is 

decided by how the varying style and genre content and approaches in the 

compositions contribute to a work’s musical identity without being blatantly 

incongruous. My general aim in the use of genre and style is to enrich my 

compositions through the association of the different elements, unlike some 

composers who use such to highlight disparity, disassociation and incongruity. The 

following analyses examine the concepts and strategies I work with to achieve such 

coherence. To show how style and genre synthesis is achieved in my compositions, I 

address the following five areas in the body of each of the composition analyses:  

1. An autobiographical commentary on the circumstances that initiated a 

composition 

2. A summary of what I see as the complex of challenges and problems the 

composition presents 
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3. A description of my creative practice research strategies used in the 

compositional experiment to solve the challenges 

4. A description and explanation on emergent ideas and techniques and how 

these influence the creative practice 

5. A commentary on how the finished product ‘speaks’ back to me confronting 

or acknowledging my approaches to the practice.  

These analyses are of representative compositions in the research. Though annotated 

examples are usually given to demonstrate the techniques and ideas that form the 

practice of composing with styles and genres, it is advisable to have the scores and the 

audio and visual recordings at hand while perusing the analyses in order to experience 

the music in its full form. The works included in this section are Old Tribal Woman 

for ensemble, Our Friend Joachim for guitar quartet, Shur for solo guitar, Zafron 

Road Project – new works for crossover ensemble and Cantillations for choir and 

ensemble.  

Other works 

The folio of new compositions accompanying this exegesis is taken from a large 

number of works composed for the study. I have selected five compositions to be 

scrutinized in the analyses. Two other works are offered without analysis as 

embodiments of my compositional practice using styles and genres: The Bricoleur for 

solo guitar and The New Earth – Concerto for Guitar and Orchestra.  

The Bricoleur demonstrates an improvisational approach to genre synthesis in what I 

term bricolage of the innate. In this piece I use interiorized genre signifiers (musical 

excerpts, quotations or style elements that are part of a performer’s repertoire of 

musical ideas) over a rhythmic moto-perpetuo figure. Sections of the work carry 
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different musical motifs as part of the structure of the work. The Bricoleur’s approach 

to content and process has much in common with several of the analysed works.  

The New Earth – Concerto for Guitar and Orchestra is the largest work in this study. 

I regard it as a prime example of my creative practice of composing with styles and 

genres.  

In these two compositions, I use all of the techniques and concepts described in the 

following analyses. Each work is a synthesis, not only of style and genre, but also of 

the many influences that form my performance and compositional idioms. 

Before looking at individual works, it is necessary to outline the four types of genre 

and style synthesis occurring in my compositional practice. 

Style and Genre Synthesis Types 

I undertake composing with style and genre in four broad categories through which 

the various combinations of technique and philosophy direct the musical synthesis. 

Style and genre syntheses occur in my practice through one or any combination of the 

following: the blending of sound sources from varied musical instruments that may 

have disparate cultural or genre associations; the alteration and awareness of the 

performance platform or context; the fusion of style and genre traits and elements in 

the score; and the modus operandi of the composer’s fundamental cultural world.  

The first of these is where I combine instruments with specific cultural associations as 

the medium through which the musical content is realized: for example, the use of a 

traditionally played setar in Jazz music.  

Secondly, the performance’s physical and social context, its venue or situation, is 

where a genre message may be imparted in addition to musical content. My 

performances most often entail the use of a Western Classical Music situation such as 
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the concert stage as opposed to, for example, the devotional situation of Qawwali 

music in a Sufi shrine in Dehli, India. Such consideration of the where and the why of 

the music’s presentation can directly influence which genre identities are perceived. 

For example, Persian traditional music performed with a Jazz ensemble in a Western 

recital hall may be perceived as being partly within a Western context.  

The third type of genre and style synthesis in my composition is the adoption or 

adaptation of discrete traits or ideas from other cultures or musics. This is by far the 

most common practice in cross-genre and poly-stylistic composition. 

Lastly, I present the concept of the composer possessing an evolving inner repository 

of global musical culture, formed by enculturation and acculturation through various 

means, including scholastic research. This concept seeks to understand the inner 

nexus of cultural influences within the cosmopolitan composer, who is, in my 

experience, influenced by increasing globalization, and a contributor to the 

phenomenon. Because of the fundamental inner workings of personal creativity in 

such a composer, a unique synthesis is achieved which may defy existing 

categorization. My reflections on the work in this category represent a subjective 

perspective that has influenced the creative outcomes. 

These four style and genre synthesis types provide a framework for how genre 

signifiers or genre constructs or identities can be understood. These categories allow 

me to assemble style and genre musical content, processes and musical philosophy 

from four different areas to inform my composition. My use of these four areas can 

allow multiple genre messages to be conveyed in a new work as part of a scheme to 

communicate with the audience, or they may be regarded simply as ways to enrich the 

music with genre material or with subjective symbols within the creative process. 
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Analysis One – Old Tribal Woman 

Old Tribal Woman was commissioned, along with miniature works by twenty-two 

other composers, by the Southern Cross Soloists, one of Australia’s leading chamber 

music ensembles, based in Brisbane, for the Words and Music concert held in 

November 2008 in the Queensland State Library. The occasion presented the poetry 

of Samuel Wagan Watson, from his Smoke Encrypted Whispers (2004), alongside the 

new works. My task was to compose music after Watson’s Aunty Grey Smoke (p. 

169). The text for this poem is in Appendix III. Although this music was not the first 

work composed for this study, its structure represents a basic approach to style and 

genre synthesis in composition and thus provides an appropriate initial analysis. The 

work demonstrates the third and fourth types of genre synthesis, with its inclusion of 

discrete style and genre traits given form through the operation of my inner genre and 

style associations, as will be explained below.  

The text paints a sordid picture of cultural and social alienation with strong and at 

times hallucinatory imagery. The challenge was to create a piece of music that would 

evoke the mood of the poem. I called upon my past musical and cultural associations 

to form musical responses to the text, using quotations and style and genre elements 

from these associations to compose music that I thought was complimentary to the 

imagery and mood of the poem. One example of this process was my response to the 

line “She peppered a weary audience with a volley of hard moans” (p. 169). Various 

associations came to mind in reflecting on musical responses appropriate to this 

passage. The phrases “hard moans” and “haunting chant” signaled to me the need for 

a lament and I decided to use two particular musical associations. The first of these 

was my familiarity with certain pieces by the Hungarian composer Bela Bartok, 

particularly his chromatic lament-like melody from the second movement of the 
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Divertimento for Strings (1940). The second association was from my work in 

developing a chant style of composition for the classical guitar, including laments. In 

addition to these, a third association motivated me to include an Aboriginal music 

excerpt. As a former resident in Far North Queensland, Australia, I had had regular 

contact with Aboriginals and had learned to play the didgeridoo. I had also sought 

recordings of traditional song and read various scholarly works about the use of music 

in Aboriginal society. I returned to material that I had previously studied to seek a 

quotation for the piece. This musical material eventually served as a stylistic trait and 

genre signal in the new work.  

In addition to using material from specific styles from such associations, I decided to 

structure the work in brief sections as vignettes of the emotional spaces created by the 

poem. The words of the poem present various perspectives on a very small time 

frame, each having its own nuance within its overall bleak mood. In the music, the 

juxtaposition of the individually articulated musical sections loosely corresponds to 

sentiments in the poem, evoking the poet’s imagery in my mind. Style and genre traits 

or elements are then either juxtaposed within one of the sections or layered in a 

textural approach to the synthesis. 

In Old Tribal Woman, the placing of style or genre elements in the musical score is 

primarily achieved through juxtaposition and layering. These represent the horizontal 

and vertical placement of style and genre elements in the score, resulting in either 

sequential or simultaneous sounding of the elements. The form of Old Tribal Woman 

is thus structured in brief juxtaposed style-based sections. Each section has its own 

characteristic style and genre elements. 

This is outlined in Figure 3 and discussed below.  
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Duration 2:16 

Figure 3. Diagram of structural form for Old Tribal Woman, showing its style-based 

sections. 

The last words of Wagan’s poem, spoken by the poet before the entry of the music at 

the concert, gave impetus to the start of the work through my musically paralleling the 

text: 

“curses touch the sky, higher than any car horn, bad moon rising” (Watson, 

2004, p. 169).  

The first musical sound is an imitation of car horns functioning as sound design and 

sound effect. This is followed by a compressed quotation of the opening theme from 

the second movement of Bartok’s (1940) Divertimento for Strings II (Example 1b), 

which sets the mood for the work and which plays a prominent role in its transformed 

reappearances in unifying the work.  

 

 

 

 

 

Example 1a. Old Tribal Woman, mm. 1-5. The woodwind sound effect of car horns is 

followed by the borrowed theme from Bartok’s Divertimento for Strings, movement 

SECTION 1 0:00 
 
Bar 1  
- Car horn imitation 
- Bartok theme      
- Bad Moon Rising Quote 

 

SECTION 2 Bar 
12   0:31 

-Lullaby 
-Bartok lament 
theme in Oboe 

 

SECTION 3 0:50 
Bars 17-28 
-Bartok theme in 
woodwinds 
-Aboriginal Theme & 
Dance Macabre   
 

SECTION 4 1:03 

Bars 29-34 
-New Unrelated 
Consonant 
Material 

SECTION 5   1:39 
-Lament treatment in 
oboe with 
Aboriginal theme 
-Lullaby treatment 
return 
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II. The quotation is compressed into smaller note durations in the bassoon and piano 

parts. 

 

Example 1b. Theme from Bartok’s Divertimento for Strings II bars 1-10. 

As the initial sound style is followed by the Bartok theme, this brief section is an 

example of juxtaposition of style and genre elements. This is then followed by a 

quotation from Bad Moon Rising, a song composed by John Fogarty (1969) for the 

celebrated American rock band Credence Clearwater Revival. The use of this 

quotation was my reaction to the occurrence of the words in the poem. During my 

association with Aboriginals on Cape York, I became aware that this song had 

retained popularity amongst the communities. My use of the quotation then was to 

affirm this as a symbol or representation of a relevant and appropriate cultural 

inclusion. 

 

 

 

Example 2. The melody from Bad Moon Rising (Fogarty, 1969), used as a musical 

reference to the text of Wagan’s Aunty Grey Smoke.  

Interestingly, the poet’s reference to “bad moon rising” had nothing to do with the 

song, as I discovered when speaking with him. Watson was unaware of the song’s 
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popularity amongst Cape York Aboriginals. In using the quotation (example 3), I 

allude symbolically to the inter-face of Western pop culture with Aboriginal life. This 

allusion is one that is formed by my experiences with both the music and one 

community’s association with it. 

The melody’s strident harmony attempts to musically convey the desperate social 

condition portrayed by the narrative. Example 3 shows the use of a strident approach 

to dissonance using seconds typical of the Modernist trend in the 20th century. The 

quotation from Western pop music and the sound design in car horns in the bassoon 

and horn parts are examples of the layering of style elements.  

 

 

 

 

 

 

 

 

 

Example 3. Old Tribal Woman, bars 8-11, quoting the song Bad Moon Rising in the 

woodwinds. The clarinet and bassoon echo the car horn sounds. 

In the following section, I use a poly-chordal accompaniment to the Bartok quotation 

that I now employ for its original lament-like character. The piano and lower winds 

are an accompaniment while the Bartok theme is prominently presented by the oboe. 
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The re-occurrence of this melody in different forms is an example of transformed 

reiteration, which I use in several sections to provide thematic unity. These two styles 

of lament and lullaby occur as a layer lying within the primary genre sound of 

contemporary Western Classical music.3 

 

Example 4. Third section from bar 12 of Old Tribal Woman, with the Bartok 

quotation as a lament in the oboe accompanied by a lullaby in the piano and the 

lower winds outlining poly-chords.  

In the fourth section, from bar 17 (Example 5), I use three distinct levels of stylistic 

activity as another example of layering. The piano left hand effects a dance macabre 

in triple meter along with an Aboriginal song motif in the right hand that is inspired 

by music from a study by Ellis (1966, pp. 179-188). The woodwinds present the 

Bartok theme once again, this time as a harmonized melodic line. Lastly, the horn has 

the same melody as the right hand in the piano but sounds at another level of duration 

and out of phase with the primary quotation. I see this as an echo of the melody that 
                                                

3 This genre is far too broad to define. The work’s poly-chordal and poly-stylistic nature and the fact 
that it was composed for Western concert instruments are the deciding factors in assigning the genre. 
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contributes counter-point to the texture. The techniques I am using here, shown in 

Example 5 below, are consistent with those established by Schnittke in, for example, 

his Viola Concerto (1985), as analysed by Tamar (2000, pp. 5-6). There too, different 

instruments or sections of instruments are assigned distinct styles. 

 

 

 

 

 

 

 

 

Example 5. Three layers of style treatment in Old Tribal Woman from bar 17. The 

Bartok theme is harmonized in the woodwinds; the Aboriginal melody occurs at forte 

in the piano right hand, accompanied by the dance macabre in the piano left hand. 

I also use the technique of foregrounding or backgrounding of style elements by the 

use of dynamic markings to emphasize some style elements over others. 

The next section is one of distinct contrast in mood and musical material. It provides 

emotional relief from the dense, strident and somewhat morose character of the music 

thus far. Symbolically, this music is outside the imagery of the poem, as I intended it 

to expresses a sense of hope and beauty that the poem does not possess. The stylistic 

treatment here is one of lyricism, perhaps neo-romantic in nature, and its placement 

offers an instance of juxtaposition of style elements. 
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Example 6. Old Tribal Woman, bars 29-31, showing musical material unrelated to 

styles and content in the preceding sections.  

The contrasting musical material, as shown in the above example, leads to a climax in 

volume and texture and then collapses into a dense chord at bars 34-35, punctuating 

the section. 

In the final section (Example 7), I reference the third section (Example 4) by re-

introducing the lullaby accompaniment, and the fourth dance-like section (Example 5) 

by using the Aboriginal melody again. I now present this melody in the manner that 

Bartok’s theme was formerly treated, as a lament on the oboe. The other wind 

instruments imitate sighs (mimesis is a style element) in the accompaniment. Here we 

have the lullaby and lament styles layered once again.  
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Example 7. The final nine bars of Old Tribal Woman, with the Aboriginal melody 

from bar17 now treated as the Bartok quotation was previously. The lullaby in 6/8 

meter in the piano part is punctuated by mimetic sighs in the woodwinds. 

The handling of the Aboriginal melody as transformed reiteration using the lament 

style of the previous Bartok theme provides a subtle association between the two 

genres, as well as acting as an audible unifying technique. This occurrence could also 

be an instance of merging style/genre referencing, where a musical treatment 

combines two styles or genres in such a way that there is a fluctuation in the 

awareness of the two, perhaps allowing one or the other to dominate in perception. 

This technique is addressed more fully in the analysis of Shur for Solo Guitar.  

To summarize, in Old Tribal Woman I assembled various style and genre materials as 

a response to the text. I used musical quotations as allusion and as material to be 

adapted into new musical contexts. My choice of genre elements included Western 

Classical Music, the lament or dirge, the lullaby, Australian and Aboriginal song. This 

is not to say that these genres would be recognized by a given audience. The genre 
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inclusions function as part of my own creative processes but may not achieve genre 

status with the audience. That is, they may not be heard in such a way as to impart the 

social messages of any of the particular styles or genres that are referenced. I have 

included the styles of the dance macabre, Modernist stridentism, and sound mimesis, 

and the personalized style of Bartok, as well as my own composer’s idiom through my 

own approaches to the chant style I have used in other compositions.4 

The Bartok quotation and the Aboriginal-inspired themes are transformed into chants 

or into rhythmical components of the sections. Other approaches, such as the lullaby 

rhythm, were used as stylistic elements secondary to the melodic quotations in their 

different guises. The varied styles and genre traits generally present themselves in 

layers or in the juxtaposition of sections.  

The work gleans ideas from multiple sources, but the usage of these ideas rests 

strongly on the composer’s conception and perception of the material and how they 

might fit together. Part of this process was how I subjectively perceived musical 

elements as symbols of genre or personal experience and then how these were placed 

in the new work. I wanted firstly to use motifs and musical treatments that would 

evoke the mood of the poem. I also wanted to place, collage-like, badges of personal 

experience and association into the work, as I had an empathy with the text. I began 

by using mimesis, imitating the sound of car horns. My long-term fascination with the 

music of Bartok and with vocal chants and laments decided the second set of material 

to be heard. The Bad Moon Rising quotation came from my own experience of having 

                                                

4 My Guitar Chant style be sampled from my Guitar Chant CD at 
http://www.michaelknopf.com/discography.html. This style is also evident in Shur for solo guitar 
(Knopf, 2009) and the score Cantillations, first movement (2009), as well as the solo part in the second 
movement of The New Earth Concerto (Knopf, 2010).  
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played it as a youth but also from having known it was popular amongst some Cape 

York Aborigines. 

In addition to the use of collage-like musical badges, I used sectional treatment as a 

way of responding to the poem’s vignettes of situation and emotion. The contrasting 

brief sections were evocations of the several emotional states of the poem. Also, 

layering allowed the compression of different style or genre traits into a single time 

space. This increased the density and texture of the musical meaning, using the genre 

or style identities as part of a creative response. 

Part of my modus operandi is the use of thematic material as symbolic of the text of 

Watson’s work. The previous use of a genre treatment (e.g. the Aboriginal dance 

theme turned into a lament in the last section – see Example 7) could also be 

transferred to another theme, implying a new symbolic and musical meaning. Though 

this is most likely not consciously perceivable by most audiences, it is one way that I 

use metaphor or analogy to enhance my compositions. This mechanism of 

thematic/symbolic reiteration and transformation is also intended to provide a sense of 

unity of mood. Part of this was the idea that the quotations and the sectional treatment 

became symbols alluding to the discomfort of those caught between European and 

Australian Aboriginal cultures, the poignant context of Watson’s poem.  

Old Tribal Woman was the creative outcome of my personalized symbology in a 

musical evocation of the poem that influenced the choice of material as well as the 

structural scheme. Genre and style motifs used as genre signifiers, or as allusion 

either to cultural ideas or to the text, also existed as representations of a personalized 

cultural and musical experience. These allowed experimentation with shaping the 

structure of the music to evoke mood, though not necessarily any specific text.  
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Analysis Two – Our Friend Joachim (Nuestro Amigo Rodrigo)  

Our Friend Joachim was created in homage to Joachim Rodrigo’s Concierto de 

Aranjuez (1957). Hereafter referred to as Aranjuez, it is one of the best-known works 

for classical guitar. Our Friend Joachim was written as the initial score and analysis 

for this study. I decided to use Aranjuez as a basis for a new work due to its strong 

genre resonance as Spanish music, as it incorporates Flamenco sounds (e.g. guitar 

rasgueos, the technique of rapidly striking the strings consecutively with each finger 

of the right hand), dance rhythms and melodic material associated with Spain. I 

thought to use its recognizable motifs in an experiment with my improvisational 

compositional mode, where these would function as referential and thematic material 

in the composition. 

I saw several problems at the outset of the work. I had thought to use the borrowed 

two-note motif from the second movement, motif G (see Example 8), extensively. 

This motif was subjected to variation as a quotation from a well-known work and 

also, in my view, as a genre signifier. I realized that I ran the risk of making a 

monotonous collage of quotations. Without other genre references, the work might 

very well become stylistically stale. The task was to find concepts and tools to 

diversify the composition and to effectively demonstrate a style or genre synthesis in 

the music. 

My initial concept of the work was one of a texture of recognizable motifs from 

Aranjuez that would be layered and juxtaposed in a minimalist-styled aural canvas 

characterized by moto-perpetuo rhythms and regions of static harmonic motion. This 

meant that I had conceived of some of the compositional processes prior to starting 

work on the composition. 
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The brief quotations used in Our Friend Joachim form the basis for both the moto-

perpetuo rhythm and the melodic and gestural events in the music. These quotations, 

outside of their original context, become what Ballantyne calls (1984, p. 4) a “part of 

a new and total fabric [the composition] that wrests another meaning from them [the 

quotations]”. The motifs are “… important building blocks … in the construction of 

its [the new musical work’s] philosophy”. This concept of genre signals or signifiers 

as building blocks is fundamental to how I direct the development of the composition. 

I use the motifs and quotations as style and genre traits, transforming them in various 

ways to create a musical tapestry within the overall style of the minimalist treatment 

of the motoric rhythm and ostinato. In my so doing, the quotations and genre 

signifiers take on new musical meaning because “the context has primacy over the 

fragment” (Ballantyne. p. 4). This means that the motifs are altered by the new 

musical context, becoming signifiers of genre and style as well as freely transformed 

musical material. The techniques I use in weaving this new “fabric” are described 

below. 

Our Friend Joachim is scored for guitar quartet; the parts are outer left, inner left, 

inner right and outer right, for stereo effect in performance. The work used the third 

and fourth broad types of syntheses discussed earlier, by adopting discrete traits and 

ideas from Aranjuez, and then by representing an array of concepts and fundamental 

processes internal to the composer that were concurrently and subsequently explained 

and theorized. 

My first action was to identify the content I wanted to use from the Rodrigo concerto. 

Example 8 shows the motifs and rhythmic ideas borrowed for this piece. This is an 

example of an idea palette, a list of musical elements that I intended to use in the 

composition. For this particular piece, the palette consists mostly of motifs, but it 
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could equally contain textural directions or a list of processes, techniques or gestures 

to be used in composition. Such borrowings are small traits (e.g. the Flamenco 

strumming of motif A) consisting of melodic motifs such as B and G, and quotations 

such as the motifs of E, F and G. 

 

 

 

 

 

 

 

Example 8. Melodic and rhythmic motifs from Concierto de Aranjuez by J. Rodrigo 

(1957), forming the composer’s idea palette for Our Friend Joachim.  

The first evident borrowed element is a Flamenco motif, a musical turn seen in 

Example 9 and used in Aranjuez in the second movement as a melodic ornament in 

both orchestral and guitar parts. It plays a crucial role in the thematic identity of the 

concerto; in this new work, it sets the audience ready for recognition of other material 

quoted from the same work. The motif also occurs prominently in the Flamenco form 

of Soleares. I use it in this work as a genre signifier of Spanish or Flamenco music. 

 

 

 

 

A 

B 

C 

D 

E 

F 

G 

H 
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Example 9. The opening motif of Our Friend Joachim in bars 1-2, derived from 

element ‘G’ (2nd half) from the idea palette and the Flamenco turn common in the 

Flamenco form Soleares.  

Example 10 shows how several transformed motifs in the idea palette were layered in 

the early bars of the work to establish the piece’s characteristic sound.  

 

 

 

 

 

 

     

Example 10. Elements H, F and C from the palette for Our Friend Joachim, 

transformed as integral parts of the characteristic texture of the new work. 

One composer strategy (described by Meyer 1989, p. 20, as “compositional choices 

within the rules of the style”) being developed here, and obvious in the above 

example, has to do with the use of a number of traits from another work or from 

Motif F 

Motif B 

Motif H 



 43 

various genres, forming the idea palette and leading to the creation of idea groups. 

Groups of ideas, including genre signifiers, can be used as developmental or structural 

elements that unify the composition through what I termed in the study internal 

referencing of style and genre elements. This is defined as the reuse of previously 

stated material from within the composition as a structural device. In this example, the 

idea group consists of transformed melodic and rhythmic motifs from the Rodrigo 

concerto.  

Idea groups are similar to motivic groups found in sonata form, but are not confined 

to motifs stated previously. However, in this instance, the idea group consists of 

motifs from Aranjuez. 

In the opening and first section of the work, no real melodic theme is presented. The 

theme is replaced by the above group of musical motifs, the characteristic surface of 

which becomes a structural feature. Example 10 demonstrates the first section’s 

textural identity as a replacement to a classical melodic theme in sonata form.  

The idea group texture can then also serve in a recapitulation, as occurs in this work 

when the idea group re-enters toward the end of the piece, as seen in Example 11 in a 

treatment similar to that at the beginning. 
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Example 11. The recapitulation of the idea group as seen in Example 10 in Our 

Friend Joachim. Bars 184-186 are shown. Motifs and ideas are re-presented as if they 

were a melodic analogue to classical form that bases structure on melodic themes.  

This use of idea groups for the purposes of internal referencing of genre and style 

traits through reiteration or transformed reiteration allows such content to acquire 

structural functions based on their relationships and recurrence. Motifs and other 

borrowings as genre traits can then give the piece its individual identity, much like 

the role of melodic themes in, say, sonata form. Internal referencing of genre and 

style traits operates not only as a tool for emphasizing a particular style or genre 

trait’s presence in the work, but also as a contributor to the structure of the piece’s 

form. In Example 11, I use the reiterations in the repetitive minimalist style, 

emphasizing the minimalist genre sound over both the Spanish genre and the 

particular compositional associations that the ideas came from. This allows the 

presence of other genre signals to contribute to the work. 

After establishing the textural idea group in the first section, I contrast this approach 

with a melodic theme that uses a Spanish metric convention, the simultaneous use of 

6/8 and 3/4 meters. This characteristic occurs in several Flamenco song-forms as well 

as in much Latin-American music. In this example, the compound duple meter is seen 
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in the third stave, while the three crotchet beats are exemplified in the slurred groups 

of semiquavers in the second bar of the fourth stave. 

 

  Motif A     Melodic theme ending with Aranjuez motif.        

 

 

 

 

Example 12. Excerpt from second section (bars 58-60) in Our Friend Joachim 

showing the use of a Spanish metric convention alongside the minimalist moto-

perpetuo treatment.  

This borrowed trait from a particular genre appears in other musics as well, but here I 

use it specifically to assist a synthesis of Spanish and minimalist genres. Other 

musical motifs from the palette are also in use in this example. 

Following the second section with its melodic theme, the minimalist motion of the 

work continues using shorter examples of the reiteration of groups of motifs. These I 

identified as transitory idea groups, here confined to melodic and rhythmic motifs, 

whose role was one of stylistic continuance through recurrence and development (La 

Rue, 1970, p. 15). Example 13 shows how I reconstructed the motifs as passing and 

transitory groupings of motivic ideas. 
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Motif F  Motif G  

Motif A  

AAA   

Motif H  

Motif H  

 

 

 

 

 

 

Example 13. Further motivic layering as a transitory idea group in Our Friend 

Joachim bars 55-58.  

The stylistic synthesis achieved so far in this work, has rested on the integration of 

borrowed distinct traits of Spanish music from a specific composition with the 

Western Classical minimalist style. The perpetual motion semi-quaver derived from 

the idea palette delivers a harmonic and rhythmical canvas over which the idea 

groups and transitory idea groups are used as building blocks of content in a process 

of minimalist style.  

As I reviewed the work in progress, I judged that the piece might become stagnant 

with the overuse of the motifs from the idea palette. I decided to use a completely 

disparate sound from another genre to contrast the Spanish and minimalist idiom in 

the following section of this work. However, I retained the Flamenco or Spanish 

genre identity of the piece through the use of a background genre signifier over which 

I could layer a new genre signifier to be given prominence. I then composed an 

imitative Chinese-inspired pentatonic melody using the Aranjuez two-note motif as 

the foreground genre signifier. This is seen in the upper two staves in Example 14. 

The Flamenco or Spanish background genre signifier consists of a performance 

2nd theme re-entry  
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technique from Granainas, a free flowing piece in triple meter using dissonant and 

evocative harmony. This Flamenco trait is characterized by a B chord using the major 

third, fifth, minor sixth, minor ninth and fourth, as seen in the bottom two staves in 

Example 7. The third staff shows an ornamental turn around the tonic from its super 

tonic, and the fourth staff presents the chord characteristic of Granainas. Above this, 

and using a purely major pentatonic scale, is a melody that evokes the use of the 

pentatonic scale in Chinese music, an approximation. The intervallic treatment of the 

pentatonic scale and tremolo technique in bars 123-131 are the characteristic traits or 

signifiers of Chinese musical genre.  

 

 

 

 

 

 

 

 

Example 14. An example of “enshrining” from bar 112 showing layered genre signals 

in the central section of Our Friend Joachim (2008).  

Although the concept of foreground and background dimensions in a score are not 

new, I found it helpful to identify the use of these as a specific process in genre 

synthesis. Giving a genre-construct a foreground position within a contrasting genre 

background I have termed enshrining. This refers to the metaphorical act of enclosing 

Chinese inspired theme 
using pentatonic scale 

 

Granaina Chord 
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a musical object of focus within another musical space or construct, which of course 

impacts the perception of the foreground signifier. 

Enshrining allows for a dimensional placement of genre identities in the score, in 

terms of being perceptually dominant or having a supportive role. In a performance 

space, it allows for the physical placement of a genre construct or identity. This is 

discussed in the analyses of Esfahan from the Zafron Road Project. 

In the above central section of Our Friend Joachim, a new sonic world is established 

by the Chinese-inspired melody contrasting with the Granainas sound supporting it. 

As in other poly-chordal and poly-stylistic music, a sense of otherness is achieved, 

creating a surreal soundscape. The Aranjuez motif is perhaps still recognizable and its 

new placement may allow a dual genre perception in addition to the contrast of 

Chinese- and Flamenco-inspired sounds. 

Following the contrasting middle section, I returned to the technique of internal 

referencing and applied it again with the motivic material. My strategy to achieve 

unity in the new work was to inform the structural shape of the piece with reiterated 

and transformed content conveying genre characteristics. In Example 15, the melodic 

theme in the lower staves ends with the Aranjuez motif G. The same motif is used to 

create the accompaniment figure in the top two staves as an inversion. This example 

of transformed reiteration may not be readily perceptible, but its use allows for 

masked or subliminal recognition, thus permitting a more thorough sense of 

coherence without obvious repetition. This practice is an exercise of the composer’s 

taste; it is also a technique that subliminally encodes the music for purposes of 

perceptual unity, where “existing objects are deliberately concealed” (Boulez, 1986, 

p. 54.) as a tactic to provoke an anticipation that Boulez described metaphorically as a 

“salivation” of expectancy. 
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Example 15. The motif G inverted in bars 68-71, creating a busy accompanying 

counterpoint to the restatement of the melodic theme in the lower staves.  

One of the parameters of this study is the adoption and adaptation of a cultural or 

compositional philosophy as a contributor to style and genre synthesis in new music. 

Part of this concept is the adoption of a composer’s or culture’s aesthetic perception 

or creative and technical preferences. An example of this in Our Friend Joachim was 

my use of John Adams’ compositional concept of gates. Borrowed from electronic 

music composition, the term is described by Adams in an interview with David 

Beverly (1995) as “major changes of mode and of energy levels”. Such gate-shifts 

occur as sudden changes of dynamic, texture and key. In this work, I applied the 

concept to abrupt changes in pitch level and rhythmic motion occurring at bar 68 in 

Our Friend Joachim. This was a device for continuance of the music that allowed 

transformed motivic material to be reasserted as a contributor to the synthesis of style 

traits in the work. 
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Example 16. The use of Adams’ concept of gates in Our Friend Joachim bars 66-69, 

demonstrating the adoption of another composer’s preferential use of technique as a 

compositional philosophy. 

Our Friend Joachim is a work that fits appropriately as a work in the genre of 

Western Classical music because of its precise performance platform and its 

instrumentation, and through its use of processes and techniques from the style of 

minimalism. It also exhibits poly-genre and poly-stylistic characteristics derived from 

Spanish Nationalist Neo-Romanticism, Chinese folk music and Flamenco guitar 

practices. 

Our Friend Joachim saw the inclusion of Flamenco and Spanish quotations and 

techniques, the imitation of Chinese melody and the use of contemporary Western art 

music practices. Classical guitar techniques are also included. But such things as Jazz 

chord voicings and even power-chords from Rock music also occur. The latter appear 

in bars nine and ten of Our Friend Joachim, as seen in Example 17.  
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Example 17. The use of power-chords from Rock music in  guitar parts 1 and 4. The 

chords use parallel fifths and octaves, combined with free-ringing open 1st, 2nd and 

3rd strings.  

In addition to its inclusion of identified genre and style elements, Our Friend Joachim 

exemplifies the use of various technical approaches to synthesize these elements. This 

analysis shows how the use of genre ideas from motifs and the like can, as content, 

contribute to the structural form of a work through idea groups and transformative 

reiteration. The examples given also illustrate techniques and processes that 

contributed to the style and genre synthesis in the music. Beyond these, Our Friend 

Joachim also embodies specific practices, essential components of my compositional 

voice, that have contributed to the synthesis of these elements. For example, the use 

of building blocks of genre signifiers over a minimalist canvas is one of my composer 

idioms, a fingerprint of my personal style (Samson, 1979-1980, pp. 72-73). Such 

fingerprints of a composer’s working style are important for understanding how genre 

synthesis occurs as a result of the make-up of the composer’s sets of skills and 

strategies. This means that a composer’s compositional style itself, his or her 

preference for certain techniques, content or processes, or the adoption of the aesthetic 

or poietic of other composers or cultures, possesses a degree of flexibility and 

technical efficacy that assists synthesis of genre and style traits in a new work. 
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Also, in my composing, I often use structural form as a contributing factor in the 

synthesis of different genres and styles. Though I approached Our Friend Joachim 

much like an improvisation, my placement of section-based genre material, such as 

the enshrining of new genre elements combined with the recapitulation of previous 

material, allowed me to form a palindrome (intro ABCBA coda), as seen in Figure 4. 

 

 

 

         Duration 7:10 

Figure 4. Diagram showing the palindrome for Our Friend Joachim, with its style or 

genre based sections. 

Our Friend Joachim shows how disparate genre elements can be fused in new work 

through the use of specific techniques as well as through the composer’s preferences 

in using particular processes and content. The techniques and concepts illustrated 

above are already present in compositional practice, but are here seen in a different 

light, as tools that work specifically well for synthesizing genre and style traits in 

poly-style and poly-genre music. 

 

 

 

 

 

 

SECTION INTRO 
0:00  
Introduction of 
musical motifs 
from idea palette. 
 

SECTION A 
0:30   

Bars 17-48 
motif-based 
texture  

 

SECTION B 
Bar 50    1:45 
Melodic theme 
in Spanish style 
& bridging 
material.  
 

SECTION C 
Bar 112 3:30 
Enshrining of 
Chinese melody in 
Flamenco 
background.   
 

SECTION B1 
Bar 146    4:53 

Motif referencing 
Recapitulation of 
Melodic Theme 

 

SECTION A1 & 
CODA  Bar 181 
5:42 
Recapitulation of 
motif-based 
texture & Coda    
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Analysis Three – Shur For Solo Guitar  

Shur for Solo Guitar is a work specifically composed to experiment with style and 

genre synthesis using several types of music that are apparently incompatible, but that 

nonetheless have been part of my musical practice. It was premiered at the Griffith 

University Queensland Conservatorium of Music on 26 March 2009 in a recital of 

compositions prepared for the portfolio for this study.  

The work aims to achieve a synthesis of the genres of Persian classical music, 

American Blues and Jazz, and Flamenco within the performance medium of Western 

Classical guitar practice. I chose these specific genres for the project as I was a fluent 

performer in the latter three genres and a long-term casual listener and imitator of the 

former. The project provided an opportunity to consciously use the genres familiar to 

me in my previous creative practice in a specific composition conveying poly-genre 

sounds. Though Western music genres were an integral part of my performing and 

composing practice as a multi-stylist, I was not confident about my understandings of 

Persian dastgah structure and practice. In composing this work I referred to the 

studies of Zonis (1963), Nettl (1986), and Farhat (1990).  

The challenges of writing this piece lay precisely in the goal of achieving a coherent 

composition using musical content, processes and philosophies from the different 

musical traditions. My initial task was to familiarize myself with fundamentals in 

terms of musical content and structure in Persian music so that I could then relate 

these to the musical forms I was already intimate with.  

The term dastgah in Persian music refers not only to the modal identity of the music, 

that is, the ordered set of pitches that forms the basis for creating melody, but also to a 

“set of pieces, traditionally grouped together” (Farhat, 1990, p. 19) that makes up a 
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performance of that particular dastgah. My intention, however, was not to write a 

Persian traditional piece but to explore some possibilities inherent in the styles and 

genres I chose to bring together. So learning and re-interpreting any of the pieces 

from the dastgah of Shur was beyond the scope of this experiment and would not, I 

thought, necessarily facilitate genre synthesis. What was adopted from Persian music 

for this particular composition was the scalar modality of Shur5 and concepts of 

structure in solo performance in the dastgah system. These were guided by my own 

inner aesthetic in the melodic imitation of solo instrumental playing in Persian music. 

Before commencing composing, I decided on several strategies in experimenting with 

the materials gathered. Firstly, I made myself aware of various similarities and 

differences amongst the Persian dastgah of Shur, the Blues and Flamenco. My second 

strategy was to familiarise myself with melodic possibilities in Shur through 

improvisations in my chant style of guitar playing, described previously. I also 

improvised with the Blues scale and its varied melodic conventions alongside the 

Shur modality. Thirdly, I identified, through my reading about Persian dastgah 

practice, areas of Persian musical structure concerning content and processes as well 

as attitudes or cultural musical philosophy that might be transferable to a new 

composition. This included my imitation of the dastgah concept of gusheh. This is the 

structuring of a composition defined by sections using specific traditional melody 

types. In Shur for Solo Guitar, I substitute composed melodies for these traditional 

melodic types. 

Initially, I looked at the basic musical content from each of the three genres that I 

sought to combine in this work. From viewing the melodic scales, I noted some 

                                                

5 Shur is described by Zonis (1963, p. 67) as the “most popular” dastgah. 
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similarities between Shur, Flamenco and the Blues. The scalar relationships of the 

first two are closely related, with only a difference of a quarter-tone on the second 

degree. This is seen in the top two staves of example 18 below. The intervallic 

character of Shur and Flamenco, I thought, were not too different, and Shur’s major 

2nd flattened a quarter-tone suggested itself to me as an analogue to the Blues’ blue 

notes, the flattened third and fifth degrees. These scale notes were understood as 

having a characteristic expression in their original contexts. 

 

 

 

 

Example 18. Comparison of scales used in Shur, Flamenco and Blues. The 

fundamental commonality of the three scales is the expressive character of flattened 

notes within their own genres. 

Genre trait commonality in this study refers to such an instance as this, where there is 

enough in common to point to a potential bridge between disparate genre practices 

provided by specific genre traits or elements. These commonalities do not necessarily 

need to be exact, but rather sufficient enough to fulfill a creative purpose. What was 

important here was that, in seeing commonalities, I was able to develop creative 

relationships between the elements. As I improvised with the material, I wrote down 

musical phrases that I thought could be included in the composition.  

To develop a sequence of music events in Shur for Solo Guitar, I adopted the 

performance procedure of dastgah performance that uses gusheh melodic areas 

(plural, gusheh-ha) as developmental steps. In Perisan music, each dastgah is realized 
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through the execution of those melodic areas that have a particular pitch scope and 

traditional melody types. Each of these gusheh regions has its own name, tonic (the ist 

or finalis) and stressed note (shahed), and occasionally a moteghayyer, a “regularly 

fluctuating tone” (Farhat, 1990, p. 24). The latter is a note that has two versions, for 

example, a ‘G’ and a ‘G quarter-tone flat’. Upon completing the gusheh in 

performance, a new gusheh is begun at a higher level on the dastgah scale.  

There are many gusheh types for each dastgah, and there is much variation in the 

literature as to what exactly the primary dastgah are, and which gusheh belongs 

where. Even the role of these “varies with performance and performer” (Nettl, 1986, 

p. 17). Though each gusheh is expanded in improvisatory elaboration, there is no set 

order to these in performance per se, save those exemplified by various masters. I 

decided to adopt a limited model of Shur from Zonis’ study (1963, p. 45), defining my 

gusheh pitch regions in line with her explanation of performance procedure. I used 

these pitch regions as orientations for my own melodic improvisation, without regard 

to traditional gusheh melodies. I name each pitch region in the score using its 

designated gusheh title. Each section rises along the Shur basic scale as shown in 

Figure 5. When the octave is attained with the gusheh of Hosseini, the music begins a 

melodic descent to the primary tonic of Shur. This cadential region, known as Forud 

in Persian music, is here transformed into a bridge using Blues motifs and 

conventions. This model served as the structural plan for the work, with the addition 

in the final section of new, but related musical material. 
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Duration 8:00 
Figure 5. Diagram after Zonis, 1963, p. 45 of four “important gushehs in the dastgah 

of Shur” used as a model for Shur for Solo Guitar. My own melodies were used in 

place of traditional gusheh– ha. 

My choice of gusheh-ha ranges in the compositional procedure for Shur for Solo 

Guitar are shown in Example 19 with their group of notes. 

Example 19. The gusheh-ha ranges used in Shur for Solo Guitar (ist, the tonic or 

finalis, shown as a semibreve; shahed, the stressed note, shown as a minim; other 

notes shown as crotchets). 

As stated previously, I did not attempt to learn or replicate any specific gusheh 

melody, but rather organized my own compositional material using the above model 

of the ascent through gusheh regions. This adoption and adaptation of a structural 

Shur 0:00 
tonal centre = C 

Daramad (Prelude) & 
Song (avaz)  

Chahar Mizrab bar 11 
2:03 

 

Shahnaz bar  
30 2:52 

 
tonal centre = F 

 

Salmak bar 34  3:38 
tonal centre = G 

santur/Bach imitations 
 

Hosseini – bar 53  5:24 

tonal centre = C 8ve 
 

 

Shur 
(Dashti & Blues) 

Bar 64   
6:24  

FORUD – Bar 58  
5:56 

Long cadential descent 
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scheme from Persian performance practice, which I see as a performance philosophy, 

allowed me flexibility in exploring my own inventiveness without adherence to 

formal traditional melody.  

The performance of a Persian solo dastgah through its various gusheh-ha would 

normally be well developed and varyingly long in duration. Shur for Solo Guitar 

compresses these concepts into a much shorter work for the purpose of presenting 

gusheh-styled elements with other material. As Shur for Solo Guitar develops through 

its gusheh-ha, genre signals and stylistic traits are used to diversify the content 

through juxtaposition and merging genre signifiers, as will be seen below.  

In the opening sounds of the piece, Shur’s characteristic quarter-tone flat second is 

heard. As the classical guitar is not equipped with fret-lets to accommodate quarter-

tones, an approximation of these notes is achieved by bending the altered note up 

from the semi-tone below before it is sounded. This can be done accurately in most 

instances, though it is often necessary to accept a less-than-true interval due to the 

difficulty in bending the note whilst playing adjacent strings. The opening bars of 

Shur for Solo Guitar begin with harmonics and open strings combined with fingered 

notes. The D quarter-tone flat is played in the cluster chord of Shur’s first gusheh 

area. The first sounding is of the Bb, one of the stressed notes in Shur. 

 

 

 

Example 20. Opening chord of Shur for Solo Guitar. The D quarter-tone flat must 

also be less-than-exact due to the difficulty of sounding the adjacent strings. 
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This quarter-tone flat D is a genre trait and is used to establish the characteristic 

sound of the dastgah of Shur in this new work. 

Example 21 shows the initial melodic presentation of Shur’s primary gusheh note 

group in Shur for Solo Guitar, with its traditionally restricted melodic area embracing 

the two diatonic notes above and one note below the tonic of C. As is characteristic of 

much monody, the harmonic accompaniment in this piece is often confined to a pedal 

note of the tonic and/or fifth. The re-tuned 6th string and 2nd string on the guitar allow 

the tonic to be sounded easily. The title of this opening section has two terms from 

Persian practice. Daramad, loosely akin to the Western prelude, is the term for the 

section in the composition where the dastgah sound is clearly established using its 

conventional constraints. Avaz is a lyrical song-like treatment without meter; I chose 

to have this follow the basic melodic presentation of Shur’s initial gusheh in a solemn 

chant-like melody.  

 

 

 

Example 21. Bar 2 of Shur for Solo Guitar using the traditional first three notes of the 

mode to emphasize the Shur sound and Persian style of instrumental solos. 

In accordance with Persian solo performance practice, I begin the piece simply, 

elaborating melodic material in an incremental way, using new material and 

ornamental approaches as demonstrated in subsequent measures.  

Ornamentation is a fundamental aspect of Persian melody, as it is with much vocal-

chant based music. One of the novel characteristics of Persian avaz is the vocal 

imitation of the warbling nightingale called chah-chah, which is of some importance 
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in Persian poetic imagery. I imitate this warbling technique with the guitar in groups 

of three notes, one note repeated, followed by the lower neighbor tone, as seen in 

Example 22.  

 

 

 

 

Example 22. The technique of warbling (chah-chah) in Persian song as approximated 

by the guitar in Shur for Solo Guitar, bars 9-10. 

Following this Persian genre signifier, I introduce another, Chahar Mizrab, a section 

of traditional performance used for virtuosic playing and characterized by an ostinato 

pattern, a pedal tone, and a wide melodic compass (Zonis, 1963, p. 131). This forms 

the basis for a new sub-section of the work, performed here with the rhythm of two 

quavers followed by two crotchets, a version played to me by a traditional kamancheh 

player. I used this rhythm to compose a passage using a superimposed Flamenco 

Soleares melody, with its own metric pattern coinciding with the Chahar Mizrab 

rhythm. This resulted in an instance of merging genre signals, where two distinct 

genres elements fuse in such a way that blurs any specific genre message, thereby 

contributing to genre ambiguity in the musical phrase. Example 23 shows the 

Flamenco phrase preceded by and ending with the rhythm of Chahar Mizrab. 

Example 24 shows the traditional rhythmic structure of the Soleares phrase for 

comparison. 
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Example 23. Bars 12-15 of Shur for Solo Guitar showing the coinciding of Shur 

characteristics (the dastgah’s scale and the triple meter of Chahar Mizrab) with 

Flamenco Soleares phrasing, resulting in an example of merging genre signifiers. 

 

 

 

 

Example 24. A typical Flamenco Soleares falseta on guitar for comparison with the 

phrase shown in Example 23. The 12 beat pattern (3, 3, 3, 3) has accents sounded 

through taps on the guitar with the right hand ring finger on the 3rd, 6th, 8th, 10th and 

12th beats of the phrase. 

Would anyone notice two genres of music being presented here? A listener familiar 

with Flamenco might hear only Soleares, where a Persian musician might hear an 

array of arpeggiated notes in time to Chahar Mizrab. Perhaps others would hear 

Spanish music. Merging genre signifiers provide an effective way for traits from one 

genre to influence another and can be used to merge combined genre elements for 

purposes of enrichment of the musical content or to create a genre ambiguity. In my 

work, genre ambiguity offers an opportunity to synthesize elements within the 

composition. 
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From the opening of the piece, with its use of traditional melodic material, the genre 

identity of Shur for Solo Guitar could be said to be that of Persian classical music, 

albeit performed on a Western instrument. The extent of genre synthesis has been 

confined to these two genre considerations, melodic material and instrumentation. In 

the next section, however, I present two distinct genre signals that develop the 

synthesis of the work further. This is illustrated in Example 25, showing the 

combination of the new gusheh area of Shahnaz (with its new tonal area on f, the 

fourth degree of Shur, along with its motegayyer, the G quarter-tone flat), with the 

sounding of an American Blues convention. Parallel fifths in the lower voice 

approach the new tonic in this section from its 5th and 7th degrees below, a common 

occurrence in the Blues. Here, I indicate that the piece possesses qualities that are not 

only Persian in association, but also Afro-American, giving the hearer two sources of 

recognizable genre meaning whilst relieving the former monody’s static harmony.  

 

 

 

 

 

Example 25. The composer’s gusheh of Shahnaz as an ornamented chant centering on 

‘f’ in Shur for Solo Guitar, preceded and punctuated by parallel 5ths from American 

Blues.  

This is an instance of the juxtaposition of genre traits, with the Blues genre signal 

bridging the end of the Chahar Mizrab/Soleares section at bars 28 and 29, into the 
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next section, Shahnaz, at bar 30. The Blues fifths thereafter punctuate the Persian 

stylized phrases.  

Following this, a new key area is established once again for the gusheh area of Salmak 

at bar 34. The tonal centre is G. This section begins a thickening of texture and 

motion (Example 26, bar 35) that aims to intensify the music towards its highest pitch 

level area in the following section. 

 

 

 

 

Example 26. New tonal centre of G in the gusheh of Salmak preceded and punctuated 

by the Blues genre signal of parallel 5ths on the Blues scale in Shur for Solo Guitar. 

The process of intensifying the music through texture, genre signal contrasts and 

rhythmic density includes other sounds, not foreseen at the commencement of the 

composition. In the process of writing the above, my familiarity with the various 

instruments of classical Persian music made me recall the sound of the santur, Iran’s 

hammered dulcimer. Using two felt hammers, the setarist sustains single notes with 

multiple strikes on the same pitch. I decided to include a passage where the guitar 

approximated the santur’s sound by using notes that sound twice. The guitarist in Shur 

for Solo Guitar strikes the open second string tuned to C with two consecutive fingers 

in a pattern where the melody is placed on the first string accompanied by notes of the 

tonic and fifth on the second, third and fourth strings. 
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Example 27. Shur for Solo Guitar, bar 39. Approximation of the sound of the santur by 

double-striking open strings on the pitch C. 

In composing this section of santur-like sounds, I also felt that the passage technically 

resembled music from the classical guitar repertoire, particularly the prelude to J.S. 

Bach’s third cello suite. I am intimately familiar with the suite as I have played it 

often in the past. I then allow the santur imitation to give way to a passage in imitation 

of Bach’s music as a stylistic experimentation. A comparison of the Bach suite and 

the section following the santur imitation is shown in Examples 28 and 29. 

 

 

 

 

 

Example 28. An excerpt from Bach’s prelude from the Cello Suite no. 3 (Reyne, Ed. 

2008) that served as a model for a passage in Shur for Solo Guitar). 
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Example 29. A sequence imitating the phrasing of Bach’s solo suite in Shur for Solo 

Guitar, showing bars 43-48. 

My use of the genre or style trait imitation of Bach’s writing style may not provide a 

genre signal for the audience, as its content may not be substantial enough to reveal 

its origin. But I developed the imitation as a logical extension of the previous 

material. This is an instance of stylistic synthesis, blending an oriental style with a 

guitar technique used in period performance. Again, my perception of similarity or 

commonality between two different musical styles and genres has facilitated this 

synthesis.  

What occurs in the music following the close of this busy section is a clear statement 

(Example 30) of my gusheh of Hosseini recalling the style from the opening bars. 
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Example 30. The gusheh of Hosseini at bar 53 in Shur for Solo Guitar using melodic 

treatment and material similar to that in the exposition, but at the octave.  

I now re-present the Shur melody type as a reiteration of the opening bars, but at the 

octave. This parallels what happens at the gusheh of Hosseini in Shur. My 

embellishment of the melody is combined with the use of chromaticism and the 

bending of the Blues note at the end of the phrase. This is a crucial part of the 

composition, as it is the point where the original melody is restated before the final 

brief sections of the work.  

What follows Hosseini in traditional Shur performance is a cadential passage or group 

of passages known as Forud. However, I use this section to emphasize the presence of 

Persian and Blues genre signifiers substituting for the traditional material. Example 

31 shows the start of this section, with the Shur melodic notes followed by parallel 

Jazz seventh chords and subsequent blues melodic conventions known as riffs. 
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Example 31. The use of Blues conventions at bar 54 in Shur for Solo Guitar. 

These genre signifiers are intended as substitutes for traditional material in the long 

cadential area known as Forud. 

My use of the Blues genre signals to enact the Forud is an incidence of genre trait 

substitution. In this instance, the traditional gusheh material is substituted with genre 

traits from Blues music, allowing a radical reinterpretation and replacement of the 

original genre’s characteristics. In other words, I do not attempt any traditionally 

authentic approaches to dastgah practice here in the Forud; rather, I use the sectional 

concept to create an analogue that serves to enhance the genre synthesis and character 

of the piece. I see this use of a structural concept in a traditional music as a borrowing 

of a cultural practice philosophy.  

The final section is inspired by Dashti, a mode of Shur’s third degree often used as a 

basis for song. Its ist is G, the third of the mode; the shahed is Eb, the tonic or 1st 

degree. This mode usually cadences on the ist or tonic C in Shur. My version of this 

material is guided by these constraints and so is an attempt to approximate the sound 

of this sub-style of Shur. The music is again treated vocally like a chant, accompanied 

by parallel fifth chords as seen in Example 32. The section presents a simple A-B-A 

form, with Dashti chant from bar 64 (Example 33) followed by a tremolo section, a 
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style trait from classical guitar practice, from bar 68 (Example 34), and a return to 

Dashti at bar 88.  

 

 

 

 

Example 32. The composer’s melody of Dashti with its emphasis on the 3rd (g) from 

Shur for Solo Guitar. 

 

 

 

Example 33. A passage from bars 68-71 in the tremolo section between Dashti song 

segments in Shur for Solo Guitar. 

Tremolo on melodic notes is common on both the Persian santur and the plucked 

instruments such as tar, setar, and barbat (the Persian oud). It is also a common 

technique in classical guitar repertoire. Example 33, then, might be considered a very 

mild occurrence of merging genre signifiers based on commonality of practice 

between the two genres. 

The tremolo gives way to the reiteration of the Dashti theme. The last bar sees a 

Db7b5 chord on the lowered 2nd degree accompanying the melodic trill that slows 

and resolves to the Shur finalis of C. This chord and its resolution to C, seen at the 

start of Example 34, is a common cadence in Jazz practice and thus makes a final 

reference to the Jazz and Blues influence in this work.  
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Example 34. A Db7b5 chord resolving to the tonic C in the final cadence of Shur for 

Solo Guitar. 

All four types of genre synthesis occur in Shur for Solo Guitar. The first type is seen 

in the use of a Western instrument playing music of a Middle-Eastern genre, a matter 

of instrumentation contributing to genre synthesis in a musical performance or 

composition. Then there is the adoption of a Persian dastgah genre form within 

another genre’s performance platform and instrumentation (the classical guitar in 

Western concert music), a type two form of genre synthesis. The third type of 

synthesis is achieved through the juxtaposition of genre signifiers or through the 

development of musical material perceived using genre commonalities. The fourth 

type of synthesis occurs through the integrated use of musical experience within my 

improvisational experimentation that gave rise to much of the melodic material used 

in Shur for Solo Guitar, including the chant-like Shur melodies and the Blues 

conventions. This latter type has also influenced the use of merging genre signals 

through the fusion of individual genre signals that were formed by my familiarity 

with both Flamenco and Persian sounds. It is also evident in my choice of the 

penultimate chord of the piece as representative of my Jazz experience. In this light, 

each of these personal associations (referred to previously as badges) forms the 

aesthetic of the piece.  
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I composed Shur for Solo Guitar with a structural model adopted from Persian 

performance practice as an outline of musical events, juxtaposing different genre 

signifiers in effective participation. I see Shur for Solo Guitar achieving a coalescence 

of genre and style through the manipulation of musical content and processes, and the 

adoption and adaptation of performance and compositional traits, processes and 

philosophy from Persian classical music and the Western musical forms of classical 

guitar, Flamenco, and American Blues and Jazz. The style and genre synthesis of Shur 

for Solo Guitar shows the use of various described concepts and techniques. 

However, in reviewing the work’s content, I can see that its coherence relied much on 

fundamental perceptions that I had of each of the genres combined in the music, 

allowing improvisation and my personal aesthetic to form and integrate various kinds 

of musical content.  

Analysis Four – Zafron Road Project  

Four works were composed in this study for the Zafron Road Project, an ensemble 

composed of two traditional Persian musicians, three Jazz musicians, a classical 

cellist, and myself on guitars. The instruments used were those of the Jazz trio (piano, 

double-bass and drum kit), cello, guitar, and the Persian instruments kamancheh (lap 

or spike fiddle), ney (flute), tar (similar to a guitar), tombuk and daf (hand drum and 

large tambourine), and vocals. These compositions were premiered at the Queensland 

Conservatorium in Brisbane, Australia, on 7 August 2009, and can be viewed on You 

Tube.6 The four works are Zafron Road, Rajalucia, Esfahan and Neda. The latter two 

compositions are analyzed and explained as Analysis Four. 

                                                

6 http://www.youtube.com/user/michaelknopf 
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The Zafron Road Project compositions are the only example of collaboration in this 

study and so stand out for their inclusion of other musicians from different musical 

and cultural backgrounds. This collaboration resulted in performances achieving 

genre synthesis, but the analysis of this music will be explained only through the 

compositional paradigm. This, however, does not rest solely in the scores, but perhaps 

more so in the recordings, as will be discussed below. 

All of the works composed for the Zafron Road Project embody all four of the 

synthesis types outlined previously in this study. Firstly, they combine culturally 

specific instrumentation from Persian and Western traditions. Secondly, they use a 

performance context originally foreign to Persian classical music (the Western Art 

Music concert stage with Western musicians). Thirdly, each uses a set of historical or 

culturally-specific musical traits and/or ideas and philosophies as genre material. 

Lastly, they are all heavily influenced by the composer’s varied levels of association 

and intimacy with the ideas, content and processes of the different musics. 

The Zafron Road Project compositions feature techniques and conventions from 

Rock, Jazz, Classical, Flamenco and Persian music, brought together by my own 

sense of what fits where, relying on my musical experiences and associations. 

Although I had varying degrees of experience, and thus of competence in each of 

these genres, composing for the Zafron Road Project held particular challenges that 

had not been evident to me at the outset. In his study on the impact of globalization in 

music making, Aubert (2000, pp. xi-xii) speaks about the use of “diverse musical 

genres” where “numerous preconceptions” are called into question about the music of 

different cultures and how experiencing them allows us to see “different ways of 

pondering over, producing and perceiving music…in new dimensions”, and to 

encounter “previously unknown techniques, and conceptions of space and time”. In 
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working with the genres targeted in this project, my study of Persian music and my 

experiences in rehearsing and playing with Persian musicians provided me with an 

awareness of how Aubert’s description applied to my work. 

There were two challenges, which are intimately linked. Firstly, technical approaches 

between Western and Persian instruments were often disparate, requiring me to obtain 

a working knowledge of Persian instruments and their performance practices, to be 

better able to include these into my compositions, all of which are firmly based in 

Western practices. Secondly, the differences in musical philosophy and theory created 

a gap between the two sets of musicians. What was a musical convention in Persian 

practice often was experimental for the Jazz musician and vice versa.  

I identified several areas of concern. Firstly, Persian instruments were limited in their 

comparative strength of volume, and their technical approaches were often different to 

those of Western instruments. For instance, in Persian classical music, unlike Western 

Classical, Flamenco or Jazz, melodies using the entire scale are exceptional. As noted 

in Analysis 3, Persian dastgah music develops from pre-set yet individually 

interpreted melody-types called gusheh, as discussed previously. Each gusheh, 

however, is performed within a strictly confined pitch region, so melodic passages of 

an octave’s compass or more presented difficulties for the players. Consequently, 

when writing the music, I had to note where I might have to instruct the performers in 

techniques and musical approaches outside their traditional and conventional 

performance practice. On occasion, the Persian musicians were thus forced to 

reconsider their own modes and instruments, at times approaching technique as a 

Westerner would. Our concept of the use of a scale is one example. The Persian 

musician, when asked about a dastgah’s mode, will think “in terms of certain 

melodies” (Zonis, 1963, p. 52) rather than a scale. I found this to be true in rehearsing 
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the new music with the Persian musicians, who had to consciously extract the scale 

from their musical practice to approach the music I had written. 

Secondly, the aesthetics of Western and Persian music are not always compatible. For 

example, classical Persian music is most often poetic and only rarely dramatic, and so 

I saw a fundamental philosophical difference between its character and that of 

Western Classical and Jazz music. Thirdly, at the outset of composing the music, I 

knew that the inherent quarter-tones in Persian music were to be avoided in ensemble 

as the Western context would contain harmonies that would clash. The use of quarter-

tones, however, would be freely used by the Persian musicians in featured solos or 

sections where the composer could delegate traditional practice in the new 

performance context. Delegation thus became a composer strategy in genre and style 

synthesis to overcome this disparity. This is discussed further in the analysis for 

Esfahan. 

As a composer, I had to be aware of the need to write music that would not cause 

undo strain in the ensemble’s work, as time for rehearsal was limited. The project’s 

time frame did not allow for the musicians to do any in-depth study of each other’s 

tradition. Techniques and musical approaches had to be found that would achieve 

genre synthesis in a way that facilitated performance by the different musicians.  

Another prominent challenge was for me to anticipate the perception of the music by 

the audience. How would this fusion be perceived? I had to define each piece’s 

primary genre sound for myself, so that I could consider what other genre and style 

elements would enrich the work. My purpose in these compositions was not to 

replicate any particular traditional practice as if it were an exponent of such. Rather, 

my intention was to enrich new music through genre synthesis. Though I assigned a 

tentative genre category to each piece, I regarded the new music, which contained 
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many Persian genre signifiers and characteristics, as a cross-genre experiment for a 

modern Jazz ensemble and associated musicians. With each piece I conceived a 

primary genre sound acting as a context in which different genre or style traits were 

used. Dominant genre signals dictated an overall genre sound in each work. For 

example, Esfahan possesses a primary genre sound of Jazz that was achieved through 

the use of specific conventions. To this I added genre signifiers such as Western 

Classical plainsong, Persian modalities and so on. 

An assortment of genre foci were used in the works where section-based genre areas 

acted as subsets to the primary genre sound. In Neda, for instance, each formal 

section has its own genre identity. These are instances where the composer uses genre 

as a structural element of musical form, preparing the audience for genre shifts in the 

music. Anticipated audience genre perceptions thus influence the composing process.  

I recognized that the concept of genre signals contributing to a group of genre foci 

could establish a genre area or identity within a section of a work, altering the way 

the work might be perceived. Figure 6 shows how these concepts of genre use 

contributed to style and genre synthesis in the music for the Zafron Road Project. 
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Figure 6. Diagram representing how individual genre signals can contribute to a 

primary genre sound (large ellipse) of a piece, while also forming sub-sets of genre 

perception in sectional areas (small ellipse) using groups of genre signals as genre 

foci. These alter the genre identity of parts of a composition. 

In such an instance, one set of genre signals can dictate the primary genre sound, 

while another set may contribute to forming various genre foci leading to a new or 

secondary genre identity in the work.  

I will discuss two pieces from the Zafron Road Project to show how style and genre 

synthesis was undertaken using the model in Figure 6. 

Neda 

During the time I had set aside to compose music for the Zafron Road Ensemble, I 

read a newspaper article about Neda Agha Sultan, murdered by a Basij militia sniper 

in Teheran, Iran, during the Iranian election protests of June 2009. She was a 

musician. Affected as I was by her death, I decided to compose a piece in her 

memory. Returning to composing, I began to hear the Persian melody type of Dashti 

and thus began writing Neda in that sub-style of the dastgah of Shur.  

I consciously gathered three genres of music for this work, each one a symbol of some 

Various Genre Foci 
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Genre 
Sound(s) 

Genre-based 
sections 

Genre Signals 
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aspect of Neda’s life. Each section of the piece has its own symbolic genre focus, with 

genre contributing to the strophic song form of the whole piece as demonstrated in 

Figure 7. 

 

6 below. VERSE & CHORUS 1 

 

           Duration 4:38 

Figure 7. Diagram of the genre-based sections in Neda using a strophic song form. 

My first action in genre synthesis in this work was my purposeful use of the Phrygian 

mode in the introduction, as an analogue of the Shur mode used in the Dashti-style 

song. The Heavy Metal chords in the first two bars show the use of the Phrygian scale 

in the root movement of the ensemble. I saw this as giving the Heavy Metal genre 

signifier a Persian trait. In this section, I use a Persian genre element (the scale) as a 

substitute for the Blues scale normally used in Heavy Metal. This is an example of 

genre-trait substitution. 

 

 

Example 35. The use of the C Phrygian mode as an analogue to the Persian dastgah 

scale of Shur as a genre-trait substitution for the Blues scale. The phrasing allowed 

the use of changed notes as seen in the last beat of bar 2. 

Each of the three primary sections of Neda has its own genre identity. The 

introduction section uses Heavy Metal chords of the fifth and octave in a 12/8 style of 

phrasing that I also recognize as being a convention of the Blues. At the time of 
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composing, I intended the use of these genre signifiers to be symbolic of my anger at 

Neda’s death. The second section is a verse and refrain composed as a Persian Dashti-

style song, sentimentally tragic in character. I see this genre use as symbolic of 

Neda’s death. I then composed the music in a lament style derived from my 

understandings of Shur and Dashti. The third section is a Neo-Classical interlude, 

symbolic in my thinking of Neda’s own musical pursuits. It uses classical guitar 

conventions and a triplet rhythm I associated with a style of Western Renaissance 

dance music such as the Saltarello or Galliard. 

These three genre areas in the score of Neda act as formal structural sections. 

Examples 36, 37 and 38 show the genre focus or identity of each of the three sections. 

 

 

 

 

 

 

Example 36. The opening bars of Neda using Heavy Metal power chords of the 5th 

and octave played on acoustic instruments. The triplet treatment gives a feeling of the 

Blues 12/8 meter.  
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Example 37. Bars 16-19 of Neda, the vocal melody section using the Dashti song style 

based on the dastgah of Shur. 

 

 

 

 

 

Example 38. The interlude section of Neda from bar 37 occurs between verses, using 

classical guitar conventional left-hand chordal shapes and a triplet melody imitating 

a renaissance-like dance. 

Each section developed through the combination of musical material and medium that 

I used to evoke certain sentiments and notions I had regarding the symbology of the 

music I was writing. My personal symbology took musical form as genre- or style- 

based sections, as has been discussed in earlier analyses. The effect of the Heavy 

Metal treatment in Neda’s Introduction is, I think, partially ambiguous due to the 

musical style being played by instruments foreign to the Heavy Metal genre, that is, 

the classical guitar, piano and acoustic bass. The intensity of this genre dichotomy, I 

believe, focuses the attention of performers and listeners. A bridging section between 

the Introduction, with its Heavy Metal genre identity, and the Persian Dashti song 

form was provided by four bars of improvisation in which the song’s melody is 
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anticipated by the ney player, playing in a traditional Dashti style. This was an 

instance where I delegated a style or genre of playing to an experienced player within 

that genre. 

 

Example 39. The improvised bridging section in Neda between the Introduction and 

the song at bars 9-13. The ney player is asked to improvise in Dashti style 

anticipating the melody of the song. This is an instance where the composer’s strategy 

was to delegate traditional playing in a Western musical performance. 

I wanted the third section of Neda to provide contrast to the earlier music by being in 

a lighter style. I also wanted the section to symbolically represent Neda’s own 

musicality. Improvising on the guitar, I developed a triplet melody using conventional 

chordal shapes from early classical guitar repertoire. This became the interlude 

(Example 38) between verses. Within the interlude, I also included stylistic traits of 

Jazz guitar playing alongside the Classical guitar conventions. These took the form of 

specific chords used in my Jazz performance practice, occurring at the end of the 

phrases and the section, as seen in Example 40. 
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Example 40. Bars 36-40 of Neda, at the end of the Interlude section, showing Jazz 

chords in the guitar part on the fourth beat of bar 36 (Cmin9), and in bars 39 

(Asus2sus4) and 40 (AbMaj#4Alt).  

These three large sections present an example of the juxtaposition of genre foci, 

establishing genre areas as sections supporting the formal structure of the music. The 

primary genre sound of Neda, I suggest, is an hybrid of Persian and Western song 

forms. This results in a genre ambiguity, as far as assigning a single genre to the 

whole work. The piece does, however, convey a clear strophic song form in which its 

varying genre sections allow a changing focus that is intended to draw the listener’s 

attention more closely to the text’s meaning. The song form here consists of an 

introduction, a bridging section, a verse and chorus, an instrumental section as 

interlude followed by another bridging section, another verse and chorus, and another 

interlude followed by a coda using the introduction.  

In listening to the recording of Neda (and Esfahan), one notices certain compositional 

techniques that were not defined in the score. This is because the music for the Zafron 
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Road Project was composed as lead sheets, where basic rhythmic and harmonic 

information are outlined along with the melody. This is a practical form of scoring 

used by Jazz musicians that allows a greater flexibility in interpretation. By contrast, 

the Persian musicians learned the music by rote through the provision of recorded 

CDs of the score and through rehearsals. As a result of these exigencies, the resulting 

music sounds much more varied and/or dense than the score indicates as it was 

influenced by decisions made at the time of recording. This is where I played an on-

going creative role as producer, at one time adding sounds and effects or directing 

players to perform in a certain manner, and on other occasions allowing the 

performers to shape various aspects of the music with their individual interpretations. 

This allowed for other style traits to be inserted into the music during production and 

post-production.  

It may be that the underlying tone and theme of Neda’s text is a strong factor in 

understanding how the genre and style sections are successfully fused into a coherent 

work. This means that the emotive and social background of the song is symbolically 

conveyed by the crude disparity amongst the genres in each of the sections.  

Esfahan  

Esfahan is a major city in Iran and was at one time the centre of Persia’s political and 

artistic life. This piece is, however, named after the musical mode of Esfahan used in 

Persian dastgah music. The scale is B C# D E F# G# (1/4 tone flat) A# (1/4 tone flat) 

B. For the composed ensemble sections this is adapted to the Western harmonic 

minor scale of B C# D E F# G A# B.  

Esfahan is the most substantial and complex work composed for the Zafron Road 

Project. It consists of three interlinked movements: Prelude, which consists of a 
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composed and pre-recorded sound file (no score is provided) as the basis for the piece 

over which the live musicians improvise; Esfahan, which is the main composed piece 

that is played live and in sequence after the Prelude; Postlude, which is a shorter 

version of the Prelude (no score provided), with only brief and less substantial 

improvisational gestures by the players. This broad ternary form is represented in the 

model in Figure 8. 

  

 

 

 Duration 11:34 

Figure 8. Diagram representing the sectional plan of Esfahan. 

The work begins in the Prelude with the pre-recorded audio file sounding a low pitch, 

and gradually increasing with harmonic density. The Persian kamancheh (lap fiddle) 

player performs traditional melodies from the dastgah of Esfahan, followed by 

extemporized solos and accompaniments by the Persian vocalist, the guitarist and the 

cellist.  

I use two composer strategies in this first section to enable style and genre synthesis 

to occur. The first is where I delegate the playing of traditional melodies to the 

kamancheh player to follow the start of the electronic recording and precede the 

subsequent improvisations by other musicians. I composed the pre-recorded music as 

a backdrop for improvisation and traditional playing, over which the Persian 

musicians would perform in dastgah of Esfahan using traditional melodies and the 

Western musicians would improvise using the harmonic minor scale for melodic 

material as well as contributing gestural sounds such as glissandi.  
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My second composer strategy is the use of the technique of enshrining (the emphatic 

placement of genre constructs in foreground and background configurations), 

identified earlier in this study. In performance and recording, the pre-recorded 

electronic music is initially a background signifier using traits of electronic music. 

These include synthesizer string pads and pointillist hand bell sounds. The Persian 

music is the initial foreground signifier, using traditional melody, and the Western 

improvisations play in and out of these positions. This example of enshrining results 

in poly-genre music, with two simultaneously sounding genre signifiers claiming 

attention from the audience. 

The Prelude also demonstrates the placement of style and genre elements in a 

physical space. In performance, the electronic recording issues from speakers placed 

in the concert performance area to either side of the performers. The electronic 

recording is a genre foci that has a physical relationship in the performance, 

contrasting or complimenting other genre-associated physical spaces. This calculation 

of the placement of genre content in a physical space signals the availability of an 

audio perspective construct in composing with style and genre. An audio perspective 

construct has a carefully considered perspective (stereo, quadraphonic, from above or 

below etc.) in relation to the listener, to the performer or in the sound design. 

Each member of the ensemble then plays in response to the recording and the other 

players, though under instructions to use pointillist gestures. These gestures are style 

traits of the Western Classical musical style of pointillism, calculated by the 

composer to further enhance the texture of the music with heterogeneous but 

complimentary genre foci. Each player gets a solo to play, including the Persian 

vocalist, who uses the warbling sound technique called chah-chah. 
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The Prelude is followed by the main piece, Esfahan. The music begins with a rhythm 

in a meter of unequal beats that I adopted from Persian poetic feet. The initial meter 

of 5/8 time, drawn from fa’ûlün (Zonis, 1963, pp. 58-59), equals a short beat followed 

by two longer ones ( . – – , or ta tan tan). The meter of 7/8 occurring in the improvised 

solos is mafâ’îlün, a short beat followed by 3 longer ones ( . – – –, or ta tan tan tan ). 

These Persian poetic metric schemes were appropriated and used as style traits (see 

Example 41). 

 

 

 

Example 41. The rhythmical character of Esfahan was decided through the use of 

metric rhythms in Persian poetic feet. On the left, the hand-drum 5/8 time of fa’ûlün 

at the start of the music and mafâ’îlün in the bass part on the right used during the 

solos.  

Esfahan’s first two sections present a synthesis of the initial Persian meter, combined 

with traits from Jazz, as seen in Example 44. The guitar arpeggiates a Jazz chord of 

the ninth and fourth and the piano colours the texture with block chords typical of 

Jazz practice. The metric-based rhythm is maintained by the hand drums whilst the 

kit-drummer and bass player play in Jazz swing style from bar 11 (Example 42). This 

is a layering of genre and style traits amongst the instrumentation of a composition. 
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Example 42. Section of Esfahan at letter A showing the synthesis of Persian and Jazz 

traits in rhythm and harmony.  

This density of texture is the result of individual characteristics from Jazz and Persian 

music applied idiomatically in the case of each instrument, with Jazz sounding in the 

guitar, piano, bass, and drum parts, and Persian sounding in the hand-drums and the 

kamancheh.  

The B section (Example 42) moves the harmonic centre to G major from B minor, 

only to have that rise up a tone and a half to a more dissonant chord inspired by 

Flamenco guitar convention. The sound is an imitation of a Flamenco Tarantos chord 

that would typically sound as a F# fifth chord with added G, B, and E notes. Esfahan 

uses this same guitar fingering shape but up a semitone (from the G position) to an A# 

fifth chord, again with the added G, B, and E notes. This is a genre signal of 

Flamenco that is used to contrast the A section outside the Jazz and Persian sounds 

thus far engaged in. The melody in the bowed strings, by contrast, maintains the B 

harmonic minor mode. Thus the placement of the Flamenco genre trait follows the 
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previous section as a juxtaposition but also occurs simultaneously with modal sounds 

as an example of layering.  

 

 

 

 

 

 

 

 

 

 

Example 43. The G major chord leading to a Flamenco-inspired chord at letter B of 

Esfahan. The melody of the kamancheh and cello maintains the Persian mode of B 

minor Esfahan (harmonic minor scale). 

This is followed by a sequenced repetition up a fifth, with the form returning to the A 

section and coda. The tag at bar 63 (Example 43) is based on the Persian vocal 

technique of chah-chah. The approximation of a Persian vocal technique by the 

band’s instruments functions as a bridge to the solo section. 
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Example 44. The tag (played tutti) before the solos in Esfahan at bar 63 imitating the 

Persian vocal technique of chah-chah. 

The first solo is by the cello in the 7/8 (mafâ’îlün) meter. This is followed by the 

piano solo, which, on cue, shifts the band into a 4/4 Jazz swing rhythm. The music 

then returns to the original 7/8 where the guitar improvises within the Esfahan mode 

using Jazz conventions. Here, then, is another example of delegation, where the style 

of swing is requested of the players during a section of the music. The players know 

the conventions and are relied upon to fulfill the composer’s expectations. 

During the guitar solo, 7 the other players play and sing an accompanying melody 

whose shape was derived from a researched early plainchant as seen in Example 45a. 

This melodic contour was borrowed from von Rügen’s We ich han gedacht (in Palisca 

(Ed.), 1988, p.38), as seen in Example 45b. However, the new chant maintains the use 

of the Esfahan mode. Note that the rhythm of this imitation of plainchant in Esfahan 

is uniform, without change in note durations, giving the chant its own time space 

against the other style layers’ metric constraints. The appearance of this genre signal 

is the result of my interest in vocal chant styles applied to other performance and, as 

such, is a fingerprint of my compositional approach. This appearance of one genre 

construct within another, however, may not be an instance of the chant being 

enshrined in the Jazz music as defined in this study because the chant does not have 

                                                

7 On the video at http//:mongrelmusic.ning.com it is during the piano solo that this happens in the 
initial concert. The version from the Zavod Classical and Jazz Fusion Performer’s Award ceremony is 
the same as the audio recording, with the guitar solo accompanied by the pseudo Gregorian chant. 
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prominence. Rather it is an equal or accompanying layer to the guitar’s Jazz 

improvisation and the ensemble’s insistent 7/8 Persian-inspired rhythm. 

 

 

 

 

 

 

 

 

 

 

Example 45a. A chant-like melody of equal duration for each note at letter C in 

Esfahan. The melody is aligned with neither the meter nor the piano improvisation; it 

is a completely separate genre element layer.  
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Example 45b. The original plainsong by von Rügen (Palisca, 1988, p. 43) used as a 

model for the chant in Esfahan’s guitar solo section, whose melodic contour I adapted 

for the music in Example 45a.  

After returning to the form of the melodic sections through the dal segno, the end of 

the coda allows the kamancheh to play a final phrase, again emphasizing the Persian 

characteristics of the piece. The Postlude recording fades in and fades out as an 

abbreviated version of the Prelude’s original texture of synthesizer pad and bells, 

again accompanied with melodic phrases by kamancheh and guitar. 

In summary, each section of Esfahan presents various genre elements that point to 

different genre foci in the construction of the genre identity of the music. This means 

that genre areas function as content for each of the sections. But this function is not 

the same as the role played by genre areas in Neda. Neda worked differently with 

genre signifiers, using them without any other intentional genre element so that each 

section would clearly communicate a particular genre. Esfahan’s genre signifiers do 

not dominate sections as formal structural devices, but instead are combined as parts 
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of the score, mostly in a layered manner, so that individual genre traits are part of the 

total fabric of the music. 

Esfahan’s genre and style make-up includes modern electronica, formed from 

Western art music compositional practice, Persian dastgah music, and traits and 

conventions from Flamenco, Classical Guitar practice, Jazz, and Plainsong, in a 

personalized approach to integration. These genre elements are individual pieces of 

the total picture, their content and process synthesized into a new musical identity 

through instrumentation, rhythmic style, melodic or harmonic imitation, trait 

substitution and through layering and juxtaposition.  

In reflecting on the content, processes and philosophies that form Esfahan and Neda, I 

see my approach to composing these pieces as having two equal influences. The first 

has to do with my background as a modern Jazz musician. The second concerns my 

cosmopolitan aesthetic in music making. The former has to do with the way the pieces 

were written, having a scored basis as a Jazz lead chart with added genre signifiers, 

and with the fact that genre experimentation is a tradition in itself within Jazz 

practice. Also, my eclectic learning and experimenting provides me with knowledge 

of various genres, enabling me to readily identify some of their individual genre 

characteristics. My aesthetic of cosmopolitan eclecticism allows me to see situations 

where, for instance, traditional melodies can be delegated to performers alongside 

another genre background signifier, as happens in the Prelude. Another example is 

where I combine chant-like ornaments as part of a melody placed in a contemporary 

Jazz form and harmonic practice (see letter A, bars 7-10 in Example 42). Being a Jazz 

and Classical music improviser, I can make such decisions regarding the sound 

coherence of such combinations because of my familiarity with specific genre 

practices and my experience with flexible musical forms in Western practice. Again, 
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my understanding of Persian vocal music, however limited, allows me to delegate or 

compose that option at certain places in the score or in the recording as if I were 

assigning a conventional Jazz chord progression to an area of the music. Jazz 

composers often call upon an individual’s abilities as a part of the idea of a work. In 

Esfahan, my perception of other genre’s musical elements or frameworks as 

appropriable and moveable genre identities, as a part of my aesthetic and poietic, 

empowers me to use them as if they were just another aspect of content in Jazz 

composition. 

Analysis Five – Cantillations for choir and ensemble 

Cantillations is a commissioned work for choir and ensemble, premiered by Graeme 

Morton and Saint Peter’s Lutheran College Chorale at St John’s Anglican Cathedral 

on 23 October 2009 in Brisbane, Australia. Its three individual movements are linked 

by a textual and philosophical theme. Each movement is composed with the purpose 

of achieving a synthesis of style or genre elements and traits assembled as particular 

to each composition. The title Cantillations reflects its association with religious and 

spiritual chant. The texts are from the writings of mystic poet Jalaludin Rumi (1995, 

trans. Nicholson; 1997, trans. Star), and of Baha’ullah (2003), prophet-founder of the 

Baha’i Faith, and are presented in Appendix II. 

Before beginning the new works, I had planned to have each of the three works in a 

distinct style, with two of the three pieces influenced by different vocal chant styles: 

Persian and Arabic sounds in one piece and approximations or imitations of Indian 

classical Raga or Qawwali music in another. I had been listening to music by Ustad 

Nusrat Fateh Ali Khan (2007), and this inspired me to apply something of the spirit of 

that music in one of the works. The former influenced Dost Thou Imagine Thyself a 

Puny Form? The latter influenced the third piece entitled Like This. These ideas led 
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me to assemble particular traits and elements as genre signifiers in the planned music.  

I had general thoughts regarding how the music for Cantillations would begin, and a 

list of stylistic approaches I wanted to use, but I did not formally plan out sections of 

any of the three works with genre associations or specific content or process. I 

decided to compose intuitively, approaching each technical or stylistic problem as it 

arose to see what strategies might come into play to provide the solution. This would 

allow me to see which specific techniques were used in my composing that would 

provide coherence and integration of the various style and genre elements in the new 

works. 

Interestingly, I found that compositional impasses were often overcome through the 

use of my compositional preferences, spoken of previously as fingerprints of one’s 

compositional style. These fingerprints of style provide an aural and analytical 

identification of a composer’s working style. In the creative practice of composing 

with styles and genres, they also assist the composer to overcome problems in 

rationalizing the combination of genre elements or in avoiding stylistic stagnation, 

both of which were the primary challenges in composing Cantillations. This was an 

important finding in the study. My preferred use of specific content, processes and 

ideas fundamental to my modus operandi creates a contextual framework, fostering a 

successful combination of these in a new composition. I have been intimately 

involved with many genres and styles as a composer and performer for several 

decades, so I can confidently state that the composer’s stylistic or procedural 

preferences express the authority of the composer’s creative choices as authentic to 

the mature individual creative practice. This flexibility to adapt or adopt new material 

to enrich a piece of music is fostered by the composer’s inner world of composing 

experience and aesthetic. Simply put, through my decision to handle the project with 
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less deliberation, I came to conclude that using the familiar was often the solution to 

placing the exotic. This strategy is discussed in each of the following brief analyses. 

Dost Thou Imagine Thyself A Puny Form? 

Dost Thou Imagine Thyself A Puny Form? has three large sections in a broad ternary 

A B A form. Each of the three sections is shaped to present distinct style and genre 

identities, allowing form to assist the synthesis of different style and genre material. 

This had not been planned; it was the result of my use of contrasting genre signifiers 

and of some of my preferred sounds and techniques to constitute a new section in the 

middle of the piece. 

  

 

 

         Duration 6:03 

Figure 9. Diagram representing the ternary form of Dost Thou Imagine Thyself A 

Puny Form?, showing the contrasting genre identities of sections A and B. 

In one way, my choice of musical content for this piece was dictated by the text and 

the associations with what I thought were compatible musics. The initial text by Ali 

(cited by Baha’u’llah, 1991), the cousin and son-in-law of the Prophet Muhammad of 

Islam, made me seek a mode for the work that would possess the expressiveness 

associated with Arabic and Persian devotional chant, with which I was familiar 

through the singing practices of personal and professional acquaintances. The Persian 

mode in the dastgah of Chahargah came immediately to mind. It resembles the 

Western double harmonic scale, also known in the West as the Arabic scale (Stetina, 
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1999, p. 59). In Dost Thou Imagine Thyself A Puny Form?, I conceived the first 

section using the double harmonic minor mode to set the philosophical theme in an 

exotic sound space. This genre signifier was seen as exotic to the Western 

performance medium and performance context. The synthesis technique here was to 

substitute the Arab-sounding double harmonic scale for a traditional major or minor 

scale most often used in this performance medium and context. The scale’s use in the 

opening is seen in Example 46. 

 

 

 

 

 

 

 

Example 46. The opening of Dost Thou Imagine Thyself a Puny Form?, showing the 

use of the double-harmonic scale in choral voices as a genre trait substitute for a 

Western mode. 

The blending of the two genre signifiers, the double harmonic scale as a substitute for 

Chahargah, and the Western performance context and medium, may also be perceived 

as an instance of merging genre signifiers, where genre definition is at least partially 

ambiguous.  

One of my habitual compositional practices is to use initial and secondary material as 

a source of ideas in the continuation and development of works, so that one becomes 
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many. This was discussed earlier in the analysis of Our Friend Joachim. Here, the 

scale that begins the work forms a melody in the violin and an accompaniment in the 

other strings, setting the primary genre sound of the work. 

 

 

 

 

 

 

Example 47. Bars 4-5 of Dost Thou Imagine Thyself a Puny Form?, showing the 

continued use of the double harmonic scale in the violin melody and accompaniment. 

I also reintroduce this musical material later in the work as a recapitulation at letter E 

(Example 48). The musical treatment in Example 47 returns in the last section as 

transformed reiteration serving to restate the genre identity after the contrasting 

middle section. The polyphonic chant initially heard in the strings (Example 48) I 

assigned here (Example 48) to the choir as a quotation of the earlier string 

accompaniment from bar 4 in Example 47.  
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Example 48. The initial accompaniment in bars 4-5 (Example 47) using the double 

harmonic scale is restated by the choir a fourth above in a transformed reiteration at 

bar 31. 

This technique is again used in the following bars (Example 49). Now, the strings 

have the statement of the double harmonic scale presented by the choir in the opening 

bars, though in an ascending form. This swapping of musical material between choir 

and ensemble is an example of a common procedure or technique that is personalized 

as an element of my individual compositional style or fingerprint of style, contributing 

to the synthesis of different genre traits in a composition.  
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Example 49. The opening material of Dost Thou Imagine Thyself a Puny Form? 

transposed and transformed at letter F.  

The transformed reiteration of genre signifiers seen in the recapitulation of the 

opening music in the examples above reinforces the sound of the initial synthesis with 

its genre and style messages. Transformed reiteration of such thematic material 

assists in the coherent perception of the genre synthesis and the stylistic identity of the 

work itself. In Cantillations, these areas of genre synthesis and identity can also act as 

a formal component in the overall structure, as was seen in the analysis of Neda. 

After the opening fortissimo introduction, the text is presented by the choir in a 

polyphonic style using the D double harmonic minor scale in both polyphonic and 

unison passages. I set the texts using the dominant genre sound of Persian Chahargah 

at rehearsal letters A, B, and C. After the presentation of most of the text, I decided 

that this genre sound had become overbearing and so I sought a change to avoid 
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stylistic stagnation. However, I found it difficult to extract myself from the dominant 

genre sound that had characterized the work thus far. After experimenting with a few 

variants, I decided to alter the texture and harmonic content using one of my 

composing fingerprints, the use of quartal harmony, combining the tonic with its 

second, fourth and fifth. The quality of this sound delivers an abrupt stylistic 

interruption, and is a clear marking for the change of genre focus that forms the new 

section of the music’s structure. The result is a juxtaposition of different genre signals 

from Persian and Arabic sounds and Western modernist harmonic practices.  

 

 

 

 

 

 

 

Example 50. One of my fingerprints of style at letter D in Dost Thou Imagine Thyself 

a Puny Form?, using quartal harmony in chords of the tonic, 2nd, 4th and 5th degrees 

of the pitch A in an abrupt change in genre focus.  

After setting the remainder of the text chosen for this piece, I restated the musical 

material from the first section as shown in Example 49. Finally, I used the last bars to 

re-emphasize the Charhargah genre sound with a solo viola playing in the double 

harmonic mode.  

In Dost Thou Imagine Thyself a Puny Form? I gathered genre and style elements from 

Western choral music, Persian dastgah practice, and Western modernist quartal 

approaches. These were integrated through my use of techniques from my 
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compositional preferences. 

What Worlds Mysterious  

In contrast to the composition of the preceding and following movements of 

Cantillations, the writing of What Worlds Mysterious began without a pre-conceived 

style and genre synthesis goal. Its first bars emerged intuitively through my 

improvising on the guitar, on which I have preferences for intervals of sevenths and 

ninths (see Example 51). These melodic intervals were aligned within a driving 

rhythmic ostinato scored for piano. 

 

 

Example 51. The characteristic rhythm and ostinato of What Worlds Mysterious 

composed in improvisation on the guitar and later written for the piano. 

This rhythm and intervallic treatment provided the stylistic frame of reference for the 

piece, as well as contributing to the structure of the movement. The ostinato 

establishes the central characteristic of the piece, where quaver-rhythms function as a 

motoric pulsation. I have taken this approach in other works in this study (Our Friend 

Joachim). Such rhythmical figures act as sound canvases in my thinking, on which I 

can place style and genre signifiers.  

As indicated before, no specific genre and style synthesis plan existed in writing this 

work, save for the fact that I designed the instrumentation to exemplify the first type 

of synthesis. However, as I worked through setting the text, I noticed that small style-

based sections emerged fundamentally in response to my perceived need for change 

from the insistent rhythmic treatment that was the vehicle for the words. These are 

seen as stylistic interruptions to the predominant ostinato figure seen before in 
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example 51. The resulting sectional analysis is represented in Figure 10.  

 

 

 

 

 

 

        Duration 3:48 

Figure 10. Diagram representing the sections of instrumental rhythmic styles, text 

delivery and stylistic interruption in What Worlds Mysterious. 

The restatement of the ostinato at different places in the music functions as a stylistic 

interruption to the music that carries the text. In Figure 10, letters B, C and E 

demonstrate these stylistic interruptions which I use to provide contrast to the sections 

that deliver the text of the work.  

The style and genre synthesis in this work rests firstly on the choice of 

instrumentation and treatment. This is one of the composer strategies addressing 

synthesis in this work. The Pop or Jazz convention of the piano, bass and drum-set 

trio is a genre signal that contrasts the string ensemble’s long chords traded with the 

choir, as seen in Example 52. The rhythm section treatment acts as a genre presence 

throughout the work, providing a texture that contributes to the stylistic identity of the 

whole. The choral treatment, the rhythm section and the metric rhythm in the piano 

part are three distinct stylistic treatments layered in the composition. In addition to 

these three styles, we have the two genres identities of Western choral and Popular 

music contributing to the overall personal style of the work. 

Introduction 0:00 & 
Rehearsal Letter A  
Ostinato and various 
choral and instrumental 
material  

Letter B  0:32 
Text delivered by 
choir in a texture 
using the ostinato. 
 

Stylistic 
interruption 
at 
Bars 33-36 
0:56 

Letter C 1:01 
Text 
delivered by 
choir in a 
rhymcial 
texture. 
 

Stylistic 
interruption 
at Letter D 
1:33 

Letter E 1:41 
Text delivered 
by choir -
contrasting 
rhythm texture. 
 

Ostinato  
Bar 77   2:11 

Letter F Bar 79 
 2:20 
Introduction 
material return  
 

Letter G 3:03 
Final texts delivered by 
choir in established 
rhythmical style. Ending 
using fading ostinato 

Ostinato 
return  
2:54 
Bars103-
105 
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Example 52. Bars 6-10 of What Worlds Mysterious showing three layers of stylistic 

treatment: a Western choral texture, the metric-based ostinato and the instrumental 

approach provided by the rhythm section as a Pop style. 

The primary genre sound of this movement is not easily definable. It is an example of 

where I define the work’s style through the use of specific characteristics that refer to 

themselves rather than to another external musical form or type. The power of using 

varied instrumentation and treatment to attain this genre ambiguity allows a synthesis 

of style and genre without a consensual genre identity. However, this ambiguous mix 

of self-representing styles is interesting for me as it allows a unique stylistic sound 

model to emerge. 

The text of the poem used in this movement was set using the parameters of the 
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metric rhythm provided by the piano. However, I manipulated the meter where the 

text required different note durations, as seen in the last bar in Example 53. Stylistic 

treatment in the piece continues to be varied, with four style layers: the rhythm 

section, the piano quaver rhythm, and the choral and string sections, each taking on its 

own characteristic.  

 

Example 53. Bars 19-24 of What Worlds Mysterious, showing four layers of stylistic 

treatment as part of the style sound model of the music. 

While I was composing, I sought a style change in the music to punctuate sections of 

the text. The treatment of the strings at bar 34 (example 54) is an abrupt change of 
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manner, a stylistic interruption. I used an accented Rock treatment in 6/8 time to 

contrast the tension of the previous non-equal beat meter. This allowed a continued 

flow of the music that acted as a bridge to the next choral entry. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Example 54. The heavily accented stylistic interruption at bar 34 of What Worlds 

Mysterious, bridging textual sections. 

Another stylistic interruption bridges the next textual areas from letter D to letter E, as 

seen in the following example. 
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Example 55. The stylistic interruption at letter D acts as a bridge to the new section of 

text delivery at letter E. 

Examples 54 and 55 demonstrate a form of juxtaposition of style areas. As seen in 

previous analyses, such areas have been used structurally in compositions to introduce 

new musical ideas or to act as a bridge between sections of dissimilar materials. This 

technique of juxtaposing style and genre areas and stylistic interruption is another of 

my preferred strategies, a fingerprint of my personal style.  
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Like This 

For this last movement of the composition, I first gathered several style and genre 

ideas to contribute to the synthesis. Eventually I used these to construct section-based 

juxtapositions in the form of the work. These included using the following: 

The vocal chant style that I often use in composition as a fingerprint of style; 

The use of the Pop/Jazz rhythm section from the previous work in this trio of 

pieces;  

The use of hand drums as a style reference to Qawwali music;  

The use of a Latin American musical rhythm, the Milonga of two dotted 

crotchets and a single crotchet, as a initial stylistic indicator of the piece;  

The use of vocal and instrumental stylistic imitations of Indian music;  

The use Western choral conventions and Modernist techniques.  

At the outset I did not have a clear idea of how the form of Like This came about. 

Throughout this work, and similarly with other compositions in my folio, I find that I 

rely on style and genre juxtaposition for the purpose of stylistic change or to 

compliment the delivery of a certain text. In Like This, I again use stylistic 

interruptions to achieve this. Figure 11 outlines the resultant genre and style structure 

of this piece. 
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     Duration 8:00 

Figure 11. Diagram representing the structure of Like This with section-based 

stylistic treatments. 

Like This begins with a three-note chant containing the tonic and its two neighbor-

tones. The text consists initially of the Persian words maa nan deh een (like this). This 

rhythmical motif in its various permutations is a primary characteristic of the work. I 

had consciously adopted this rhythm through my familiarity with different forms of 

Latin American music. It is common to many style rhythms but here is derived from 

the Milonga. 
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Example 56. The three note chant that begins Like This using the Milonga rhythm.  

For the first textual part of the poem, I wanted to write a melodic line inspired by my 

listening to Qawwali music. When listening to northern Indian classical music and 

Qawwali, I had often heard the use of the Lydian (Kalyani) scale. The raised fourth 

has been of real interest to me and so I used the Lydian and the Lydian dominant 

scales to feature in several melodic settings. One instance is shown in Example 57. 
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Example 57. The main text and melodic treatment entry in Like This at letter B, 

showing the D Lydian Dominant scale in the soprano voices and in violin one in bars 

35-36. 

In addition to the use of a mode associated with Indian vocal practice, I also used 

vocal glissandi as a trait identified in my listening to Indian devotional music. 

 

 

Example 58. Bars 26-28 of Like This showing the use of a vocal glissando in the 

soprano part. 
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I intended the primary genre sound identity of this piece to be focused on an Indian 

music orientation, despite the presence of the Latin American origin of the 

characteristic rhythmical figure. I approached this by employing these imitations of 

Indian vocal styles and the scalar material, and through the use of hand drums (see 

Example 57 above).  

Throughout rehearsal letters B and C, the rhythm provided by the drum kit and bass 

player had not been committed to any particular style or genre, having played a 

subsidiary role in genre sound ornamenting what was happening elsewhere. From 

letter C at bar 44 the characteristic rhythm of the Milonga is taken up by the double 

bass and drum kit as shown in Example 59, here acting as a genre signifier of Latin 

American music.  
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Example 59. The double bass and drum kit at letter C in Like This, sounding the 

dotted rhythm of Milonga in bars 1 and 3 as a genre signal of Latin American music. 

This genre signal allows the music to move forward with another genre focus, with 

the result that the primary genre sound becomes ambiguous.  

With hindsight, I consider that the music has a poly-genre identity delivered through 

Western choral music, with its various style inclusions, and Indian devotional song 

mannerisms. There are now a number of genres and styles present at this point in the 

composition: the medium of a Western choir accompanied by a Pop/Rock piano trio 
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and Classical strings; the use of hand drums as a style or genre element; the melodic 

imitation of North Indian music; and the rhythmical figures adopted from Latin 

American vernacular styles.  

As seen above in What Worlds Mysterious, my experimenting with genre and style in 

layers or in juxtaposition establishes a unique genre/style-based sound-model 

characteristic of perhaps only a single work. Such a sound model does not necessarily 

require that it hints at any particular genre in a specific way. It is a style sound-model 

that is created through genre techniques and through my philosophy of practice, 

which in turn provokes a sense of novelty. Nonetheless, the educated listener may 

well derive some specific association from the use of hand drums, the band sound 

with the drum kit and bass, and the vocal stylizations. The richness of the practice of 

composing with style and genre allows me to establish new associations that blur the 

categorical boundaries, and to establish new areas of creative techniques and attitudes. 

At this point in composing Like This, I became aware of the need to use genre and 

style to provide contrast to the previous material. I use the juxtaposition of a totally 

new style at letter E (Example 60) that presents both a new mode and a traditional 

Western classical choral treatment, in a fugato passage emphasizing a smaller portion 

of text. In addition to this I brought into play one of my fingerprints of style, the use 

of textural dynamics. This composer strategy is seen here in the accretion of voices 

and in their augmenting motion. This is a sectional approach to stylistic interruption 

and the establishment of a new genre area. 
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Example 60. The new mode of C Aeolian minor in fugato at letter E of Like This. This 

passage juxtaposes a new genre area of Classical Western choral music with the 

preceding style sound model, creating a further stylistic depth in the piece. 

As with other works in this study, style or genre areas form structural components of 

the entire work. This practice continues as a vehicle for the various moods in the 

lyrics, as seen in Example 61. Here, the music becomes lyrical in response to the texts 

being of a spiritually amorous nature.  
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Example 61. Letter F of Like This, introducing a new lyrical style treatment of the 

text. 

Another of my fingerprints of style is my attraction to pandiatonicism in voice and 

instruments, as seen in Example 62. This occurs here as a juxtaposed stylistic section 

that will bridge the preceding sectional treatment with the return of the original style 

sound model. 

 

. 

 

 

 

Example 62. Use of pandiatonicism at letter G in Like This. 

Following these different genre areas, the original musical treatment is re-established 

to deliver the last stanzas of the text at letters H and I. At letter J, an abrupt 
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interruption of the music’s motion at bars 133-141 is followed by a new style-based 

section featuring another manifestation of the vocal chant style. This is a melody in 

octaves by the sopranos and tenors, with drone-like open fifths in the altos and basses, 

as shown in Example 63. This is the last contrasting style-based section before the end 

of the work. 

 

 

 

 

 

 

Example 63. Letter J in Like This, showing my vocal-chant style as a section of 

stylistic interruption before the end of the piece. 

Most of the techniques and concepts described above are part of the preferred 

composer strategies that form my style fingerprints. Cantillations used Persian, 

Arabic, and Hindu vocal and classical music elements and recognizable Western 

Classical choral and orchestral treatments. The use of a rhythm section that sometimes 

sounds like a Pop band or a Jazz trio or an orchestral percussion section also 

contributed to the genre and style synthesis in the works. These represent the style and 

genre content integrated through processes identified as being fingerprints of my 

compositional procedure. In composing these works, I found that my technical and 

aesthetic preferences facilitated the synthesis of genre and style elements in the music 

by providing a framework formed by my experiences and previous learning. It is in 
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the exercise of the composer’s authority and authentic composing idiom where the 

varied musical entities find integration as a coherent whole. This aspect of the 

composer’s craft allows an interpretation of the imposed relationships between the 

genre and style signifiers or identities in the music. My use of fingerprints of style 

gave me a sense of the do-able, where I found solutions to problems in genre and style 

synthesis by using strategies stemming from my experience in various genre practices. 

This means that composers and performers who wish to use ideas, sonorities and other 

qualities from disparate musical sources can do so by applying their existing 

preferences whilst keeping an eye out for the development of technique to suit the 

situation. 
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CONCLUSION 

This study originated from my strong interest and long experience in music making 

across boundaries of existing styles and genres. Though genre and style synthesis in 

music is ubiquitous as a phenomenon, case studies that scrutinize the specifics of such 

creative practice are in short supply. This study, through its creative output and its 

exegesis, seeks to provide detailed examples, terminology and concepts that may offer 

a common ground for the extension and development of the practice through 

discussion and analyses. For such purpose, I provide here new works that illustrate 

my creative process in cross genre composition, supplemented with critical 

explanations addressing contextual factors and discussing specific technical features. 

The compositions are regarded as the primary way of knowing the practice, as they 

embody the processes and principles that guided their creation. The exegesis provides 

the conceptualization and theorization of this creative output. 

This exegesis examines two specific areas of my creative practice, as part of my case 

study in composing with styles and genres. The first area sets out parameters for the 

craft by describing and demonstrating concepts and techniques that contribute to a 

successful synthesis of selected genre and style. The second area examines my modus 

operandi when using such resources, including the impulses and philosophies behind 

the works as well as descriptions of how I engaged with content and process. 

My creative practice methodology in this study begins as practice-led research, where 

I compose a new work and then seek new understandings of the work through 

analysis and reflection on such things as the provenance of ideas and the reasons for 

how and why I use particular techniques or content. I find that genre and style 

synthesis in new music can be understood through both analytical descriptions and 

evocative reflections. These two approaches often scrutinize and describe the 
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composer strategies, conventional and novel techniques, concepts and processes that 

allow my creative work to be devised and given a final form. I have found the 

articulation of such processes and concepts in the study to be helpful, as it allows a 

theorization to form within my creative practice so that I can then reapply the 

techniques and concepts that I have identified. This cyclic loop of practice-led 

research becoming research-led practice is a fluent and natural process where the 

theorization influences later work. In my act of identifying, articulating and re-

applying the learning from the compositions, the working taxonomy of the practice 

allows me to extend concepts and techniques in succeeding compositions. 

This study also reassured my firm opinion that the prevalence and fecundity of genre 

and style experimentation in composition deserve recognition as a specialized, expert 

field of study. Cross genre music making is still a growing phenomenon offering a 

widening scope of opportunity for composers of all backgrounds who are considering 

the adoption of a cosmopolitan attitude towards musical hybridization.  In my 

estimation, this offers an expansion of the range of opportunities for creative practice 

case studies in genre and style synthesis. 

My study offers a single and personal instance where genre and style synthesis in 

composition has been examined and theorized. Some of its findings, in particular the 

taxonomy, are offered as being a helpful resource for individuals and ensembles in 

cross genre creative practices. Part of this picture, as I anticipate it, is where composer 

and performer strategies engage with varied cultural rules of music making (Meyer, 

1989, pp.17-23.), providing further case studies with their own taxonomic 

understandings in an evolving practice. Such examinations may offer new concepts 

about music making where new hybridities emerge, by combining not only strategic 

elements and processes, but also novel systems of music making that rely on the 
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fusion of disparate, non-complimentary sets of rules that are bridged in some manner, 

all of which potentially leads to fundamentally new sounds and practices. 
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APPENDIX I 

A Working Taxonomy For Composing With Styles And Genres 

© 2011 Michael Knopf 

Adaptation – The process of altering a musical genre or style element (trait, idea 

process or philosophy) to suit the composer’s technical restraints in the composition, 

or are adjusted to fit a particular framework foreign to the element’s original context. 

The alteration of an ethnic music’s traditional quarter-tones into Western semi-tones 

is an example.  

Allusion – An inexact excerpt or approximation of a well-known work or style that 

audibly alludes to the borrowed entity. Also referred to as Allusive evocation. The use 

of allusion implies that the composer intends the audience to hear and understand the 

musical reference in the work to evoke some response. “The principle of allusion 

manifests itself in the use of subtle hints and unfulfilled promises that hover on the 

brink of quotation but do not actually cross it.” (Scnittke, 2002, p. 88). 

Anticipated Audience Genre Perceptions – The composer’s prediction of what an 

audience might hear in their work. This influences the composer’s strategies. 

Approximation – The use of imitation by the composer to approximate a musical trait 

from another work, composer or culture. This means that the composer imitates the 

sound or technique perhaps without any inside knowledge of the musical system or 

discipline; or with such knowledge but approximating the musical trait due to 

contextual (performance) constraints. 

Association – The concept of a casual approach to a personalized cultural adoption by 

a composer for use in creative work. See also immersion. 

Audio Perspective Construct – This is a sound identity that has a carefully considered 

perspective (stereo, quadraphonic, from above or below etc.) in relation to the listener. 

In genre synthesis it is used to allow a genre signal or message to proceed from a 

particular direction or source. This functions in the role of placement of genre sound 

elements. 

Authentic Composing Idiom – This refers to the natural expression of a composer as 

understood from the integrity of his or her creative work. 
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Backgrounding – see Enshrining 

Borrowing – The use of any musical or style element, process or philosophy that is 

not original to the composer.  

secondary borrowing – The borrowing of a musical or stylistic trait that is 

itself a borrowing by another composer. This can obviously be extended into 

tertiary borrowing and so on. 

Bricolage – The act of collage using whatever is immediate to hand. In composition it 

represents the use of diverse musical traits garnered from immediate resources 

including the composer’s inner repository of style, genre, techniques and so on. This 

process/musical philosophy entails decisions to use the familiar and/or the exotic to 

layer and juxtapose items, imposing relationships on what may be disparate musical 

ideas. 

Bricolage of the innate – refers to the use of the composer’s own diverse 

musical resources, which are called upon to create a new work containing 

diverse traits, styles and genres.  

Composer’s Authenticity – The integrity and ingenuousness of the composer’s 

learning and motive.  

Composer’s Authority – The informed experience of the composer as exercised in 

compositional strategies. 

Composer’s Idiom – The characteristic style of the composer’s practice that is 

identifiable from work to work. Such styles include gestures and processes that are 

described as composer fingerprints. 

Composer Strategy – Meyer, L. B. (1989). “compositional choices within the rules of 

the style.” The composer’s method in solving a particular aesthetic or technical 

challenge. 

Content, Process and Philosophy in Style and Genre Synthesis – The three areas 

identified in this study where style and genre synthesis occurs. These can be seen to 

overlap. Allusion, for example, can function as a process and as a compositional 

philosophy. The allusion as a musical element, is the content. 

content – The discrete elements or traits used in synthesizing genre and style. 

This includes but is not limited to the following: Musical Traits, Stylistic traits, 
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Quotations, Allusions, Musical concepts or ideas. 

processes – The use of existing or invented compositional or music-making 

processes to bring together style and genre elements to form a new musical 

identity. This includes but is not limited to the following: Historical musical 

styles including, for example, minimalism, pointillism, neo-romanticism and the 

like; Approximation, Representation, Bricolage, Internal-referencing, 

Enshrining, Masked (or subliminal) recognition, Merging Genre Signals, 

Juxtaposition and Layering, etc.  

philosophy – In this study this category has three subsets: 

The Composer’s Modus Operandi – (the operative practice of the composer) 

which may include for example, preferred techniques and processes or a 

personalized musical symbology that is exercised in compositions. 

The Borrowed Modus Operandi – (from another composer or a musical/cultural 

practice). The adoption of a style, genre or composer’s operative mode. This has 

to do with the use of a precedent from another style or genre or another composer. 

The Motivation Of The Composer (the “why” of the composition or process 

practice). This includes personal reasons for undertaking a particular 

compositional project and the aesthetic perception of a work including the appeal 

it has to the composer. These have bearing on the composer’s choices in content 

and strategy. 

Delegation – In the context of music that utilizes performers with expertise in 

divergent genres, the composer assigns the task to the performer of playing 

traditionally within the context of the parameters of the score. For example, the 

composer writes rhythm and harmonic accompaniments but instructs the musician to 

play traditionally in a designated mode. This might mean for instance telling the 

pianist to improvise in a Jazz swing feel against a strictly classical accompaniment.  

Dual Genre Perception – When a piece of music imparts distinct and recognizable 

genre messages through various signifiers the music is said to provide dual genre 

perception. 

Enshrining – The process of giving a genre construct a prominent position within 

another, usually described as the foregrounding or backgrounding of a genre signifier. 
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A genre signal or message is “enshrined” within another so that a dual genre is 

perceived. This practice might also exemplify the placement of genre material in a 

physical space within the performance or in the psyche of the listener and performer. 

Fingerprints of Style – Those musical strategies and preferences of a composer that  

provide an aural and analytical identification of a composer’s working style. In the 

creative practice of composing with styles and genres, they also assist the composer to 

overcome problems in rationalizing the combination of genre elements. The term is 

borrowed from Samson (1979-1980, p. 71). 

Foregrounding – see Enshrining 

Genre –The aesthetic medium that fulfils certain expectations of the audience. It is the 

social context of the music providing a recognizable identity to the audience. It is 

what specifically and intentionally refers to the common ground or framework that 

communicates musical expectations to all participants. 

Genre Areas – Sections of music that can be structural, imparting their own primary 

genre sound through genre signals and genre foci establishing a genre identity for the 

region.  

Genre Ambiguity – The situation in music when, as a result of the use of either a 

combination of genre specific material or none, the music does not convey a clear 

genre context. 

Genre-Based Sound Model – The characteristic sound developed in a composition 

through experimenting with genre and style elements. This may be of separated genre 

foci or an integrated work that has no or little genre communicability, save that of an 

independent work. 

Genre Commonality or Similarity – The occurrence of common material between 

disparate genre elements which may then bridge a conceptual or technical gap. 

Commonalities or similarities do not have to be exact, but approximate. These may 

then require adaptation to a performance context. 

Genre Dichotomy – This occurs when a prevalent genre signifier is imminently 

identifiable in a musical excerpt but is modified by another parameter of the music so 

as to create some level of ambiguity as to the genre. For example, the use of Heavy 

Metal chords in their style but using instruments prevalent in another genre. 
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Genre Element – A trait or technique identified as belong to a particular genre or 

genres. Depending on its usage in a new work, such may impart genre meaning and 

thus become a genre signifier. 

Genre Foci – Sets or subsets of genre sounds, imitations, allusion or representations 

of genre etc., used in a piece or section of a piece of music. 

Genre Identity – Another term for genre sound. 

Genre-Ready Audience – An audience identified by the composer to receive specific 

genre messages due to the expectations provided by performance setting, 

instrumentation, marketing etc.  

Genre Signifier – A trait or element of a particular genre or genres that is intended to 

convey a calculated genre meaning in a new composition. 

Genre Synthesis – The fusion of elements from different genres so that the dominant 

genre is substantially altered or resulting in new genre identity being created. 

Genre System or Tradition – The knowledge that in total establishes a particular 

genre’s salient character and that communicates the expected social meanings. 

Genre Signifier/Signal/Message – A musical element that conveys substantial 

recognizable genre identity. This element can be abstracted as a component of a new 

composition. It can operate as a creative springboard or be utilized by the composer to 

convey a genre message in an audience. 

dominating genre signal – The musical element that the composer intends for 

the audience to hear and recognize as representing the primary genre sound. 

subliminal genre signal – The musical element that the composer intends for 

the audience to only hear, but not consciously recognize. 

Genre/Style Trait Substitution – The substitution of a genre trait for one that is 

foreign to that specific genre. The use of a Persian scale in the harmonic and textural 

context of a Heavy Metal musical passage is one instance.  

Genre/Style Trait Imitation – The imitation of a trait of a genre or style.  

Genre Treatment –  The way that a composer manipulates genre signifiers and 

elements in a new work. 
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Ideas – personal, cultural and musical concepts and practices not subject to copyright 

law. 

Idea Group – As regards style synthesis, idea groups consist of multiple quotations or 

motifs. 

Idea Palette – The gathering of musical elements to act as a primary resource for a 

composition’s content.  

Imitation – The composer’s approach to the use of perceived characteristics of a 

musical work or style or genre. May contribute to approximation and allusion. 

Immersion –  A term used in this study to denote enculturative and acculturative 

processes that are deeper than association. 

Internal Referencing of Style and Genre Elements – The presentation of previously 

occurring style and genre material from within the composition. This can be used as a 

structural device and be constructed as to be audible to the listener. It restates material 

to refer to musical elements central to the work and so may be crucial in conveying 

style or genre elements. Such restatement of genre sounds may exist in a transformed 

reiteration so that perception is engaged subliminally. 

Juxtaposition – A time-constrained technique used to combine genre or style 

elements or genre/style signifiers. Juxtaposition represents the horizontal positioning 

of such elements in the score so that they sound en sequence, i.e. following one 

another. The other techniques in this category are layering and placement. 

Layering – One of the time-constrained techniques used in combining genre or style 

elements or genre/style signals. Layering represents the vertical positioning of such 

elements in the score so that they sound simultaneously. The other techniques in this 

category are juxtaposition and placement. 

Masked Or Subliminal Recognition – The attempt by the composer to incorporate 

musical material in a composition so as to pique the listener’s interest of something 

familiar though without being blatantly obvious in the reference. This is achieved by 

masking the familiar musical material through lack of emphasis, retaining one musical 

parameter (e.g. rhythm) but altering another (e.g. pitch), or by any other conscious 

attempts to do so. This may be particularly useful in synthesizing stylistic and genre 

traits in a new work. 
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Merging Genre Referencing – This is when two distinct genre elements conveniently 

coincide and fuse, complementing the context and blurring the genre message, 

disallowing any absolute interpretation to the genre of the musical phrase or section.  

Motivation – see philosophy in Content, Process and Philosophy in Style and Genre 

Synthesis 

Motivic Quotations – Small melodic motifs quoted from a specific work or genre or 

style convention. 

Multi-style – This refers to a musician’s ability to perform or compose in varied 

genres. In a high level of mastery, the performer is fully conversant in several genres 

and is able to execute each convincingly as a legitimate proponent. 

Musical Traits or Elements – small excerpts from a work or style including chords, 

scale, articulations, timbre & texture, instrumentation, melodic motifs, etc. 

Musical hybridity – see style synthesis, genre synthesis 

Philosophy – see Content, Process and Philosophy in Style and Genre Synthesis 

Placement – The physical or psychological placement of genre or style material in 

relation to the listener or the performer. The practice of enshrining a genre signal 

within another is an example of placing such material in the listener’s psyche. For this 

to be achieved, the composer must fairly accurately predict the physical reception of 

the audience. Physical placement of sound sources delivering genre or style traits has 

to do with positioning of performers or speaker in a performance. Placement still uses 

layering when varied sound sources are used simultaneously, and juxtaposition when 

sound sources delivering genre messages are activated in time sequences. 

Poly-Genre music – Music that presents two or more recognizable genres within a 

work, but that does not necessarily intend to create a new syncretic form (i.e. a new 

hybrid genre). Rather, it will use genre as a musical trait equal to others for the 

purpose of musical multi-messaging in the composition or composer style. Music is 

said to be poly-genre music when a number of style elements belonging to specific 

genres are integrated in a way that allows clear recognizability of the genres as 

individual entities or perhaps with a composite meaning.  

Poly-stylism – The most common type of style synthesis in music, this has had a long 

history in both art and popular forms in Western culture from Debussy and Ives, to 
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Mahler and Bartok, to the Beatles, and to other examples in the arenas of Jazz and 

World musics. It combines elements of styles, or perhaps genres, resulting in music 

that is rich and where the audience hears a whole within the context of a single genre.  

Primary Genre Sound – The identifiable genre category of any particular 

composition. 

Process – see Content, Process and Philosophy in Style and Genre Synthesis 

Quotation – An exact excerpt from another composition. 

Transformed Reiteration – The reappearance of genre and style elements in a 

changed manner. This may occur for purposes of re-establishing the genre perception 

or to integrate style and genre elements in the composition through reiteration. 

Representation – The use of a characteristic sound or musical idea to symbolise 

something in the music. In Style and Genre Synthesis, it refers to the use of a musical 

technique or convention to signify a musical cultural or genre association. 

Style – four meanings: 1. Sound patterning that can be replicated and is thus 

recognizable from work to work. 2. The manner in which the composer operates, i.e. 

technique and expression, the how of the music’s actualization. 3. The manner of 

articulation of musical gestures, best considered as imposed on them, rather than 

intrinsic to them (Moore, 2001, pp. 432-442). 4. The technical expression of musical 

elements, how something is conveyed, that include characteristics within a genre. 

Style can operate as expression-through-technique in a particular musical genre that 

has a set of established expectations about what the music is.  

Style Areas  –   Sections, which are sometimes structural, that emphasize a particular 

style of composition such as periodic practices in Western choral music, etc.  

Stylistic Interruption  –  The insertion of contrasting style techniques to interrupt the 

flow of the established style. This is used as a section marker, a punctuation of 

sorts,or as a bridge to another section of textual, or style and genre difference. 

Style Synthesis  –  Stylistic synthesis occurs when such technical or expressive 

components of different musics are melded in a new musical reality. When the music 

expresses itself through various distinct styles it is termed poly-stylistic (and can 

become what Starr (1992) calls a “style of styles”). 

Stylistic traits – The  characteristics in music such as technical practices in melodic 
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patterning, articulation etc. 

Four Types of Style and Genre Synthesis: Four Types 

1). The combination or the adoption of cultural instrumentation, which then alters the 

medium through which the musical content is realized (e.g. the use of a traditionally 

played sitar in Western popular music). 

2). The cultural performance context: such as a Western Classical Music platform (i.e. 

the concert stage as opposed to say, the devotional platform of Qawwali music in a 

Sufi shrine In Dehli);  

3). The adoption or adaptation of discrete traits or ideas: from other cultures or musics 

which are then assumed by another style or genre, through a long and natural 

syncretic process or through a focused research and application. 

4). This study suggests the concept of the global community composer as a 

perpetually evolving repository of assimilated and acquired global musical culture, a 

musical micro-cosmos. Because of the fundamental inner workings of personal 

creativity in such a composer, a unique synthesis is achieved which defies 

categorization and often, explanation. 

Style Synthesis – Stylistic synthesis occurs when such technical or expressive 

components of different musics are melded in a new musical reality. When the music 

expresses itself through various distinct styles, it is termed poly-stylistic (and can 

become what Starr (1992) calls a “style of styles”).  

Stylistic Traits – The identifiable characteristics in music, such as technical practices 

in melodic patterning, articulation etc. 

Stylistic Treatment – Refers to the composer’s strategy in arranging musical traits. 

Syncretism – Results in a new genre that occur between cultures over a period of time 

where the new genre would take its place within a community and be recognized as a 

new identity rather than a recognizable combination of two or more genres in a work. 

It can also occur when a composer sets out to create a new genre using two other 

genres, and achieves community recognition and familiarity with the new genre. 

Transitory idea groups – Musical motif or idea groups that appear as temporary 

development material or as unifying vehicles through reiteration and variation.  
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Transformative Appropriation – The practice of appropriating music from another 

composer (or culture) for creative purposes (e.g. quotation), then transforming the 

borrowing in the new creative context (the composition) (Demers, 2006). 

Transformation – The use of style and genre traits in a changed form that is alien to 

the original genre association. This may result in a new associated genre-recognizable 

form. 
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APPENDIX II  

Texts used in the compositions 

 

1. NEDA © Michael Knopf 

Verse one 

The sparrow alights upon the branch  

To its simple song no ear inclines.  

No thought is given save by merest chance  

When truer meaning it may find.  

  

Refrain  

Neda Neda Where is the voice of God now?  

Where is the song of heaven at last?  

Neda Neda where shall our thoughts rest now  

When they long for our lost past?  

  

Verse two  

Here this verdant stretch of earth  

Tis so barren with one song unsung  

No breath of wing nor joyous chirp  

By the fowler's foul craft tis undone.  

 

2. CANTILLATIONS 

 

Dost Thou Imagine Thyself a Puny Form? (Imam Ali, cited by Baha’u’llah, (1991). 

The seven valleys and the four valleys. p. 34. Wilmette, Illinois: Bahá'í Publishing 

Trust.  

Baha’u’llah. (2003) The Hidden words. Bundoora, Victoria: Baha’i Publications 

Australia.) Public Domain. 

 

1. Dost Thou Imagine Thyself A Puny Form, when within thee the universe is 

enfolded?  

Turn thy sight unto thyself, that thou mayest find Me standing within thee,  
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Mighty, Powerful and Self-Subsisting.  

  

2. What Worlds Mysterious Rumi, J. (1995). In Rumi: Poet and mystic. R.A. 

Nicholson. (Trans. Ed.) Oxford: Oneworld. Used with permission from the publisher. 

What Worlds Mysterious surge within the vast all-encompassing ocean of God’s  

Mind! Cup-like there-on our forms are floating fast only to fill and sink and leave  

behind no spray of bubbles form the sea upcast. The Spirit thou canst not view it  

comes so nigh. Drink of this Prescence. Be not a jar laden with water and its lip stone  

dry.  

 

 3. Like This. Rumi, J. (1997). Rumi: In the arms of the beloved. (J. Star. Trans. 

Ed.) New York: Tarcher/Penguin. Arrangement by Michael Knopf of translation by 

Jonathon Star. Used with the translator’s permission. 

 

Should someone ask “What does true beauty look like?” Show him your face and say  

“Like this!”  

Should someone ask “What does a full moon look like?” Climb to the roof and sing 

“Like this!” 

Should someone ask, “ What does an angel’s wing look like?” If he asks about the  

fragrance divine, hold him close, his face in your hair, like this.  

Should someone ask “How did Jesus bring the dead back to life?” Don’t say a word,  

close your eyes, just kiss him softly on the cheek, like this.  

When a lover cries out he is telling our tale, like this. Only the gentle breeze knows  

the secret of reunion, and it whispers a song to every heart, like this.  

 I remembered Joseph’s perfume borne by the wind from land to land, it was your  

scent blowing from God’s beauteous world.  

I remembered how Joseph’s perfume gave sight to the blind, it was your scent  

clearing the darkness from my eyes. Like this.  

Should someone ask, “How can a servant attain the Glory of God?” Become a  

brilliant candle that every eye can see. Like this.  
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APPENDIX III 

Aunty Grey Smoke      Samuel Wagan Watson (2004) 

 

On a dank afternoon, an old tribal woman, shrouded in society’s skin, raised a heavy 

head and shook the silt in Brunswick Street Mall. She peppered a weary audience 

with a volley of hard moans. Peak-hour traffic was forced into a saunter of whispers. 

Joe Public don’t know how to relate to tribal people, and now there was one weaving 

a dream-throat at them, almost alien in this occupied land. Sitting in a bar with my 

eyes closed,I pictured a cloud of red earth spiraling from pursed, deep-purple lips. 

With my eyes closed, I actually noticed the sudden cackle of crows. Dark birds 

gathering above, whining along in the grey-cloud drizzle, mimics to the haunting 

chant of an old tribal woman. ‘Smoke?’ she asked the audience. ‘You got a smoke for 

me?’ breaking into a howl that fed a low rhythmic pulse. Her eyes swept the domain, 

and I’m sure, right then, she cursed us all. 

curses touch the sky 

 higher than any car horn 

  bad moon rising 


