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Abstract

Music in, as, for, and through Virtual Spaces

Cheng Wei Lim

This dissertation unites two contrasting phenomena, musical theorizing as practiced on YouTube
and dreamlike experiences involving music, under a single rubric: virtual 3phde. the two
phenomena are disconnected in time, geography, and culture, they are nonetheless similar in that
they are spatialized in ways that contravene how we typically experience physical space, So,
develop the concept of virtual space as a meangobdaghinghe commonalities underlying these
phenomenaBuilding on a definition of space as a medium in which entities are positionally
rel ated, I propose a framework for analyzing
subjective Immersivity andobjectiverelationality In order b bring out the human dimension of
thesevirtual spaces, | concentrate on the discursive, instrumental, experiential, and generative
aspects of embodied virtual spaces that are entangled in social, cultural, and petitoaks.

To that endjn the first half of the dissertatiohdiscusshow a community olYouTube
content creatorBascarved out a place for practicing, teaching, and leammingjc theoryl detalil
YouTubebs affordances arslamedsndmmuhication, shovengr i z i |
how content creators have leveraged theggeat effect in their theorizing of game musilitting
between the general and the particular, | balance case sttideegent creators amlbse readings
of audiovisual content withociological approaches | n s pi t e selfimageaedthel at f o |
¢ 0 mmu ngoliticalépesitioning | contend thatY o u Tub e & s e g a has bearrléftan pr

unfulfilled in the EnglisHanguage, Westercertric field of YouTube music theory, which



replicates or even exacerbates saitheepistemological issues andjust sociaktructureghat
pervadeacademiand Western society more broadly

The other halfof the dissertatiorconcernsthe analytical interpretation and precise
differentiation of dreamlike experiencescentered omqmusic | demonstrate that much of the
discourse on this topic comes from close reaglofgnusic as dream. As this perspective lesat
dreaming in an object, | argue for counterbalancing this discourse towards a dreamingasubject
thus | propose a framework with three interrelated components. First, | carefully distinguish
dreaming, as a virtual and spatialized experience, frondatdrwaking consciousnetirough
recourse to neuroscience and phenomenolddper that, | set forth a tripartite scheme that
articulates the many permutationshoiw wemight position ourselves, other subjects, and music
in this nondreameirdreamer dynaim. Last, | classify the variousinteractions between music,
dreamlike experience, and analytical interpretatidsing the music of Fryderyk Chopin asy
example | show that, thougthis music has accrued much historical and cultural meaning through
being read as dreamlikewe have much to gain from the analytical insights unitpueur

subjectivedreamlike experiences with this music
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Introduction

| begin with a weHknown tale
Once, Zhuang Zhou dreamt he was a butterfly, a butterfly flitting and fluttering around,
happy with himself and doing as he please
Suddenly hewokeupad t here he was, solid and unmi st
know if he was Zhuang Zhou who had dreamt he was a butterfly, or a butterfly dreaming
he was Zhuang Zhou. Between Zhuang Zhou and a butterfly there musinie
distinction?
We maytrace the first written accounts dfetd r e a m a r g wakmgcdan nevertba t i
distinguished from sleep by conclusive indicatiofi® Ancient Chinese and Greek philosophy
butthat realization is perhaps as old as humanity itself. As a spa@eseam,and t 6 s t hr oug
dreaming that we make primordial contact wité virtual If dream experiends confusabléord
that is,if dream experience is as goodawsaking reality dreamingis virtually reality, by virtue
of what Ludwig Wittgenstein idiosynr at i cal |y descri bes as gr amma
wor4d. o
Yet the relationship between the real and the virtuz the one handand dreams and
waking reality on the other, amot just about wordplayWwhat does it mean to say that that
something is virtualThese days, thevord is most frequently useth the sense abow@ethat is,

one assers that the virtual stands in for the actualsomerespectGi | es Del euzed | i

virtuality with potentialityis a useful imagéor explicating this assertig@although | stress th#te

1 Zhuangzi,Zhuangzi: Basic Writingsrans. Burton Watson (New Yorolumbia University Press, 20Q3\.

2 René Descartes/editations on First Philosophy: With Selections from the Objections and Repdies. Michael
Moriarty (Oxford: Oxford University Press, 20084.

3 Plato, Theaetetused. John HenrivicDowell (Oxford: Clarendon Press, 1972F 26.

4 Ludwig WittgensteinPhilosophical Grammared. Rush Rhees, trans. Anthony Kenny (Berkeley, CA: University
of California Press, 1974184.



commonplace usage wirtuality is incompatible wittDeleuzian metaphysi@nd ontology The
virtual has the potential twomplemenbr even displace the actyabt becaustheactual and the
virtual areall that muchalike or even comparahlbut because h e v patential & reélized in
effect, purpose, or function. For instance, virtual conferences offempletelydifferent set of
affordances for networking than phgal conferences d@and so our experiences of either type of
eventare incomparableEven so,they both achieve their stated goals of giving a way for
researchers to present original work and to keep alwkestent developmenti the same way,
wereal ze our dreams donodét al ways resembréaity t he f
once weawaken but wedr e s o menthaled bgourndeeamsasthely wnéold s
That 6s why dreams must be consi @&eorefdrcefallyinan e x
the second half of this dissertation.

Strictly speaking, theverydayconception of virtual agseudo or even ersatlashes with
the more specialized and philosophical understanding of this term, the lineage ofumsiftom
Henri Bergsorthrough Giles Deleuze to Brian Massumi. The chasm betweendbeseptionss
impossible to narrow, but the two might align instrument@ly/Mark Grimshaw and Tom Garner
describe it, i n this more i therwirtualis ekal lmubitnicae pt u al

transitional process with immaterial and nonsensuous properties as opposed to the actual, also real,

Slrefert o Del euzeds register s rod,thdiednsivg, andihb acoleleleev@amsmp ass t h
say that the virtual, as multiplicity incarnate, is real but not a¢Releuze distinguishes the twdjor examplethe

idea of white noise is thdifferential, virtual ground from which sound arisé., one sound differs from another in

that each is white noise filtered differeily). As any actualized sound implicates this idea of white na@isends

therefore endow the idea of white noise withrealitye | euz eds f i r st stesdneeptaofeirtualiyev el opr
can be traced tBergsonismtrans. Hugh Tomlinson and Barbara Habberjam (New York: Zone BH®&665]1988)

but his most definitive statements on the topic are to be fouridifierence and Repetitiortrans. Paul Patton

(Columbia University Pres§1968] 1994).HoweverDe |l euz e 6 s d e f iclashésiwithrhowowe use the t ual i t
word virtual in everyday languagEor instance, virtual realiffR), or immersive experiences that are brought about

through technological intervention, is just as actualized as the unmediated expesiendated byWR technology

2



which is a set of matezi and sensuous properties contained within a form and which are objective

and measurabléf.

a) b)

Figure 1: a) A Necker cube; and b) a Kanizsa triangl€.

Building off Mas s uhGridshawrarsdaacheruse optacdl illuBiens e u z e
such as the Necker cube and Kanizsa triangle to demonstrate what theyFigaeal).® For
example, the Necker cube istao-d i mensi onal vector graphic 1in
potentialities a multiplicity of possiblecubicimagesemergedrom our perceptual engagement
with this twedimensional graphicSo, his particular spatial arrangement of lirgtands infor a
multiplicity of visual objectghat are as real as the lines themseluether words, the two
dimensional vector graphic is virtually a composite of overlapping cubes. fhieulsyyusageof

virtuality can encompadte applicationsof the Bergsoniafeleuzian conceptionf virtuality.

6 Mark Grimshaw and Tom Garne3pnic Virtuality: Sound as Emergent Perceptiblew York: Oxford University
Press, 2015)159.

7 Reprinted fom Grimshaw and GarneSonic Virtuality 162 and 164, © 2015, with permission from Oxford
Publishing Press.

8Brian Massumi, A E n v The Dxdondi Harglboak lofeVirthalityedt Magk| Grindshaihagaard
(New York: Oxford University Press, 2014) see al s o Rarablesufonthd\drtudh: Movkment, Affect,
Sensatior{Durham, NC: Duke University Press, 2002).

® Grimshaw and GarneBonic Virtuality 162 65.



Because of thid, use the term in its popular serieethe most partclarifying where | choose to
employ the BergsoniabBeleuzian notion of the term where needed.

Gri mshaw and Garner 6s e x aidemh @gportugity tommetor i ¢ al
clarify thatthis dissertation is about virtuapace Space isanother contentious term; for our
purposes, however, | define it asnedium in which entities are positionally relatédwve take
how we experience physical gjgain everyday life to be unmarked spag®twithstanding the
considerable variation in our experiendeanyc oncept ual i zati on of spac:e¢
this default space might be read as a virtual space. Maps ofi@ddl locations and computer
generagd ludic environments alike would qualify as virtual spaces.

So, like virtuality,the concept of virtual spaée operended in the extremeven if we
have deelfor how to use the term. For the concept to be of any theoreticiuber clarification
is in order. Firsdesdc¢oimbimagnaydi analesineg how
virtual spaces, as opposed to how music itself nggie rise toa virtual spacé® To that endthe
primary virtual spaces that | talk about in tiissertation are YouTube and dreamlike experiences
but other virtual spaces such as ludic virtual wof@kapter 2)and nostalgic soundscapes of
Poland(Chapter 4pppear asorldswithin worlds in this discussiais a matter of fact, | theorize
the didinction between musias and musidn dreamlike experiencé€Chapters 4 and 5) chose
YouTube and dreamlike experiencast only for their ubiquity in our lives, but because they

answer contrasting questions about technological and cultural mediatiorpitlegshe many

10 Recent examples of musitbeoretical iterature that use the latter approach incllede FindlayWa | s h AVirtua
Auditory Reality: I nhabiti ng Sbundkifecta An IrffeddisciplMansJownalafs Si mu
Sound and Sound Experient@, no. 1 (January 202171 90; Michéle Duguay, iAnal yzing Voca
Recorded Vi r t uldsic Theosyc e Online 28, no. 4 (December 2022),

https://mtosmt.org/issues/mto.22.28.4/mto.22.28.4.duqguay.famdP hi | i p Ki r by, AMusi cal Or i

Space: Videogame Score and t h&ocBlg&Lultural Gdographgsd, ho.Mdulyi cal St
2022) 855 72.
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characteristics that the two virtual spaces sHare ¢ o n danpreirtedested in virtual spaces as
ananalytcal approactthan an ontological category. That is, | see my characterization of YouTube
and dreamlike experiences as virtual spasemy commitment to an approach to describing
interlinkedsubjects, objects, events, and practices as they relate to and interact with each other in
any combination of environments tlgad beyondohysical spacelhrough this perspective, | treat
virtual spacesasspaces, rather than phenomena to be described with spatializing metaphors.

There are foumprimary principles and four secondaryonesinforming this analytial
approach For the former, these are 1) virtual space is embodied, 2) virtual spactuialc
virtual space is social, and 4) virtual space is politialfor thelatter, they are 1) virtual space is
discursive, 2) virtual space is instrumental, 3) virtual space is experiential, and 4) virtual space is
generative. Not all virtual spacesll exhibit all eight but the more of them that a virtual space
does, the more amenalslaid spacés to being transformeidto place that is,for an individual or
a communityto endow space with sociocultural meaning.

Indeed, | demonstrate this placemaking at work in the two virtual spaces by narrowing the
scope tospecific phenomendor YouTubel look at the thriving community of music theorists
on that platform, where tireinteractions with each other and their audiehese fostered a
boisterous place for doing, teaching, and learning music thé®ypart of a spacé hat 6 s
independent from highdearning institutions content creators politically position themselves
variously visavis the academy (Chapter. Bven thennominally egalitariarvirtual spaces like
YouTubetend to reinscribe inequitable social structuyesause oh number of factors, some of
which concern who gets to share in this place and set its(Ghapter 3)

For dreamlike experiences, | contextualizedrgisionto limit my analytical consideration

to the music of the Polish composer, Fryderyk Chopith recourse tdts historical receptionTo



a degree thatds per h aposerintheriNesterntar dusibtiaditiamy ot h e r
of Chopi nds c o hearmgrhsmusk abieaantike expepemeewith some of them
evenexperiencing thesécariously. The spatial meanings they attribute to these experiences, such

as idealizedonic images of Poland before the Third Partition (1795) or the November Uprising
(1830'1831),reflectt h e s e Idesised anséormsthizse dreamlike experiences of music into

aspacée hat 6s simultaneously personal and communa

Letés turnnowto the eight principles | set out earlier:
Virtual space is embodiedihe first principle is perhaps tiheost counterintuitivenesince
virtuality is popularly mistaken to bthe completeantithesis of realitya misapprehension that
resulsin some conceptual incoherendelhe fact is evenVR technologies are designed to play
on our bodily responses to environmental stimuli to immerse aipanticular worldDreaming is
the flip side of this, since our bibg sensations modulatke virtual world we dream up inste&d.
Even in the most engrossing reverie, the body ismtEsend not only in how we draw on our
cumulated lived experiences in meatspace to make sense of and to immerse ourselves in the

fantasy, but our mind wanderingalso manifests itself in changes in our bodily behavidrs.

IMassumi ament s t he ¢ o mmodirtualsealigghasa short chnceptual hdife, bendingi rapidly

to degradento a synonym fotartificialdor simulationpused with tiresome predictability astonyms foigreality 6

The phrase has shown a poainced tendency tdecompose into an oxymordn a creature of the p
warrant on its usefulness as a conceptualdd®ir i an Massumi , iSensing the Virtu
Hypersurface Architecturé8, no. 56 (June 1998): 16.

12 Jennikr M. Windt, Dreaming: A Conceptual Framework for Philosophy of Mind and Empirical Research
(Cambridge, MA: MIT Press, 201581 91.

BMariana Rachel Dias da Silva et al., AMind and Body: T
in New Pespectives on MindWandering ed. Nadia Dario and Luca Tateo (Cham: Springer International Publishing,
2022) 59 75.



Moreover what bridgsvirtuality with realityis precisely the bodyas distressing stimuli are those
most likely to shock us out of our dreamlike experiences.

The body phys noless important a rolan the spectrum of virtual spaces in between the
mirrorimages olVR and dreamingGrimshaw and Garner explain that the virtual world of a video
game i s Qs henvironments dnd possibilitiesgenerated by the gafhease and that
are manifested, in the case of environments, through visual and auditive means and, in the case of
possibilities,opportunities for engaging with and affecting those environments through a variety
of usually manual tools enabling an intet@e humarcomputer interfface (i t al't ¢ s mi
Similarly, our experience of virtual communal spacgh as YouTubés a multimodal one in
which tuch and other newisual senseplay an understated but crucial role.

Therefore, m my discussions dhe space/place engendered by ¥YauTube music theory
(henceforth referred to as YTMTpmmunity on the one harahd dreamlike experienan the
other | emphasize the role of the bodyn t hese virtual spaces. A cC
appearance play substantial part in their communication and how their content is received
(chapters 2 and 3). Some of the practe®souraged in YTMTespecially those related timythm
and meter, foreground the body and the phys¢itelpters 1 and 2)ikewise, | take care to address
both indream bodily imagery anelxternal bodily sensationshether in examining what others
have reported (chapter 4) mry own experiencehapter 5).

Virtual space is culturalAs a phenomenon, diming or, at least, how we talk about it
0 is both highly impactful on and heavily influenced by cultubeeams tend to reproduce
el ements of what wedére familiar with in wakin

A

culture in that trivial sens& hat 6 s not to say that our cul tur

14 Grimshaw and Garne8onic Virtuality 16Q 61.



transparent reproduction of our dreamlike experiences, howevezxample, the stereotype of
dreaming as a nonsensical sequence of bizarre imagery is not borne out by empirical dnalysis o
dream reports, yet that s how dr ¥ Rather, ther e 1 e |
relationship between dreams and cultureiscomplex | show i n my survey o
historical reception in dreamlike terms, dreaming had a range oftatiomg and associations that
could be valued as positive, as in the contexts of early German and Polish romanticism, or negative,
as when dreams are invoked in a nineteestiitury and earlwentiethhcentury discourse that
soughtto devalue and stigmagavhat was seen as femininity and sentimentality (chapter 4).

As for YTMT, content creators devote much of their creative and contemplative energies
to repertoiressuch as Western popular music, jazz, film music, and video game mustbethat
feel havebeen underrepresented in traditional mushaoretical pedagogyvhere the traditional
focus on Western art music means that many see a disconnect with their everyday practices of
musicmaking chapters 1 and 2). Even s;osetstiemMMMMTdoes nd
mi ght al so be understood as a space thatdés 1in
be experienced as hostile by thos@hapernd. donodt

Virtual space is socialEngineered soail i ty i s at t he -basede of
economyYouTube affords certain kinds of social interactions between users; a viewer can engage
in conversation with the content creator and other viewers through the comments section. Also,
the contemporary tgle of YouTube educational videos is very personable in feel and
conversational in tone, and that fosters a sense of sociality (chapter 1). However,T u b e 6 s

algorithmd as a reflection of audience behavior, corporate interests, andladare desigh

15 G. William Domhoff AThe I nvasion of the Concept Snatcher s: T
Continuity Dikanpng27hrosl [8arclo 2017) 14 39; and The Emergence of Dreaming: Mind
Wandering, Embodied Simulation, and the Default Netdew York: Oxford University Press, 2017).
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recanmendgand therefore classifiesgrtain kinds of content armbntent creatorwith far more
regularity than others. This it does in a way that often replicates social inequities that are present
in Western society (chapter 3).

Conversely, thougive mightinitially balk at the notion that dreaming is social given that
dreams are perhaps the archetypal example of private experience, social imagery is in fact
pervasive in our dreams, even if that aspect is underplayed in our cofmmsjgonceptions of
dreamng. Moreover, we do shaeed compareur dreams with one another, which adds another
layer of sociality to dreamg. Some historical cultures even put the music as dream trope into
communal practice,aseln ced by F®I i wepoe of ho &d andeotherd féllento
deep reverie as they listened to Chopin perform (chapter 4). Such dreamlike experiences with
music can provide us a way to virtually commune with those who are temporally or geographically
separated from us (chapte:

Virtual space is political When there are competirgroupsin a space where people
organize themselves sociallyere is politicsl 6 ve al l uded to the camouf |
hierarchical structures that govern YTMT (chapter 3). Politicsnelstebeyond the intangible
confines of the virtual space, tobhe very foundation of YTMT is its orientation and political
selfpositioning visavis the academy (chapter Gontrarily we mi ght t hink of o
dreaming and other introspective beioa as constituting a withdrawal from the political, but
nineteentkcentury Poles used the language of dreanrsfwrepolitical actionamong themselves

and sympathetic neRoles(chapter 4)To call attention talreamlike experiencds also to call



for an ethical reorientatioof music theorytowardshighly personal ways of engaging with music
that have typically been sidelined in the fiétiapters).t®

These foumprimary principles are foundational to the placemaking of virtual spaces, and
this isperhapsa good time to remind ourselves that the production of place is inherently political
in that it involves demarcate boundaries and deciding who gets to Bél@sgfor the four
secondary principlesheybuild on the four primary ones in that tlieydependent osome or all
of thesebeingoperationalas | discuss belaw

Virtual space is discursivdt goes without saying that discourse and the production of
knowledge is at the heart of YTMT; both have cultural, social, and political ramificatioagtérs
1i 3). To what extent do YTMT content creators reflect on what they do, and do they take
accountability and responsibility for the implications that their videos have beyond the aesthetic?
Also, if we are to take the political claims of some eantreators about their brands of theory at
face value, are those claims backed up by a commensurate rupture in epistemology and practice
from the academy (chapter 1)?

Discourse is also inseparable from the study of dreamlike experidwgs ostill@ long
wayfromr eproducing oneds dream experience throug
viable approach towards constructing a phenomenology of dreaffRagher tharviewing this

intertwining of dreams and discursive practices as a critical defeetelbrate the potential of

¥ Vivian Luong, i Ret hi rvikisicn §heor uOsline 23, Lno.v 2 n(duneo 2017),
https://mtosmt.org/issues/mto.17.23.2/mto.17.23.2.luong.html

17See alsdohn A. Agnev 6 s ,IPlace knd PoliticsThe Geographical Mediation of State and SocfBlgw York:
Routledge, 2014).

1 Tomoyasu Horikawa and Yukiyasu Kamitani i Hi er ar chi c al Neur al Representati
by Brain Decoding with DErenpers MeCompathtiondN dleuresciendd (Faeuary ur e s, 0
2017} 1i 11, https://doi.orgl0.3389/fncom.2017.00004
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dreamlike experiences to upend the epistemesognd cognitive modesharacteristic of the
default waking state (chapters 4 and 5).

Virtual space is instrumentarlhat is, individuals or communities leverage the affordances
of a virtual space to particular end@®ntent creators see YTMT as a way to share their musico
theoretical thought and analyses, wheraasy intheir audienceise YouTubeas a space to learn.
Of course, as these videos are monetized, the most watched content creators are able to make a
living off a full-time career on YouTube (chapter Being familiar with the affordances of the
medium of the video essay, content creatoe able to convey concepts that would translate poorly
over text (chapter 2). As f or nirkteenthcentuiy Raes e x per
haveput the dream trope to political useidothershave seen dreamlike experiences mediated by
musgc asa means to access inspiratmrto get in touch witkvhat they saw as femininifghapter
4). Historical contexts aside, we interact with music during our dreamlike experiences in modes
that are markedly different from those that are associatedthdtidefault waking statike the
close reading of scores. After presentatgpologythat distinguishes between the various possible
interactions between music, dreamlike experiences, and analytical interpretation, | show how
dreamlike experiences migtitemselves give rise to analytical insights that are different in kind
from those in the default waking stdthapter 5).

Virtual space is experientiaDur body is the means by whiale develop &eel for avirtual
spaceas a social specigsur (imagned) social interactions within these spaces have the potential
to deepen our sense of belonging. In characterizing one of my objects of study as dreamlike
experiences, I take the position that these &
hgp pen, even i f we most often quickly forget al

noted, dreams are replete with bodily sensations and social flavor (chapters 4 and 5). In comparison
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to dreamsyYouTubemight seem limited inhat only theaudovisualelements of the experiences
it can offer as a platform are formalized, but users can and do extend beyond the screen, such as
taking up musicianship challenges (chapteEYen sosome content creators strive to provide an
immersive experience fahe viewer,with one example in particulananaging tosuturethe
vi ewer s i mmedi ate physical sur r ou mdiudig s , t h
environmentgchapter 2).0On the flip side, the lived experiences of the marginalized are often
sidelined (chapter 3).

Virtual space is generativahe rhizomatic structuseof certain virtual spaces mean that
such spaces have the potential for uprooting ingrained epistemolagatalocially hierarchical
regimes. Given how radically different our cognition can be when we dream, dreamlike
experiences imbue the familiar witinforeseeableneanings that challenge the epistemological
assumptions we take f omhaptgrs 4and ®.dn thdhather hane, the e a v
loose sociabnd discursivestructure of the YTMT community has given rise to a diversity of
innovativeand even improvisatogpproaches ttheorizing and analyzing musieven if most of
these still operate withithe limits of Western epistemological framework for music theory
(chapters 1 and 2)

Having set out the eight principles of virtual space as an aralgfproachl return to my
definition of space as a medium in which entities are positionally ref@hedprinciples suggest
but dondét constrain the tolidualspadesand solthisdefinitiona nal y t
ofspacee s hel pf ul in articulating whhgappr@gacheslc hos e
bring to bear on YouTube and dralike experiencedraw onthe fields of music theory, critical
theory, sociology, geography,game studies, sound studiesgdia studiesphenomenology,

neurosciencditerary theory, and narratology 6 | | g 0 se approaahegchordindnte which
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of these twin aspects of space they emphaszeimmersion in a medium or the relationality
between the entities within said medium.

The theoretical and analytical approachasedshould emphasize immersivitywhen
characteri zing YouTub e 6 dakeaphiristo datadl mow ¢he YTME a p |
community has transformed the undifferentiated virtual space of YouTube into atpldoeso, |
adapt concepts from the field of human geografihapter 1).When | compare the various
approaches that TMT hastaken in light of howgame music, narrative, and interactivéye
enmeshedh the next chapteil draw on narratology, game studies, &mtbmusicology(chapter
2). Later, | invokePi er r e B o u rsdof theuh@alstus ara nhéusie to illuminate the
differing fifeels for the gamé that YTMT content creators haehapter 3)As for dreamlike
experiences, | turn to the neuroscience and phenomenology of dreaming to underscore the
immersion in a virtual wrld that we experience as we dream (chapters 4 and 5). | also employ
Gast on B adibneof thepodtitss of spaceo illustrate the potency that the dreamlike
meanings attributed to Chopi n(éhapteml)Last Idurnhoave h a
Mi c hel Fconeaptaohetetotdpsawhich concerns those pockets of space that suspend the
relations and logics that suffuse ordinary and hegemonic spgadesther theorize the historical
practice of how listeners sought out dreamlikpexr i ences whil e | isdstening
then extrapolate this toow we in the present day might join in this culturally and semiotically
rich practice, thus situating ourselves in a virtual interpretative comm(ghifpter 5).

The theoretical anénalytical approachesisedshould emphasize relationality paired
my theorizing of <content -awis theaacanemy sitkrpailciatuil ¢ als
idea of subjugated knowledgedor Foucault furnishes the insights that local, subjugated

knowledges are from totalizing discourses not necessarily because of their respective contents or
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epistemologies, but because of tfaure and scope of tipelitical claimsthey makgchapter 1).

This is carried over in the next chapter, where | contéixau¢ghe enthusiasm for theoretical and
notational rudiments relation to how music theory has traditionally been taught in the academy
(chapter 2) Given that a core metatheoretical claimPn er r e Bour diigtbabis f i el
embraces a relatiohapproach rather than a substantialist dnese it to theorize how content

creators position themselves within the YTMT spécieapter 3)° For the latter half of the
dissertation, | combine a tripartibdassification of subjectivpositions, in which who or what is

doing the dreaming changes (chapter 4), with a typology of the possible interactions between
music, dreamlike experiences, and analytical interpretattoapfer 5)| alsoreconcileFouc aul t 6 s
heterotopiaswhichFoucaul claimsneed to be understood in terms of how they function in relation

to all other space€wi t h E d w arhirdspaSemjtrialécgc model for understanding how
hybridity arises fronhe interactions between various conceptions of s{wapter 5)

Il n brief, | 6ve described the themes that t
explore in this dissertation, a mudthroughoetthid e mons
dissetation In doing s, | ptesented the contents ofghdissertation ira fragmented, almost
dreamlike way In the interest of clarityld | | nt éng tsa tdei scententsimd rfinaven 6 s
conventional, narrative formThe dissertation is composed of two halves: one, halffich
encompasses the first three pteais,concerns YTMT other concerns dreamlike experiendss.
the theoreticahpplicationsand literature reviews are specificaach half, | defer my discussion

of these to the appropriate chapters.

¥®John W. Mohr, f@ABourdieubés Relational Method in Theory
and I nstitut i on sApglymgREelatBraaicSkciolagy:Relatidns, Bletwornks, and SqaetyFrancois
Dépelteau and Christopher Poly@®ew York: Palgrave Macmillan US, 2013)0% 35.

22Mi chel Foucaul t, Het&otopi®and the Cityfiana tieven,Dé Cautar and Michel Dehaene
(New York: Routledge, 2008211 22.
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| start off the first chapter by situating and contetizing social media music theory
(SMMT), and YTMT in particular, in the broader world of public music theory. After that, | launch
into an overview of the themes that suffuse these three chapters. What kinds of knowledges,
practices, and objects do memnbef the YTMT community occupy themselves with? Does the
YTMT community define itself differentially in relation to other communities? To what extent is
this difference reflected i n t hobjectsdnMinterralo mmu n i
socialstructureand to what extent this differencea product of political positioningffer three
theoretical tools to answer these questiansodel ofvirtual space and communal placemaking
a tripartite conceptualization of the interrelationships beeasn a communi t y 6 s k
practices, and objectand a model for comparing two communities that are oriented towards a
commoninteresd i.e., music theoryn this case

| go on to survey the history of YouTube as a platform and YTMT as a phenomenon; after
that, | dwell on the affordances that YouTube has for musical theorizing both in the sense of and
as an aestheticized, intellectual pursuit, and | offer an updatedgypfur the kinds of musico
theoretical content that YouTubers produce. | close the chapter with a consideration of the political
positions that a representative sample of content creators on YouTube have taken in relation to the
academy. Characterizingabe positions as thatizen theorist the gadfly, the outsider and the
revolutionary respectively, | turn to Foucaultdés not
political positions.

The second chapter takes a closer look at the mtissayeti@al content of YTMTand the
perspectives that this content embodiesonsider how YTMT has been fartile ground for
theorizing notational and theoretical rudimentang analyses of film and game music to illustrate

YTMTds innovatiors, i hothddreegatbe fdemestion o
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claims are backed up by a commensurate rupture in knowledges, practices, and objects, | consider
how music theorists in the YTMT community have approached game n@ysgcifically, |
contrast the appaches of the two most subscribed and most widely consumed YouTubers who
specialize in theorizing game musieb® Music Theory and Scruffy.

8bit Music Theorybés approach exhibit-s a pr
rhythmic structures andorm and tendency to reify game music into stable transcriptions
divorceable from their ludic contextso, italigns with traditional musictheoretical pedagogy in
jazz and <classical cont ext s. Conversely, Scr
spritually closer to how ludomusicologists in the academy study game music and Sbartd.o
channels have substantial differences in the format of their video essays, too. Wit &&issg&
Theory prizes transcriptions and the communication of theatedied analytical information
through notation, Scruffy, whoods also trained
essays that are just as notable for their immersive qualities as for their 4tihesiogtical
contributions. | end this chapteiith a brief discussion of how creative contemterm | use to
meanboth original content and participatory culture content such as covers, arrangements, and
remixes, might be read as implicit acts of musical theorizing or analysis.

Chapter 3eorients he discussion away from discourse and back towards social structures
| begin by critiquing the libertarian ideology that suffuses the-isefje that social media
corporate interests present. Marginalized and minoritarian content creators face arimphiti c
achieving equitable representatioriiMT as they struggle against an uncooperaigerithm
What ever YouTubexécstiveem gihrte esrasy ,anfbuTubebs al gor
valueneutral for itreflects audience behaviaprporate iterventions,and valudaden design.

That said, audience behavior and the unstated biases of hegemonic sections of the YTMT
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demographic affectontent creatorsnore directly, too.To theorize how content creators are

situated with relation to each otherYAWMT and the resources or strategies to which they have

access in order to better position themselves, ltuRieweBour di euds fi el d t heo

in its totality (i.e., along with hisoncomitantoncepts of capital, habitus, aifidsio) in response

to Gabe I gnatowbés and Laura Robinsonds caut.

0]

practical valwue in one or two parts of Bourdi ¢

0 e u V?rLast, Icexplore how marginalized conterteators have positioned themselves in this
field through four case studigdrough which | explore varyingsues of gender and sexuality,
race and ethnicity, class and education, and access (or lack thereof) to metropolitan culture.

The fourth chapter dmarcates thesecond half of the dissertatioklere, Iset forth a
framework for the analytical interpretation of our musical experiences in states of consciousness
other than the standard waking one. | tiedfmow how dreamlike experiences invoke virtual
spatiality, and | demonstrate this virtuality on threenfs: dreams immerse us in a virtual
environment in which we feel we are bodily situated; dreams are virtual in the Bergsonian
Deleuzian sense that they engender an immanent multiplicity of potentialities; and the only way
of ensuring ouaccesgo previows dreamlike experiences is through inscribthgse experiences
within a representational mediuf@.g., by writing it dowh

For the purpose of making firgrained distinctions about musical dreamlike experiences,
| present a tripartite classification aftgective positions, corresponding to the idea of grammatical
person in Englisland many other Ind&uropean languagesy as to clarify who or what is doing

the dreaming when we talk about music and dreamlike experiences. So, while the topic of music

2’Gabe I gnatow and Laura Robi ng o b h enfoPriatei, Canmi@ation®i e u :
Society20, no. 7 (July 2017p62.
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and dreaming is a weltrodden one in musicology and music theory, | demonstrate that the
perspective that people have almost invariably inhabited when writing about the topic is one that
places the act of dreaming within the music; in other words, a pig@ssage of music readas
dreamlike, but not necessarily experiencedas$uchr e f er t o -ptehrisso ma sp etrhsep €id 1
To show the benefits and the limits this perspective has, | undertake a thorough
examination of the dreamelated discoursarounda specific repertoirewhich isthe music of the
Polish composer Fryderyk ChopiReferring taboth historical sourcefsom the long nineteenth
century and recent academic writing the subject| show thath e ¢l ose reading o
music as deamlike hinges on a twronged strategyThe first part of that strategy involves
identifying semantic objects (e.g., with recourse to topic theory) and ungrammatical syntactical
concatenations and attributing dreamlike connotations and affects to Titesesecond part
involves imbuing the analytical facts uncovered in the first part sottioculturalmeaningby
placing these facts ispecific historicaland culturalcontexts | identify three of theseearly
German Romanticism and idealism, Polish malesm and Romanticism, arttie lovehate
relationship with sentimentality and femininity cultivated in certain Western European cultures in
the second half of the nineteenth century. | end the chaptermithan al ysi s of Chopi
in A minor, op. ® no. 1, so as to demonstrate the limits of the {bébon perspective.
In the last chapter, | open up the remainder of the subjective poditictngoretical
scrutiny, contemplatingvhat it meanso analyze our dreamlike encounters with music froreghe
(i.e., the firstperson and secorfmkerson perspectives). After introducing a typology that
distinguishes between the various possible interactions between music, dreamlike experiences, and
analytical interpretation, | consider various permutations bjestive position and interaction

type, and | explore some of these with reference to dijatent phenomena such as
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microdreams (or sleepnset imagery), mind wandering, and nightmares. After that, | bring
together these different subjective positiomsl anteraction types in the context of a single
example which isto consider thesubversive potential of th@storical listening practiceo have

dreamlike experiencess one listens o0 Ch o p i. Mé&el dravwonk @ucaul t 6s conc
heterotopipa nd Edwar d Soj ads Thi r.dcopchudedyeitemting thadh me my
the framework employed here is applicable not only to other repertoires and practices associated
with dreamlike experiences, but to repade and practices associated with other altered states of

consciousness as well.
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Chapter 1

Discourse, Power, and¥ouTube Music Theory

Despite what their opponents mi gradicatecmusicalm, It
hierarchiedi t 6s t hat they want to ensure that their
at the gates arenot tearing down walls; they

8 William Gibbons,Unlimited Replays: Video Games and Classicakht

How would I do things differently if 1 had to
was learning and try to apply them to the music | loved, pick songs that mean something to me
and try to break them @rowngodd patobiatbl yetw,oulb atn
The point is to see what these concepts look like in action, and, more importantly, to see which

ot her concepts | wasndét being taught.
d12tonel Cory Arnol d], #fAHow |16d Leard Music
Thereds no question that the Internet has r e\

knowledge. The advent of Web 2.0, a platform built on an ideological foundation that emphasizes
participation and sociality and a set of technological iations® was the catalyst tsocial
medidds eventual wubiquity and permeation into ou

to platforms or websites emphasizing user participation andgeserated content, such as

1 William Gibbons,Unlimited Replays: Video Games and Classical Mijsiew York: Oxford University Press,
2018) 165.

212ton€lCory Arnoldl,iHo w | 6 d L Ehaaryr{lf | Nad & iStart Ove June 182021, YouTube video, 0:29
0:31 and 1:01:18, https://youtu.be/2pirdPK5av.U

3 These technological innovations included Adobe Flashi\R8anple Syndication (RSS), and Asynchronous Java

Script (AJAX), Andr eas M. Kapl an and Michael Haenl ei n, AfUser s
Opportuniti es BoshessSHoiGzong3, no.MdJdnuary, 2010§0i 61. The term Web 2.0 wgacoined

by Darcy DiNucci, an author and web designer, Vingt introduced it in a magazine article from 1999. It was

popul arized by Tim Ob6Reilly and Dale Dougherty, who i n:
2.0 Summit). Thoughtheter i s often wused in relation to a business |
practices that seek to capture and harness the creati
renowned media scholar Henry Jenkins critiques # logpost, | follow Grant Blank and Bianca C. Reisdorf in
emphasizing usersdé interactions and the participatory
tebm.Dar cy Di Nucci , f Arint Mggazineb8, ead 4 (F999)3a, 224i 220 Grant Blank and Bianca

C. Rei sdor f, A T hleforrRadon,tComuiurpcatioro& Spciel@enb. 4 May 2012)537 54; Henry
Jenkins, AWhy Participatory Cul t Popaunttisngbldg)tMapid, BO1® . 0: So!
http://henryjenkins.org/blog/2010/05/why_patrticipatory culture is_n.html
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Wikipedia, YouTube, TwitterReddit, and TikToK; their influence has democratized access to
and the production of knowledge at an impressive, globalized sddlesic learning and
musicmaking, too, have been swept up in these tumultuous waves of E¥ssf. the broad
umbrella of practices and discourses in relation to musical objects and activities that we might call
Amusic theory, o t hi s-faclitated demaocratizaboh of knewdeldge ashersg i ¢ a |
in a particularly prolific age of thei@ing music’
We, in the academy, are neither immune nor even fundamentally opposed to these changes.
As Miriam Piilonen asserts,
The social media world of music theory is both a scrappyitBmurself space and a
serious aren#or important musidheorizing. It is a space for community and a site for
exploitation. It stands apart fromcademia but is also entwined with it. Music theory
scholars should want to be awafevhat is happeningith music theory on social media
because it is already arpaf the realityof the discipline. Welcome to tts®cial media era
of music theory?
The idea of an intersection between academic and more public and/or vernacular spheres of

theorizing music is itself nothing new. That these interactions now take @taceocial media

breathes new | ife into the concept of Apubl i

“My gl oss of soci al media resonafi@sgwot p-basédpdplcatiénsn etnd H
that build on the ideological and technological foundations of Web 2.0, and that allow the credtexclaange of
usergener at ed Kaomltemtamd Skeenl ein, 0fiUsdrs of the Worl d, L

5To put this into context, the artificial intelligence chatbot ChatGPT, which is able to generate reams of informative
texts on command, is trained on aadat that consists in large part of such 4gsarerated content.

51t06s beyond the scope at present to treat the transf
musicmaking at length, but, for a varied sample of scholarship on the subjesujtdhe following edited volume:

Janice L. Waldron, Stephanie Horsley, and Kari K. Veblen, &te.,Oxford Handbook of Social Media and Music
Learning(New York: Oxford University Press, 2020).

" To be sure, Web 2.0 comes from a long lineage of technologies that have been put into the service of democratizing
knowledge, such as writing, the codification of vernacular languages, and the printing press.

8Mi riam Piilonen, iiMuds iacTeOliferdHaydboakoliPulBioMusicaTheosil &. Daniel
Jenkins (New York: Oxford University Press, 2022)https://doi.org/10.1093/oxfordhb/9780197551554.013.14
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visibility and reach. Public music theory refers to the production and/or circulation of musico
theoretical discourse and practices, broadinceived, by and for communities outside some
institutionally and culturally privileged, gatekept caste of theorists, musicians, or some other group
of insiderst Its intent is to foster civic engagement around music, and to that intent it leverages
novd technologies.

Public music theory has been put at the service of activism, as in the pedagogy of Nora
Douglas Holt and entire generations of Black worfi@ractitioners of public music theory have
been leveraging new technologies, such as the radidhantélevision, for the propagation of
i nformation well before social medi ads advent
Artist Program onthe New Yotk ased WNYC; Arnold Schoenbergds

as recorded for and broadcastedradio!? and those who integrate the verbal conveyance of

°J . Dani el Jenkins suggests that he came up with the te
of South Carolina, whi ch | first taught in fall 2016,

academy6s ubliomusicteesry prél @t @s t he coining of the JtDaniem publ i
Jenkins, fAAn | ntr oduct iTherOxforbHaRlbooK of RublidMusid Theod.hJeDamiey , 0 i n

Jenkins (New York: Oxford University Press, 20Z)https://doi.org/10.1093/oxfordhb/9780197551554.013.37

®There is some overlap here with the mor elattersonaedd i shed
music criticism. With regard to amateur mumsaking as a distinctively middielass activity in Western society,

public music theory traces its roots to the earliest program notes, which were first propagated in Edinburgh and London
inthe1 830s and 1840s; to the historian and theori-st Joha
calledLiebhaberin the art of listening, given c. 17885; or everearlierto the generainterest music periodicals that

began sprouting in theecond half of the eighteenth century, suckasi edr i ¢ h Wi IKttischenBriefdar pur g 6
Uber die TonkungtL759 63) andJohanmA d a m H Musikadisch& Blachrichten und Anmerkun@&n66 70). For

a brief account of the rise of program notes and thimeoltural contexts in England that facilitated this practice, see

Christina M. Bashford s b o o kfi Mchta pXtuwest, G: Towar ds a BeogeGraveeMusi€ t he P
and Victorian CulturgBasingstoke: Macmillan, 2003)15 42; see also hdvookThe Pursuit of High Culture: John

Ella and Chamber Music in Victorian Lond@¢Rochester, NY: Boydell Press, 200A)so, seeMark Evan Bondg

book chapter fi T uLielshaberoto Kenner Forkel ds Lectures onli&®2 TRAritnof L
Oxford Handbook of Music Listening in the 19th and 20th Centugi@sChristian Thorau and Hansjakob Ziemer

(New York: Oxford University Press, 201,9)45 62.

Samantha Eges HbMbtasDdagthi ngs of ThaOxibidaankbook bf ®ubkici cal C
Music Theory ed. J. Daniel Jenkins (New York: Oxford University Press, 2022),15,1
https://doi.org/10.10%0oxfordhb/9780197551554.013.21

23, Daniel Jenkins, i Slhé @xfonl blandbgok sf Public Masic THéaetl. §. Dandel i n
Jenkins (New York: Oxford University Press, 2022)13, https://doi.org/10.1093/oxfordhb/9780197551554.013.35
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analytical information into their televised performances (as opposed to its separation from the
listening experience, as mogram notes or preoncert talks}? such as Leonard Bernstein, Glenn

Gould, and Wynton Marsali¥wWh at 6s particul arly exciting abot
how public music theory is conducted is the fact that anyone with a device and an Internet
connection can participate in public mustbeoretical discourse, whethin the form of watching

and commenting on YouTube video essays on music theory and ahalysisting musico

theoretical concepts on Facebook, Twitter, and Discord; posting and sharing memes about music
theory on Tumblr and Instagram; or starting Mrausical challenges on TikTok.

Despite the promise that this Web -2a@ilitated democratization of knowledge holds for
musicotheoretical discourse, Roger Mathew Grant warns that we in the academy should not only
pay attention to this development, bilgcacontemplate its implications and consequences. He
explains the latter as follows:

As a set of tools for describingandh d er st andi ng musi cds f or mal

music theory works to shape social interactiofith its repetitions and itsiérarchies. It

rewards certain types of engagemeants] it penalizes inattentioto certain rules and

norms. Music theory delineates structure and it helps ofieitnd oneds pl ace
Moreover, participation in music theory is retentive becausedburages the replication

13 For more on preoncert talks as public music theory, e ot t Bur nham, @d60nly Connect 0:
PreConcert L The Oxford élandbook af Public Music Theoeg. J. Daniel Jenkins (Oxford University
Press, 2021),iB, https://doi.org/10.1093/oxfordhb/9780197551554.013.27

“Dave Headlam refers to this synchrony of verbal i nfo
chapter,i Musi c al I nformance: Per f or Tina @doed Handbook offPabliciMudico r ma t i
Theory ed. J. Daniel Jenkins (New York: Oxford University  Press, 2022)j 131
https://doi.org/10.1093/0xfordhb/9780197551554.013.2

15 Some commentators and beology enthusiasts, especially those in circles adimcaipensource software,

blockchains, and other abal | e d technol ogi es of fdecentralization,
decentralization of data and content from a small group of congpgnige Google, Microsoft, Meta [Facebook], often
collectively referred to as fiBig Techod) as the next phe

very much describes(potentially problematicyision for the Internet rather thats icurrent state of affairs.
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of its own systems through ritual and routine. So, if music theory is going to be public
behavior, it is to the disciplineds Menefi

Grant 6s war ni ng a dichrcensemne of whattkihds of &lowlezlges] thgores, i
and practices would come to dominate public manifestations of music theory. To what extent does
public music theory replicate or even enforce the dominant mtistayetical perspectives in the
academy?And do these perspectives privilege certain types of engagements, with certain types of
musical objects and musicking peoples?

For instance, one common critique of the field concerns its semreic methods and
assumption$’ This bias towards Westerntation, whose primary dimensions are (discretized)
pitch and rhythm with considerable limits of resolutl8igoes handn-glove with a disciplinary
bias towards Western art music. Even so, transcription did and still does play a large part in the

analyss of oral musical traditon® Gr ant 6 s spotl i ght on the rol ¢

Roger Mathew Grant, fATeaching MihsOxiordfamdbaok of PublioMwGiol oni al
Theory ed. J. Daniel  Jenkins  (New  York:  Oxford  University  Press, 2022p,
https://doi.org/10.1093/oxfordhb/9780197551554.013.36

"Ni cholas Cook is perhaps singular in his sustained cr
his careefong exporation on the issue of music theory, analysis, and performance is summed up his monograph,
Beyond the Score: Music as Performaifisew York: Oxford University Press, 2013)lore recent scholarly work

on this topic i ncl yBdegdamindknpwiedge: TWweatetCentury Musio m Knalysis and
PerformancegNew York, NY: Oxford University Press, 201$ndJudith Lochheadl s  pReapkceiving Structure

in Contemporary Music: New Tools in Music Theory and Ana{fdgsv York: Routledge, 2016).

181n the domain of rhythm, for example, Western notation is built on a framefonlythm and meter that assumes
that a clocklike regularity of timing is a good descriptiontbe musi¢ even if this assumption of (perceptual)
isochrony is untrue for a lotff ®estern music in practiéehence the existence of an entire branch of performance
studies devoted to the study of microtiming and expressive timing.

19 For a review of the ethical, ontological, and epistemological issues in transcribing world musiceist@rmin

notation, seeMuriel Swijghuisen Reigersbedgs book "ndhapser jption and Anal ysi
Perspectives f r omMuKd Tertand Translatiofilomdgny Bloomsbuny, 2013163 73. While

some have defended the practicarahscribing unwritten music into Western notation, most notably Kofi Agawu,

other scholars, such as Glenda Goodman, have noted how the practice of transcription might deal epistemic violence

in racialized, colonialist, and imperialist conteX¥s.Kofi Agawu, Representing African Music: Postcolonial Notes,

Queries, PositiongNew York: Routledge, 20036468; Gl enda Goodman, ASounds Heard,
Music Transcripti on E@heenthGeptery Stuies2,e. d rall 2018). ndrevdKillick
suggests one solution to circumvent the descriptive sh

notationodo thatdéds configurable to anpyfiGhebal sNehatribsnea
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applying, and conceptualizing music theory calls to attention this fact: To the extent that music
theorists engage with performance, we often prefer analyzing shaisieal objects amenable to
repeated examination such as scores and recordings, which are in effect another textual musical
object, rather than att endi(Toge fin even agpmacties r ma n
dedicated to performance, such as gmnance studies, find it difficult to talk exclusively about
the ephemerakf)

As | show, many exampl es of 2ftend o iramdcribene di a
music whose default or preferred ontological state is not a score (e.g., popular muso gan
musicy? and favor labelling pitclbased analytical objects (e.g., chords) rather than those based
on some other musical parameter (dynamics, ti

reflection in social media musigbeoretical discourse on why ths what doing music theory

CrossCult ur al and Compar aAnadlytical Apdroashesto \WanldiNusisno. & Pezembef020)
39i 45.

20Some examples of scholarship that address this poildraBeweld s | i t er AT awar devaeMore Rec
Discourse Between Analysisén P e r f o Musia Analysigd) no. 3 Qctober2020) 414 33; Carolyn Abbaté s

article 7 MuDsriacs t i ¢ o Critic8l Inquyt30, 00? 3 Hpring2004) 505 36; andNicholas Cook s paper ,
AChanging the Musical Object: Mppiroadshésat ebldwlrerk: talt méhn s
Répertoire International de Littérature Musicale, 20095 90.

21 For example, the feminist scholar Peggy Phelan insists on the ephemeraypofgierformance, claiming that
performancdic annot be saved, recorded, documented, oof ot herw
representations: Once it does so, it becomesmesisefiet hi ng
through disappearanceHo we v er Nerea Ayerbe, drawing on schol ars

position, 0 s u-ibhteaPhilipAusiander, adiMarthdn Buskirk, musters a robust refutation on three

fronts: Performanceself leaves behind material and documentary traces, the dichotomy between performance and

its reproduction is increasingly untenable in the face of increasing cultural mediatization, and the failure of a
documentative object to reproduce a performancetigxadtself productivePeggy PhelariJnmarked: The Politics

of PerformancéNew York: Routledge, 1993146;Ner ea Ayer be, fADocumenting the Ep
|l dea of Presence i n DRegstaBmsleira desstumam PReENcE? ono.B dDecemhen

2017) 554 72.

22| use this term in the same way that Miriam Piilonen has adapted it from-dafanct website by Samantha Zerin.
Pilonen,dA Musi ¢ Theory ,@dnd 5%aci al Medi a

23 peter Winkler discusses the political and idemabimplications of transcribing popular music in his book chapter,

AWriting Ghost Notes: The P oKeeding Scora Mdsic, DdiplinaritycCallturef Tr an
Knowledge, Disciplinarity and Beyond (Charlottesville: University Po#sgirginia, 1997) 169 203.
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should look like. To an extent, this has the possible effect of discouraging online discourse around
modes of engaging music that are less amenable to such analytical methods, types of theories and
anal yses t hatpindng dowvh pitch e ehgtltin, ar repertoires that are harder to
sqguare with Western notation. Whether intenti
in public music theory too. For instensawitt, t he
the natives of Chiquitania in the eighteenth century resulted in the displacement, in Chiquitanian
cultural memory, of Indigenous oral musical traditions by the European galant style; the latter was
preserved in the archive at a time when litenatisical practices were being promulgated as a way
of belonging to the colonial public, leading to their crowding out of indigenous prattices.

The Chiquitaniarexample exemplifies the significant sociopolitical implications of public
music theory. The academic field of music theory in North America has been accused of
demographic and epistemological biases through an overrepresentation of cisgender, heterosexual
white middleclass males from the Western woftdhoth in the membership of the field and in
who the field studies; this, arguably, has sidelined women and minority groups. We might pause
to wonder if similar hierarchical dynamics are at work in publigsic theory as it plays out in
SMMT . For every example of public music theo

mission to curate a Black classical canon with aims that we would now recognize as inclusive and

Grant, fATeaching Music Theory in Colonial Chiquitania.

®For a sample of some recent criticism about the field
Danielle Sofer, ASpectrd sTeodh rSieqcu e sT rafc i @@n ttA&visghoitroaorl ys  Mu
Der Gesellschaft Fir Musiktheorie7, no. 1 June2020): 316 3 ; Loren Kajikawa, ALeaders
Music Departments, Hipl o p , and the Chal |l en g elweatiethCénitugy Musicl8c re.nlt Di ffe
(February 2021)45164;, Dyl an Robinson, @ATo Alntersegtibng9, 8ohIo(2009137Be Conc €
44, Fred Everett Maus, #ALGBTQ+ MusicVTheayOnlim@6Pno.d (Marsh2020)n al Mu s
https://mtosmt.org/issues/mto.20.26.1/mt0.20.26.1.maus.htmE |l | i e M Hi s ama Musit Gedryt i ng t o
Spectrumd3, no. 2 (October 2021): 348 3 ; Philip A. Ewel |l , RMaisalc Misiceme yo an
Theory Onling6, no. 2 (June 202Mitps://mtosmt.org/issues/mto.20.26.2/mto.20.26.2.ewell.html
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intersectional rather than the dispement of Eurocentricity with Afrocentricitf,one could name
a counterexample, such as how the Barbershop Harmony Society has historically used music
theory as a means to influence and affirm the
whiteness, racial segregation, and racial discriminatioor, how rap has constantly been
denigrated in the public sphere for the past half a century as unmusical through the racist
application of a narrow understanding of Western music theory as acsi¢o for determining
what 6s musicadd and whatoés not

Despite the seeming lack of barriers of entry to creating and promoting content on social
media, by no means can we assume an equality of reception and recognition among creators, let
alone of renmeration?® Social media platforms are owned by corporations that are beholden to

certain economic, political, and sociocultural interé$tst 6s true that each so

26 Holt, who was highly cemopolitan, emphasized her teaching the interactions between Black practitioners (male
and female), European traditions, and Africamerican folk idioms as they played out in the North American musical
|l andscape. Ege, ANoraabDBlugbchsCHabtsbsalTe&ahbngs af

2’ SeeClifton Boydd s book dilMuptier Theory, Race, and (Thedxf@d@dar ber sh
Handbook of Public Music Thegrned. J. Daniel Jenkins (New York: Oxford University Press, 2022)1,1
https://doi.org/10.1093/oxfordhb/9780197551554.013.8hd his article,i Bar ber shopds Cautiona
Academi c Music Theory: MusicReesrp$pactumb nm 1Pl 2ORI): 82024L et t , O

28 See Benjamin Courfi Ra @ii md i Amat e ur i s nithird FextB4k no.al fJdnudRy2@20) & 61; Loren

Kaji kawa, fAThe Possessive Investment in CInd.8.sSthoossl Musi c
and Depart me nSeaingBdce Adains Coantetng Catorblindness across the Disciglradand, CA:

University of California Press, 201955 74.

2% For example, a study carried out by a public relations firm in conjunctidn Tie Influencer League, a group

fdedi cated to educating and empowering a diverse (groufr
between white and Black influencers on Instagram when it comes to the compensation they receive for marketing.
iIMSL Study Reveals Raci al Pay Gap in Influencer Mar ket
https://mslgroup.com/whatsew-at-msl/mststudy-revealsraciatpay-gapinfluencermarketing

30 Case in point: The Black Lives Matter movement faced significant algorithmic resistance on Facebook during the
movement &8s nascency i n 2014, eenjesdraginglalgaritbms svithshroekinpafacilits t g r o
to bring to the center topics once beyond the pale of public discourse. Even in 2020, TikTok could still be accused of
algorithmically suppressing Black creators and content related to the Black Lives iMattement; this perception

of Black TikTok creators not receiving due credit for their creative labor culminated in Black TikTok creators going

on strike in July 2021. For how algorithmic oppression impacts Black social media us&eysee TufekciTwitter

and Tear Gas: The Power and Fragility of Networked Profistv Haven, CT: Yale University Press, 201¥%4;

Thomas Poell, David B. Nieborg, and Brooke Erin Duff{jatforms and Cultural ProductioMedford, MA: Polity
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has its own set of features, userbase demographics, and corporate bultdisquieting patterns
of systemic marginalization emerge across all. Likewise, instead of assuming that the world of
SMMT is a democratic utopia, we might consider the extent to which social media musico
theoretical discourse reproduces or reinserifbegemonic social structures, whether those found
in the academy specifically or in society more broadly, and we might theorize why this is the case
along with resisting it.

This chapter and the following one take these twin igsules epistemological nka-up
of SMMT, and its sociopolitical contexts and implicatidénas their starting points. The focus of
these chapters will be on a specific platform, YouTube. In this chapter, | limit my coverage to
YouTube creators who produce Englisinguage content aime most popular repertoires in this
community, which are Western popular music, |
discuss whether and how music theory on YouTube differs from music theory as taught and
practiced in the academy (this distiion between pedagogy and research is key), and if this
difference underscores or even engenders political imbalances. My strategic reasoning for this
move is as follows. SMMT, like the academy, is not monolithic, and to do justice to this public
musicotheoretical discourse one must employ careful reading while being sensitive to the wider
contexts surrounding SMMT.

For example, just as competing conceptions of music theory jostle with each other in the
academy, someti mes e v ehargumentsoveswhatgusi theory méaosr 6 s

are commonplace online. Il n her book chapter,

Press, 2022)99. For how rightvingers took advantage of social media algorithms to their own endsgssie
Daniels, fAThe Al goRiigthlontieddsl7Rb.4 Feboubry 20185 65 A | t

3" Thomas Chr i st ens @heCanbridgetHistgraf Westein Music Bhedrgd. Thomas Christensen
(Cambridge: Cambridge University Press, 2002),
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request that fAsomeone explain music theory in
revealed conceptions ofusic theory as alternately descriptive or prescriptiviact or fiction,
andanartorascienééT hat 6s not to say that there are no
many nuances expressed in the SMMT world about the meaning of music theory,alechnic
information about music seems to predominate the conversation and practices off$RiNIhe
commonalities must be understood in terms of its local context, as this predilection for the technical
manifests itself in radically different ways betweeatfdrms or types of digital interactions.

For instance, the top post of all time in the r/musictheory subreddit (at the time of writing),
one of the most frequented and popul ated musi
Cee Lo Green is actuglabout his girlfriend leaving him for another-gilfriend and him trying
to rationalize it % Piilonen notes that some users on that subreddit insisted that the post was
mi spl aced, and some even responded ,whythnh anal \
instrumentation, and other musical par &@&meter s

an unsurprising backlash gi ven forpeoplewwhb@res ubr e

321n a way, this argument reflects the fact that music analysis, as practised in North American academic music theory,
has conventionally been used in thoégtinct ways: explanatory, prescriptive, and descriptive.Nbadk DeBelli

article,A Musi cal Anal y sTheJouansal of Aesthetics arld Art Gritici&®, 1@o0. 2 Spring2002) 119

35.

#Piilonen, AMusic THeory and Social Media, 0

34 In her conversations with three SMMT content creatofshley Greathouse 6t Musi ¢ Theory Augment
of the firstand mostwek nown Tumbl r accounts for music theory memes
consulting service for artists, songwriteend producers; and Cory Arnold,-creator of the YouTube channel

12toné the three emphasize the analytical, practical, and artistic dimensions of music theory, respectively.

/St ampeder, fATheory: O6F*ck Youd6 by Cee Lo Green | s Ac
Ex-Gi rl friend and Hi m Tr yi ng post, or/imuSictheoryo Apall 10z €015] t , o R
https://www.reddit.com/r/musictheory/comments/322nb6/theory fck you by cee lo_green_is_actually about/

%¥Piilonen, fAMusic Thiddhepoands Soespbndedi aeém3to have be
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Example 1.1: Prototypical wversion of 7

about composition, cognition, harmony, scales, cempoint, melody, logic, math, structure,
notation, and also the overall history and appreciation of usi¢ and not a *Wword ab

But that kind of interactive space d-iffers
El even Polyrhythmo meme. As a form of what
mu s i c ¥ both gnendes originated on social media platf@rfacebook inte case of 0
i ®ana YouTube andEllenvsedmagRalmy rfhoyrt hiints . 0 A The L
motif that supposedly crops up time and time again in music from a wide variety of traditions and
styles, such as classical, jazz, and popular m{istample 1.1); the musicetheoretical work
consists in identifying instances of this motif in various contexts (e.g., transpositions, metrical
frames, etc.). Afor the 7/El even pol yr hyt hm, itds fAan unpr e
meme ¢é that crossed f r ohltevep coavierieace stores,candack t f o r
a g a 1° wheré@ users share videos of themselves tapping smainsteleven polyrhythms in

front of the eponymous convenience stores, thus digitally engaging in a communal and embodied

practice of a rudimentary theoretical concept.

Sfr/ Mus i ¢ Mfithse/ewwyreddit.com/r/musictheory/

%See, e.gPaulaHarpdrs afiBEY¥ONCE: NigambksTanld t hPepuMiMssicard Sosieth u m, o
42, no. 1 (January 2019): &d1.

®The original Facebook May26u2p23litss:/\iwlvliaeebdok.cork/thelickpacge/c e s s e d

OPijilonen, f@AMusi c T h €e YoyTukenAdlanS\easeems to Hebepdrisible far popularizing
this meme, if not creating it; see Adam Nedly;11 Polyrhythrms 6 February 25, 22018.9 . YouT
https://youtu.be/U9CgR2Y6XQ4
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Despite their flippant humor, memes are central to the transmission and construction of
knowledge in digital commuties** with the potential to either relay or break with dominant
discourse$? For instance, memes about music theory propagate certain tropes about the field, such
as an affinity between music theory and STEM (Science, Technology, Engineering, and
Mathematics) disciplines; in the case of thé&leven meme, it encourages physical gestures that
embody musical numerical complexity. So, though these two exadntiies/Eleven meme and
r/musictheorg both foreground the value that technical musical informahiolds for SMMT
communities at large, one tends towards the discursive and the regulative while the other the
practical and the participatory.

What | hope to convey is that our understanding and theorizing of the SMMT world needs
to be sensitive to the clateristics unique to each of the possibtéual spaceghat constitute
SMMT. Like other immersive media, these virtual spaces localize our perceptual field (in this case,
to part or all of a deviceds sceraseragcrosstmany t he:
timescales (in regime or over the long term), all of which may apply simultaneously. The ways

in which a particular virtual space redirects our attention, modulates our perception, and shapes

“Piilonen theorizes memes as a form of #fAunoriginal gen
Perloff. For Perloff, citational dntertextual poetics characterize tweffitgt century poetics, especially for Internet

di scour se, although Perl off doe dMarprie PerleffkUaorighhal Genkigp | i ci t
Poetry by Other Means in the New Cent(@hicago: The Uiversity of Chicago Press, 2010).

42 The social anthropologist Anahita Neghabat claims that th#-yliurself aesthetic of the meme make it a

particularly potent tool for marginal i zedowmgknowkedges ft o r
production commonly performed by hegemoni c, establ i sh
Foustad Harbo sees memes as an integral part of what the Italian sociologists Donatella della Porta and Elena Pavan
call ireperigei peacaof cles@dwl & danmneotdderograssiva sogial modemgnitstwadre y

these practices aid the elaboration and experimentation of alternative epistemdlagiashi t a Neghabat ,
Austrian Memes: Reflections on Reclaiming Political Biscr s e t h r o u @ritical Menms d&Readed: Global

Mutations of the Viral Imageed. Chloé Arkenbout, Jack Wilson, and Daniel de Zeeuw (Amsterdam: Institute of

Network Cultures, 2021)137738; Tenna Foustad Harbo, il nt er meSocialMe me s a
Movement s: Ret hi nki ng Economi Discéursd®) Edntext & Medigdi (Reaembeo n of E
2022) 179, https://doi.org/10.1016/j.dcm.2022.1006Donat el | a del l a Porta and EI en
Knowl edge Practices: SociQuilitaiv®Reseaneh m Oganizationgandiasagemént Cr i s i
12, no. 4 November2017} 297 314
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our social interactions define ourexpee nce of that spaceds particu
spaces, too, are (literally) tangible, both in terms of theused experien@ one navigates

through these platforms with a series of physical gestures (clicking with a mouse or tapping on a
scre@)d and the underlying physical infrastructures, most of which are kept out of theeralr 6 s

sight. So, the inherent physicality differs from one virtual space to another.

That said, these virtual spaces alrde, mokhuter
viable alternatives to physical spaces; that is, theplases*Th at 6 s because these
gain sociocultural meaning just as they cultivate a sense of belonging and ittegtitg through
communal usé? as is the case with physlcspaces. In their critique of how area studies have
clung onto geographical notions of area when globalization has shifted this division, Gavin Walker
and Naoki Sakai write that A[our] belonging t
placej ust being there for us to belong to withot
in a place is always of our own makidging, of ourpoiesis 81 6 d | i ke to inver:t

Sakai 6s phrasing without detlacacaseermauraldespitta t hei |

43 In the field of humanistigeography, one ohe classic testadvocating the analytical productivity of a distinction
betweerspace whi ch compri ses mat hemati cal, measur aflacee, and f
which is concerned with the wide array of livexperiences in that same world, is-fYiu Tuands Spaoenogr aph
and Place: The Perspective of Experieffgnneapolis: University of Minnesota press, 1977) Tuands contr i b
to this concept is how he temporalizes these notions: For him, space rd@fetsttcat whi ch al |l ows mov «
feach pause in movemento enabl es t heSpacegandhMaiéd Faonant i on o f
argument for incorporating the concept of place into sociologyTemas F. Gieryns | i t er,at8psice r evi e\
for Pl ace AnmualReview af Satiglo@p, 0o. 1 August2000) 463 96.

“0f course, Henr i L eTheRroductndaof Sphd€ambriiget MAoBhackivell,t139kkkhprts

us to pay attention to the lived experience efthwor | d. That said, Lefebvre doesnoét
preferring to work with various trialectics of space in his thinking instead. Edward Soja synthesizes his reading of
Lefebvre and other thinkers such as Michel Foucault and belliooks 0o A Thi rdspace, 06 a term h
from Homi Bhabha. SImeneyS o) Lasd Angelesoamd Qthea Radiimagined Places

(Cambridge, MA: Blackwell, 1996).

®Gavin Wal ker and Na ok PosifioaskAsia Critiqué7hne. 1 B-ebduarg 201904 r Thaais, 0

the division of the West from the Rest has moved away from geopolitical lines towards biopolitical masses (in the
Foucauldian sense of how human life itself is managed under regimes of authority over knowledgeampdwe
subjectification).
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the constructedness of belonging, and that applies to real and virtual spaces alike. In fact, in 2007,
the literary scholar Angela Thomas observed that, for digitalyn nect ed yout h, #fth
dichotomy of online andffline, or virtual and red the digital is so much intertwined into their
|l ives and psyche that one [the vi r*Eueactallier,i s ent
in 1999, the sociologists Berry Wellman and Milena Gulia argued that networked individuals form
communities that are no less meaningful than those localized in physicaf Space.
|l 6d | i ke to propose a f r amtheooetichl communites he br
including SMMT, through which | situate my study on how certain kinds of music are theorized
on YouTube. Allow me to first make some methodological clarifications on my use of the term
virtual space in these chapters, which conegaton the discursive aspect of virtual space. Here,
| use virtual space as an analytic rather thart
though these discursive and communal spaces are different from physical spaces, these virtual
space each have distinctive properties and are best understood as exhibiting what Ludwig
Wittgenstein famously dé&%Scribes as Afamily re
For example, all virtual spaces are situat
exactitude ad consistency. That is, some virtual spaces lend themselves to neat definition while
others are fuzzy and nebulous. It seems straightforward to restrict the virtual space of Reddit music

theory to the r/musictheory subreddit, which is located at a fixddiaigue Internet address that

46 Angela Thomasyouth Online: Identity and Literacy in the Digital Afféew York: Peter Lang, 20073.

“Barry Well man and Milena Gulia, MWN¢itr tSwalf eCe mmiwmidtti eRsi
Communities in Cybepace ed. Peter Kollock and Marc Smith (New York: Routledge, 1998).

48]n 865i 71 in thePhilosophical Investigations Wi t t genstein considers the categor
crop up and disappearo across different groupings of g

to characterize these si mil erarious esembiahcasnbetwetnanmeinbens ofme s e mb
family: build, features, color of eyes, gait, temperament, etc. overlap ang¢tarisss s i n t h eLudwgme way .

Wittgenstein Philosophical Investigationdrans. G. E. M. Anscombe, 3rd ed. (Oxford: BlackwEd67), 32 33.
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neatly envelops all of its posts (all r/musictheory posts have an alphanumeric identifier in their
web address). We could also confine the Reddit music theory virtual space to a primary mode of
interaction, which are Reddisue r s r es pondi n g -based) pessscatthough thee r 6 s
sharing of files, images, and videos does happen in limited ways. The virtual space of, say, the 7
Eleven meme, on the other hand, is much more fluid when it comes to the locations, angracti
and agents involved, even if the virtual space itself is centered around a single musical idea. One
might find the idea that theEleven meme itself creates a virtual space unintuitive, but | wish to
keep the concept open.

Addi ti onal | yed witlva partieularapphicatienr ohthe idea of virtual space,
which is to characterize a digitally emplaced community whose identity lies in a set of discursive,
analytical, embodied, and other kinds of practices featuring musical objects. On the one hand
these spaces resemble what the educational t
practice, o0 in which people fidevel op, negoti at
world through shar édn the stheroharidetise spates &ree mrtheif ng. 0
rhizomatic structuré®s i mi | ar t o what the | inguist James F

which are places (or sets thereof) fAwhere peo

activities, interests, and goalst shared race, class culture, ethnicity, or gemder."

“®Jared OdLeary, #AApplications of Af f iThe ®xford Bgmdbocokof Char ac
Social Media and Music Learningd. Janice L. Waldron, Stephanie Horsley, and Kari K. Veblen (New York: Oxford
University Pres, 2020),7 4 ; for mor e, see £t iCenmurdties WE Prartece: hearningo n o g r a |
Meaning and IdentityCambridge: Cambridge University Press, 1998).

50 SeeGilles Deleuze and Félix Guattay Thousand Plateaus: Capitalism and SchizophreiManneapolis:
University of Minnesota Press, 1987).

51 James Paul GeS&ituated Language and Learning: A Critique of Traditional Schodlitew York: Routledge,
2004) 67;see also his book chaptéSemiotic Social Spaces and Affinity Spaces: Froime Age of Mythologyo
Today 6s SReyonddComsmuiities ohPractice: Language, Power and Social ComteéxDavid Barton and
Karin Tusting (New York: Cambridge University Press, 20@34 32.
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Moreover, anyspace virtual or not, is transformed into @lace when human beings
respond to a given environment in ways that produce sociocultural meaning. For example, the
search engine Google @the microblogging platform Twitter are both virtual spaces with clearly
defined locations, albeit virtual, but we would hardly think of Google as a place. (To paraphrase
t he anthropol ogi st Pradeep Jeganat hanheret hey
thePdgha) 6s because Twitter is built on sociab
empowering the marginalized to find themselves in online communities and to militate for political
actiord such as Black Twitter, which the Black famst social activist Feminista Jones describes
as fAa collective oAmacicae, Twrimari bgePAsOi thE
about a wide range °® brinsthedessacpnstriudtivie sense lof being sieh g e s ¢
another battlef@et i n A me r i c4Gnshe athed hand, Geoglevisibetter described as a
Anegn ace, 0 a term coined by the FrencHlacant hr o]
with Aanthropol ogi cal pl ace, 0 a t &tons,amhof ch en
h i s t>dForyim,dhe nosplace is the spatial manifestation of a means to certain ends, for which

he lists transport, transit, commerce, and leisure as exaffiples.

2Ppr adeep J E&damecom:tPlacenNatio, and IpgNat i on i n RFuplib Eultegld ae 3 0
(September 1998527.

 Feminista Jones, il s Twitter t h e Saldjn dllg r 1g,r 203 d Rai l
https:/ivww.salon.com/2013/07/17/how _twitter fuels_black activism/

54 For more on the roles that Twitter and other online platforms played in American culture wars and the rise of the
alt-right, seeAngela NagleKill All Normies The Online Culture Wars from Tumblr and 4chan to theRAdtht and
Trump(Winchester: Zero Books, 2017).

55 Marc AugéNon-Places: Introduction to an Anthropology of Supermodermigns. John Howe (New York: Verso,
1995) 52.

56 Augé,Non-Places 94.
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Space
[ (set of Iljpcations)

[ (environment defined by
set of affordances)

Lived experience

Community

(as defined by social
structure, praxis,
epistemology, etc.)

Figurel1l: Model for a communityds transf

Put another wayywe have space as a set of locations on the one hand, and a community
that transforms this space into a place through its lived experience cSpsaie on the other
(Figurel.1). These locations indicate an environment that has partaffdtadances’ in response
to these affordances, a community organizesntracommunal relations, identifies objects for
communal use, fleshes out its practices, produces its own knowledges and ways of knowing things,
and attributes cultural meanings to these locations, all while transforming abstract space into place.
Put amther way, place is space asactedby a population as its members actively explore the
environment, which encodes correlations between their intentional and unintentional movements,

sensory states, and perceptions of the world around *hedr, from a nore broadly

57| use the term as the founder of ecological psychology, James J. Gibson, does. His clearest definition of the term,
t h afforddncesf the environment are whatdffersthe animal, what iprovidesor furnishes either for good or

i,  may be f oThekEtological Apgrosch o &isuial Percepti@Boston: Houghton Mifflin Harcourt,

1979) 127.

®Here, 1 6m referring to accounts of enactivisAvathat dr
Noé& Actionin Percetion.| 6 m awar e that there are methodol ogical 1inc
enactivism, which cluster around whether an environment has a unitary set of objective physical properties that persist
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phenomenol ogi cal perspective, a pl ace i s A a
experiences, actions, and meanings spatiially

The placemaking of online spaces is not different in kind froysigal spaces, though some online

spaces are more grounded in onebs experiences
world thanotherA communi t yds placemaking is a contint
| ocati ons® afdfoo rcdhaanncgees ocvaenr atnidme, whet her i n r

and/or actions or because of some external cause connected to corporate interests and broader
sociopolitical forces. As the media studies s
Ato think of pfdcibtdtiig metworking aactivitiese inseeddy the construction of

platforms and soci al prflactices is mutually co

out side of an or giedUmveitdst resent itgrauret hasvsieggeated ¢potdntial rapprochements
between the two campAalva Noé,Action in PerceptioiiCambridge, MA: MIT Press, 2004pr literature attempting

to build bridges between enactivism and cognitive ecology, seegfedlgvyar d Baggs and Ant hony Ch
Embodi ment i n  TSynthesddd8,r ro.c (Mayn2021YManuel HeraEs cr i bano, APragm:
Enactivism, and Ecological Psychology: Towards a Unified Approach to@osg§ n i t Syntheseh®8,do. 1
(Jaauary 2021) 21752190 andKevi n J. Ry an and Shaun Gall agher, i Be:
Enacti vi sm: I s T h &mondiers Rre s Psychologye 1, oJune 2020: 1i13

https://doi.org/10.338%syq.2020.0114.7As for the concept of themwelt it was developed by the Baltic German

bi ol ogi st Jakob vidl sensd efxhe tgetml emphésized kit gd the &caemplete world of subjective
experience as constituted by an individual organi sm, b
mean a subset of physical properties as accessible to an orgaright of its physiology.Jakob von UexkullA

Foray into the Worlds of Animals and Humans: With A Theory of Meaningr ans. Joseph D. O6Nei l
University of Minnesota Press, 201@ge alsdlim EImo Feited s a,r tfi Milned Af A foray Idethek ¢ | |

Wor |l ds of Ecol ogi cal P s ¥rontiessl io gPsyshblegylla March B0AG clitlQ, vi st s, O
https://doi.org/10.3389/fpsyg.2020.00480

5 David Seamonl.ife Takes Place: Phenomenology, Lifeworlds, and Place Mgklew York: Routledge, 20183.

For exampl e, see Jeg a52arthbvamedlsersafthe Sricdnlean Tamil diaspora constructo t e
their identities over cyberspace through their collective imagination of Tamileelam, the conceptual homeland of Sri
Lankan Tamils.

61 José van DijckThe Culture of Connectivity: A Critical History of SocMkdia (New York: Oxford University

Press, 2013)6. For more on how the Internet remains in flux as innovative usages continue to crop up, see also
Andrew Feenberg, ACriticlelchfbéogy: of ntComdnwat iCTeet i 6o t h
Information Societ®5, no. 2 (March 2009y 7i 83.
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Society at large
Objects

Relations
Community

Practices b > Knowledges

Figure 1.2: Tripartite model of communities formed around a common interest.

The tripartite model of communities shownRigurel.2 can be useful in conceptualizing
the characteristics of communities that define themselves in terms of a common interest. The
model calls for three categories, which are objects, knowledgéspractices; these categories
map |l oosely onto Aristotl eo6s tpogeipish |lcoagiyhessifi mode
(d U~x) anthpraxis (" Ja 3 dfespectively? First, there are the objects towards which a
communi tyos c¢ o mmiself andwe enighe irther distingeish these objects into
two types. For communities in the SMMT world, the primary type refers to musical objects, which
chiefly take the form of (audio/audiovisual) recordings. The secondary type, on the other hand,

indicates objects that are created through

2A11 three of Aristotleds terms will go on to have exte
summarize any of thesénepoi nt of <cl ari ficati on: I dondt wuse the t el
it hat form of activity that, when executed within a

conditions of possi acibpolitical@ndistorieal change)pbuthn its etymdogielfy faiehfult s
and capacious meaning of practical activity (which may or may not be explicitly informed by tleety)\ainwright,
i P r a Rethsking Marxisnd4, no. 1 (January 2, 2022)2.
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Relationship to broader society
(modulates)

Affordances > € Affordance
Locations 2 | é Location
SpaceJ « > Spaceb
CommunityA <« ™ Community
Objects > € Object

| Practices N Practices]

Knowledges > | 6 Knowledge
Relations 2 1 é Relation

(modulated by)
Intercommunal relationship
Figure 1.3: Model for intercommunal comparison.

knowledges to primary objects. Examples of these are video essays, transcriptiorns and
courséd me me s . That said, I dondt me alyprootothempl vy t
other two categories. If anything, the knowledges and practices specific to a community mutually
influence that communitydés objects. I al so wi
communityo6s s oci ahtiadoinmupal and imterconmeainalcrelations béeedyinto |
these three categories, and vice versa.

These two modets of the transformation of space into place by a community, and of a
communityo6s Jare &aw parts ef the analyticak framework | propose here. One
further model i's needed for the c oemkemhedouti ve ali
in Figure1.3. Here, the comparison is between communiii@sdb, which are emplaced in spaces
A and B, respectively. Each space is associated veigh af locations and associated affordances;
likewise, each community is defined by a set of objects, knowledges, and practices and how
relations between community members coalesce into a social structure.

In these chapters, | draw a comparison betweanndbe music theory, which | view as a
specific manifestation of musical theorizing on social media, and music theory as an academic

field. As I 6m interested in the social and po
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discursive and practt ones, | stress that these spaces corresp@migimced communitieSome

places and people are definitional when it comes to these communities: The virtual space of
YouTube and content creators for the former; universities, music schools, and ditutioins of

higher learning plus cardarrying academics and enrolled students for the latter. (This is not to
say that academics and students are put on an equal footing in the academy when it comes to the
powerknowledge hierarchy, of course.)

Beyond hat, however, these spaces are expansive and fluid when it comes to their
members and locations, and so resist easy defidittom e s e You Tube content c
an easily identifiable and <characterizable v
surveillance machine, anyway), academics do theorize music in incongruous pockets of physical
spaces (conference halls, cafés) and over the Inf€raet so onLikewise, the boundaries
between the two communities are somewhat porous. Academics t® ¥oeA ube content, but
their authority doesnét automatically transl a
themselves as an academic music theorist even
The same resistancetorigidde ni t i on and separation goes for
practices, and knowledges. Moreover, as | argue, the categorial overlap between the two
communities belie how these communities position themselves politically with respect to one

another

Thomas Christensen uses t he -theoretical didtouse] @ conduttesl mprivaie t o r e
lessons, conversations, and lectures, among others, that has fallen by the wayside because they were not preserved
and circulated in text. {ourse, there may be some traces of these online activities, depending on how careful these
communities were in maintaining their databases, but these activities lack the same formality and that published
research, for example, ddee Thomas Christensers ar t i cl e, @A Fr ag iMusica Human8,:10. Hi dden
2 (September 2011)77 208 andhisbook clapter,i Mo n u me nt a | Exgehineental Affinifies in Musj@d.

Paulo de Assis (Leuven: Leuven University Press, 2Q1%§ 212.
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A reminder: Our comparisons between the two communities must be contextualized by
how they relate socipolitically to each other and to society at large. To explain this, | turn to
Mi c hel Foucaultds thoughts on klawan 7el®{petheand p
first of a course known as fASociety Must Be L
delivers a retrospective overview of how his thinking on the interrelatedness of power and
knowledge came to be. There, he calls attentiom fotahceh ar act er 0 of criti
practiced in the decade preceding his speech, which has had the unforeseen consequence of
resurfacing the opprieatitaianvteeorierat siw @h ods fgad rodiad
psychoanalysi As he sees it an Ainsurrection of su
turn®

Foucault distinguishes between two kinds of subjugated knowledges. On the one hand,
there are those blocks of h i seffects of comflict akdh o wl e d
struggleo that have been paved over in the f
Foucaul t, hinting at his earlier work, <contra
sociology of d e fical acqourgsrothpwthevasylurh and prison emef§enh
the other hand, subjugated knowledges also indicate a separate catégorg uve knowl ed
which have been disqualified for being Ainade

accountof their marginal and local characteristics. For this, Foucault gives the example of the

Mi chel Foucaul t ,PoweriKnowledges Setectad tnteryviéws and Other Writings 11BIZ7, ed.
Colin Gordon, trans. Colin Gordon et al. (New York: Pantheon Books, 1881. All uses of italics here and in
later citations are as in thogiginal.

Foucault, ATwo Lectures, o 81.

Foucaul t, i T W02 .L e@at nufr uessi, nog |8yl, F ouc au lsavoirshistorgjee$ carf hi st ol
mean both fAknowledge of hi$eddi kanlowt endigest ®» meathhah th o G g h s
Foucault chiefly means the former.
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psychiatric patient and the nua&wst¢hescientifcfel kno wl
of medicine®’
What unites these two disparate strands of subgdglenowledges, which he glosses as
erudite and disqualified knowledges, respectively, is not any commonality in character or content
between the two but their status as testaments to conflicts or hostile encounters. Foucault implies
that these knowledgesre subjugated to a dominant discourse not primarily because of any
fundamental disagreements in their epistemologies, but in how these knowledges are positioned
sociopolitically; the claim Foucault makes about these knowledges is political, not
epistemabgical®® This is more clearly seen when Foucault elaborates on what he saw then as
nascent research into subjugated knowledges:
What it really does is to entertain the claims to attention of local, discontinuous,
disqualified, illegitimate knowledges agat the claims of a unitary body of theory which
would filter, hierarchize and order them in the name of some true knowledge and some
arbitrary idea of what ¢ o WWearédoncérred with s ci en
the insurrection of knowledges thare opposed primarily not to the contents, methods or
concepts of a science, but to the effettthe centralizing powers which are linked to the
institution and functioning of an organized scientific discourse within a society such as
ours Nor does itbasically matter all that much that thisstitutionalization of scientific
discourse is embodied inumiversityé for it is really against the effectd the power of

a discourse that is considered to be scientific thdutiien of erudite knowledgend local
memoriesimust wage its struggfé.

Here, Foucault is describing the sociopolitical implications of a specific kind of encounter
(i .e., hostility) between particular kinds of

into a principle:The sociopoliticalweb enveloping two distinct knowledges (and associated

"Foucaul t, iTwo Lectures, o 82.

A Foucaul t 0 stacticalusefalmessthierghart thheentento f s ubj ug at eCdrolBacachivahde d ges . 0
Susan GoodwirRoststructural Policy AnalysidNew York: Palgrae Macmillan US, 201648.

®Foucault, fA84&0 LécéeéusebsDituted Foucaultdés term of fdge
it in p. 83. It should be noted that this translation seems to be based off a source that is slightly fidferdre
French original.
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practices and objectsinflects our understanding of their respective epistemolagiésfor
instance, two communities employ the exact same objects, practices, and knowledigés in t
pursuits of a common interest, but one is defined in a sociopolitical relationship (of subjugation,
but also of other relationships of alterity, or even simply alternation) to the other, that itself is both
a marker and creator of difference. Caseyaint: While the nature of the work involved in
computer programming has remained more or less the same over the course of its history, the
fieldds cul t ur aipoliticedlyadetermiged) ec@mouhic Wostho shifted radically
when it transitionedrbm a femaledominated profession to a maleminated one in the 1960s
and 70s7?

Note that |l 6m not making judgements of val
advocate the perspective that the oppressedagpoepri, better situated than the oppressors to

produce knowledge. | say this to mmpt any confusion between myeus o f Foucaul

Asubjugated knowledgeso and Donna Harawayo6s s
ASituated Knowl edges: The Science Question

Perspectiveo (1988), Har away of thes maggindliz=® $hee epi
contends that Afithere is good reason to belie

°SeeJanet Abbate2 s bRoeocko di ng Gender: Womends Ch EangbiidgggMAREhet i ci pa
MIT Press, 2012) and Nat han EfAéBeagdspsSanttakbtbke, and Ot her Sign
MasculineCul t ur e wi thin the OB od 1 @apuary 20L5B& 65.sAs E&msimenger

explains, although women were seenassovat us ficoder so carrying out the inte
that distinction did not hold in pracéc From the onset of the fiédldt r aceabl e per haps to Ada L
Charl es Babbageds p ruupasecerdputereahe AralgticatEandine, Jeenalesprogrammers have

been doing the same creative, intellectual probdeiwing work thatwe would associate with programmers today.
Ensmengeri 6 Bear ds, Sandals, and Ot@ed6Signs of Rugged I ndi"

“"Donna Haraway, AiSituated Knowl edges: The Science Qu
P e r s p eFerminist tudied4, no. 3 (1988)575 99.
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platforms of the powerful, o0 not becalfbue t he
because subjugated standpointsagetii| east | i kely to all ow deni al
core of aldWhkd ewll ddnges.ydnpat hetic to her ar gume
of Il ocation, positioning, and si t uaonhditiondor 6 wh e
knowledgemaking, we risk withholdinga partial perspective from or attributing a universal
perspectiveapriorit o a fisubjugator. o Put another way, I
standpoint theory ( whi cshtionHwthf*a vihaayt 6 so npeapse rp eirss pi
knowl edge is shaped by oneb6s soci al and pol it
Marxist argument that those of a specific oppressed class have special insight into knowledge

production, standpoirtheory runs the danger of making essentializing claims (e.g., that there is a

uni versal wo&mands byanmpbi oaat i o¥Bycomrast Raméne r s a |
Grosfoguel reminds us that Aepi st emithesameo cat i o
thing”®*We need to defer judgement until wedve und
”As she puts it, ASubjugation is not grounfSi tfwat eadn

Knowl edges, 06 586.
“Haraway, fASituatieéd Knowledges, 0o 583

“Har away uses the term fAstandpoi nSanira heuding s pdTeeoStiencees i n |
Question in Feminisrtithaca: Cornell University Press, 198@)hich isthe foundational text for standpoint theory.

> One solution to this potential problem is to carefully apply the analytical framework of intersectionality to individual
experience. Developed by Kimberlé Crenshaw in 1989, this framework, which is itselfples out of standpoint
theory, emphasizes how the many ways in which one identifies socially and politically (e.g., in terms of gender, sex,

ethnicity, race, and cl ass) converge to exert a combi
monographBlack Feminist Thoughis an early and influential example that brings an intersectional perspective to
bear on standpointtheot¢.i mber | ® Crenshaw, fADemarginalizing the Inte

Critique of Antidiscrimimt i on Doctrine, Femi ni sWnivardityobGhigagalegadl Fékumt i r ac i ¢
1989, no. 1 (1989)139 67; Patricia Hill Collins,Black Feminist Thought: Knowledge, Consciousness, and the
Politics of Empowermer{Boston: Unwin Hyman, 1990).

"Ram-n Grosfoguel , @The Cttpral Studedli m. 2B Marchl2@0R)i2&| Tur n, 0
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Having put forth a framework for comparing two communities emplaced in discursive
spaces that are in some sociopolitical relation to each other, | brieffjionte wher e 1 61 |
this chapter and the following one. For this chaptinst provide a general overview ¥ouTube
before discussing the platfodms af f or dances as an educational
theory, | also give araccount of how the YouTube music theory scene came. fdebe, | delve
into the sociopolitical makap of the musicdaheoretical community on YouTube, which | will
refer to henceforth as YouTube music thkeory (
theory (SMMT)?’ By this, | mean both how YTMT positions itself sogiolitically vis-avis the
academy and the kinds of sociopolitical structures that emerge on YTMT. In the next chapter, |
survey YTMTG6s content on Vi desk, wijfhaextensivemgasd ¢ an
studies for the former. | focus on these two musical categories because their integration into
(interactive) multimedia contexts raises significant epistemological, phenomenological, and

ontological questions. As it turns out, antioant epistemological frame does emerge on YTMT,

and that, in turn, i mplicates the persistenc:
tagline of fABroadcast Yourself.o0o In the third
Bourdiew s field theory to the digital wor |l d, anc

attempted to address sociopolitical issues and concerns faced by marginalized communities.

1.1 YouTube, its Affordances, and Music Theory
The theorizing of music by humansntected through networked machines is by no means a new

thing. Prior to the birth of the Internet, these networks, such as ARPANET (1966), lacked a

“Julianne Grasso and Cory Arnold use the term AMusic T
think this nomenclature might be confusing wheaiced siddby-s i de wi t h  Pi i |Joliamen@assoS MMT .
and Cory Arnol d, f MuTee Oxford Hardbaok of Plblic MusibTdeosy. Ji Daniel Jenkins

(New York: Oxford University Press, 2022),13, https://doi.org/10.1093/oxfordhb/9780197551554.013.32
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standardized means of cresammunication and were limited to a select group of governmentally
linked academe and research organizations, and so functioned as an additional limb for both
academia and the state. In the 1980s, the advent and adoption of the Transfer Control
Protocol/Internetwork Protocol (TCP/IP), which became the single standard for internetwork
communication, sparked the global interconnectivity that we take for granted todasil E
services, bulletin boards, and Listservs aided in the formation of online communities, or functioned
as an additional discursive space for existing grétiped wec an be sure t hat mu
theorizing took place among those academics and others who had access to sucH%ervices.

The invention of the World Wide Web by British scientist Tim Bertiars in 1991 rapidly
transformed this terrain. An informationaistem built on hypertext technology, the World Wide
Web enabled users to fAsurfo the Internet as w¢

social media platforms, such as classmates.com (1995), came soon after. That said, as van Dijck

explains,onl'y with Web 2.0 did onl i neay wleidey forc e s b e
net wor ked socialityo as o p p o-direated tetworkedas si v
communicatiof® That i s, she goes on to el aborate, wh

conduitsfor social activity, the new platforms [of Web 2.0] increasingly turn these conduits into
applied service3 t hat were programmed with sPaheific p

exponential growth in technological advances and economic efficim digital infrastructure,

"8Van Dijck, The Culture of Connectivitp; Piilonen, 3.
® See noté3.

80 van Dijck, The Culture of Connectivityp. See alsManuel Castells et alMobile Communication and Society: A

Global Perspective: A Project of the Annenberg Researdivdtke on International Communicatipred. Manuel

Castells (Cambridge, MA: MIT Press, 200aghdL e v. Manovi ch, #AThe Practice of Ever
Consumption to Mas sCritical lhquity B5aro. 2i2008)d1481t i on ?, 0

81Van Dijck, The Culture of Connectivity 6. See al so |l egal scholar Jonathan Z
monographThe Future of the Internet and How to StofNéw Haven, CT: Yale University Press, 2008)4 107.
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the wholesale adoption of Interr@innected smartphones, and the normalization of digital
connectivity and cultures al/l contributed to
today.

So, it follows that publiomusic theory, of varying kinds and of differing degrees of
formality, eventually came to flourish in these social media spaces as they became more accessible
and widely usedwith the exception of Blogger (1999) and Wikipedia (2001), the bulk of music
theaizing in Englishliterate social media spaces today takes place over Web 2.0 social media
platforms: namely, Facebook (2004), YouTube (2005), Twitter (2006), Tumblr (2007), Instagram
(2010), and TikTok (2016). While some of these platforms are arguatlipidg (Facebook and
Tumblr), others are still going from strength to strength (e.g., YouTube and TikTok).

I 61 1 draw on van Dijckds types of soci al n
different set of affordances. Van Dijck lists typessiiés but 1611 r gatfamsf i gur e
since we rarely experience these platforms as sites on a browser any Taigef.().8? Social
network platforms, such alsinkedIn (2003), are advertised as means to establish personal,
professional, and geographical ties, and they actively contribute to this goal by algorithmically
suggesting potential connections. On the other hand;gesarated content platforms such as
YouTube and TikTok are premised on the consumption of-gmeerated creative or
documentational content. Trading and marketing platforms act as online marketplaces with
minimal barriers of entry, whereas play and game platforms enable video gameisprcasich

to partake in a shared ludic experience.

82van Dijck, The Culture ofConnectivity 8 . I prefer van Dijckbés typology as
these platfor ms. Focusing on the fAdomain of digital ci
article, results in a typology of platforms diffeten at ed chi efly by whatds being ex
Langley and Leyshonfi PI at f orm Capitali sm: The I ntermedi ati on a

Ci r ¢ u | Rnariceoamd Soadet, no. 1 (October 2017117 31.
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Table 1.1: Types of social media platforms, adapted and updated from van Dijck 2013 and
Langley and Leyshon 2017.

Type Function Examples
Socialnetwork platform Promotes interpersonal contac LinkedIn
Forges personal, professional,
and geographical connections
Usergenerated content Supports creativity and cultura YouTube, TikTok
platform activity
Fosters exchange of amateur
and professional content
Trading and marketing Facilitates trading of assets, eBay, Etsy, Craigslist, Uber,
platform products, services, labor, or  Airbnb, TaskRabbit, Kickstarter
financing options
Play and game platform Encouraging interactive video Massively multiplayer online
gaming games (MMOG) (e.gAmong
Us[2018], League of Legends
[2009],P| ayer Unkno
Battlegroundg$2017)
The boundaries between these categories are by no means rigid. Certain platforms aim to

fulfill all functionsa s soci at ed with these categories, ever
of these. I f one wappagetfar example,iit sellshitsel€by éxbootikgiose s i g
to A[connect] with friends an®in meditg mwhoofl d ar
Facebookds er st whi lgeneraed contedtnst onty dhle itext,sphotms) and s e r
videos users post on their dAwall, o0 but al so v
interests. Twitter and Instagram, too, walk the Ibetween these two categories, but Facebook

goes further by dipping its toes into both the trading and marketing (Facebook Marketplace) and

play and game spaces (Facebook Gaming). Yet there are counterexamples of platforms whose
fluidity seems intrinsicd its nature. For instance, on Steam (2003), which was envisioned as a
video game digital distribution service and storefront, one can add other Steam users as friends

and message them, share unofficial modifications (mods) of video games to the Steahmoy/ork

8 Face-lhaginlorSi gn Up, 0 F a cMap26 @423 hitps:fvwever.Baceleodk.com
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sell irgame items or brandew video games on the Steam Community Marke® asfecoursé
play video games with other Steam users.

Moving back to the matter at hand, I now b
role in our engagement with satimedia today. When YouTube was first launched in 2005 by
three former employees of the online payment service PayPal, it was but one of a number of
competing services that formed in response to
and viewirg of videos onliné* YouTube soon incorporated advertising into its business model,
and by the end of 2006, the search engine giant Google acquired the platform after their entry into
this market, Google Video, failed to gain significant traction.

Preserly, YouTube is indisputably the dominant platform for sharing and watching user
generated videos online, save for those mar ket
dominates instead). Some of its erstwhile competitors, such as Dailymotids) @@ Vimeo
(2004), are still active and fulfill certain nicliesommercial use in the case of Dailymotion and
high-definition, professional video sharing in the case of Vilnediile many others have gone
by the wayside. Of course, YouTube now competes sétirices adjacent to it such as TikTok
and Twitch (2011) and a host of streaming services such as Netflix (2007). However, these
streaming ser vi ce s-gememedcontent,swhexdad TykTok antl witch ars e r
geared towards short videos (tgally lasting up to half a minute) and livestreaming, respectively.

While these two features are also available on YoudubeuTube Shorts (2021) and YouTube

Live (2008 they are ancillary.

84 Jean Burgess and Joshua Greém)Tube: Online Video and Participatory Cultudest ed. (Cambridge: Polity,
20m), 1.
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Part of YouTubeds conti nued iscentivizesscanterdti es i
creators to amass large followings and gain massive view counts. In late 2007, the YouTube

Partner Program was launched, compensating content creators for building an didtetice.

time content creation became a viable profession.aM 6 s mor e, as Julianne
Arnol d not e, YouTubedbds distinct capabilities
its recommendation and search algorithms, al o

make it a very desirablglatform for individual and small corporate content creators producing
polished, professional contefitThat is, YouTube, not its creators, does most of the legwork in
promoting content’

Of course, the current YTMT sYcCMTrmepresgritshn 6t d
specific kind of educational video content that arose from the confluence of technological,
economic, and sociocultural factors. However, music educators have incorporated YouTube into
their teaching from t bTebe pdcane fyed anotiieswayeta cohduce s t (
lesson$® a tool for multimedia pedagogical approaches in teaching music theory (and music more

broadly) in the classroofif;and as a key space to teach, learn, and practice music in communities

85 fAHi story of Mo n e t YorTaithei 5oYiear Anniveryaojre3sbite, eaccéssedviay 26 2023,
https://sites.google.com/a/pressaigle.com/youtube5year/home/histarfrmonetizatioratyoutube

8%Grasso and Arnold, AMusic Theory YouTube, 0o 3.

8This speaks to the point by van Dijck, cited earlier i
facilitate sociality; they actively engineer it.

8Her e, as in the next two foot not e g scholadhiplthatitreatsthese o me r
aspects. SeKiriMiller6s book dMapt e€r L eherdbaokPiying Aldhg: ®igital isames, YouTube,

and Virtual PerformancéOxford University Press, 2012)55 82, andNathan B. Krusé and Kari K. Vebled s

article, AMusic Teaching and Learning Onl i ndurnal@bMusic,der i ng
Technology & EducatioB, no. 1 (May 2012)77i 87.

®pPhilip Copeland, AT-Ethsbl €gn Chomlyoudr @he OfficinPulgation of

the American Choral Directors Associati@®, no. 5 (December 200922 30; Thomas E. Rudolph and James

Frankel, YouTube in Music EducatiofNew York: Hal Leonard Books, 2009Hope Munr o Smit h, f
Connections via YouTube: Internet Videosas Teac hi ng and Pap€aturenHedagogylinotte IMusic i n
Classroom: Teaching Tools from American Idol to YouTlubeham, MD: Scarecrow Press, 20129 46; Michael
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whose fafflung memlers are defined by sdfientification and relationships, rather than
geography?

So, in YTMTo6s early history, those who saw
activities, such as Andrew Furmancyzk in 20D6reated tailored music theory videos. These
early videos tended to fall under the category of what Grasso and Arnold call tutorial content, in
that they are aimed at students in the field, not the general public and are intended to answer a
specific queson (e.g., how do | modulate®).In such videos, music theory is often presented
more as a practical t ool for developing onebos
proficiency, rather than a humanistic or artistic pursuit in its own right {nehe etymological
senseotheoriaa,. fispecul ationo). This understanding re
performance most frequently encounter music theory in instrumental lessons or the academy, and
Sso such tut or i alonlythe dontens, bufi alse fhe framewbrie of musit theory
found in a tradit¥emassacandeémAcnelrdgdamdét spe
Aframework, 06 but Andrew Furmancyzkds music th

academic corse with homework given at the end of the video, and runs the gamut of staff notation

We b b, fiMusic Analysis down the (Y edveda LiSteningefer th& Mysicor i ng
Cl| a s s mBuotishmgquhal of Music Educatio®4, no. 2 (July 2007147 64.

®Janice L. Waldron and Kari K. Veblen, AThe Medium I s t
in the Irish Traditonal Music Virtual Comu n i Joyrnaldof Music, Technology & Educatidnno. 23 (November

2008y 99111 Jani ce L. Waldron, fALocating Narratives in Postn
of I nf or mal Musi ¢ L e arActiom gritidism, a@inThaly foe Musicobtunatiorio.tng. ,2 0

(December 2011832 60.

91 Andrew Furmanczyk, YouTube channel, accesdddy 26, 2023, https://youtube.com/@pianolounge

Furmanczykds channel was formerly known as Lypur.
2Grasso and Arnold, AYouTube Music Theory, o 4.
®Grasso and Arnold, AYouTube Music Theory, o 4.
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rudiments through scale degrees and diatonic triadic harmony to form and countérpoitis.
case, the framework corresponds to the academic one both epistemagl@gidgtedagogically.

Tutori al content is stild]l produced in the
category in this chapter. These videos emphasize accessibility, mass appeal, and production values;
rather than addressing perceived pedagbg®eds, they might expound on a single idea, analyze
certain pieces or repertoires, or incorporate music theory into narratives both personal and
cultural/historical. Grasso and Arnold claim that these kinds of videos fall into a category known
as fAcwuyiosnt ent & whereastPiloaen referd o s subsgt,of such content less
flatteringl¥Batsh fRiliilckrern tamd Grasso and Ar nc
channel as an originator of curiosity content on music th€dtye w 6 sy comtant was still very
much in the mold of tutorial content and still had a DIY aesthetic in contrast with the style of
YouTube educational videos that we know today

resembled a conversation more than a cotiweal lecture’®

% Andrew Furmanczyk A LEARN FREE MUSI C THEORY, 0 YouTube playli
https://youtube.com/playlist?list=PLB585CE43B02669C3

®Grasso andsAcndheorgfMYouTube, 0 3. Despite their cl ai
uncovers surprisingly few results (~4000 at the time of writing). The history of this kind of content on YouTube traces

back nearly fifteen years, when the video journd@istdy Haran began producing a channel now knowPesimdic

Videos which aimed at first to be a comprehensive collection of videos on each element of the periodie tiablie.

Videos YouTube channeBccesseiay 26 2023,https://youtube.com/@periodicvideos

®Piilonen, f@AMusic Theory anthe cliskbatielanient Meidds ia howv YRITubelsor P
fiercely compete with each other for screentime on that heavily trafficked, algorithrgcaigrned platform. For a

similar phenomenon of concise, timely, and easily sharable content in thinkpieces othewrsicwhether they are

published on personal websites such as blogs or in mainstream journalism, ¥ée dlso i a nd® sO daHiaMuas |1 e ,
Theory and the Epistemology of the I nternetAnalteca:, Analy
Rivistaonline di studi musicali10 (August 2018)1i 22.

97 Michael New,YouTube channebccessetflay 26, 2023 https://youtube.com/@MichaelNew

®Grasso and Arnpl¥Yqu wMue,ic 4M.heor

52


https://youtube.com/playlist?list=PLB585CE43B02669C3
https://youtube.com/@periodicvideos
https://youtube.com/@MichaelNew

Newbés framing of his videos was novel, too
in 2011, had titles that anticipated what the
Ch or ds *Whe algoritim itself is a black bd®® but content creators surmise that having a
goodclick-throughrat(CTRY how often a wuser would watch a v
search or as a recommended vidlemdwatch tim@& how much of the video a user would tend
to watch after openingadtis key for exposure. Catchy titles and thumbnails are essential for the
former, and this i s i ny stpiittleesafo hesw WSddh af
instrumentalize music theory and fl atten the
quckl'y shar a'®l e wonsdgtctautd on t hat we shoul dng@
negative perspectives. | propose instead that we take these videos seriously rather than instinctually
devaluing or dismissing them because of how they are marketed.

Before too long, the rise of other YTMT content creators followed New. Grasso and Arnold
identify 2016 as a turning point in YTMTO6s hi

Neely, Rick Beato, 12tone, and Aimee Nolte, began to produce music thdeog with more

9 Michael New Hdw Seventh Chords Work (Part 1Music Theory Lesson @,September 152011, YouTube
video, 12:56https://youtu.be/3tbK2jtVRMS

100 That is, the inputs and outputs are observable and identifiable, but how exactly one is transformed into the other
remains fuzzy and elusive even to the engineers at YouTube, or so they claim. The computer scientist Joshua Kroll
contends that the impreesi that algorithms are inscrutable black boxes is a fallacy; rather, apparent inscrutability

and opacity are irreducibly connected to a software sys
hand and system creators and operatorsonttteer . See KTlné | Basl laadcy cBhimsophicalcr ut abi
Transactions of the Royal Society A: Mathematical, Physical and Engineering S@&tcem. 2133 (November

2018} 1i 14, https:/doi.org/10.1098/rsta.2018.008&0ing one step further, the technology ethicist Kirsten Martin

reframes algorithmsasvalleaden, not neutral, and holds an al gor it hm¢
algort hmdés et hi cal i mplications. Pretending that al gorit
Afobjectived values of efficiency and accur,acfiEt sihealcl
Implications and Accountability of &l o r i tJbummal of Business Ethid$0, no. 4 (December 20135 50; and

her book chaptefi Al gor it hmi ¢ Bias and Corporate Responsibility:
Technol ogi c alEthicsnop@ata artd iAnalgticsd Coepts and Case®d. Kirsten Martin (Boca Raton:

Auerbach Publications, 2022),i3D.

iopHara, fAMusic Theory and the Epistemology of the I|Int
Medi a, 06 10.

53


https://youtu.be/3tbK2jtVRM8
https://doi.org/10.1098/rsta.2018.0084

advanced and esoteric conceStsSimultaneously, these YouTubers, in line with a general trend
across YouTube educational cont&itmoved away from a routs, onecamera, unedited style
(as i n Newdbs videos) ticatedavisual Gtylee incqrppiating rhudtiple a n d
camera angles and edits, musical examples (often in Western notation), and other visual aids (such
as 12t edovenphanedtawrpanimations)® At that point, these creators were seemingly
working on their owndrawing inspiration from established curiosity content creators in other
fields as opposedto eachoth®Y ou Tube 6s al gorithm soon began t
work to each other, and while YouTubasenst sel f
these creators began connecting through othe
alternative cofffmunity of experts. o

To repeat, ités this kind of overtly produ
explicitly and formally pedgogical, that | look at in this chapter. These videos tend to range from
a few minutes long to upwards of an hour. Whether produced ftyasd | ed fAmusi ¢ t

i nf | u¥rorcsenplyg mMusicians exploring the video essay as a form to theorize music, this

102 Cory Arnold, 12tone, YouTube channehccesse May 26 2023, https://youtube.com/@12ton®ick Beato,
YouTube channel, accesséday 26 2023, https://youtube.com/@RickBegté\dam Neely, YouTube channel,
accessedMay 26 2023, https://youtube.com/@AdamNeelAimee Nolte, Aimee Nolte Music, YouTube channel,
accessetilay 26 2023 https://youtube.com/@AimeeNolte

103 For additional examples of coenit creators that had adopted these professional production values around or prior

t o this ti me, see Der ek Mul | er 6s Yo uTuNag 26c2028n n e | ab
https://youtube.com/@veritagn; and Gr ant Sandersondés YouTube Medyannel a
26, 2023 ,https://youtube.com/@3bluelbrown

04 John Mooreo b ser ves this trend in the evol uti oniiTohfe Neeew y 0 s
Language of Musi c Th eYouTybe and Musitt ©nlire Cutire and Evekyday,|afh Hdllyn

Rogers, Joana Freitas, and Jo&o Franciscorigoffiondon: Bloomsbury, 2023),36 37. Contrary to Grasso and
Arnol d, Moore dates Neelyds shift to 2015.

Grasso and Arnold, AMusic Theory YouTube, 0 4.
%Grasso and Arnold, AMusic Theory YouTube, 0 5.
The term is Piilon&héeryseadPBotcbaknMedMasbdc9.
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content is not a mere transposition of music theory lessons to cyberspace, but a parallel mode of
theorizing music to that practiced in the academy.

These videos arenot created in isolation,
interactions. Users casubscribe to a channel, keeping them informed of new videos; career
YouTubers are pressured to release videos with some regularity so as to keep their audience base
hooked. Users can also Alikeo or fAdi sMukedsvic
search and recommendation algoritfiviost importantly, users can also comment on the videos
themselves, and these comments themselves are open to responses; as a result, the comment
section opens up a lively space of interaction between users, as well as between the commenter
and the conterdreator:®

So, on the one hand, thereds the community
community of experts.o On the other hand, an
and critics form around the content creators themselembers of both interact not only over
YouTube itself, but also a number of ancillary social media platforms, such as Twitter, Discord,
and Reddit. These communities are formalized to varying degrees: For example, in most cases,
anyone can interact wth@aont ent <c¢creator on Twitter without

the microblogging platform, but t here might

108 Commenting on the aftermath of YouTube removing the public dislike count in November 2021, the erstwhile

CEO, Susan Wojcicki, claimed that YouTube x p e r witheemaviagithe dislike count across millions of videos

over many months. Every way we looked at it, we did not see a meaningful difference in viewership, regardless of
whether or not there was a public dislike count. And importantly, it reduced dislike atfiadkss an Woj ci c ki , A
from Susan: Our 2022 Priorise,YouTubdblog), January 25, 2022tps://blog.youtube/insidgoutube/letteisusan
our-2022priorities/.

109 Seellana Dubovi and IrisTabald s a,r tfiAn eEmpi ri cal An-&dngtraciion in¥duTuken o wl e d g
C o mme rConsputérs & Educatiott56 (October 2020\ 16, https://doi.org/10.1016/j.compedu.2020.103939
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expansive chatroom offering text messaging as well as audio and video calls/streams, dedicated t
said content creator.

Because of this, content creators occasionally produce content that engage an established
audience by responding to viewggnerated content like comments, questions, or submissions.
Grasso and Arnold temmot hins tipgamt itcyippoattoogryy ocl
theoretical videos by format and strategy for engaging viewers (the two are intertwined), arguing
that these kinds of content foster a stronger sense of community by helping viewers connect to the
content creator ani these kinds of videos themselves through their contributions. These kinds
of videos (such as Q&As) have the same high standard of production values as others, yet there
are types of content that are far more informal (or give the impression of ujlimglinterviews,
podcasts, freact i onrormudicaladivitiod!!and ivesgeanted cofitene v e nt

We might subsume many of these under a ne:
livestreams merittherommonsi der ati on, as content <creators
comments in redime. Livestreams might play a minor role for some content creators, where they

commemorate certain milestoné¥, aid YouTubers in producing collaborative cont&dtor

WAs an exampl e, herebs a video thatés part vlIiog and peze
Advi ce atlundl® RORR, YouTube video, 8:itps://youtu.be/Ne5G|Bpl c. At the 2022 NAMM Show,

organized by the National Association of Music Merchants (NAMM), Neely asks his fellow YouTubers the following
guestion: ilf you had to give advice to a musician 1in
postsi Gi g VI ogsodo that chronicle his activities as a freel
last updated August 26, 2022tps://youtube.com/playlist?list BcZM94ch2UytuvhmcMHgm2epXGSXdF.,

ME,. g., and his documentary of his songwriting process
fiDemystifying  Songwriting with  Ben Levino August 13, 2019, YouTube Vvideo, B2
https://youtu.be/B7gL skvda3kikewise, Nahre Sol, a classical pianist and composer, documents her explorations of

various traditions beyond the Western art music one ifih®s Di gest ed by a Cl assi cal Mu
GENRE EXPLORING, YouTube playlist, last updated December 9, 2022,
https://youtube.com/playlist?list=PLOUfT1ar7nMi5gG30fHBbQK9hJJI83f

20neinstanceis-Bi t Musi c Theofrdy0kk [@B&Mm &Keldedbdrsgt i on Stream! o,
14, 2021, YouTube video, 1:19:4tfps://www.youtube.com/live/TaWLFIE s

BFor example, in 2018, Adam Neely began his AMuwsica An
viewed names of YouTube Music Theory at that Bni¢eely himself, Anold[12tone pseud.]Ben Kidd[8-bit Music
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simply help a content creatordos vi gA\Baetsome conne
YouTubers, such as Rick Beato, livestream regularly, while others like the Twitch streamer Zane
Carney create videos in this mode almost exclusi¥€lwhile livestreaming does overlap with
conversational content in that it might take the form of an interview or podcast, the core difference
here is that a livestream is unedited (by definition) and offers the possibility-tineahteraction
with the virual audience.

To account for these additional types of
categories by adding conversational content and livestrebade(l.2). Categories closer to the
top of the table are more formalized, whereas those categories closer to the bottom tend towards
casualness and informalitC ont e nt creatorsd6 eschewal of a 0
t ui t'9Ymeansthatthey havether eedom t o respond to and shape
someone solely reliant on YouTube for their mugtoeoretical development would have a rather
haphazard journey. So, as it stands, much of this body of work is not particularly amenable to th
development of a full, comprehensive syllabus for a music theory seqdéruen if YouTube

itself, as a platform, is certainly capable of providing an educational experience that parallels the

traditional classroom.

Theory, pseud.] and Ethen MarrgSideways pseud.Jfor a virtual chat. For the first video in this series, Agam
Neelyetal.,h 12 Tone, S-bitdVieisical lgesry lavastteari | Musideanalytica 0 streamed live on June 8,
2018 YouTube video, 1:31:5%ttps://www.youtube.com/live/1ZgLf4tUuhA

14 For instance, see-l8Bi t Musi ¢ THh € 8 eLmd Gompositidneamd Transcription withtt Music
Theoryd J a n u a r,YouRube, vided,0l BB5https://youtu.be/wiFXA31MX40

115Zane Carney, zanecarney, Twitch chanaetessedilay 26 2023 ,https://www.twitch.tv/zanecarney

¥Moore, AThe New Language of Music Theory, o 135.

Grasso and Arnol d, @ Musi CathErdeeSchmighloNed s T ali¢ hé t Bsplene e al
Music Theory on YouTube: Ent r Joarsal oAMusdic, Beehnotogyamd&Edutation L i f e | «
14, no. 1 (April 2021): B20.
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Table 1.2: Categories of explicitly musicetheoretical creative content on YouTube based on format

and

Category

mar ket

strategy, af¥®er

ng

Characteristics

Grasso

Early model

Tutorial content

Resemblesontent/framework of music
theory as taught in the academy

Current model
(ACuUur i ¢
content

Utilitarian content | Presents the instrumental use of theory fc Formal
the benefit of performance, improvisation,
or composition
Expositional Explains specific musictheoretical
content concepts
Analytical content | Analyzes particular pieces of music or
repertoires
Explorational Explores a question posed by the content
content creator
Narrative content | Weaves musictheoreticaknowledge into
personal or cultural/historical narratives y
Participatory Responds to viewegenerated content (e.¢ z
content Q&AS)
Conversational Documents more casual discussions of mi
content theory
Livestreams Allows reattime,Afuns cr i pt ed Informal

Before | move on, let me situate this explicitly mustheoretical creative content among

other kinds of content on YouTube that could be described as nihsioetical Figure 1.4).

Ther eds

of musical theorizing. This includes vidding, or the creation of musical videos by pairing footage

an

e fgenerseccrentivercontent thdt cofildabe understood as implicit acts

from one or multiple video sources with carefully curated mtfSicpvers, arrangements, and

other adaptations of musté& and compositions that are in dialogue with a particular style, such

118Gr asso

and Arnol d,

AiMusic Theory YouTube,

0 6

119 For examples of how vids might be understood as implicitly theoretical or analytical actanseeA. Deaville,

AiRecut -TaneddFaiRke oduced
Fandom Studieg, no. 2 (June 2016P0923; Ti s h a

Trailers, o
Tur k,

Parody

Vi d d iMuggc, Sound, and the Moving Imageno. 2 (September 2015)63 76; andNi n a
Audiovisual Creativity: Fe-=Cr e at e d
and Queernes®d. Fred Everett Maus and Sheila Whiteley (New York: Oxford University Press, 282209.

Music Videos

e dyashi,Joereas df ¢ a
ATransformati on

i n
Treadwel |

f rToenOxf8rd landbobk of Musit o

120Recent examples of scholarship that considers adaptatibasrplicit theoretical/analytical acts includglianne
Woursail of Soand dnd Musis i@ Gamksno. 1 (January 2020)

Grasso s

anOnclCanons
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as Achiptune, 0 or synthesized electronic musi
video games?! Furthermore, YouTub serves as an archive for musical theorizing of all Kinds

certainly publiefacing musicet heor et i c al content, such as Le
Western art musi c, -tHé@atidalinfodudttion to fisémpdssatomustfé, c o
orGeope Russell 6s brief exposition of modal | az
an interview!?3but also footage of activities that are implicitly mustbeoretical, such as footage

of producers in the studio. YouTube is also used to log or#&weslessons, lectures, and
presentations given by academics, but the fact that such content is on YouTube is incidental to its
purpose or creation.

Al l that doesndét detract f-theoreticat dorgentfisahet t h a
most prominenpart of YTMT. To repeat, in these three chapters, | will mainly look at discursive
content (i.e., video essays) that falls under the first five categories of contemporary YTMT (i.e.,
utilitarian, expositional, analytical, explorational, and narrativeatitin which the theorizing
of music is presented more as an explicit, deliberate activity in and of itself. (That said, however,
the specific discussion of and distinction among these categories will not play a critical role in the

following sections.More specifically, | will focus on Englistanguage content around Western

82i86; andJeremy W. Smith s a,r tiiécWeear Peopl eds F ac eAdaptatioBseoithieMiisicc Awar
from The Legend of Zel da: Ma j:4579.6s Masko 1, no. 4 (Sep!

21Kenneth B. McAlpiné s  bBitsoakd Pieces: A History of Chiptufidew York: Oxford University Press, 2019)

gives a historical account of the genre. For a study on how fan identity is (trans)formed through encounters with
chiptune,se&eor ge Rei d, AChi ptune: Th &helComputean@asnesdeuirglmMapi ng o
(December 2018R79 90.

122Herbie Hancocki He r bi e Hancoclo dManMd sisd, IdnERRAeLY ouRuldedideo, 7:48.
https://youtu.be/AKUNbe9sDpw

123 George Russellii Ge or ge R uusueef Jazz Mthrdew Excerpl] N . M e @ctobem1i7 s 2009
YouTube video, 4:1%ttps://youtu.be/8t5y1ihkIP8
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Adaptations,

O
o ©

Stylistic _
iti Academic
Co\r;i]gg Selg;ons’ . . Presentations
X mp”dt' Musico-theoretical
Theory) Creative Content

(Participatory
Cultures)

Theory

(Explicit
Theory)

Documentation

(Interviews,
Documentaries,
etc.)

Figure 1.4: Types of musicetheoretical content on YouTube.
and other globalized forms of music (e.g., Japanese video game musigop),Knclduing art
music, popular music, jazz, film music, or video game music.
One reason for this is that the interconnected YTMT community built around these
repertoires is the largest of such communitfé3.o be sure, other commities do exist, whether
Englishlanguage ones for other traditions, such as Krimd south Indian classical mus?éor

those in other languages, such as Spaflistnd Mandarirt?® The major personalities in this

2Grasso and Arnold, AMusic Theory YouTube, 0o 7.

125 For examp | e, see Anuj a Kamat 6s YouTub eMay c26 a2023e |
https://www.youtube.com/@AnujaK20

126 E.g., see Pratbha Saratlys YouTube channel, VoxGuru, accessedMay 26 2023,
https://www.youtube.com/@VoxGuru

127E g., see Jaime Altozano, YouTube channel, accédagd®6, 2023 https://www.youtube.com/@JaimeAltozano

128 For example, see Wiwi Kuan ( ), NiceChord, YouTube channel, accessikthy 26 2023,
https://mwww.youtube.com/@nicechordwiwi
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communities all have subscriber courttattcompare very favorabf to those in the English
|l anguage fiWesterno (or, per haps™ ™ fgingéoacaustur at e |
for all these communities and their highly varied content would be an impossible task here.

More importantly the comparisons between the Englishguage YTMT community on
AWesterno music and the world of academic mus:¢
preciselybecausef its adjacency to Western academia. That is, to what extent is the separation
from the academy that YouTube music theorists often proclaim a strategic political maneuver, one
that has to be understood in light of the fact that, for music theory to even exist as a field, it has
had to carve out its own discursive and physical spaceskegstby proof of professional status
attainable only through trial by fir€? To what extent does this cleaving reflect differences in
social structuring, rather than epistemology and praxis? Does YouTube offer a radical alternative
to formal avenues fdearning, practicing, and talking about music theory, or is the relationship
between YouTube and the academy more synergistic than antagonistic? A study into Mandarin
language YTMT (for example) muddies the picture, because not only do we take into éscount
differences from music theory as practiced in the greater Chinese actddmy,also the

differences between Western and Chinese academia.

129 All the channels cited in noted?5 128, for instance, have subscriber counts that range from nearly 300,000 to
over 3,300,000 at the time of writing. By contrast, Rick Beato, who is one of the most subscribed-Engligtge
musicatheoretical content creators, is just a few thousands short of three and a half million subscribers.

130 Even as early as 1985, the ethnorookigist Bruno Nettl could argue that, because of how some countries in the

Gl obal North such as Japan were so enculturated in Wes
Afurban centers as members of ettlhThe Westesnt Impact oncWoilldt Musica | Sys
Change, Adaptation, and Surviy@ew York: Schirmer Books, 1985)58.

BlgeeStephenLleis afnMakl ag a Home of The SoMusiceThepry Speatruddusi ¢ Th
no. 1 @April 2023). 101 19; andfollow-up,i T a k e MusiaThepry Spectrudb, no. 1 (April 2023)162 67; and

Sumanth Gopinaths r esponse to filAMakingonani HomMusic Theory and |
Re c o n c i MusiaTheory Specirudb, no. 1 (April 2023)125 31.

132 To be clear, the Mandarianguage musictheoretical creative content on YouTube is geared towards the
Taiwanese and the Chinese diaspora (predominantly across Southeast Asia), since YouTube is still banned in China.
Here, |1 d&m usingddmy @ adera Chh mnretstearmad¢ af or a much more com
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Let me briefly explain why. One consequenc:
that began in the fifenth century (and the eventual colonial and imperialist enterprise that came
along soon after) is the hegemony of Western culture and society in the production of knowledge.
Western knowledge, or the world as filtered primarily through the lenses of tbpdan white
male (with all other markers of privileged identity), is presented as univétsatheir article, the
postcolonialist scholars Walter Mignolo and Madina Tlostanova observe the following language
driven hierarchy of epistemologies, whichaiiguably at play in musicology and music theory,
too:134

Knowledge and subjectivities have been and continue to be shaped by the colonial and

imperial differences that structured the modern/colonial world. Consider, on the one hand,

knowledge in the modern and imperial European languages @amdhe other hardd

Russian, Arabic, and Mandarin. The difference here is imperial [as opposed to colonial].

However, they are not just different. In the modern/colonial unconscious, they belong to
di fferent epistemic ranks. AModer ar®@notsci enc

of which may even be better understood as outposts of Western ones (such as examination boards based in the United
Kingdom and other Anglophone countries).

138 SeeRaménGr osf oguel 6 s ar t i eColensl Studied ant caradigmszof RolifiEnonsyt
Transmodernity, Decol oni al TRAMSMODBERNITY; Joumnaldf P&ipherbl &€dltural o | oni ¢
Production of the Lusélispanic World1, no. 1 (May2011) 1i 38, https://doi.org/10.5070/T411000004 A T h e
Structure of Knowledge in Westernized Universities: Epistemic Racism/Sexism and the Four
Genocides/Epistemicides ofeh Long 16t Humad eArchitectung:, Journal of the Sociology of Self
Knowledgell, no. 1 (September 2013)3 90, andi Wo ¢Systems Analysis in the Context of Transmodernity,
Border Thinking, a Rediew@GHFemdand Braudkb Cente?P, ad. 2 (2006):0168B7, Walter

Mi gnol obés article, AGl obalization and the Geopolitics
Uni v e Nepantlay Vietvs from South no. 1 January2003) 97i 119 his monographThe Darker Side of Wesh

Modernity: Global Futures, Decolonial Optiorf®urham, NC: Duke University Press, 2011); and his joint article

with Madina Tl ostanova, i The o-randBadyP | fi rtd no st hodEur@earodne resd: g eS
Journal of Social Theor®, no. 2 (May 2006)20521;, Syl vi a Wynterds article, fiuUnse
Being/Power/Truth/Freedom: Towards the Human, After Man, Its Overrepresertation Ar g uGReThe New

Centennial Review3, no. 3 (Fall 2003): 25837 and Anibal Quijand s article, ACol oni
Moder ni ty/ Qudtdral Siudie21,nb. 23 (March 2007)168 78.

34K ofi Agawu reports how scholars based in Africa are beset by language barriers and inadequate access to recourses
when it comes to particé$tppuptedggimeldal nmgd il ¢ gl dghinlcodlur c ¢ @\
Cite or Not to Cite?: Confrontnigph e Legacy of ( Eur op e alRoptes\Witis Musicag#t, no.n Af r i c
3 (September 2007p54 62; likewise, Phil Ewell remarks how American music theory has historically considered

only a select few neinglish languages to be core in his blogipfi Ra ¢ e , Gender , and Their 1
Theor Mudi c Theoryds Wh i t (blog), RAapdli a0, 2020, aparegraph 1,
https://musictheoryswhiteracialframe.wordpress.com/2020/04/10/resggimmandtheirintersectionin-music

theory/
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grounded in Russian, Chinese, and Arabic languages. That of course does not mean that
there is no thinking going on or knowledge produced in Russian, Chinese, and Arabic. It
means, on the contrary, that in the global distribution of intellecnalsaientific labor,
knowledge produced in English, French, or German does not mean that there is no thinking
going on or knowledge produced in Russian, Chinese, and Arabic. Furthermore,
increasingly since the sixteenth century, knowledge in Russian,sehamel Arabic cannot

avoid intellectual production in English, French, and Gertdan.

Or, as the AfricartARmer i can f emi ni st schol ar Barbara Chr
supposed to knothem while they were not at all interested in knowing *8° Far be it from me

to desire to be complicit in perpetuating this hierarchy, but what | hope to have impressed here is

that doing justice to such a studyhat is, of how Chinese spheres of musical theorizing, both in

the academy and beyond, compare tortbeunterparts in the West, and if such theorizing does

political work visavi s t he West 6s epbd s simpywuhfeagblederd. Itisl o mi n e
certainly a topic of great interest and relevance, given that Chinese research in humanities and
social giences is in an expansionary, outwhrdking phasé3’ and that Chinese musicians are

increasingly gaining native fluendyand asserting their plagan traditions that have often been

described as the preserve of Western, Eurocentric elitism, such asndesteusic®*And it 6 s a
topic thatoés opef to all music theorists.
¥Mi gnol o and Tlostanova, ATheorizing from the Border s,

B¥Bar bara Chr i s tT haeno CuiiyabiCritiqul aoc 6e(198 7611 63.

B’Xin Xu, fAlnternationalizati on o fCha@ding Higher&duthtiomia Bastt i es a
Asia, ed. Simon Marginson and Xin Xu (New York: Bloomsbury, 20220 46.

138 Mari Yoshihara pesentsa forceful argument, based on ethnographic research, for how Asian and Asian American
musicians in the classical tradition see Western art music as their own in her,chafiiek Voi ce d&dm Oneds (
her monographMusicians from a Different Sher Asians and Asian Americans in Classical My§ibiladelphia:

Temple University Press, 20Q7)87 224. For a history of how Western art music came to be accepted and adapted

to in China, se&heila Melvin and Jindong Gais  pbRhapg&ody in Red: HoWestern Classical Music Became
ChinesgNew York: Algora, 2004).

BClifton Boyd criticizes the i necepumisteadb|Iseerdviiscteroi biunt itohne
scholars of marginalized backgrounds (but not those with majority fidshtare expectédif not required to

provide labor in issues of diversity, such as serving in committees and mentoring and providing pastoral care to
minority students; see his articlg,l i ft on Boyd, i R a c eBasedR ®etvieenin Musichile oa ryd ol der
Theory & Practice46 (January 2021117 22. In the same vein, one would object to the equally troubling assumption
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Back to the matter at hand. Taking YTMT and its claims as an alternative space for
theorizing seriously means engaging with that
| 6 v @dediteefocus on formalized musitioeoretical content, since the creators themselves view
these kinds of vide@sand not their Q&As, interviews, or livestreainas their bread and butter.

These polished, discursive videos are akin to conference presesitadioalytical content,
especially, represents these creatorsé flagsh
viewers. So, in the following section, | consider how members of the YTMT community have
positioned themselves visvis the academynal society more broadly, and the effect to which

these positionings act as political claims. While the YTMT community is by no means a monolith,
some of these claims are more prevalent than others, both among creators and their audiences. But

t h er e @csthisni@am jest sheer numbers: Although no single content creator holds formal or
institutionalized power over other content creators, informal structures of power and hierarchies

do emerge depending on oneb6s c | oecatdr doeshsayrcano v er ,
have ripple effects, as most of a content cr es
than equals in a discourse with the content creator. Behind the scenes, too, the invisible hands of
YouTubeds al gor iidebemndahe deil df theotsclenolagicad imgeratidenake
themselves keenly felt, exerting techmareaucratic control over what content gets promoted to

which users. Both content creators and their audiences alike are wrapped up in what Shoshana

by

Zuboffdubs fAsurveill ance capitalism: 0 an economi

that the burden of researching Réfestern music and music theories with ethical care and epistemological respect
ought to be shoulded exclusively by minority scholars, especially if this assumption is founded on the pigeonholing
of onebs research obligations through hasty assumpti on:

Wsee Martin, AAlgorithmictyBidtas and Corporate Responsib
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through the Internet and social media platforms, that voraciously and unilaterally devours our

human experiences for behavioral data to be extracted and tfaded.

1.2 Subjugated Knowledges and the Politics of YouTube Music Theory

How do YTMT content creators see themselves in relation to the academy? It depends on whom

you ask, of course. As it happens, some YouTubers, such as Seth Monahan and Scott Murphy, are
also acdemics'#? Other academics, such as Phil Ewell and Megan Lavengood, have collaborated

with prominent YouTuber¥*Mo st promi nent creators in the
academics, and there seems to be a certain antipathy towards some aspectsigithe iacsico

t heoretical world. I n a talk given in 2019, JI
a kind of music theory counterculture, one that seemingly feeds off of negative thoughts about
music theoryo by ddi ssicnogmpacsidtle amextedimios the t he

di staste for theory as taught in the academy

141 Shoshana Zuboffrhe Age of Surveillance Capitalism: The Fight for a Human Future at the New Frontier of Power

(New York: PublicAffairs, 2019)Compar e this to the terms #dAplatform cap
Martin Kenney and John Zysman A The Ri se of t ls®eskhlSaande and fecrBa@®no. @y , o

(April 2016), https://issues.org/risplatformeconomybig-datawork; a n d Langl ey and Leyshon
Capitalism. o

142 Seth Monahan, YouTube channel, accesdagt 26, 2023, https://youtube.com/@ SethMonah&aBcott Murphy,

YouTube channel, accesséady 26 2023 https://youtube.com/@ScottMurphyldeasAboutMusicSo me o f Mur p h )
videos have been wildly successful, with one even nearing three million views at the time of \Betogd

YouTube, still others have published peee vi e we d fi ¢ u-stylewideos inyth&oasety foeMusicdTheory

Videocast Journalor SMT-V. Thisis in fact the stated aim &TV: SMTV publishes video essays that showcase

research irmusic theory in a dynamic, audiovisual format, presented so as to have the potential to engage both
specialists within the field as well as interested viewerddrithe music theory communi§fi S MV The Society

for Music Theor ySodetytbeMusicaThebryadcessetlay®6 2023,http://www.smtv.orgl.

143 Adam Neely,iMusi&€oriyh and White Supremacy, 0 September 7,
https://youtu.be/Kr3guGh7pJA 12t one, fAHow One | ns tJulyld® 202 YoDlelbevictee d a Ge
11:50,https://youtu.be/L5eN83w0ssArnold refers to Lavengood as a friend and extensively cites her diti¢iy a t

Makes |t SohuendY @mBadts&® : DX7 EI| eJournaliot PoRilaraviusic Stidie81n mbo,

(September 2019)/3 94. However, itds unclear the extent to which
Arnol dbés script.

¥4Julianne Grasso, fi Libkee:, AOwantneeunrt , Muasnidc STuhbesocrpgiperas Par t
presented at the Annual Meeting of the Society for Music Theory, Columbus, OH, NovZiiBes.
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B®arnaise syndrome, 0 ofr conditioned taste av

repertoires that form the bedfoof academic theoretical pedagogy (mostly Western art music, but

also jazz in some institutions) rubs off on thetfdCertainly, some musietheoretical content

creators present this antipathy towards traditional theory in those terms, as | explain late
Perhaps because she controversially descr.i

theoristso in her talk, not as a judgenfnt of

Grasso expands on these tensions between YTMT and the gdadeen later joint book chapter

with the man behind 12tone, Cory Arnohade. Al th

made videos that could be reasonably viewed as critical of established music theopetsand

the ways they are presentedéarners 0 Gr asso and Arnold counterac

antagonistic relationship between YouTube music theorists and academia. This is because many

content creators have not completely eschewed scholarly sources in favor of fashioningrtheir o

brand of music theory, whether the creator conveys research or directly collaborates with

academics. Grasso and Arnol d dtheYouTuberderishi s r e

from the researcher having done much of the legwork, while tharokss benefits from the

di ffusion of their work to théY YouTuberoés (of
So, it would seem that the walls between YTMT and academia are poaplesast as far

as their discourses are concerned. In a livestream with Ken Hareschgethistry professor behind

To be sure, these negative thoughts abouniteraccounsoci al
@darkmusictheory, exemplifies this by retweeting complaints about music theory found on Twitter. Miriam Piilonen
(@darkmusictheory), Twittehttps://twitter.com/darkmusictheary

¥Grasso, fLike, Comment, and Subscribe, o 2. In her joir
of her talk, specificallyher(nepej or at i ve but easily misunder st waal) use
taken out of context on Twitter, l eading to her becomi
comments defending these YouTubkosn strangers Gr asso and Arnold, AMusic Theor

“Grasso and Arnold, ®Music Theory YouTube, O
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the YouTube and Twitch channel, Ask a Scientist Gaming, Grasso reaffirms that her use of the
term Aamateur music theoristso to describe Yol
professional (and hence political) tsts that can often be havebn, especially for women and

members of minority communitié®Thi s she does by commenting th
amazing music analyses on YouTube that | woul
t hey 6r e. ' Rather,grotoisdcasual discursive space of a livestream, she more readily
identifies the issue as arising from a mixture of misinformation, perceived privilege, and strategic
political positioning. Asserting her desire that the various spheres otahtiseorizing might

comingle further, she continues her conversation with Hanson as follows:

JG: | think 1itds wusef ulandfthe rTikTokhworld Yaw fEuahde
academia to kind of constantly be learning from each othecpmnstantly be doing
[collaborative] things like this. You know, more pubfacing, broadefacing things, to
kind of have these collaborations and not be so #omer-ish, but also for YouTuber
to al so ¢é azédei what 6 @ause slankee ,Y oNUATCeafid
[ her emphasis] and also very well pa

KH: [l aughs] You are sorely misinformed?©é

JG: [inaudi bl e] Like wedre €é these rich
misconceptions! And justtmig t o bring these commun
trying to share knowledgewi t h musi c, weodore really
Like, really, what are we doing hefé?®

Coming from the scholar who first truly acknowledged YouTube musicyhea formal

setting®®! and from an academic who has gone further in building bridges with the YTMT

“Nori ko Manabe has identi fiiredi rastliittwtniyondl fdatrand eud p ibrech
theory as a field: Curricular roadblocks in graduate and undergraduate programs, issues of equity and fairness in the
classroom, possible biases against international or minority students in gratinetsi@ns, and possible issues in the

faculty search and tenure/promotion processes. See her dirtidle,bw SMT Coul d Bec o mlesicMor e We
Theory Spectrum5, no. 1(April 2023): 144 45.

149 Ask a Scientist Gaming [Ken Hansorigp 43 (Full): Dr. Graso, Music Theory, and Final Fantasy Il/I\d
September 23, 2022, YouTube video, 38323:36,https://youtu.be/CijvtBUQ7co

WAsk a Scientist Ganidmog., AEp 43 (Full), o0 34:03

BiIMoore, fAThe New Language of Music Theory, o 134.
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community than most, Grassob6s cumulative ins
between YTMT and academic music theory. They tell us, fornnstahat while some YouTubers
see an affinity with academia, others freely collaborate with academics and use scholarly sources
but separate themselves from the academic world, and still others frame their work from
perspectives that are either somewhstiaght from the academic world of music theory or that are,
in fact, activelyanta c ad e mi c . I 61 | refer to tditieestheorstosi t i o
gadfly, outsider andrevolutionary | use none as ontological categories or value judgeshemn
fact, | would argue that all of them do have positive connotations in the right contexts. Rather,
these are shorthand for what seems to me to be how these content creators present themselves.
First, | et étgentheotisknodeledatiethe terim eitizen scientist, which the
Oxford English Dictionary defines as either a scientist whose work is marked by conscientiousness
for a communi ty 68 maogercenantoryr andi pertinenflya snéntoer of ahe
general public who engages iniesttific work, frequently in collaboration with or with the
assistance of professional scientists and scientific instituttdish e t er més du al nat
in that it includes academics who are more involved in pidiatimg work, but also the musico
theoretical content creators who form the bul
musical theorist,o citizen theorist should no
one overview published in the highly prestigious academin@uBciencecitizen scientists can
collect data of equal quality to experts with appropriate protocols, training, and ové&rsight.
Letds bracket out odrowvmoal i gady ngnematciadee

Monahan, and thereds also Calder Hannan, pres

152 Oxford English Dictionary Online s.v. i Ci t iScientist n., o Slay c 26s 2@28,
https://www.oed.com/view/Entry/33513#eid316597459

BBRick Bonney et al ., @ NSciernes4S,ne §1g8 (Manch 2064)486i13Z.en Sci ence, 0
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who runs a prolific channel called Metal Music Theb¥l use citizen theorist tonean those
YouTubers who see themselves as connected to -
have all the trappings of academia (i.e., they have graduated with or are pursuing a doctorate in
musi c theory or a r ellytnmpbbyed at anlindtifutioa. frat ingiance,ar e n ¢
Cory Arnol d, or 12tone, describes themself un
mu s i ¢ daspite dot being connected to academia in the formal $&&father than defining

the term, Amoldcar i fi es the misconception that MdAacad
but somehow smarter, 0 going on to say that aca
or even necessarily write of perf oimgmtalhatai c. 0O
conference on public music discourse held at the University of South Cardéliveapresents the

viewer with a montage of academics who attended that conference describing their research.
Arnold expresses a similar sentiment of solidarity when they took pride in officially becoming a
ipublic academic aut hlkochapterjwithsGrassa fas eeteasefdthe i r  j o
i mplication is that Arnold doesndt see himsel

work that is different in essence or strictly separated from what academics do; for citizen theorists

1% Calder Hannan, Metal WMsic Theory, YouTube channel, accessefilay 26 2023,
https://youtube.com/@metalmusictheory5401

512t one, fAHow | 06d Learn Music Theoryo; and fAWhat I s an
7:50, https://youtu.be/hsndZ67Dibg

Arnold graduatedewi¢d i@anbacbal opésformance, and they
institution of higher | eathaiembachel@®inyocalferformande. Nov@lldgaww o n e v i
cartoon elephants and pretend to know how songs ,work Twi tt er 2022,J 858ep.m2 9,
https://twitter.com/12tonevideos/status/1487530535593254912

7 Cory Arnold,i Communi cating Music t hr ceotedhat th@ullid Music Discodrgeo , 0 p a |
conference, University of South Carolina, Columbia, SC, March 2018.

BCory Arnol d (|l@hapdieonevesyas af oday I,am dfficially a published academic author! About a
year and a half ago | was invited tantabute to the Oxford Handbook on Public Music Theéry 0 Twi tt er, Jan
13, 2022, 8:39 p.mhttps://twitter.com/12tonevideos/status/1481803102856433664
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like Arnold, thedifference seems to lie in their relationship to the public, and (theipseiéption
of) skill and depth of knowledge&?
On the other hand, there are YouTubers like Adam Neely, who are fluent in academic

language and thought, but present themselvbsymnd the academic world nonetheless. As John

Moore puts it, Neelyds delivery and content |
anal yses with inside jokes and memes é framin
culture and inte@t aes'®hetacéti Oestreamed fAonline study

based Society for Music Analysis that featured Neely, Arnold and a number of academics, Neely
described his content in these terms:

| do think of the analysis itself as like anistit thing, and a YouTube video can be an

incredibly artistic thing with research etc., ahduns parallel to academic researah a

di fferent ¢é .Butéase thibkaftitilike njoulraw, journalism. Pieces of

journalism can be art, butei can also describe the world in a really meaningful way. |

think é whenever youdre dealing with any Kk
journalism is € an i mportant one to make,
€ it és e a ganceitrthattway ratherdhamr prely as teaching or purely as art or

purely as a utilitarian thingf!

In his own words, Neely sees his content as parallel to academic research, but not congruent with
it,eveni® as i t 0dtheidiffigrende Eydchiefly ihow the two are presentéd.
Though both see themselves as fimusic theo

comfortable with academia and describing then

B[F1 am probably not as good a music theorist as é peop
practice taking the stuff that | do know and wrapping
they canthenundes t a €aty Arnbldedal. A SMA St udy -Bdayn Néely,d2tode, llanne Grasso,

William O'Hara, John Mooré Soci et y f o,sredvhedliveon Marcta26,2@¢2{osTube video52:22

52:38 https://www.youtube.com/live/NVTI9QS96Hg7U

®Moore, fAThe New Language of Music, o 138.
%1 Arnold et al, SMIA Study Day Roundtabled 1 12:1@ ifalics mine.

2Wh atmssaiud here is a philosophical u
t

derstanding of art
understanding of journalistic work a

n
hat corresponds to
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Neely goes on to setfeprecatingly express his fegis of impostor syndrome, but again he seems

to center on form and rhetoric rather than content per se:

I would not even call myself a music theor
comes to the rigorous academic study of music theorytladigaous building of an

argumentthatwagy but | definitely feel l'i ke 1 know
communication, which ia different skill that runs parallel But i1t d0s not the
and | feel like makind¢® that distinction is

This is despite the academics in that same livestream assuring Neely right after that he should in
fact regard himself as a music thegristitching from the sideines, Phil Ewell even interjects:
iDi sagr ee Ydudeaamudicsheorigt...owndt®*Cer t ai nl'y, Neelyo6s ba
a part in this selimage; he was formally trained in jazz composition, graduating from the Berklee
College of Music and the Manhattan School of Md8idNeely seems to distinguish himself from
the academic world presely because of his primary musical identity as a practicing jazz bassist
and composer. In the online study event, Neely goes on to say that
I dondt come from an academic music theor\
Theory in jazz is always for the hefit of the improviser, the performer and the composer.
| like talking about theory and I like understanding music from that analytical perspective,
but, at |l east in jazz é itbés always a mean

t hat 0 slikktherethos that | always came into, making YouTube videos: This is a
thing. You can make music with*¢

Neely suggests that this framing of theory and its use from a jazz perspective, too, differentiates
what he does from the way music theory igrfally presented and taught; whether such framings
result in tangible differences in methodology or approach is something in the later sections of this

chapter.

®3Amoldetal, ASMA Study DayisRXM;taicsmad | e, 0 53: 50

164 philip A. Ewell, March 26, 2021YouTube chat message, timestamped 54:3Armold et al.,i SMA St udy Day
Roundtabl e. o

®¥Moore, fAThe New Language of Music, o0 136.

¥society for Music Analysis,16i08MA Study Day Roundtabl e
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That said, it also seems to me that Neely is leveraging on his jazz credentials to bolster his
authenticity, immediacy, and arguably authority to his audience (which is very broad and large by
any count, given that Neely is one of the most prominent names in YTMT and has close to 1.7
million subscribers at the time of writing). By criticizing certalaments of music theory as taught
and researched in the academy, raising timely andHhitinlg questions about music theory as a
field of study, and broadcasting these issues to a wide audience, Neely positions himself as
something of ajadfly.'®” (Plab wrote in theApology of Socratethat Socrates likened himself to
a gadfly[e + ¥ when the latter was put on a trial in which his very right to life itself hung in the
balance*®®in modern parlance, a gadfly is one who persistently challenges or estibie status
quoto bring aboutchang®The gadfly has il lustrious forebe:
out put, at |l east, fall s wvideodthatcouirbarsasomablg viedwedAr n o |
as critical of established music theotatitopics and the ways they are presented to learners
Grasso would even comment that Neellf fAjust se
I n one early video, for exampl e, Neely cr
inflatedthed mpor t ance of'Pwriinttt @am mihsisc.adphenomenon e
scoreo that pervades fAall forms of academic a

and jazz music, buUu®Neoelhyergoreussiars tac svaey |t at

167 E.g., Adam Neelyii Wh you Should Learn Music Theory (Prescriptivism vs DescriptiviSm) Oct obegr 5, 20
YouTube video, 6:21https://youtu.be/49alQj7c5ps

B8W.S. Tyler,P|l at 06s Ap o (NewgYprk: ®nAdpleom & Go.o 1873137 38.

169 Oxford English Dictionary Online swv. i Gadf | vy, n. and MapdZdg. 2083, access
https://www.oed.com/view/Entry/75959

1°Gr ass o, ALi ke, Comment , Subscribe, o 6.

171 Adam Neely fiThe Cult of theWritten Score (Academi®ubstep, andHow SheetMusic Affects How We Listen
toMusic)y 6 December 14, 201226, httpsdvouinbb/l€A6akp0Keco , 2 : 21

2Neely, fAThe Cult 26425t he Written Score, 0
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musical academia has decided that the written note is more important than the actual performed
noteo; as a result, one judges performers bas:i

score, and coposers on the sophistication of their legible compositional processes, as opposed to

fithe mugdPAt iittsselnfo.sot extreme, Neely claims, th
to the i vory towero to be 0 mandée pratdssesnecedsayd 1 n
tomaketwelvde one composition or pitch cell composi't
iextremely boring é with no sen&%® of drama, o

We mi ght bal k at t h eripes abpud thie purparted, elevation of Ne e |
compositional process over aesthetic experience in the academy are not that different in spirit from
Richard Taruskinds excori at i ot that is, welating to he c a
creation, orpoiesis(" s a9 @t her than poetry. Taruskin de
conviction that what matters most (or more strongly yet, that all that matters) in a work of art is
the making of i1t, the maker 6s i npugdoyrsearaundd he ¢
him as the fdchief bul Wagaik,Néelyshotdlond. s f al |l acy i

For what ités worth, Neely doesndét argue f
to use notation and transcriptions to illustrate his pdifitsn one video, in which Neely braves

the pedagogical minefield of explaining the visual, representational difference of aurally

"Neely, fAThe Cult of249.he Written Score, o0 2:34
"Neely, fAThe Cult o0f319.he Written Score, o0 2:57
' 6m indebted to Ben Schweitzer for this point.

Ri chard Tar uski n, Tha Niusieal Tined4%, hoi. k886 FSpring 20@4)0 andl12. Of course,
Taruskinodés t ho edaohhissreatment df seiiaksm 81 hibhjglklycirtfluentatford History of Western
Music. Richard TaruskinThe Oxford History of Western Musiols. 4i 5, 5 vols. (New York: Oxford University
Press, 2005).

7See, e.g., Adam Neelii, The Mesmeri zing Har mony of Wayne Shorter, o
https://youtu.be/siHfCV6vuSc
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equivalent enharmonic notes, Neely defends Western notation and its idiosyncrasies against
charges of inefficiency and irrationality® Moreover, Neely even concedes his own pleasure in
partaking in one of the pastimes arising out
foll owing the score as the music flies by in
detaledand f ar mor®@RaitnhseirghtNeaidl. wdos arguing agai
epistemological blinkers resulting from an overreliance on notation; 12tone does something similar
in his video, AHow Sheet Musi c L iiffersnt rotationy o u, 0
systems (Western staff notation, guitar tablature, the Nashville Number System) interact with
various musical traditions -antdi pracdi ¢Asnol d
clickbait stratagem as an effective teachting c hni q u e : AfMeet them where
back to where ¥wWrantstdemcooclkeetdng about Nee
the problematic polemics that occasionally result from hispgmditioning as a gadfly.

For example, Neely lies about his experience applying for (and winning) the ASCAP Herb
Alpert Jazz Composers Award with a big band piece that heavily used electronic music elements.
He contends that, though he had considered submitting a score with just the jazz big Isand part
notated, he felt compelled in the end to notate the electronic elements as well despite the
considerable difficulty in doing so just so it

of reference for popul ar eleectornareixa , muaditch oautgy

name who woul dbébve been on the ju®¥y or how the

8pdam Neelyfil s Cb the Same Note as B?0 [ sihtds//yoidbe/SZtrA 23, 20 2
aCa4

"Neel y, iThhee WIuilttt eonf4Bcore, o 4: 17
®WQuoted in Piilonen, AMusic Theory and Soci al Medi a, 0

BiNeely, fAThe Cult of520.he Written Score, o0 4:55
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Never mind, it seems, that music theorists have been arguing for an ethical and ontological
reorientation of the field towards performance sirfee fate 1980s, when Wallace Berry and
Eugene Narmour set out their structuralist vision of the analyst dictating what the performer should
do®20r that the fAmyth of serial tyrannyo in Am
had been long exposedstablishing a stranglehold in only a select few institutions, and that
twelve-tone music was in fact capable of fostering idiomatic and highly individuated $tes;
t hat t he pol emi cs agai nst t his serial- st st
intellectualism and bad faith; or that much early work on electronic music in the United States was
carried out in universities, giving the |ie t
who wish to educate an entrenched elite aboutmoremod musi ¢ t hat doesnoét
tradition yet o% onhatiNedyeseemesl tode actingrom svhaiché thinks the
judges of the award want from him and not what they actually demanded.

The thing is, whi loerddgpdndence ngWestérrd nofation te lolindi a |
us to some ways of knowing music, notation can also democratize access to music, so conflating

notation with academic elitism is both unfair and untrue. For one, ever since Ottaviano Petrucci

182 Wallace Berry,Musical Structure and Performand®lew Haven, CT: Yale University Press, 1988ugene

Nar moQ@rmr ,t Mie Rel ationship of Analyti cal ExpldratiansiyMusig Per f o
the Arts, and Ideas: Essays in Honor of Leonard B. MéSaryvesant: Pendragon Press, 1983)4 40. For an

example of an incisive early critique of Bey 6 s and Nar mour 6s conceptualization
analysis, and performance, séeo e | Lester, APerformance and Anrfdbkel ysi s:
Practice of Performance: Studies in Musical Interpretati@ambridge: @mbridge University Press, 1993997

216.

®See Joseph SitTrhaeu vy t ar toifc ISeesr,i al 6 Ty MeeMusicdl Qiamerhd83h e 1950
no. 3 (October 1999B801i43;andi A Revi si oni st-TélmnestBeryi alfi Fnvedowrabhofner i c an
the Society for American Musk; no. 3 (August 200885595. To be f ai r, Anne Shreffler
claims obscure social pressures and hierarchies around serigistthat did exert their force in the 50s and 60s, but

she concedes that the fApeaceable kingdom of musical pl
post1980 musical landscape justaswllin ne C. Shr ef f | e ralHiglofiographyMA Responsefto Emp i r i
J os eph NThe MusicaldQuasterlg4, no. 1 (March 200080/ 39.

®Neely, fAThe Cult of65f.he Written Score, o0 6: 48
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published theHarmonice Musices Odhecatonn 1501, the printing pres
mass production and circulation of scores gave the broader public a way to participate in
musicmaking beyond their immediate milieu while circumventing gatekeeping spaces such as
guilds, religious institutions, and circles of aristocratic patrofty&urthermore, without
invoking judgements of value here, notation itself, as a way of representing and encoding musical
sounds and relationships, is as much a technology that fi@sl{tar even affords) certain kinds of
social, embodied musicmaking (including, but not only compositional techniques) that would be
unavailable without 18 just as much as it is a technology that filters out noise, wrong notes, and
extraneous sound&’ That is, notation is a technology in the same way that a digital audio
workstation (DAW) is a technological interface that has its own affordances for musicmaking.

That is, though we in the academy have not weaned ourselves off notation as much as we
probally shouldd we st i | | havenoét diversified away fron
claim w¥€adnd Iwkestill don6ét attend to perfor mar

inourfield®d i t 6s doubtful that t hadingoawseaofmmanoutsizédu dy o

185 My thanks to Joe Dubiel for pointing this out.

186 For an example of a similar argument, d€leris Schuiling s a ritNiod lad ,i o n Cul tures: T
Et hnomusi c ol o dpyrnaboftheRoyal Musicab Assodiatitd4, no. 2 (July 20199129 58.

¥This is Friedrich Kittlero6s argument; seimoBEndlishaschapter
Gramophone, Film, Typewritetrans. Geoffrey Winthrof¥oung and Michael WutZStanford, CA: Stanford
University Press, 199921 114.

®85ee,egPaul Fleet, A6l o6ve Heard There Was a Sed®opelar Chor do
Musi ¢ St TheiReusedge Besearth Companion to Popular Music Edug@tmm York: Routledge, 2016)
166 76,andSanna Ki vi j2arvi and Lauri Vakev?, AConsidering Eq¢

from a Social Justice Stanglp nt : Agai nst t hActioN Gritidgsim,iamdThedry for Musie Bducation
19, no. 1 (May 20201153 73.

189 Although more analytical attention is being paid to popular music, media music, and world musics than ever before,
Cookds articulation of the fAsounded writingo issue ver
| 6ve ment i oweed trabseriptior sdll,playls a major role in musical analysis regardless of the tradition.

See notd 9.
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contributor to notationds continued use i n mal
jazz. (For example, why have a lead sheet at all in jazz when jazz musicians emphasize playing by
ear? My intuition is that impvising on a lead sheet is itself creatively productive in a way that
surpasses relying purely on oneds aur al and
performers to offload the cognitive effort of recalling a jazz standard and its assseéteof
chords in th¥Apiteceds |entiiaket books werenodt pr
Case in point: Despite notationds minimal rel
copyright law continue to require musical notatiom or der to register o]
academics in both music and law arguing for chadtte.

What 6s striking is that -bdbfeoachagcademicggndfermalt es ¢
musicot heor et i c al pedagogy so as to align hi msel
out, there seems to be a disconnect between what Neely says aibeljatoes, as Neely is still
reliant on notation even in his latest discussions off¥=0 t her eds some pol i ti
Al t hough not al |l hi s vi ewedrirsfacta g gooce numbertoh t hi

commenters pointed out some of tlssues with his video, with one user asserting that their

experiences with notation were freeing rather than limittAeyh i | e anot her points

190 Sean Smitheoffers a similar obseationinhisarticle [ Fl exi bl e Co n c eBagediApproadiaop s : A ¢
the Anal ysi sTheofy antl racticd4 (2009 &3i,1%8.

¥ICharles Cronin, fAnSeeing I|Is Believing: The Ongoing Sig
inCopyright I nf r i Golgrado dechnoloDy Lav Jouredls,, nd. 2 (September 2018)25 48;
Brandon Evans, fdLet Me Get My Glasses, | CaVadderbiHear Yo

Journal of Entertainment & Technology L&#, no. 1 (January 2021957 89; Eleanor Selfridgd=i el d, A Subst an
Musical Similarity in Sound and Ncdbl@ade Teahnolody eawdopraat t i v e s
16, no. 2 (September 201849 84.

192See notd 77.

193 TheZacmanZ2iil've been playing written music since | was a kid and what I've experienced from this is drastically
different from what you deribed. Also, most of what the conductor of my college orchestra says is about
interpretation and emotion, not neteadingd April 13, 2018, 12:55a.mcommenon Neel y, @A The Cult o
S ¢ o rhigs:/&vww.youtube.com/watch?v=KA6mkgOKNco&lc=UgwAboXoOTfhJKeB4AaABAg
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cult of the written scoreo is routi®®ly cri
controversy dves views. There are certainly other early videos in which Neely has posted
controversial takes about classical musicians and musicians in the academy in general, such as his
assertion that dAcl assical musi ci avms kfi eg@l i mh yita
music from the past hundred years that'®has it
which generated enough controversy that Neely had to issue a-fgiloesponsé®®

As an aside, t his speakesie wdo mehceh al naicskmso ff oa
which both Arnold and Neely acknowled¢Sur e, users are free to cor
videos, but therebds no guarantee that newcomer
at stake. Neel ydods hei dve st en sBhereubnhdobn cl a
rhythmic and metrical experience are still going strong with 500,000 and 1.4 million views,
respectively, and so that danger for misperception and misinformation still pEfSists.

To be clear, none ahis detracts from the fact that Neely does put a lot of effort and

research into his cont edavis;his melatienshjpdwsth apagdemsao n a |

194 Tasfal10,fiHaving studied musicology and musical arts as an undergradisitband a postgraduatidsic] in

college, | didn't have the same experience as you aiTalkk cult of the written scodds even criticisedsic] in
ethnomusicology 0 November 15, 2016, 9: 11 p. m. , comment on I
https://www.youtube.com/watch?v=KA6mkgOKNco&lc=UgwAboXoOTfhJKeB4AaABAg

195 Adam Neely,fiHow andWhy ClassicalMusiciansFeel Rhythm Differently, ¢ January 25, 2016, Y|
6:46, https://youtu.be/fTEbUNDWIbDA

19 Adam Neely,iQ+A #22 - ClassicalMusiciansStill Feel Rhythm Differenty, ¢ November 28, 2016,
video, 23:47https://youtu.be/1ZJzjCiC1No

¥Eg.,Amoldetal, A SMA St udy Da yil8R8and2500 26020, &qr & disbussibi® of this issue in
the literature,see@s s o and Arnol d, A Mil®iaed Modreeld?.y YouTube, o 11

MEor a critique of Neelyds vipshedd ddfamoNMeehiysi geWspagt Ab
LOT, Blarch 24, 2023, YouTube video, 45:5#ips://youtu.be/f3tXFANV|SQ

78
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demonstrated by how he increasingly cites and collaborates with acad&haied;his status as

one of the most influential of musitbeoretical content creators who are also committed to
diversity and inclusion. For example, Neely incorporates North Indian classical music theory (as
filtered by the composer W. A. Mathiéti nt o hi s video on C®line Di o
by applying an affective reading to that song
scale degree 3 in anottét.

More significantly, Neel y f e aheayraadWhiteh i | E\
Supremacyo (originally ti®ledsiMespteci Mhbedmwoy c:
retrospect, Neely seems to have read the tealeaves in aligning himself with a powerful (and long
overdue) trend in the acadertiy,albeit one that to reinforce the gadfly imagedyseeks to

dismantle unjust hierarchies and power relations that arguably still govern ou*4i¢itdalso

9Forexample,imi s vi deo, AThe Most EIl egant Key Change in Al
27:07,https://youtu.be/epgYfti2nVNe el vy ci tes ScottiiRackHaMedhbleatgidben aarntd c|
Music Theory Onlin2, no. 2 (June 1, 2016)itps://mtosmt.org/issues/mto.16.22.2/mto.16.22.2.hanenberg.html

200 W, A. Mathieu, Harmonic Experience: Tonal Harmony from Its Natural Origins to Its Modern Expression
(Rochester, VT: Inner Traditions Internatad, 1997).

PlNeely, AiThe Most EIl eig20f. Condideryalsafat Beely extemsively Seatdrd® Anuja
Kamat 6s ideos on North Indian classical music theory
with Phi Ewebty aMdsWhite Supremacy. 0

2Moore, fAThe New Language ol#3fMdusitheTledray, d®nldld. Need yr
Ewell.

203 At the point Neely started working on his video (he interviewed Ewell in early July 2020), the dust had settled.
Responses to Ewell s plenary speech at the 2019 Annual
from overly defensive at bestanda ci st and personal aBympost umwenePbubli p:
2019 SMT Plenary Papemn the twelfth volumelournal of SchenkeriaBtudies while violating academic protocols

such as allowing an anonymous publication and failing to invite Ewell to respond. It became clear that neither the
Society for Music theory nor the field more broadly would tolerate these atfaéks; e c ut | v ensBtolssags Re s p o

i n t he Journal of Schenkeri an Studi es Juyo28, 202 2 | S\
https://societymusibieory.org/announcement/executiveardresponsgournatschenkeriarstudiesvol-12-2026

07.

MgGeelettdb s afiMaki@eg ,a Mamabeds response fAHow SMT Coul d Be
CatrinaSKimbé s r e, sCpfioinesnet i ng t o P éMdsic Jhegy SpectrudtS eor 1yAprd 202B0132
36.
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shoul dnét escape our notice that Neelyds buil
aligns with the arguents and values he espoused in his earlier videos, in which he criticizes the
academy with broad strokes. ) hishoundei veenrc,e Nreoeul |l yd écve
on board, even if some of them share his seeming distaste for the analytical agticti¢ools

that have developed around the Western concert tradition (e.g., figured®®aas)would relish

any reason to disavow these tools. In fact, that video immediately attracted much controversy;
while some of the pushback was more ldveddedan alarmingly large number of misguided (if

not outright racist) responses surfaced, whet
vi deos o o%forvoah&rSMMT spaces such as Twitter and R&ddall this is to

show some of the repmussions (good and bad) that positioning oneself gedfly might have

and how their effects can persist for a long time even if the creator has moved on. In this case, too,
Neely casting himself as the common man against a supposedly oppressive atithimono
academy obscures the actual political dynamics between him and us: None of us is exactly in a

position to hurl thunderbolts at NeeR?

fFThere are some musical el ement s whi c kentary Europeani que t ¢
musicians] that are not shared in other styles, which are gdd pr i or i ti zed ¢é Figured bas
understanding any Kkind of music that i snét Western or

music from one kind of people. 0o Neédlg610usi c Theory al

206 E.g., Vlad Vexler,i Mu sTheory Is NOT Racist! | Let'sNot Link Music Theory andWhite Supremacyo
September 16, 2020, YouTube video, 16#ips://youtu.be/uplPTQQE}I0

207 See, e.g., the comments ondtwkgd s Red,di fi 6 Mwsitc Th-édAalrayn INs/mBsigthdory,t 0
September 7, 202Qyww.reddit.com/r/musictheory/comments/ioa72x/music_theory is_racist adam. rfeaiya

more indepth discussion of how the music theory subreddit reacted to this videdlegaea L. Lavengood and
Nathaniel Mith e | | i/ RI Musictheory: M a khe ©xord Mandboak of PllbkcdMusic on Re
Theory ed. J. Daniel Jenkins (Oxford University Press, 2022), 9i 10,
https://doi.org/10.1093#dordhb/9780197551554.013.6As Megan Lavengood and Nathaniel Mitchell note,
r/musictheory exhibits three primary harmful biases: a positivistic preoccupation with pitch structures; exoticizing
consumption habits; and d&ralence towards antiracist discourse.

28 6m grateful to Joe Dubiel for this imagery.
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I 61 1 briefly discuss the third position th
outsider before mowig on to the last, theevolutionary Maxx Bradley, who goes by Scruffy on
YouTube, refers to thems wlhofloveats tedclaabaubvilgpgasne r an
audio and music theory8®Scr uf f yés qualificationsDonhfdave 1| i
music theorist and composer; they have an MFA in composition from the California Institute of
the Arts and a bachelordos in compositin and
However , Scd publishgdins sevidsdnasswsningha | | e d i WHdagbover Lo v e 0
game design and sound design just as much as, if not more than, they do music theory as is
traditionally understood. l ndeed, many of Scr
emphasize this break in perspectited | nvi si bl e Sound Design in Bre
Enhances the Horror of Five Nights at Freddydéd
AMari o Kart and the Doppler Effect ,fok@amod @A A N
Legends: Arca s?*?>Noreover, Scruffy describes their content rather differently on their personal
website and on their Patreon (a platform that allows content creators to crowdfund through

subscriptions) than on their channel: They claim their intent fshare orighal music and to

209%A b o u t Scauffyd YouTube channehccesseMay 26 2023 https://youtube.com/@ScruffyMusic/about

20 A About Sanr Mekxf Bradiey s Scriiffy, pseud.] official website accessedMay 26 2023,
https://scruffymusic.com/aboutrhl.

211 geruffy, What | Love (Chronological Order), YouTube playlist, last updatddy 19, 2023
https://youtube.com/playlist?list=PLQY 6B 3Mac8ItIwWqWAEFdfSsqpBi2

225ee Scruffipodewi Geep, for PalPdénomlLedeods: AdedsD el il ggn, 18, 202
YouTube video, 11:27https://youtu.be/MXBIEmMIyp4fi 6 1 nvi si bl e6 Sound Dely®yn in Br
2019 YouTube video, 9:48https://youtu.be/Vge9Gzybk§ i How Audi o Enhances taéhe Horro
Freddy'sdo Oct o b e yYoulube vidaod BQ2https://youtu.be/lyTlhtfgDwYfA Mréo Kart and the Doppler

Effecto May 2 YquTuBeOvRleb, 8:5phttps://youtu.be/lzbyiVBtPysandi Sound I ntensity and
Serieso0 Apr i |,Yd&Bupe vidléd,218:0tttps://youtu.be/rMkkEOAIUMO
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demonstrate admirable details in video games that often go overJodkeda nfdspite to &eep
producing educational content about video game design and aéitio

Because Scruffy is one of the content creat
di scussion of the content of Scruffyds -videos
versed in the tools of the musititeoretical trade as any these content creators &téput their
videosd synthesis of musical details with gan
view of musicdbs autonomy as an artwork that s
large?'® In fact, many of 8 r uf f y 6 s Y like &hit Mesic Phearyrasd David Bennett
Piano implicitly subscribe to such an ontol og
t heir pri mary anal ytical object s; t hey, t oo,
unstakeable enchantment with the aesthetic spell of nftfsihis stands in contrast to the state
of affairs in ludomusicology, which has recognized the inseparability of video game music, sound
design, and game design since its inceptidand so the subdigdine emphasizes the need for

reorienting one6és ontology, epistemology, and

2Bl i kewi se, Scruffy c lamusiaiantare an edugator whb studiesenlisic ansl soarsl deSign in
video games and creates fun, accessible videos to share what they can tebaxx®Bradley,Scruffy, Ratreon,
accesselllay 26 2023 ,https://www.patreon.com/scruffymusic

214For an example, see theirviddoHar moni ¢ nRISpytnhhm t MesHed ge Do ¢ GamTaube 14, 20
video, 12:41 https://youtu.be/V]j0aA933.s

25See Wi lliam Wlnbtdd®Repays b ook,

26t even Rings, fAMusic6s St ub b o rNMusiElneory@niine2hem L Marchand Mu s
2018),https://mtosmt.org/issues/mto.18.24.1/mt0.18.24.1.rings.html

2"For instance, this was the &gneBamrehith wason&ad theefistfulo!l | i n 0 s
length studies on the topi€aren CollinsGame Sound: An Introduction to the History, Theory, and Practice of Video
Game Music and Sound Desiffdambridge, MA: MIT Press, 2008).
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music/sound!® In her manifesto outlining her vision of ludomusicology as a trailblazer in
musicological disciplinary reform, Isalieelvan Elferen even goes so far to assert that
Ludomusicology challenges the score analysis that musicologists have employed since the
late nineteenth century. A combination of facfotie limited availability of game scores,
the variation of musical outpudepending on player actions, the blurred boundaries
between score and sound effects, and $bmean that traditional approaches to seore

based analysis are often of limited use or relevance. Certainly, games dispute the idea that
treating music in termsf a fixed score should be the default mode of anafy3is.

| nsomuch as Scruffyds approach masic theogmsoret o bot
broadly understood as opposed to ludomusicoldpistsmor e t ai |l ored practic
however, Scruffy stands as antsidet something which they do acknowledd®The fact that
Scruffy approaches this position from their pr
visual world, too, meas that their theoretical perspective promises a welcome addition to the
musicotheoretical discourse on game music.

For my last categorygevolutionary | 61 | use the Hack Music Th
my example??twhich has over 200 million subscrilseand a companion websf&Ray Harmony
and his wife, Kate, the team behind Hack Music Theory, produce videos that are typically didactic
i n natur e, unl i ke Neel yos and many ot her p C

classification (sedablel1.2) , Hack Music Theoryés videos wou

218See, e.g.Miller, PlayingAlong.

2% |sabella van Elferemi Ludomusi col ogy a dodrnat di 8ound and MBic & Saniksne. d
(January 2020)106.

20 My channel is wunort hodowbtiendIsyo meh arte §IB elddswel.bou hSci rEudfefnys
Scruffy Videoso0 Sept e mb,&/ouTubdvjdeo24043 D4:48 https://youtu.be/hH4kJIO3zjc

221 Ray Harmony and Kate Harmony, Hack Music Theory, YouTube channel, accétmed26 2023,
https://youtube.com/@HackMusicTheory

222 Ray Harmony and Kate Harmony,Hack Must Theory, accessed May 26 2023,
https://hackmusictheory.com/home
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content. Whatodés fascinating about Hack Music
make aboutheir method. Seemingly oblivious to the possible negative connotations of the noun
Ahack, 0o Ray Harmony frames-f Haek mMgesicct heeoyyr :
fact , the corporate entity that IHatciko nMuksa rcmoTnh
which has the tagline Aunort#dooXojveir¢] Ramy$isc |
isinclusiven Thank you for being here! Youdbre a vital
RevolutionR® Har mony. 0

Let 6s dasaekre laoack at -wheae mhhsisc ihlhe aty @nent ai

Beats, a music production channel with a significant focus on music tféstgck Music Theory

uses a digital audio workstation (DAW) ands@ | | ed Api ano rlwdlslinlieuot at i o
of st aff notati on. As Moore notes, Hack Music
more as a manifesto than it does ¥whietleuc at i o

Harmonies have since revised their website, | regredoe version that Moore cites below.

Popular music (electronic, hipop, indie, metal, etc.) is super cool, but most of it is also
super predictable! This is because the current music education system focuses on
classical/jazz. Those genres are irrelévian most modern songwriters and producers,

t hough, and as a result, they dondét study

However, making music by ear is precisely
days, as our ears will alwaysleasslut o what webve heard before
great music that stands out, we need to use theory! But traditional theory is irrelevant and
overcomplicated. This is the dilemma that popular music is currently trapped in.

Our solution is Hack Music fieory, an online platform for songwriters and producers to
learn relevant, simple theory hacks, which can instantly be applied to making cool music

22Z2FAbout, 0o on Hack Music Theor y o shtmsf/Haickmisiatheorywcenabout e, acc

24 AAb@uton Ha c k Musi c TheoryosacceeduMay b €6 2028annel |,
https://youtube.com/@HackMusicTheoryéat

225 Carlin  Hines, Busy Works Beats YouTube channel, accessed May26, 2023,
https://www.youtube.com/@busyworksbeats

2Moore, fiThe New Language of Music Theory, o 141.
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Figurel5: Exampl er of | ipowaabi ondo used i n?Hac

thatos also creative and clever! So, get i
join over 175,000 ke-minded music makers in the Hack Music Theory commuAity.

By casting traditi onadmptlhiecoartye dads bfyi rvrierl teuwes
classical and/ or jazz, which are fAdirrelevant
Music Theory feeds on recurring antipathies towards music theory and composition as taught in
the academy. Moore consideksa c k Musi c Theoryo0s-esadisghmenter cul t
tendencies to be partly r espon?thddamee, tbopcouldt he ¢
be said of Neely. Thereb6s also something iron

revoluionarieswhile claiming credibility and authority through their institutional affiliations (Ray

2TQuoted in Moore, fAThe New Language of Music Theory, o

228 Hack Music Theory, i80/20 Rule for Better Bass Line® Apr i | 9, 2020, YouTub
https://youtu.be/XmfiZe8VBY.

2Moore, fiThe New Language of Music Theory, o 142.

85


https://youtu.be/XmfiZe8VBYI

Har mony describes hwimsrildng acsolal déignaul It @ c tauwrae rd, 0
transatlantic |inguistic aMobrempesii eso surroun
Does Hack Mus i cthedrétieabconyeldt,showemers matclo its revolutionary
rhetoric? Yes and no. Hack Music Theory is notable among YouTube mhsmetical channels
in using almost no staff notation, utilizing
familiar to those interested in contemporary pop songwriting and production, who primarily work
with DAWSs (Figure 1.5).2%! That said, this notation is not fundamentallyfetfiént from staff
notation in that it centers on pitch (on the vertical axis) and duration (horizontal); arguably, it
shows evetessinformation about timbre, a parameter that academics have claimed in recent times
to be just as importadtif not more thanpitch and rhythm in popular musi&than staff notation
does, let alone highdevel information about pitch and rhythm such as the key signature and the
rhythmic grouping of notes.

So much for notation. As for the theoretical content itself, Hack Miiséory presents a
mi xed bag when it comes to its claims of revog
video,i246 Rul e f or Z*mevhith®Ray andKateoHhimeny distuss how to write

Abetter mel odi es 0 ag airgusstthatche theockticdl frameworkloehinde s

)Moore, fiThe New Language of Music Theory, o 142.

231 Moore also notes that DAWSs often come preinstalled on modern computers, such as GarageBand in the case of

Appl ebds Macs, in addition to the f arelatedgamestandtagplicationk i nd o f
such asGuitar Hero (2005) anl Synthesigd 2 0 0 6 ) . Moor e, iThe New Lid6nQthemge of
soci al media music theorists, such as Top40Theorybs A

information, but Hack Music Theory is distinctive in its studied avoidafcstaff notation.

2235ee, for exampl&Kyle Adam® art i®Muei cal Text ur e a-NilennfabPopulariMusicn st abi |
Two Case Infgral2Bi(2019),3845 Megan LevanfigTohoed 6Gu latrutriacll eSi,gni f i cé
AnalysissA Case Study in 1980s PopMubMuThéory Onlifedxo. @ (Septemkem d Nar r
2020) and the pWeai oMakgsclot e@antln As@a8§0PReTles 6SadniscebDit me m g
as Dramatic Driver in 21sEentury PopMusiz ( PhD di ssertation, Ann Arbor, Uni v

23 Hack Music Theory, 246 Rule for Better Melodigso June 5, 2020, YouTube
https://youtu.be/TbDUSEmbsPw
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this Aruleo is fairly conventional, and that
theories of classical and jazz harmédy( Hack Musi c Theoryodés fdArul esc¢
thumb ratherthanlasv or axi oms. ) Letbés take a | ook at t
refer, in effect, to diatonic notes by the interval classes generated above the root of the underlying
triadic harmony, although t he Ha thmoondemwithdonot
scale degrees to a certain extent. The Har moni
note, the fourth note, and the sixth note. In other words, the notes that are not in the triad but are
still in the scaldemphasis mine]’?®Ther eds a potenti al for conf us
context of D Dorian, the 2 over a C major triad is a D, the 4 an F, and the 6 an A, but D is evidently
not scale degree 2 in D Dorian; so, romsacal eo
har monyds root, as opposed to the scale of a
terminology has some pedagogical consequences.

The Harmonies then bring up how these-chord tones create tension with the underlying
har mony, which one could follow up with three
and producers are using the 2,0 4f orantdheé @aptli o
supposedly the most ru@mpliant yet also the most predictable (and hence what the untheoretical
ear tends to go for): to resolve these-sbord tones downwards. The other options, they say, are

At o go up t o tmoeniun proedeioc toab I ohagro s omewher e

A246 ruled i s essentially advocating the use
seems to me to be a more informal, utisl i tari
2%*Moore, fiThe New Language of Music Theory, o 143.

®Hack Music Theory, @A246 iRl e for Better Melodies, o 2:
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contrapuntal writing (specifically, the treatmentofrom or d t ones), presented

tipso that are relevant to modern popul ar mus

At the same ti me, itds curious how the Ai.
infoorm t heir theoretical framework. For exampl e,
60 to go down echoes how the intervals of a
counterpoint. Mor eover, t h e iewer, ispataularyetailing. of wt
Describing it as a fiwhole different beasto fr

known as the | eading not eo0 (theareticalling@. Theggodn ng t ¢
t o assert taidma pull af thinoté ig faranore than on any otherimamonic note.
The 7 is absolutely desperate to claw its way
t h e?%As Mbore points out, the characterization of the seventh scale degteeding towards
to scale degree 1 is a cornerstone of tonal h
with Hack Music Theorybds ethos of rebelling act
in classical or jazz®’

TheHarmores t hen c¢claim that HAwe | ove going aga
because taking it somewhere other than the root note creates incredibly strong emotions in the
|l i steners. 0 Because Athose emoti onesoweitlup 1 ncl

to the root, you d®dFhsey ahewposhowwhowethkyotr

2%%Hack Music Theory, @246 iR26laed 8088:24. B¥enthis gravitatibed retaphers , 0 2 :

is nothing new to academia, as gravity is one of Arnol

theory.Severi ne Ndfnfg, tfhReiOrvgeannti ¢ Art wor k: Schoenbergbs CI
Schoenberg and Words: The Modernist Ye@dew York: Garland, 2000), 98/ 94; James Kenneth Wright,

Schoenberg, Wittgenstein and the Vienna Ciflew York: Peter Lang, 200,/36i 50.

2%"Moore, fAThe New Langu®t4ge of Music Theory, o 144

®Hack Music Theory, @A246 iRl e for Better Melodies, o0 8:
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melodic example: Over a D minor triad, the melody leaps from E to the C above, and from there

the melody leaps to the D below. The Harmonies steeet t hey Adi d actually
root, o but they fimake this resolution fresh a
by inserting a (sixteenthote) rest between the C and the D below it, they claim to start a new
phrase tbhaenét hwou!l di¥°6et bse serpeasidg. how t he
understand musical phrases in a representatiorl
The issue i sota hlaeta dihnigs tfio’nde ;i se v etnd svha nf P ate y7 ch
they continue to treat this C as if it were the leading tof@(Dorian) that demanded upward

resolution. Here, the confusion between intervals and scale degrees rears its head.

It seems to me, then, ifthraadiMoiooneadlso orbasteurvea
Theoryés holds true when it comes to harmony.
my opinion, is that Hack Music Theory presents music theory as a utilitarian tool, built primarily
out of their own idiosyncrat understandings of what Michael R. Rogers calls the building blocks
of at fipory stage, o0 such as the scal e$Thesol f eg
utilitarian approach is even more cl eackss y dem
for Better Bass Lines, 0 which offers composit
displacements or breaking up perfect fourths and fifths between successive notes in the bass with

other chord tone¥? The thing is, all this still hingesnoa conventional understanding of triadic

®Hack Music Theory, 01246 i®3l e for Better Melodies, o 9:
Hack Music Theory, @246 iRl e for Better Melodies, o 9:

241 Michael R. RogersTeaching Approaches in Music Theory: An Overview of Pedagogical Philospphied.
(Carbondale, IL: Southern lllinois University Press, 20@4)

242 Hack Music Theory,ii 6 Hacks for Better Bass Lines, 0, March
https://youtu.be/ujSOViuv5kg
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har mony, even if some concepts associated wit
and jazz traditions are left out (e.g., tonal function and upper extensions).

What Hack Music Theory offers to musititeoretical discourse, then, is how they couch
theory in terms that are closer to production and production technologies. In that way, their
vernacular theorizing might be seen as a refreshing counterpart toraad#tcritique of how
theoretical analysisfo popul ar music in the academy dafail
songwriters themsel ves e ngdhgaetsicalnesearbh obh Hanonpmu s i ¢
or tonality in popular music Aeither ingthei ses f
theoristés own inclinations and | i stebasehg bac
dat®d. o

Whil e some of Hack Music Theorydés pro tips
(e. g., AfGood r hyt h msya pleasikgeet mterésting lmalarte ob repetttianr n s
and variety, o0 which #Ais created by wusing man
s y n c o p #*othey wideds,do offer surprising examples of musical theorizing, as in their
associationofvarioks el ement s of the rhythm section witdh
f or Bet #%\stheB seait the cgmbals connect the drumbeat with the pulse of a song, the

snare injects energy into a drumbeat, toms add timbral variety, and thdriimkbrings the

Ben Duinker, APl ateau Loops a Muasic FhedoyrOnlid25Tho.#4 (Decembern Rec e
2019),https://doi.org/10.30535/mt0.25.4.3 par agraph 7. 4. Likewise, Trevor de |
of pop music to engage closely with the technical aspects of produltemor deCé r cq, A Revi ew of Ral f
André Doehring, Dietrich Helms, and Allan Mooegls. Song Interpretation in 21sEentury Pop Musi¢Ashgate,
2015) , OMusic Theory Online 22, no. 1 (March 2016),

https://mtosmt.org/issues/mto.16.22.1/mto.16.22.1.declercq.pardgraph 8.

244 Hack Music Theoryi Rhyt hm Rul e f or Bet 2leYouThbe Videa] 3:5B<17 and 3wdy 13, 2
3:33, https://youtu.be/WTFp60D-Ks.

2% Hack Music Theory,i Ki ¢ k Drum Rule for Better Beats, o0 Octob
https://youtu.be/dwdvaz4ZDz4
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groove, which they define as 0 a-beatmotes hnooft hat c

beat not es, i Becaussyencbopat ikoonc.kd drumdés funct
predetermined in comparison to the cymbals andthedndreey i nt r oduce what th
drum rul e, 0 which essentially asserts that on:

kick drum, and they cite polymeter as an example of a technique that could enliven a kick drum
pattern. (Frustratiigy , they donét go on to show how ex
polymeter, redirecting their viewers to purchase theirpalfb | i shed gui de, AiHacl
instead.) Hack Music Theoryds emphasi®thei s on
analytical, but, in this case, they do address a dofiie structural possibilities afforded by the

various elements inadrumé&it hat 6 s only begun to receive t he
the field as of laté*’ So, while Hack Music Theory certainly offers a way into music theory

without requiring literacy in staff notation, coupled with a utilitarian pedagogical method that
concerns itself with repertoires and topics that have been relatively neglected iniacadearch

and/or formal pedagogy until fairly recently, the theoretical perspective that Hack Music Theory

gives falls short of its outsized revolutionary rhetoric.

Hack Music Theory, #AKick DBr22zzm Rule for Better Beats, 0

247 \While theorists working on jazz and popular music have always acknowledged how centakit élements (ki

hat, snare) are used to signify meter in the sutngle, ito
metrical experience, the embodied practices surrounding it are discustethin An early example ofithis Brad

Osbords afiBeate That Commut e: Al gebr aReclkan@r Gaonutedtet h et i c
Online Journal of the Music Theory Society of the-Mithntic 3, no. 1 (2010): 43%8.However,i t 6 s not unt i |
afull decade later hat we see a flurry of scholarly activity on t

most highlyregarded journalsinthe fieldac hary Cairns, #ASwitching the Backbe
Pogoin1980& r a R o ¢ kMuditTheoncQnline?8, no. 1 (October 2022)ttps://doi.org/10.30535/mt0.28.7.2

Scott JHanenber g, AUsing Drumbeats to Theor iMusic THeotye r i n
Spectrum42, no. 2 (October 2020227 46, andMar i usz Koz ak, AfFeeling Meter: Kir

Case ofRecent P r o g r Jewsnsliolv MusicMi@eorgsb, n@ 2 (October 2021185 237. See also the
analytical pieces irMatt Brennan, Joseph Michael Pignato, and Daniel Akira Stadnicki, €ds.,Cambridge
Companion to the Drum K{Cambridge: Cambridgeniversity Press, 2021)
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All this brings me to how many of these YouTubers draw on the academy regardless of
how they politically position themselves to it. Even the Harmonies areamedlre of the concepts
used in traditional theory (e.g., nblarmonic tones, leading tone, polymeter), although they
di smiss these as Afancy o0 namaaninfmoreintgitvenessmshi ng t
(A rose by any other name would smell as sweet, as one would$syt) at 6 s curi ous
these YouTubers often make use of their academic connections as much as their credentials as

professional musicians, even if they oatdly claim to oppose how theory is taught and practiced

in the academy. | 6ve mentioned that-wiiagg Har m
coll ege | ecturer, o0 while both Adam Neely an
backgrounds ontheirwes i t es, | i sting their qual®®fication:

Paradoxically, these three content creators define their respective positions through
painting themselves as black sheep who nonetheless have inside kncitHatigel | i am O6 Har
has disce sed how journalistic essays, or At hi nkpi
Asecret decoder ringo thatdés fAarcane and myst
those initiated into the fiellP'L i k e wi s e, A jlisiifiad dinet@ ¢tritigées of academia

seem convincing to his audience precisely bec.

fFfWhat 6s in a name? That which we c¢al | WiiamrSbakespedre, By any
Romeo and Julieed. René Weis (Bloomsbury Publishing, 201189.

RAAbout Scruffyd;Bi dAm a idd dme bifigial lwebsite, accessedMay 26, 2022,
https://www.adamneely.com/about

Moore makes this observation about Ray HarmoThlyespeco fi
142.

»l0pHara, fAMusic Theory and the Epistemology of the 1Int
subgenre of contemporary nonfiction, o exemplified by
Du b n é&neakanomics: A Rogue EconmmnExplores the Hidden Side of EverythiGgz 0 0 5) , that Aipos

everything has é a secret explanation waiStevenD.Lavii be exy
and Stephen J. Dubnédfreakonomics: A Rogue Economist Explores thedelidSide of EverythinfNew York:
William Morrow, 2005).
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The Harmonies sell the utility of music theory as a tool, which they praise (and instrumentalize)
as fAa flashlsghhettway, i Feummahabhg musi cal pat h:
ObHar ads secrhesdpeictoed etrh eriirngs)t.at ed anti pathy t
it comes to harmony and melodic harmonization, at least, what they really disagres tvaih
music theory is taught in traditional musical pedagogy, believing they can present-musico
theoretical insights and adapting concepts in dowearth, more practically relevant terms.
Lastly, despite their distinctive interdisciplinary perspective immersive, Scruffy concedes that
their research includes reading articles by musicologists (they seem to collapse theorists into this
term) in addition to what musicians, game designers, and audio engineers have said about a
topic 23

| 6d | i kel lusFotucwanmédec@ds exposition on subjug
remarked, Foucault frames subjugated knowledges as more of a political struggle than an
epi stemol ogical war of differences, and that
cont ent c rheaatteorrsedl dtoivoens hi p with the academy.
who take the most radi cal of the four politi
commensurate rupture in epistemology and praxis. Perhaps tltsalfistudy are different, but
that too has already begun shifting rapidly in the academy as the field reorients itself away from
the analytical and theoretical study of Western art music towards popular music, jazz, musical

theater, and (to a lesser extjevideo game and film musfé? In terms of approach, we are also

®?Hack Music Theory, fA1246 iRaBl e for Better Melodies, o 4:
2533 ¢ r u Behigd,the Bcenes of Scruffy Video® i1:545 0

24 The most recent extensive empirical study on trends in theoreticas tapicrepertoires is perhaPsn Duinker

and Hubert Léveillé Gauvins afiChahgj ng Content in FI| agghlilpMysdusi ¢ Th
Theory Online23, no. 4 (December 2017itps://mtosmt.org/issues/mto.17.23.4/mto.17.23.4.duinker, rewdn

then, they conclude that the repertoires | mentioned have seen a dramatic explosion of interest since 2000. Duinkler
and Gauvi n,onfitGhnatn gdi npparG gr aph 10. 3. Leigh VanHandel 6s ¢
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closer to YouTubers in the classroom and in the conference room than we are in our books and
journals.
Foucaultds disti nct i onerudittanddisquglifiedkrzowleddes k n o w |
i s also hel pf ul dishualifieel knowleelged Fostami ndi bhr sel ves
points, |l cite this passage qootedfbntdhepiora:l i fi ed Kk
Naive knowledges, located low down on the hierarchy, beneath the required level of
cogni ti on o nheseanqualifigd,ieen diréctlyylisqaalified knowledgesh
as that of the psychiatric patient, of the ill persorthefnurse, of the docidrparallel and
marginal as they ate the knowledge of medicidethat of the delinquent eta) involve
what | would call a popular knowleddle savoir des geip® a particular, local, regional

knowledge, a differential knowledggcapable of unanimity and whidwes its force only
to theedge it presents in oppositiondwgerything surrounding.f>®

The preponderance of practical and experiential knowledge circulating in YouTube music theory
spaces parall el s ddgelesavardegéns. pMdpué aveknowhi | e |
that the musica heor et i cal knowl edge on YouTube is Mfbe
scientifici-tpmaogethhatdos preswvdlfent among YouTu
mostpr of i ci ent in the field perceive their theo
and rigor (Ascientificityodo) of their academic
citedo YouTuber sd anal ys es aréhnhds seemeuatrue of ounfigld o f m
more broadly. While Neely has been cited in a modest amount of (mostlyIEweér academic

work, no other YouTuber seems to have been cited é&fcht all. In a sense, even though

online survey of current graduate students and graduates within the last five years with a total sample size of forty

six). Nonetheless, these graduate students anémet gr aduates rank Apopul ar musi c|
most important topics of study, whereas that topic was the third most frequenttjeseified research interest only

after fimusi c t he o-toyal/tywestidtltgentgfysbc eanntdu r fiyp basntaglhy sV ssn lbandel |, f
Does the Society f oMusicMbesry $peciruve, oor yApric2023h 8 10.?7 , O

Foucault, ATwo Lectures, o 82; translation amended by

fincapable dbébunanimit® et qui ne dtooudus saeudxr qédichglu®@amut o u
Foucault |l fautdéfendrea société:coursau college defrance, 19751976(Paris: Gallimard/Seuil, 19979.
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YouTubers have participatedinacademm conf erences and publicati ol
is still disqualified in some academic spaces
academic journals).

However, Foucaultés characteri zart,iooniloofc adi,
and Aregional 06 needs to be reinterpreted in |1
here. The particularity of this knowledge comes from its interest to musicians and certain avid
listeners, but not humanity at ladgdencewly Foucault contrasts this 0
Ageneral commonsense knowledge. 0o On the other
to square with YTMT when the socialedid facilitated musicetheoretical discourses it
participates in is hayv already become the lingua franca of our youngest generations of
musicians’>® Add that to the fact that YouTube musical theorizing is literally a global
phenomenon, and it becomes clear that Foucaul
be wnderstood in terms of physical geography or social pervasiveness here.

Rat her , t he meaning of #@Alocal o and &regi on
differential knowledgéncapable of unanimity and whidwes its force only to thedge it presents
in opposition toeverything surroundingti. 6 Whi |l e Foucaultds descri
hyperbolic in this context, some YouTubers derive some of their credibility and powerbase through
positioning themselves against traditionalorad e mi ¢ musi ¢ t heory, as |

space for dAdifferential knowl edge incapable o

content to find their own areas, and few individual content creators would claim to present a unified

261 dve quot enllingPwainihgdar thoséveno ignore SMMT at their peril earlier; see Bofes Somrita
Ganchoudhur i and Barry Weahdlinstautionsphave weakened godiike powers overa c her
insulated studentsé Nowadays, students are apt to conn
i mpol Soemryt@a Ganchoudhurii a n dronBtherFielg of Mée Meldianana Socidiogye f | ec t i
Net wor ked Mu s iThe OxferdaHandbookgf, Socisliedia and Music Learningsd. Janice L. Waldron,

Stephanie Horsley, and Kari K. Veblen (Oxford University Press, 20P8),
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theoretical f a me wor k . But thatdods also true of musi c
fraught wi t h At he met hodol ogi cal di sputes ar
academi ao mor &'Thdimage ofmusiathebreas afieleéin whictyographically
sophisticated analyses predicated on certain prestige theories or methods (e.g., Schenkerian
analysis, transformational theory, set theory) as applied to prestige repertoires (read: Western art
music) is an overdone caricature by this point b u t these YouTubers are
themselves againgitat Instead, a lot of their animus is directed at how music institutions have
traditionatltlheorgowghitndiigrheeor eti cal rudi ment s
Al rr el e tises (most often pighteententury Western art music, but also jazz, as in the
case of Hack Music Theory). Even that, however, is starting to change in the American/Canadian
academy?®® as Cora Palfy and Eric Gilson concede, educators are beginningptawhy
successfully at the fAhidden curriculumo of th
their music theory coursé®

On the other hand, we might read differential knowledge as one that goes around or pushes
back againsdoraveamns aiduainnadpiseinslogical universality. The
academic study of music has been criticized for this voracity in recent¥fdgnolo, among

ot her postcol oni al schol ar s, argues that the

»"06Hara, fAMusic Theoryhantdntbeen&pj et eéol ogy of

258 For example, educators in the field are starting to question the priority given to chorateifregtin the pedagogy

of music theory. Se€h el sea Burns et al .Journdl & Music aHedryi Pedpgo®phre. 1IChor al e
(Jauary 2021)1i78 andAn na Ga wb o yNeutralify bf@adWo n t papey presented at tBestinguished

Residency in Music Theory Pedagdgic], Michigan State University, East Lansing, MI, March 2019.

2°Cora Palfy and Er i c i@iullsuom,i nii Tthhee HVudddueoal of ®Musio ThgoryCl as s r
Pedagogyd2, no. 1 (January 2018)i32.Their ar gument parallels much of what
Theory and the White Racial Frame. 0

260 pylan RobinsonHungry Listening: Resonant Theory for Indigenous Sound St(dieseapolis: University of
Minnesota Press, 2020).

96



for untold epistemological violence in its colonialist and imperialist histdriowever, | would

be hard pressed to claim that most YouTube content creators are aware of atlined to these

i ssues, l et al one that tnhNeglpisone chthetfawerxceptonsa d dr e
in his video, AMusic Theory and White Supr ema
culturally about musi c that could be descri be

associated with Walter Migno] though Mignolo adapts it from cultural theoriStoria E.
Anzaldia?®? To put it simply, border thinking results when one interrogates epistemological
dominion from the outside, using adjacent but marginalized ways of knowing to problematize and
disrupt dichotomies predicated on alterity. This passage from his monogiaptal
Histories/Global Designs: Coloniality, Subaltern Knowledges, and Border ThinKingtrates
the latter point:
This, in other words, is the key configuration of border thinkingnkihg from
dichotomous concepts rather thamering the world in dichotomies. Border thinking, in
other words, is, logically, a dichotomous locus of enunciation and, historically, is located
at theborders (interiorer exteriors) of the modern/coloniabrld systeng 23
Elsewhere, Mignolo asserts that, because fkeowing subject is an observer of, not
a dweller in, the bordersoordér thinkingnecessitatedwelling in the bordef*
Neely demonstrates the potential of border thinking when he anddyaes h| een Batt

recording of Xavi er Mont sal vat g eCnso cdantidnesg h e,

negra3*®®*and the YouTube music theorist Anuja Kos |

%1See notd 33
262 Gloria AnzalduaBorderlandsla FronteraThe New MestizéSan Francisco: Aunt Lute Books, 1987).

263 Walter Mignolo,Local Histories/Global @signs: Coloniality, Subaltern Knowledges, and Border Thinkamgl
ed. (Princeton, NJ: Princeton University Press, 2082)

264 Mignolo, Local Histories/Global Designsv.

%For how Mostesaliwagt gedsates t o seehliee Hendeesbdrsy Otshledsaiosit at yt h @
Cinco Canciones Negras (1945)y Xavi er Mont sal vatged (Masterds thesi s,
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Kalyano by inhabiting atédewithtehch sodg.¢.,iWestdrn abdr ad i t i
North I ndian traditions of musi c theory. He
similarities, building as they do on the same scale degreassiand utilizingportamentémeend
the pitch bends are structuiain A Shuddah Kal y amoohfoghly pus, @ o f h
Adescending pentatonic scal eod) i s conceptual
portamentd s used more as an expr&mefiect, bisceodsbiteralt i n A
analyss reveals that an abstract conception of pitch classes, decontextualized from musical
patterns and stripped of timbre, is a culturabnditioned phenomenon despite the utility of
frequency as a scientific concept. Later in that video, he goes on twasay t
Jazz, in general, has a long tradition of wdmte theoristeducators who have attempted
to codify the language of bebop, like David Baker, for example, and of course the absolute
|l egend himsel f, Barry Harrisé d@lianaletoff azz
European classical music, there is no reas
to look at the music of Chopin, or Beethoven, or Brahms, or Mahler, or any nineteenth
century European classical composer, just that nobody has @vbetbre. And, honestly,

to me it just makes a | ot more sense to an
scale than it does through figured b#s.

Neel ydbs argument for taking vernacul ar t heor
marginalization, with the aim of loosening the grip of dominant discourses of knowledge, does the

decolonializing work that Mignolo attributes to border thinking.

2013) and the chapteiMo n t s a |ICineotCgneidnesNegras The Search for FmMesdom t hr c
R. Or r i ngnitingdsisiclara @detry in TwentietBentury SpairfLanham, MD: Lexington Books, 2021)

%6Neely, AMusic Theory ®lés. White Supremacy, 0 8: 24

%'Neely, AMusic Theory aing21 avd 19t1id9:4S. Npely emayde fyctually widhg here

about his claim that @nob o dcgntunydVestecharhneusic friorh @jazaperadective,i s o f
for Harris himself has done exactirhat Neely suggestslarrisonceexplained his theory to a group of classioaisic

studentsdy performing amiexquisite melody with a diminished quafitfrom a piece by Chopin. He would then go

on to claim that #Aif Cho@i ds halledhnekaowanohl ¢ Paume nti Isdh g
Berliner, Thinking in Jazz: The Infinite Art of Improvisati(@hicago: University of Chicago Press, 199448. The

jazz educator has also done similar demonstrations with Chopin in other warkstiop as the one held at the Jazz
Cultural Theater of Bil bao i n-shap® miéor, opyI0@ao. £ and the Nocturned Ch o
in G major, op. 37 no. 2; s&uillermo Garciav al decasas Vatic-n, fiThe BaprwpoBarr.i
Wo r KazzHitz 3 (November 20201109 42.
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Behat as it may, Neelltyadmusigartheqiang s the excegdtianr ¢ r C
rather than the norm. As | discuss in the nex
apply their own theoretical training (most often in jazz, but somstimthe Western art tradition)
to other repertoires without necessarily articulating the potential political and epistemological
issues involved. Some even borrow the language of music theory to buttress their aesthetic
judgements. Arran Lomas, who rumetchannel Thoughty2, argued in a video that the aesthetic
value of popular music had been on a steady decline over the last few decades, using musico
theoretical terms to assert that timbre and melody, among other parameters, were becoming
increasingly hmogenized®® To do so, he notes the prevalence in 2010s pop music of what
bl ogger Patrick Metzger calls the fAmill enni a
alternations between the fifth and third scale
andii o h 0 s $°lIby imvakingensusicetheoretical descriptions, Thoughty2 imbues his claims
with an air of authority.

Now, Thoughty2 does not claim to be an expert on music himself, and his video has been
thoroughly debunked by the Irish composer Martinaig@ who creates musietheoretical
content on YouTulkd® among otherd’® But even established and respected YouTubers

occasionally make troubling aesthetic pronouncements. Rick Beato, for example, has spoken out

268 Thoughty2 RArran Loma$, iWhy |'s Modern Music So Awful ?20, August
https://youtu.be/oVME_l4lwlILomas seems to base most of his argumeng®an Serraetél.s a,r tiiMelaessur i ng

t he Evolution of Cont emp or a SgentifitWeRegortsr2n (20R)p plibl a r Mu ¢
https://doi.org/10.1038/srep00521

%patrick Metzger, fAThe Millennial Whoop: A Glorious Ob
and t heThd Patterndy, August 20, 2016https://thepatterning.com/2016/08/20Amdlenniatwhoop-a-
gloriousobsessiofwith-themelodicalternatiorbetweerthefifth -andthe-third/. F o r a discussion of
article and how excerpts and fAsoundbiteso from his pie
AMusic Mdhetomyg Bpi st emolidgy of the Internet, o 3

2OTantacrul MartinKeanj,i Response to O6Why i &yToudhy? The Dhclind obthePop Awf u |
Songo October 8, 2018, YouTube video, 18:18ps://youtube/ViNdpsOdaF3
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https://doi.org/10.1038/srep00521
https://thepatterning.com/2016/08/20/the-millennial-whoop-a-glorious-obsession-with-the-melodic-alternation-between-the-fifth-and-the-third/
https://thepatterning.com/2016/08/20/the-millennial-whoop-a-glorious-obsession-with-the-melodic-alternation-between-the-fifth-and-the-third/
https://youtu.be/VfNdps0daF8

in numerous videos against the ubiquity of @ertdigital music production techniques and
technologies, such as digital audio workstations, splicing, and pitch and timing correction
software, claiming that they dehumanize musicians and detract from the development of musical
knowledge and skifi’! In one instance, he says that

Most of the popular music thatdés on the ra

Music is music thatodés generally created by
l'ittl e i mperfect i onyabaoutthirtgs beidgout of incerodhavingy a v e
a human elementtoiftecause i tdos actwually .mMorigsaeeven tF

placed on a grid, the sounds are created in studios, and there are presets that some people
t weak. Some p e oeptiweaking.dlineg just teke auina prlesett skart playing,
create a loop, put a song together, create a verse, a&@hbaysfollow these formulasi?

While this is a more abstract argument about what counts as music theory and musicmaking more
broadly, BeatWl o es n6t seem t o consi-assistedmusio@odunton dncd d s o
the implicit musicetheoretical knowledge therein as a kind of musical craft, dismissing modern
production fApeople on | aptopso tweaking and c

Beato A so rail s against what he sees as #th
contemporary popular music. His measure of innovation, however, seems to boil down to how
complicated a songd6s harmony and mel atdnjioni s i n
to rhythm and timbre, or the advances in music production technology that allows for timbral

A

innovations*To be sure, Beato isnodt al on-theoietitcal usi ng

2lsSee Rick BédtowoARuwnied ®PESTROYED Popul ar Music, o January
https://youtu.be/6IV29YNTH3MA How Comput ers Ruined Rock Music,o April
https://youtu.be/AFaRIVWvZIw; A Moder n Musi c 6-§ u IDduaa 115, 262%, YduTubeovideo, 14:35,
https://lyoutu.be/NNXg5dIVC1Mandfi The | rrel evance of Classi 60RApki I nldT
202Q YouTube video, 8:16https://youtu.be/t8EbHkc8ic Beat o al |l ows f or t hTemneficr eat i
citing the hiphop artist FPain as an example, but the question then becomes why Beato deemssesmf Auto

Tune to be more aesthetically valuabldunkaidtlBt B&r s. Be.

22Rj ck Beat o, fiThe | rr ellesy gaticcsmineof Cl assic Rock, o 1: 06

213 Rick Beato,fiwhy Today's Music Is So BORING. The Regreasid Musical Innovation 6 st reamed | i ve
28, 2021, YouTube video, 32:34ttps://www.youtube.com/live/Ks4c_AO0Ach8
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https://youtu.be/NNXg5dIVC1M
https://youtu.be/L-8EbHkc8tc
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training as a yardstick for aesthetic value. For example, a vi deo on Britney
(2003), the jazz pianist and musitteoretical content creator Charles Cornell gushes over the
fitritone %% mms ttihtaut isébhasgid with thé implicason that the (musico
theoretical) proximity of piece to some prestige repertoire determines its aesthetic?{Palie.
be fair, Cornel |l seems to be somewhat flippan
bet tdruto t he underlying viewpoint seamszifobebde
or understood in jazz terms, which can be problematic when that viewpoint marginalizes other
equally valid viewpoints. That issue i s compol
to make his aesthetic judgements without any hintit€al distance or irony.

Of course, neither Cornell nor Beato, despite their massive subscriber counts, is a

hegemonic figure in the community; in fact, other content creators have criticized Beato for these

views?’8 But the fact remains that the diffees in viewpoint among popular musit@oretical

274 Tritone substitution is a term used in jazz theory to capture the idea that one dominant seventh chord could
Asubstituted for another i f they shar e Nicole Bambrdérsmoni c al
article i Au g-8iedm Cherdsv s . Tr it on eMuskcuTheotyiGnlinglé, snp.02 (June 2008),
mto.societymusictheory.org/issues/mto.08.14.2/mt0.08.14.2.biamonte.html

25Charles Cornelliif Why EVERYONE Loves Toxic by Britney Spears, 0
https://youtu.be/dO4kseradA

ABritneynSpeéAaABs, using a tritone substitution! é 1t6s
boggles my mind the most is, |ike, this is mainstream |
complex harmony in areally, reallyeft t i ve wayé I n fact, you could |iterall
it would work great.o Cornell, i Why BEWDR Y2BBIR2:48L.amdy e s T 0 X
131421 3: 46 . Il'tds al so t el l i ngoverttelamentCodbhangrd dnd Hinglidiimengsicm t o  me
AToxic, o0 unlike 12tone i n tfAhtenidre rasntaal nydsiinsg oTfo xtihce, 0s aJmaen usa

video, 15:12https://youtu.be/g0QqS8QOErA

"AWe started to wonder if we were doing the song a di s
noté And sur e, therebébs nothing wrong with doimg an exEe
come up with some really <cool sounding musi c, but may
har mony already H®9s0 Mabkarc|l sMasCdmurseé !l IBetter. o [Bic], Ma

3:27 and 4:304:56, https://youtu.be/noB_suPrrDs

8For an argument against Beatods views on moder mu s i
Taxxon, A How | s Ri ¢k Beato STt hi i l,sIFekrizey t61 ROR3JYouTuleawdeo,w3:3p
)

https://youtu.be/Xt7UhLeU4E4 f or a rebutt al of Beatods video

n
h
n conte
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content creators is hardly on the scale that
differential knowledgéncapable ofunanimity suggests. After all, many
lessedegrees, with a conventional Western musiemoretical perspective despite what individual
content creators such as Hack Music Theory might claim. As these examples show, no matter
which repertoire they discuss, most YouTube content creators still sadosarihe prioritization
of pitch and its resultant higherder parameters (e.g., harmony and wéaeling), the use of
notational systems whose primary purpose is to represent pitch and rhythm hdianemsional
Cartesian space, the privileging of mpement objects (especially recordings and their
transcriptions) over the processual or the ephemeral, and other methodological assumptions and
epistemological axioms that undergird conventional Western mtlsgmoetical thinking. In fact,
it would be hardo claim that epistemological diversity flourishes more among popular musico
theoretical content creators than in music theory as an academic field.

Rat her , Foucaultdéds characterization captur
individuals, andhe impressioé in terms of social organization, if not epistemology or idedtity
is one of plurality rather than a center with a periphery; indeed, large, substantive subcommunities
or subspaces frequently form around community creators, and that phenaoeladre described
as fAlocal 6 or Aparticular. o0 Thatds not to say
arenot common trends in video topics, but t
institutionali zed pr ofkome sreatora laale indeeedimade. it aAdlingl 6 v e
point to paint themselves as being opposed to a monolithic academy. The caricature is easier to

draw when the image of academic music theory most often evoked in YouTube music theory is

of innovation, sed 2tone fiNo, Today's Music Isn't Boring (A RespongeRick Beato) 6 Jul y 16, 2021,
video, 15:03https://youtu.be/tODG4Xt45bU
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how the field has tradiinally portrayed itself in its pedagogy; after all, many of the examples used
in the most commonly wused Amer i camusimiraani c t he
Germanspeaking lands of the eighteenth, nineteenth, and-weelytieth centuries?®’ and tha
predilection reflects and reinforces a universalizing musieoretical epistemology founded on
Western tonal practice in the common practice era and its associated concepts (e.g., Bfmony).
So, this emphasis in YTMT on repertoires that, until fardgently, have been on the
margins of higher musical education and academic miisearetical research speaks to the other
strand of subjugated knowledges that Foucault identdieslite knowledgeg-oucault primarily
takes this term to indicate resdaiato the historical circumstances that attest to the-faels,
left by historical confrontations, that are papered over in systematizing and functionalist
accountg®! Because of the ambiguity in English translations of this lecture, however, some have
read erudite knowledge to mean knowledges that were historically held but buried under the weight

of a universalizing theor§??

®Ewel |, AMusic Theory and the White Racial Frame, o par
0Ewel |l makes a similar argument in @ Mus besthiTéxpglictyy and t
from the perspective of <critical race theory; others w
assumptionsincludobert Davi dson and Mandy Lupton, A6lt Makes Y

Diversityi n  Musi ¢ T h e British JoBreatl of idusig BducatioB3, no. 2 (July 2016): 1789; andPaul

Smit h, AThe Cloud of Musical Knowl edg éedagbgy Develappreenta Cr i t
for Teaching Online Musjed. Carol Johnsomd Virginia Christy Lamothe (Hershey, PA: IGI Global, 20185

82.

281 This understanding oérudite knowledgg s mor e har moni ous with Foucaultéos
fgeneal ogy. 0 The two terms have a ,bubmthisleaude, hd decfibesc ul t h
the former as a methodology for unearthing subjugated knowledges and the latter as a scholarly orientation towards
subjugated knowledges that seeks to deploy them against hegemonic or hegemonizing discourses. Gompare, f
example, withFoucauld s use of The Ardhenlody ofggmowledgeans. A. M. Sheridan Smith (New

York: Pantheon Books, 1972and genealogy ii Ni et zc h e, G e n elahgoagey Counteflesnbrg, r v , 0 i n
Practice trans. Donald FBouchard and Sherry Simon (Ithaca, NY: Cornell University Press, 197716439

®This is, for instance, the stance that Meridith Kruse
this reading arises becomes clear when we realizethat My 6 s tr ansl ates fices contenus
méticuleuse, érudite, exacte, technue ahés isavoirs ensewvefbdos drpampl®  udati

meticulous, precise, technical e xhseemtoibsfardranalatichsdifostr i ed
glance, but, in view of the larger context, they mask the ambiguitshofis doing the knowing the researcher, or
the historical actoraver i di t h Kr use, A What Happened t o Attiecencd nsurr e
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Regardless of which understanding of erudi
this research of unearthimgudite knowledge (in the first sense), nor would it count as an erudite
knowl edge itself (in the second), simply beca
theoretical, wunitary, formal, and SE€Weanti fi c
YouTube music theorgoesdo particularly well is to raise awareness of who gets to decide what
music theory should be about among the general ptilichis is true even if some individual
content creators seem to be at risk of falling into the sarpeofreeconstituting a universalizing
musicatheoretical discourse, albeit around a different musical tradition.

Therefore, the extent to which YTMT qualifies as a subjugated knowledge depends on the
epistemological claims it stakes. Solongas acontenacr or doesndét seék disc
whether in the form of seeing all music from a universalizing standpoint, or in limiting the kinds
of music deemed worthy of consideratiowe might valorize YTMT as an antidote to any claims
of epistemological univeadity in the field. The philosopher Linda Alcoff observes incisively that
itds not enough f-begemanickfetrowl edge t o be non

€ given Foucaultés vVviews about the natur e

knowledge, this characterization of local kiedges also implies that the structure of these

knowledges will take a different form. What makes these knowledges local is not simply

that they have not yet achieved dominance, but that they do not aspire to dominance. They
do not construct competing tary, formal, totalizing theoretical systems that seek to

Geneal ogy i n St r JHed@nandsgender BStudies Readdiransgemdert Studies Quarter®y no. 3

(August 2021)298309 f or Macey 6s t r ans MeheliFounapltSecetg MustiBe Refendede On e O
Lectures at the Cadige de France, 19786, ed. Mauro Bertani and Alessandro Fontana, trans. David Macey (New

York: Picador, 2003)1i 22.

2Foucault, fiTwo Lectures, o 85.

284Cf. the quote citedinno®8. Not e that Macey translates the relevant
way of playing local, discontinuous, disqualified, or nonlegitimized knowledges off against the unitary theoretical
instance thatlaims to be able to filter them, organize them into a hierarchy, organize them in the name of a true body

of knowledge, in the name of the rights of a science t|
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subsume all local elements beneath a single umbrella, but are formulated as local not just
in terms of the range of their content but also in terms of their striféture.

That is the crucial matterehe: Foucault draws a distinction between knowledges that are content
to remain Al ocal o and those that seek fglobal
ones.

Thatdos also why | think that Foucaationtr 6s su!
of this phenomenon than Donna Harawayds situsc¢

heterosexual, cisgender, atiledied, white middlelass male in the YouTube musitteeoretical

space mirrors what we see sinthetchseinthenaxd chapter, | 0 |
but 1611 mention a few possible reason here:
political biases in YouTubebés audience base, |

with STEM fields, and té considerable investment of time and money required to betarall
YouTuber. Since situated knowledge, like standpoint theory, makes political claims about how
oneds (perceived) identity shapes oneaswl epi st
professional music theorists are looking down from on high. In fact, top content creators arguably
do have privileges that we in the academy do not, including the ears and approval of millions
across the world and freedom from certain institutional@ntessional obligations.

It would be even more of a stretch to think of these creators as subaltern, or to accept a
cont ent c-imaga in similarderns;ea®@alyatri Chakravorty Spivag oi nt s out , A |
people want t o cl| abuldseewhabathetmeahamicstoff discrifiination ars, h

and since they can speak é theyodére within the

28| inda Martin Alcoff,Real KnowingNew Versions of the Coherence Thettyaca, NY: Cornell university press,
1996) 156.
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not being allowedé They s h?YouTlwes are alreatlylparttoh e ms e
the mainstrearmusicot heor et i c al di scourse, whether we |
than welcome to speak at our conferences and et®nts.

By contrast, the notion of subjugated knowledge allows us to acknowledge the anti
hegemonic, democratizing work happeg in YouTube music theoift hat 6 s what s be
(as Neely arguably does, for exampl e). But , i
taking part, at | east, i n something of a Gram
seds to dislodge an outsized veneration for a subset of one particular musical tradition and to
redress that venerationbés unfortunate conseql
YouTubers lie beyond the hegemommstitution too, gives them more leeway in critiquing a
hegemonicculture if they should choose to do so. Stephen Lett, drawing on Fred Moten and
Stefano Harneybd6s <critique of the wunilessasity,
descri pt i o nstratdd capacity s a jab ¢hamat is an attitude toward life: to narrowly
engagehe world and neglect anything outside the scope theyliesmetrained to engag&®l t 6 s
this freedom that content creators have, from being deluged with pedagogieal atutertain
sanctioned forms of research, that allows them to leverage goodwill and social capital for political

action.

%6 e on de AnKirgecview withi Gayatri Chakravorty SpivalRIEL: A Review of International English
Literature23, no. 3 (July 1992)6.

2’ 6ve mentioned two examples of this: 12tone being inv
the University of South Carolina in 2018, and 12tone and Neely participating together with a few academics in a
Il i vestr eamed inhostedbythesSbciety for MuscAsalyss.

B8 et t, iTake Care, o 165.
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Table 1.3: Characteristics of affinity spaces?®

Affinity spaces share @mmon endeavor

Affinity spaces are not segregated by age

Affinity spaces are not segregated by experience

Affinity spaces encourage, but do not require, active participation
Interaction transforms content within an affinity space

Affinity spaces encourage both intensive and extensive knowledge
Affinity spaces encourage individual and distributed knowledge
Affinity spaces encourage dispersed knowledge

Affinity spaces encourage and honor tacit knowledge

10 | Affinity spaces acourage a multitude of engagement

11 | Affinity spaces have multiple routes to status

12 | Leadership is porous and leaders are resources

OCoOoO~NOUIDWNEF

| 6ve spoken at | ength about intercommunal
how social relations are structured within each community. With regard to the classroom in the
academy, thereds a cl ear hi eontast théhouThbe musieoe n st
theoretical world is more like an affinity spa®®.1 6ve reproduced what G
characteristics of an affinity spaceliablel.3. | f content creators are t
theoretical space, anybody could, in theory, start their own channel and create a space of their own
by drawing on their strengths as musicians, |
creato with time (characteristics 11 and 12). After all, the only barrier YouTube imposes is age
(ch. 2), for YouTube itsedf unlike teaching at a highdgarning institution or even enrolling in a
graduate prograhd o e s n 6t demand pr o oViewers, toq arafleetd watchat i o n
whichever musicdheoretical videos interest them as opposed to taking music theory classes for

the purposes of fulfilling major requirements (ch. 1). Furthermore, through their interactions,

28 Reproduced fromd ar ed Ob6éLeary, THfAApplications of Affi dhety Spac
Oxford Handbook of Social Media and Music Learnied. Janice L. Waldront&phanie Horsley, and Kari K. Veblen

(New York: Oxford University Press, 2020)6,6© 2020, with permission from Oxford Publishing Limited
(Academic).

290 n fact, the idea of an affinity space was first developed by James Paul Gee in contradistinctariasstoom.
Gee,Situated Language and Learning
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whether on YouTube or some othancillary platform (e.g, Twitter, Reddit, or Discord), content
creators and viewers are in constant negoti at
Content creators and viewers alike learn from each other through these interactiopsaiot. 7
both are equally happy to cite other content creators or forms of knowledge beyond YouTube,
including academic research papers (chA8d, though content creators might specialize, they
often try to tackle a broad variety of topics and repertpiresa channel 6s variety
viewers to branch out of their comfort zones (ch. 6). Last, tacit knowledge is valued by the
YouTube musicdaheoretical community, as evidenced by how many YouTubers integrate their
practical musicmaking skills into ¢lir videos (ch. 9). Of course, depending on the personal
teaching style of the instructor, some of these characteristics apply to the university or conservatory
classroom,to®@ | 6 m t hi nki ng id®hedtairt adtbar iagtgiues that t h
master student dynamic that disqualifies it from being an affinity space. (That said, one might
think of certain academic spaces, such as conferences, as exhibiting many of the characteristics
associated with an affinity space.)

| 6ve summar wzhe tiho communitles ifigue 1.6, which fleshes out the
abstract model described Figure 1.3. My descriptions are not meant to be exhaustive, but
exemplary of certain pertinent points of comparison. First, let me explain the arrows. Where the
arrows converge, | take that to mean that the two communities (i.e., YouTube neasicahd
the academic field of music theory) are approaching each other in that regard. For example, in
terms of the Aobjectso of music theory, t he
music towards the repertoires that occupy the most wideliched content creators in the
YouTube music theory, as | 6ve noted before. T

community, through the application of its practices and knowledges to primary objects, are
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unlikely to converge, although academare closer to YouTubers in the conference room and in
the classroom than in our books and journals.

Where the arrows diverge, | indicate that the two communities are unlikely to close in on
these areas. These inclugecticesand relations wheresignificant institutional and political
barriers within and between the two communities impede converg&nfa; relations the
comparison is made at two levels: 1) between content creators/viewers and instructors/students,
and 2) between content creatarsd academics. Some of these characteristics are actionable, but
others such as the continued persistence of the mststéent hierarchy in the academy are highly
unlikely to be dismantled entirefy?

Lastly, where the arrows indicate a flow from one ommity to another, | use this to mean,
in this specific instance, that YouTube music theory freely adapts knowledge that originates in or
is seen fias part of 6o the academy, but the re
academic work cithghte se cont ent creator s, and the div

institutional resistance at play here. That said, some of YouTube music theory does diffuse into

t he academy, whether because studentsirsdori ng w
PINot e that |1 06m not sayingaptio.at this convergence is des
2For example, although thereds been -cemeredleasnme adiverseact i on

teaching philosophy centered around the idea that learners shecdahtitute their learning space by having a say

in what material theyelarn and how they learn it, the instructor is, ultimately, still in charge of supervising and guiding
their students. Conversely, YouTubers canét direct or e
on YouTube itselfP a u | A HownStuderiCefitered Learning and Teaching Can Obscure the Importance of
Knowl edge in Educational PThe Rosetledgee Isternatiorthl Hétldhook loft Studdatt t er s ,
Centered Learning and Teaching in Higher Educafidaw York: Routledge, 2@);Manj a Kl emen| i |, A St
Actors and Agents in Studefte nt er ed Hi g h éllhe REudadge dnteinational dlandbaok of Student

Centered Learning and Teaching in Higher EducatiMew York: Routledge, 2020)Jose Eos Trinidad,

AUnder stan@éengr 8dudeatning in Higher Education: Student
Cogni t i vleun& afg-arthay and Higher Educatiof4, no. 8 (September 20203loria Brown Wright,

i St u-GemtarédL e ar ni ng i n Hilrgenational Bauwat aftTeaching and Learning in Higher
Education23, no. 1 (2011)
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the classroom, or because educators use these videos as teaching aids, or because academics
discuss these YouTubers and their content informally.

Let me elaborate on my summaries of how YTMT and the academic field of music theory
relate to eachothe@end t o the broader worl d. I 61 | t ouch
widespread popular association between music theory and STEM fields aimdedlettualism
as examples of factors that modul at eofebant h c o1
other. While we might chuckle at the many memes comparing music theory to rocket science
circulating in the digital sphere, this scient
(and composer h e o r i -snage B dhe 19 an@8, when they successfully introduced new,
influential analytical methods modelled on mathematics and other STEM fields (in the case of
transformation theory and set theory) or sought to infuse existing ones with the language of science
(Schenkerian analig);?*arguably, such disciplinary moves aided theorists in their historical goal
of carving out a safe space of their own in the academy.

The tongudn-cheek references to music theory and rocket science, then, could be read as
both an expression of noedrustration with music theory and the unwitting perpetuation of a
deliberate selfmage turned stereotype. This possible jab at music theory as being needlessly
complicated goes hand in glove with how musicians of some traditions disavow music theory and
learnedness in general, or are at least compelled to project such an image in the context of a

traditionbés ideological framewor k, %SmaBenj ami

293 See Robert Snarrenbeégs b o o k, cihCaopnipeert i ng Myt hs: The American A
Or g a ni cTheom,Adalysisrand Meary in Music(Cambridge: Cambridge University Press, 1924 56.

2%Benjamin Court, AThe Pol i- B8 PhDudkseritipe)nivessity of Lalifornia ur i s m,
Berkeley, 2017)John Moore,i6 You Know Too Damn Muchoas aMardMusecal Theor y
Component in the ConRMAKYNMPDstgraduatd Proceddings 2[{Rreckt:sKpninklijken

Vereniging voor Nederlandse Muziekgeschiedenis, 2020)4. Courtds dissertation goes
frameworksunderpmi ng various traditions of musical amateuri sm
supposed Ainability to playd their instruments (regardlI
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surprise, then, that videos wi tLhe atrint |Tehse osruycoh a;
Guitar Players Shoul dnot 2% Foaan exterf, Suetattiydes neeal v et
to be understood as an expression of broadetirdaatiectual sentiments, which has long been a
characteristic of American public éifand is becoming increasingly pervasive since its adherents
and proponents weaponized traditional and social nf&tia.

Sometimes, the two factors converge. In a video, Anthony Fantano, who runs the music
review channel theneedledropn addi ti on to fantano, a channel
the musi & answadsule ot yk ®d questi on of why he does

much in his review$®

for fans and noffians, respectively s of particul ar interest here. Moore ex|
musicatheoretical knowledge is crucial in the construction of identities within some subcultures in his paper. That
attitude is prevalent in popular music even today;&sylGreen notes in her monograph on how popular musicians

acquire their skills and knowledge outside the context
6aut henpretendingtyhbatbyéi t all comes paearabkcppbdbodbabg di sgmpsi
that goes into the acqulucyGreanpaw Poptilar Kusician$ leearrg & Way ilieads ki | | s

for Music Educatior{Burlington, VT: Ashgate, 200256.

2% creativeguitarstudigAndrew Wasson]ji Gui t ar Pl ayers Who Don6t Learn Theo
video, 12:28https://youtu.be/9ooiz8vzng@coustic Life [Tony Polecastroffy Wh'y Gu ietr ar Shloay dndét L
Theory, 06 October 30, h2p8:/Aydutu.bevoWSINATEkEVEPart o teivaftitude is Bréwined

with the ideology of authenticity in rock. Hip Auslander, in his study on the concept of liveness as an artifact of a

medi ati zed cul ture, writes that the fAconcept of rock a
which rock music is imagined to be truly expressive of theias t s® soul s and psyches, and
and culturally oppositionalé the fact that the criteri

from functioning i n aPhilipaAusiandereiveriessvwdoymarice in a Mediatiked Cultunes . 0
(New York: Routledge, 1999Y0.

2% Historian Richard Hofstadtér s mo n, dgtisintelfedtualism in American LiféNew York: Random House,

1963) was key to establishing, i n mervasive antirkellentualisin.dFarour s e,
antkintellectualism and traditional media, 9eene S. ClausseAnti-Intellectualism in American Media: Magazines

& Higher Education(New York: P. Lang, 2004¥or anttintellectualism and social media, sBeomas M. Nchols,

The Death of Expertise: The Campaign against Established Knowledge and Why It \stergork, NY: Oxford

University Press, 2017) f or an argument for American higher- educat.i
rationalism in a postruth world, sedRobert J. Thompsownti-Intellectualism to AntRationalism to PosTruth Era:

The Challenges for Higher Educatifibanham, MD: Lexington Books, 2022).

27 AAbout, O on Ant hony Fant famand s acce¥sedu TMap 62 2@Hhannel ,
https://www.youtube.com/@fantano/about

2%fantano [Anthony Fantanoff Why Musi ¢ Theory Doesndét Come up Much in
YouTube video, 11:4ttps://youtu.be/LnLVAYtq4pk
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e.d., antiintellectualism association witlBTEM(-adjacent) fields
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Figure 1.6: Intercommunal comparison of YouTube music theory and the academic field.
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Why arenét | talking, | guess, more deeply

up in music theory? What key is this song in? What kinchords or scales are we using?

You know, ti me signatures, out side maybe a

about an odd time ®Tr something |ike thaté
Fantano excuses himself as a musician whods b
baseline understanding of music theory?®0o but
Subsequent remar ks reveal his understanding o
musical craft in technical terms, albeit muddled by a confusion bettge&nical description and
composition techniques:

But, at the end of the day, what is the emotional or aesthetic function that those theoretical

el ements serve? | think thatos really, ult

you can really kind of work as much music theory into your worksoaswould like,

throwing in all these unnecessary chords, getting really insane with how you sort of build

out or structure your melodies and that sort of thing, do crazy time signature switches all

around the place é But jatitl Isopouatdst he kenguao
not really gonna appeal to many peoffe.

Fantano explains that he sees his reviews
a certain album is appealidf.He then draws an analogy between talking about musicytiheo
a review of a musical work with talking about mechanics in a review of a car; in the case of the
latter, he says, peopl e are mor e -tasnitxetrye s twehda ti
the dashboard é what airlkeawhat har & e i{Here,tamidm wi
music theory is likened to automotive engineering, rather than, say, literary theory; its remit is

assumed to be limited to either craftingorrev&segi neeri ng musi c, 1 ts uti

=13

2%°f ant ano, Why Music Theorig53Doesno6t Come up Much, o 0:2

=11

30f ant ano, Why Music Theorigl3Doesndédt Come up Much, o 0:5

=11

31f ant ano, Véhryy MDuoseiscn 6Tth eCo mbel2.up Much, 0o 4: 21

=13

32f ant ano, Why Music Theorig29Doesno6t Come up Much, o 5:1

Why Music Theorig24Doesndt Come up Much, o 6:1

=11

f antano,
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descriptionof musical experience with greater precision igndredich, ironically, would aid in

the communication service that Fantano seeks
you going to find me in a position where | am diving into the inner workifdise music theory
behind, I|Quliue|l? MNogoslé6 woul d r #4What is infriguisgtabotita k e  a
this episode is that Neely himself pushes back against thisgeilectualist yet technicist view

of music theory that Fantano espouses| ong wi t h many others). I n a
Neely states pebpkeivhothae vimtwheaed sy videbsadnd this video!) realize that
music theory is bigger than justhat key is this song ior avhat time signaturéalthough that's

part of it. It's just a language explaining how music works, and that can be very helpful for

musicians. Sometimes that's interesting or important to listeners, sometimesit®s not.

As for the intercommunal relationship between the Mdae musicetheoretical
community and academi a, | 611 touch brFigee |y on
1.6. That musicetheoretical content creatorgjey a substantial measure of popular support and
the privilege of having an audience of an immensity of which we in the academy can only dream
is something that cannot be denied. A decent number of ratlocetical content creators can
boast of asubscrb er base numbering at | east a million
(Beato, Cornell, Neely).

What this means is that, individually, content creators have a far more direct and extensive

influence than an academic music theorist would have (hitbecearlier Jovian quip). We might

%4f antano, AWhy Music Theorigs7/Doesndédt Come up Much, o0 6: 4

3%5Adam NAawwwy <3. Ifhope that people who have watched my videos (and this video!) realize that music

theory is bigger than jusivhat key is this song idpr dvhat time signaturéalthough that's part of,itdanuary 2,

2019, 1: 24 a. m. , comment on fDoretsaad , Ciowllkey uMu s iMwu
https://www.youtube.com/watch?v=LnLVAYtq4pk&lc=Uqgy66t8_sfPLisSNd4AMF4AaABAg
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think of Neelyds video, AMusic Theory and Wh
influence for social good, given that he critiques the very stuff on which his livelihood is based

and so herunsthedangerdfril i ng hi s viewersd feathers. Cont
and societalcacneth ence content <creatorsod ref@&andtheces t o
human and financial capital to match. This capital speaks to the fact that the itynaealsits

associated apparatus (e.g., academic presses) are perhaps still the unrivalled force in shaping a

societybébs epistemology in the | ong run. | 6ve
structur al t o e)tolorialist andmperiaite enterprisé®® in soene fields, such as
the numerous area studies, that potenti al [ i n

possible epistemic violence has been extensively explored and critiqued ever since the publication
of EdwardSai d 6 s | a @renalismkl97B)# 'd ke very fact that these critiques are still
being made is symptomatic of the high degree
institutional change, in the formation and evolution of academic disegifi®

One last point: YouTube and the academy provide very different affordances in terms of

socialization. Whereas fAweak ties, 0 +engther m us

306 See note 33

307 Edward W. SaidQrientalism(New York: Pantheon Books, 1978)his criticism has been especially fierce in
regard t o t he ngaféasdifeamthedssle grodusdr bf knowledge and theWestern other as mere
objects to be observed. See, eNpokiSakad s afAFr omear ea Studies tolmtadAsla Tr an
Cultural Studiesl1, no. 2 (June 2010265 74; and BTRegi me of Separation and t
Positions: Asia Critiqu@7, no. 1 February2019) 241 79, Oyekan Owomoyefas cr i iwgubk Fri ends
€ A Critique ©dAfricarsens im @usréntAdricaA Stadies Epistemology ané t h o d oAffricag y , 0
Studies Revie@7, no. 3 (December 1994)71 103; ShumeiShitb s ct i fiRgaoeal i zi ng Area Stud
C h i nPasjtians: Asia Critique7, no. 1 (February 1, 20193 65; Daniel Vukovicth s afAChtha, in Theor
The Orientalist Producti on o CultfahGritiqueend. geeFalli2010)t148&2,a8d ob al E
Gavin Wal kfieThbes madumulegti on of Di fPRostions:MsieCritque?, no.he Logi ¢
(February2019) 67i 98.

S N ¢
he
Li |

3%pDan Little, fAUnderstanding Society: Pat lnd@stapdingdency |
Society(blog), January 11, 201Rttps:/understandingsociety.blogspot.com/2017/01fzlghendencyn-formatior
of.html.
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relationships, predominate in the digital sphere, the academy ragesucollegiality among

coll eagues (or, at?3asa goes without saying that thdumiversiyés as ay )
foundati onal space for many young adultsd for
that weak ties provide novel oppanmities, information, or connections that strong ties (e.g., family

and close friends) candét was firtnpeed) ariase
Il nternetdéds capacity to seemingl y-comnnectemedmee nd ph
to form weak ties with each other and to organize themselves into affinity spaces around their
interest® including music theory. Despite what the adjective suggests, however, weak ties are
anything but inconsequential; in their early study on sirtommunities, Wellman and Gulia cite

evidence for reciprocal supportiveness on the Internet, strong group attachments, and a willingness

to trust that strangers have good intentions (within reaS8b0Y.course, strong ties may form over

the Internet topeven if these relationships remain exclusively onitie.

Letbés recapitul ate. I began this chapter w
certain discourses and practices around music in the digital sphere as constituting a kind of social
mediafueled public music theory. | raised two themes that infuse my chapters on this
phenomenon: how we might describe the epistemology of the social media “tesicetical
world, and how we might frame the sociopolitical contexts for understanding thisvepsgy. |
stressed that this epistemology candédt be divo

| emphasized again that even virtual communities are emplaced: \$iptuadis transformed into

3See Lettods critique in AMaking a Home. 0
3®Mark S. Granovetter, Ardiencan JSurnal efisociolbgBond. 6 YWe7A 1360B0O. e s , O
SWel | man and Gulia, AVirtual Communities as Communitie

S2Samant ha Henderson and Michael Gilding, @6l o6ve Never
Hyperpersonal Commu ni c aNew Media & Socie®nra 4 (AegusE2004E8VidG6h i ps, 0
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placejust as we construct our sense of belongmerntwined locations and communities in the
physical world. To explore these themes, | offered a model for comparing the affordances,
locations, practices, objects, knowledges, and internal social structures characteristic of two
communities formed aroundusic theory. As my qualitative methodology is more suited to depth
than breadth, | chose to focus on music theory as it is discussed, practiced, and bonded over on
YouTube. Since many content creators seem to construct their identities in relaticectaddn@ic

field of music theory, | took the academy as the other community in this dialogue.

Then, | gave a brief exposition of the history of the Internet, social media, and YouTube
music theory (YTMT) as a phenomenesmsadodal or e ¢
media platform. | considered the sociopolitical contexts that envelop both YTMT and music theory
as an academic field, and | delved into how these contexts inflect the epistemological claims made
by members of the former. Despite the varipostical positions that content creators take with
regard to the academy, which | characterized cdzen theorist gadfly, outsider and
revolutionary I showed that therebs significant ovel
YTMT world and acadmia.

That said, while both communities approach music largely from a conventional Western
musicotheoretical perspective, there are considerable differences in focus, specifically in the
musicotheoretical activities and repertoires of most interestyaridh analytical tools tend to be
used the most. Specifically, the bread and butter of YTMT is analysis rather than theorization or
metatheory, whereas analysis for its own sake is harder to publish in an academic journal; because
of this, many contenterat or s seem to find analytical pr o
theoryo or rudiments. | applied Foucaultbés col

YTMT to show how we might understand ccantent
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strategy. | closed with a summary of how the two communities compare to each other, restating
these earlier points while elaborating on how their internal and external relations are structured.

In the next chapter, | revisit the interplay between dbjegractices, knowledges, and
societal structures in YouTube music theory. After examining the mitiséawetical discourse on
film/animation music and especially game music, | consider how creative content on YouTube,
such as original music that aimsraplicate a style of game music, might constitute implicit acts
of musical theorizing or analysis. To close that chapter, | note the glaring absence of diverse
representation in YTMT. After conceptualizing how minority and marginalized content creators
pos ti on themselves in this sphere with recours
case studies and the strategies that some marginalized content creators have employed in their
careers as YouTubers.

As for why | choose to talk about game dilrd music, their contexts raise epistemological,
phenomenological, and ontological questions that are often unaddressed in both YTMT and
academic music theody® Much academic music theory research and pedagogy has traditionally
centered repertoires thdton 6t suggest these questions to t|
instrument al musi c. To be precise, i n music t

taken as inscribed in the score, with performances seen as sonic reproductions eélthwithd

313Nicholas Cook was perhaps the first to present a comprehensive framework for the analysis of music in multimedia
contexts; see his monogragtnalyzing Musical MultimedigNew York: Oxford University Press, 1998he specific
details of these epistemological, phenomenological, and ontological issues are too numerous and involved to discuss

here and wil]l have to be deferred yet agai n. At this
overviews®d what 6s at stake heranElfefebs afitedbaepmecmucsgy, asee
Dr a s forifilménusic, seddames Buhlérs b o o kfi @rhtaltegi,cal , For mal, and Cri ti

and S o urhedOxford Handbook dfilm Music Studiesed. David Neumeyer (New York: Oxford University
Press, 2013).
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varying levels of fidelity to the work (i.e., the notion of being true to the workyenktreug.3'4

Does the YTMT communitydés and their audiencebd

music canon go hard-hand with an intent to chalge the traditional, hegemonic musico
theoretical view of music as a sounded representation of a textual object meant to be appreciated

inavacuum®*That 6s the question | start off with

SLydi a Goehr 6s Werktrpuddeal oaime tb loerentrenghed in Western art musid daycextensio
musicology is welknown; see her booHKhe Imaginary Museum ofMical Works: An Essay in the Philosophy of
Music(New York: Oxford University Press, 1992).

315 As Nicholas Cook diagnosed it, the traditional musicological and maisitce or et i ¢ a | paradi gm,
idea that music is sounded writing, thatitconsss of t exts or works reproduced in

r

W

betweentheredli f e experience of music and the ac®aenththe di sci

Score
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Chapter 2

YouTube Music Theory 2.0: Discursive and Ludic Virtual Spaces

The Super Mario Bros. Movi2023) has been breaking boffice records ever since it was
rel eased. For one, the f il m,Manekidecdgame franchise,s ed o
is the first video game adaptation to surpass $1 billion in global box office reVEouanotier,
though it remains to be geoesswhngt hied m 0dl It hreer
well-positioned to defend that title. Above dallhe Super Mario Bros. Movdes success spe
the fact that films and video games are, undenjgblygernauts among entertainment media
today? and video games have taken their rightful seat alongside movies, animation, television, and
other screen media in popular culture and mainstream discourse for some tirhe now.

Unhappily, but not unexpectgdl gi ven the academyos tradit
perceives not to be high art, the academic study of music and sound in both film and video games
has lagged behind when these medias ascended into popular culture. Though video games have

been a signitiant cultural force since the 1970s, which saw both the rise of the arcade as a public

1AThe Super Mar i o -BRiomsancMavi el refNoMEnG )tadcassed MAB6,T2023,
https://www.thenumbers.com/movie/Supdfario-BrosMovie-The-(2022)

2 Here are some numbers: Total comer spending on video games in the United States topped $56 billion in 2022,
even after consumer demand has stabilized following the gradual lifting of coron@lates! restrictions across all

states in that year; after all, 66 percent of Americang yildeo games regularly. Even as far back as 1982, just a
decade after the releaseRifing(1972), some have made the claim that the video game industry brings in more money
than cinemafi2 022 Essenti al Facts About t h eftwdfe AssoociatioBlasme | nd u
modifiedJune 7, 202ttps://www.theesa.com/resource/282%entiafactsaboutthevideo-gameindustry/ i U. S .
Consumer Video Game Spending Totaled $56. 6lasBnodlified on i n
January 17, 2023ttps://www.theesa.com/newsronsumetvideo-gamespendingtotaled56-6-billion-in-2022/

For historical claimslaout the strength of the video game industry Maesha KinderPlaying with Power in Movies,
Television, and Video Games: From Muppet Babies to Teenage Mutant Ninja {unilesrsity of California Press,

1991) 88.

3 As early as 2002, Arthur Asa Bergewsuld claim that most Americans are well aware of video games, noting that
mainstream traditional media publications like tMew York TimesTime andNewsweeladdress video games and
the industry on a fairly regular basiarthur Asa BergerVideo GamesA Popular Culture PhenomenaiiNew
Brunswick, N.J: Transaction, 2002y 5.
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gaming space and Atari 6s pioneer tludgnudicolegakt hr o
emerged only in the mil000ssand it t ook Karen QbGame3osnd: | and:
An Introduction to the History, Theory, and Practice of Video Game M28{@8) to cement the
subdisciplineds | e®y comtrasy sound film hat heen aaconamgreiatly .

viable medium since the late 1920s, yet it was onlh@1980s that an academic subdiscipline
emerged around film sound and music despite some valiant early éNtats; trace modern film

musi cologyds birth to the speclivaelFrencls3udies t i t | e
19808 as with Col i Gante Sound CI| audi a UnBeard Mehaliasd Narrative Film

Music( 1987) might be credited for °Eisdelayinfing t he
musi cologyds nascence is in no smal Imsfudiest due

proper, a state of affairs that continues to this'fay.

4Michael Z. NewmanAtari Age: The Emergence of Video Games in Amé@Geanbridge, MA: MIT Press, 2017).

SMel anie Fritsch and TiTheGmbridge CompanidnitoVidao Game Music Metanied i n
Fritsch and Tim Summers, Cambridge Companions to Music (Cambridge: Cambridge University Presg, 2021),

6 Karen CollinsGame Sound: Amtroduction to the History, Theory, and Practice of Video Game Music and Sound
Design(Cambridge, MA: MIT Press, 2008).

’See, e.gKurt London,Film Music: A Summary of the Characteristic Features of Its History, Aesthetics, Technique;
and Possible DeVepmentgLondon: Faber & Faber Limited, 19380y M. PrendergasEilm Music: A Neglected

Art: A Critical Study of Music in Film@New York: W. W. Norton, 1977)andManvell Roger and John Huntlelhe
Techniqgue of Film Musi(New York: Focal Press, 19h7Theodor W. Adorno and Hanns Eigles  bGoraposing

for the Films(Oxford: Oxford University Press, 194743 notable for (misleadingly) presenting itself as a textbook.

SRick Altman, ed. , i Ci Yale FranthSStudigsd (1680 s p s ®iea la | isdlasitlee,| dt , 1
Theory,o 101.

9 Claudia GorbmanUnheard Melodies: Narrative Film Musi@Bloomington, IN: Indiana University Press, 1987)

Among those who cite Gorbmands work as foundehmanpnal t o
s e e L e h maHvolywoodbHarn&ny: Musical Wonder and the Sound of CinéNew York, NY: Oxford

University Press, 2018) 4; and WiTheDN@&manticclFal | acy: Fil musicMusi ¢,
& Letters91, no. 2 (2010): 24 25.

YGui do HeiMdits,i cil AihlEmm €ampridlge iCompanion to Film Musid. Fiona Ford and Mervyn
Cooke, Cambridge Companions to Music (Cambridge: Cambridge University Press, 101 6J1. Also, the film
studies scholgEmilio Audissinoconsiers these interdisciplinary tensions and how to resolve them in his monograph,
Film/Music AnalysigCham: Springer International Publishing, 2017).

121



These subdisciplinesdé belated bl ossoming h
a good amount of musieeoretical work being done on film music starting from the 1990s, and
videogame music since the mgl0 0 0 s , it wasndét wuntil a fair ©bi
to be treated as peripheral topics, becoming instead options among many in a more pluralistic
conception of the field* That delay in responsiveness is compbech within the traditional
pedagogy of music theory, for how we teach music theory in the academy changes at a glacial rate
compared to how we study it, and our leading textbooks still use eightegmtmineteenth
century Western art music as theirbasesJ ust as the fadd diversity
solution to the narrow, complicitly Eurocentric epistemology that our textbooks présefaw
excerpts from film or video game scores will not address the ontological and epistemological
discrepanies that arise from approaching them as we do Western artnthsitcis, postulating
some kind of fixed, i ndependent existence of
varied contexts in which we experience music.

What thismeansisthatmapye opl e | earning music theory th
even be exposed to the conception of these repertoires as objects for music theory unless they went
out of their way to take electives (which not every higher education institutiond#&en his
|l vy League university doesndét). While therebs

work on these repertoires, not everyone is equipped with the resources and the tools to research

11 The academic study of video game sound/music lags behind film sound/musithttecthe first journal dedicated
to film music, theJournal of Film Music was | aunched i n 200 3Journal of Sommdamddt unt i
Music in Gamesook off, which is so far the only journal dedicated to ludomusicology.

L2philip A. Ewel I, i Musi c T h eMusicyTheary @nline€2®, @mo. 2\@uneé 2020Rac i a |
https://mtosmbrg/issues/mto.20.26.2/mt0.20.26.2.ewell.htiparagraphs 3iB.5. For an example of how non

Western musics might be taught in a way that goes beyond Western 4tinegioetical frameworks, se®nna Yu

Wang, iTe@eht mgalt heommi t ments of Mus Emaging Sludents: &E4says es an ¢
in Music Pedagog® (February 2022https://doi.org/10.18061/es.v8i0.77.36
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these topics on their owr.Though a few journals in wbih articles on these repertoires are
routinely published, such adusic Theory Onlineare operaccess, many are not; likewise, the
high price points of introductory textbooks to the subfields, such as James Buhler and David
N e u me WHearing the MoviesMusic and Sound in Film Histofy can be discouraging. Lastly,
if |l earners feel |l i ke theydve had | ess than
theory, that might put them off from exploring academic resdarditourt speaking agaito the
distrust of experts or animtellectualism | touched on in the previous chapter.

The peripheral status of flm and video game music in traditional mitisémoetical

pedagogy has profound ramifications for how users theorize and analyze thetgrespearthe

social media musicbo heor et i cal sphere. A-#-Yaubefspaceandat i at e

serious arena for i mport an tcomentcieatorstaidesens alikei n g 0

find inventive uses for what theybéve | earned

teacher, traditionally structured and framed music theory courses at a higher education institution,
or fromreading andwatthn g what 6s available to them onli
on YouTube can come across more like a bricolage than reflections of a singular theoretical
perspective, which could be analytically productive in unexpected directions. For insta@ce, o

mode in which this selfnade culture manifests itself is in the general enthusiasm across the

B3 Kofi Agawu talks about the disadvantaged access to resources for research that scholars based in Africa face in his

n e€

article, AfiTo Cite or Not to Cite?: Confront i ngFontds ArtisLegacy

Musicaeb4, no. 3 (Septemb@007):261.That saidjnequalityin higher educatioruns rampantloser to home, tgo
seeBarrett Jay Taylor and Brendan Cantwélhequal Higher Education: Wealth, Status and Student Opportunity
(New Brunswick: Rutgers University Press, 2019).

14 James Buhler and David Neumeydearing the Movies: Music and Sound in Film Histdpd edition (New York,
New York: Oxford University Press, 2016).

BMiriam Piilonen, @ Musi dheDkfadHarydboakotPuicMusica heceWl éxhinied , 0 i n

Jenkins (New York: Oxford University Press, 2022),
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YouTube musicdheoretical space for what we might think of as the rudiments of music &heory
not unlike the vernacular discourse for jazz and popular musachiions.

|l 6d |i ke to demonstrate this emphasis with
more indepth discussions of individual content creators and the more esoteric, lupmaoti
more sophisticated, points of view that they bring to theetalile first group of examples clusters
around pitchrelated rudiments; the second is centered about rhythm, meter, and counting. In the
realm of pitch, the topic of scales, modes, and scale degrees seems to occupy a lot of real estate on
YouTube music ther vy . Of course, these terms are encou
theory, so itdéds no musicafwoniers eeatort (@stopposedcty jusbtiioset h e
with a musicetheoretical bent) have published their pedagogical takes on the topic to capture their
share of this sizeable market.

Reflecting the fact that many content creators are more attuned to jazz and popular music
than to Western art music, YouTubers refemarnilly to the seven diatonic modes (and their
countless alterations) when they use the term rather than themmgjeoror dual ity t ha
traditional musice heor et i c al pedagogy. Even so, many Y
enough distinction lleveen mode as analogousmajor or minor, mode as analogous key, and
mode as analogous sgale on the one hand; and betwesralesandtypesof scales on the other.

For example, Rick Beato and Nik Popovic (a solo metal artist whose content inaadaerr

videos, reviews, covers, memes, and original music) present, as many YouTubers do, the idea that
modes are characterized by scales that are, in effect, permutations of the notes of a paradigmatic
scale® As Beato and Popovic explain it, the sewatonic modes derive from the major scale

(Beato) or the natural minor scale (Popovic).

®Rick Beatofi Scal es vs Modes: ,&bamadlive ontJanaaryB,i20XbeTube videe, 33009
https://www.youtube.comitie/vZ8QzZ8GGo#Nik Nocturnal [Nik Popovicli Under st andi ng Scal es &
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However, because YouTubers donét al ways cl .
in multiple ways, theredbds pot en tddraskestheomanyc onf u
requests for him to clarify his thoughts on the differences between scales and modes, Beato, who
has published nearly a hundred videos onthe fdpice c | ar es t hat his fAsi mpl
is that i1itbés a Gshbbeitl pfthascal edonaddcar e wt
modes ar e ®Fheadteatial pitfatl with eqoating the two without further explanation is

that the term AimodeoO encompasses more ©Dhan | U

simply to mean its scal e, the term Asubset o i
scales is a subset of alll the possible diaton
modeso in jazz and popndkt heory), not the other

Conversely, Popovic comes at the question

essentially a set of, on average, around seven different notes, sometimes less than seven,
sometimes more than seven, that you have to play within in order tonbiel@®d in a specific
keyé Now, 6modesd is a really fancy word for |

notes, everywhere on your f ¥Hetthencdbarmowstheimagery i t 6 s

EASY,00 May 2YuTub 0ided, 22:5https://youtu.be/96AyJplf1MMFor otherpopularexamples of videos

that use this approach to derive the seven diatonic modes, see NewJazz [OlivefiMiatai[Theory- The 7 Church

Modes Explained 6 May 10, 2017, Ivttpsu/Joutip. kee/vSewiVdNS ol ;, and2PanoBi@ [Simon
Warner],AINTRODUCTION TO MODES: Dorian, Lydian, Mixolydian, Locrian®lore, 6 Apr i | 28, 2017,
video, 10:46 https://youtu.be/o6FVitbkyU. The other approach that YouTubers take is to start with a major scale

(most often C major) and to raise or lower various scale degrees until all the seven diatkes have been derived,;

for example, see Rick Beatb,Musi ¢ Theory Basi cs:  barehmes liva ond-ebidayw26,t o Us e
2019 YouTube video, 41:41 https://www.youtube.com/live/NP6HgUOg; Ryan Leach,i MODES: How to
Understand & Actually Use Them | Music Thegry December, YduTube Zided,1 8:48
https://youtu.be/ITFRmmnKSB¢and Signals Music Studio [Jake Lizziofipemonstrating All 7 Modes in Parallel

[MODAL MUSIC THEORY], 6 Mar ch 16, 2018, htpy/dyoultbdibeacBUiYddb®, 16: 04,

7 Rick Beat o, iScal es and Modes, o YouTube pl ayl.i
https://youtube.com/playlist?list=PLWONGgv1gnfwOCvapRBCT7VxmIrHI.

BBeato, fAScal eid2xs Modes, o0 1:17

®Ni k Nocturnal, fAUnder sfiadB.ding Scales & Modes, o 1:17
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of a clock to illustrate what heeaans: Using the natural minor scale as his example, he explains

that the second mode results from starting on the second note of this scale, and the third mode from

starting on the third note, and so ondywnd so

helpful for a guitarist to physicalize the various modes, one might walk away with the idea that

Amodeso refer to cases when one plays a scal e

one, as Popovic doesno0-brienetxipnlga ionn etbhsa te ammosd easr oi unn
This last matter is variously explicitly articulated, implicitly assumed but not clarified (as

Beato does), or just not addressed (as in Pop:¢

topic have to take formation from a variety of sources to piece together a full picture. The fact

that much of the interest in modes on YouTube lies in how modes might be used as tools or

inspiration for musicmaking rather than for interpreting music explains these distespan

somewhat. Put another way, modes are seen as scalar resources that give musical passages a certain

color, rather than an analytical statement about which pitch we hear as the tonic and how the other

scale degrees relate to that tonic. This is, forrgta, how modes are presented in Signals Music

Studi obs video, WptngpBxdtieMuasictwithdParyglaryDomihaibth medd A

of Harmonic Minor [MUSIC THEORY- SCALES] 6 or N AMABQUT MYSIGAL

SCALES- A COMPLETE GUIDE!52°Beab even lambasts music theory professors, when they

reach out to him with their concerns over how he conceptualizes modes and scales, for being stuck

in an fAantiquated way of analyzing musico (Be

moreontat bel ow) and for defining scales and mod

20 Signals Music Studiofi Wr i t i ng Exoti ¢ Mu s i-&th mode &f HaPnmonio/ Miriora[MUSIZo mi n a n 't
THEORY-SCALES] . 0 November 11, 2nfp%:Byoutu.WedaCAez/Plei@and Netvdarr, 10:59
AfALL ABOUT MUSI GAL CEOEMRLESE GUI DE!! ! 0. S e pridem,n2th:85r 5, 20
https://youtu.be/Vg2xt2D3e3E
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t hat whatods really important is Ahow do you u
are the characteristic sounds of it, can you recognize it, and cangrouius i n a ?’mel odi ¢
Beato's reduction Alternative reduction
EbLy dlan_ ) D/A Choir Orchestra
Unspecified
n| n=a 48 St o 4o
’I[I LU (),\ #5 #5
[ .« WL § [ [8] O
ANV re O
O) - e
O
Trumpets Bass
)b
7z h X« P=y P=y
Ld 7 [ ] 7 (8]
hod == g: VI(§) V()
Bass " . "
to "deceptive cadence" on III
Example2l: Two reduct i ons ToyfStorfi IHE)>?2Cl awo fr om
What this means is that, even in those videos that do explicitly analyze music using the
interrelated conges of scale, mode, and scale degrees, the instrumentality of these concepts
informs the discourse. Depending on how careful YouTubers are about clarifying these concepts,
YouTubers might apply these concepts in ways that produce friction with how westamnder
tonality and modal ity i n t hThelydian ModenyVhy Ao r e x a
Composers and Rock Guitarists Love ThisSound Beat o t al ks about his f

chord,

or

a

Lydi an

S 0 U n d 0 tenseasheaq iretheianimateg rpogia r s

Toy Story 32010), which was scored by Randy Newmadust as the protagonists are headed for

certai

n

doom,

moment of rescue in thista ¢ k ,

2lBeat o,

22 Rick Beato,fiThe Lydian Mode | Why Film Composers and R@ikitarists Love This Soundo

i Scal eid:14asd27M8 2V &4 , 0

aptly

ti

0:

t

47

ed

YouTube video, 5:086:20, https://youtu.be/O41InSTS84A

2B e a tThe,

Lydian Mode ©

46:300 6
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After, Beato relays how he was watching this movie with his kids. Turning to one of them,
who has perfect pitch, Beat o askedflhatm Lwhdata nt
Beato clarifies that this happens ovefl@ in the bass, and he proceeds to play his reduction of
the passage and to | abel tEkaenple@.h. @ldiodyscraticaliyy i c h |
Beato refers to the combination of scale degreed 1, and 5 as the #ALydian tr
chords typically refer to a seventh chord with an addeldh in a jazzontext.) The move from
mode as scale to mode as chord is disconcerting enough: In the previous examples that Beato cites,
such as a passage from the first movement of
major, op. 35 (1945) or a cue from thmre toLemony Snicket's A Series of Unfortunate Events
(2004) , modal scale and Atonal 06 center coinci
context leading up to this moment is indubitably G minor (or should that be G Aeolian?). | would
behad-pr essed to hear a shift in tonal center fr
the A (or the sharp fourth above the root of E flat) as a neighboring note to the G, as scale degree
2 resolving to scale degree 1 harmonized by dtatEmajor chord, albeit in an unexpected
inversion. (As a matter of fact, Beato seems to be aware of thisleaid|g quality despite his
reduction, as he alludes to the E Lydian chor
of the choirémimidstipfalseitoe when h

That said, if the tonal implications of the chord label are bracketed out, the label directs our
attention to the prominence of this sharp fourth above the root of E flat. That is, the idea of a
ALydi an chor do odntoaxte,d drr oan fi loyndailan soundo mo
to describe the color of a particular musical moment without commenting on how that moment
relates syntactically to the surrounding passages. This also explains why Beato brings up two

excerptspne from the theme diurassic Parl(1993) and the other from the transition in the last
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movement of Ludwig van Beethovends Fifth Symp

even though we would explain thermerloyadpadaf mode

a modul ation to the dominant i n t lse&ndbfthese er . T
passages as ités constituted as a set of inte
tonalfunction® Inthat sense,8at o 6s i di osyncratic terminology

discourse that values musical modes as a creative resource for suggesting moods, affects, or topics,
even if that means losing sight of some of the implications that musical modes hermasrof

musical syntax. More generally, one might say that the lingua franca of YouTube music theory
consists of chord qualities and qualities of brief chord progressions, frequently characterized
without reference to an overall key, even if these aatons are derived from tonal context;
memorizing the sounds of these pisthucture objects seem to be of greater appeal than imbibing

the tonal system from which they may be deri%ed.

Transcription plays a par tofiranscriptionisfluedcess c o ur s
oneds perception of a governing scale (o0or mo«
classical music served as an inspiration for the musRo&Emon Red and Bl{&998), which
were the first of many Pokémon games tarddeased in North America, David Bennett argues
that Junichi Masuda, the composer for those games, draws on particular scales to evoke certain

atmosphere€ However, as | show below, the scales themselves are subject to interpretation, a

24 A few viewershave noted thatsoen of Beat ob6s examples involve applied ¢
fJurassic Parkprovides a good example of the Lydiounddbut | don't hear the theme as being in the Lydian

mode. The C/Bstrikes my ears as a secondary dominant, resolvirtgeimanner of a deceptive cadence, to Gm (vi

in BT). The theme then makes its way by step Te-I¥ of BT major, not B Lydian. In other words, thezHs a

chromatic alteration, not a scale note. Pet er Schaffter, coamentonBet®, HZAGZ&,| e6: ]
Mo d elgtps@www.youtube.com/watch?v=041InSTS84A&Ic=UgzxuacfHrxBO9BIAaABAg.

%' 6m indebted to uoe Dubiel for this aper

26David Bennettfi Ho w P o kbidvusioWas Inspired by Classical Mugsic De ¢ e mb e YouTule,vided,0 2 2
17:2Q https://youtu.be/WyviKFVRQVs
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factthatBennét doesndét address in his arguments. For
for Lavender Town (which is a quaint locality devoted to honoring departed Pokémon) sharply
contrasts with the otherwise cheery moo&®okémon Red and Blugeftly capturigy t he vi | | ag
unnerving atmosphe’dBennett ¢l ai ms t hat Masuda wuses sor
cast this uneasy mood, namely the combination of both the raised fourth degree and the flat
secoHle. 0goes on to say tthhaet nituhsiisc oc oi b i ahai i @}no L
which he Aquite an unnatural and unusual sounc
addressing the elephant in the room, which is that the statement implies that Bennett hears this
track as being céered around C; see his transcriptiofexample2.2. Moreover, ités

to me that the note in channel 2 in m. 8 and other similar measures is a D flat rather than a C sharp.

If the argument is that C sharp clashes with the C naturals in the other parts, D flat is also
contradicted by D natural ichannel 3 two measures before. What the D flat readtdegdo is

that it allows one to fit all the notes in channel 2 into an identifiable heptatonic scale, i.e., the C
LydianT”2 scal e, although the note A irmotnecessanlgr e t o

representative of how we hear the note.

2T|n fact, the track inspired a widespread urban legend about how thpitibbd tones andllegedi bi naur al beat
in the music induced severe headaches and erratic behavior in children who played th&ayaeteve even
superimposedimage of ghosts and cryptic messages onto what as
convincingness. This iperhapsanother example of how the more technical language and methods of music theory

might be repurposed in digital culture. See,dgay Hat haway, fALavender T-8uecide The Bi
Conspi r ac YawReh Marych 12, @015http://blackbag.gawker.com/lavenetewn-the-bizarrepokemon
child-suicideconspt1690396450

2Davi d BRokémeB-ki,t fiMu silcl8.0 9: 59
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David Bennett's transcription
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Example 2.2: Two transcriptionsof mm. 518 of AL av e n d &okéniown Red and Blueo m
(1998)%°

Likewise, in making the argument thatthe ac k f or Mt . Mo odikee x hi b
use of chromaticism, 0 Bennett points to how h
Athe notes of a major scale, but with a | ower ¢
maj or 3(cladme.mw®dt sure | hear the connection to
Masuda has mentioned that heds an enth¥%siasti
Again, Bennett asserts the harmonic major scale as if it were a simple tacghow that this

isndot the case. Allow me to briefly mention t

Davi d BRokémentddt Musit o
¥pavid Bennethki,t ANPwKi@GW@n 182 : 1 4

3 Junichi Ma s u dkhi, d diedo . Pow®9, oo f Ma s u didog), (otokere 4, t2@07,6 s Co |
https://www.gamefreak.co.jolig/dir _english/2007/10/index.html
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maj or scale can be tr ac elle Nator ddviBarmonikzundiMetilp t ma n r
(1853) and it s-mag po WMahdw)edut itavasiNikalanRimskyKorsakov
who popul arized the name Priabtisal Manumal of Hamaopyor 0 t
N eOCIsdyj MSd2 k4 188Rd while dreatindg ttheztiajmonic major mode as an
independent mode with equal status todfaonic majo??Whi | e Bennett doesnot
Korsakov, | wonder if thatodos the Russian conn
As with Bennettds transcription of ALavenc
transcription of the fmdiic.majdiscalein Mmihdasnre @dywi t h t F
even the beét hearing for this passag&xXample2.3). From a voicdeading perspective, the
harmonic major reading suggesiat that G natural is displacing F sharp here, but | hear this
augmented harmony as the anchor for this theme, and so | would be more inclined to spell the triad
to indicate B as the root, atheameddhe hote§toake t he s e
the 3+3+2 groupings of eighth notes explicit.) Also, this theme is transposed up a perfect fourth at
m. 5, and so the augmented triad reading lets us hear the F double sharp, the fifth of the B
augmented triad, as leading us to G sharp, the thitldeoE augmented triad. One might counter
that the G naturals are easier to read than t
theme is in the harmonic major scale hinges o
toknowifthetras cr i pti on or the harmonic major mode h

the more convenient spelling suggested the tonal interpretation, and not the other way around.

32 Moritz HauptmannDie Naturder Harmonikund Metrik (Leipzig: Breitkopf & Hartel, 1853)Nikolai Rimsky-
Korsakov} e ©OCIsd yd M¢ d2 & (Saetd@efctsbuwgbAcBittndzd1§86e e Mat t hew RTheyds ar
OHar moni c Major 6-Cdotder ynTNe oeMusceAnalysisE3r na.d (arah 20049 17 26.
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David Bennett's transcription
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Example23: Two transcri pt i oRakémonfRediaktdBlu€998)¥ n o

Contrarily, the approach | suggesgintetms efmpt s
voice-leading®3

This split in approaches reveals a difference in theoretical viewpoints: While the in
Anglophone academy, influenced as we are by the thought of Heinrich Schenker, are perhaps more
|l i kely to explain chromatic alterati-mms as |
s y s t3%etmosedin the digital musietheoretical sphere seem find solace in being able to
characterize passages in terms of scales and/or modes, no matter how idiosyncratic the scale might
be (asinthe C Lydian2 s cal e) . What 6s often | eft -asnsaid

labeling is that the scale orasle that one uses to describes a passage would normally entail an

33 Later in the track, the arpeggiations in channel 2 shift such that they go from high (i.e., F double $tar(B)o
while the melody remains the same in pitch and rhyttnd, thisresults in a disorienting effect. One could read this
effect as mirroring the fact that this is the ficetmplex, multifloor dungeon that the player encounters in the game

%Davi d BPRokémentdtit Musit o
35 Heinrich SchenkertHarmonielehre(Stut t gar t : J. G. CottadscheseBasoRirandl ung

AThe oO6Har moni ci4dMaj or Mode, 60 3
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assertion of a particular harmonic frame, unless the context makes it clear the modes are invoked
solely as a coloristic description ofadspi t ch ¢
chords (e.g., the Lydian triad, which wedve
triad, 0o which consists of a root, flat second
triads are related by inversion.) This might reflect ghbrorder difference in epistemology, as

many YouTubers seem to prefer a conception of analysis as positivistic labeling as opposed to the
description of musical experiences or the narration of musical facts. A framework that sees
deviations from diatonism as being decided in a systematic;g@epositional plane (which is

abstractly represented by a scale) is more conducive to labeling than a framework that views such
alterations asd hocfeatures of certain piece of music, whether these are explampuxture,

applied chords, motivic chromaticism, or something &se.

Contrarily, Ben Kidd, the jazz drummer and bandleader behbitINBusic Theory, is very
attentive to these issues. Il n a s ecreateasvidemf vi d
on every diatonic mode, and he has just the lonian mode left to go at the time of ¥itiag.
titl es, such as ALOCRI AN Doesn't Have to Be S
Kind of Goofy, 0 and AThe PHRY Gl AIN vMd diee R éheel sval
the diatonic modes are frequently characterized in the world of digital music theory. The
Acl i ¢ylobatiitt | es asi de ( K-iindheek ecferente tonhik téles inahe t on g
description of one of his videos, quippihgh at t he Dori an mode fis th

maj or modes, but O6ver s at-haitye 6] sdioce]s nwar o efeam g u tk

36 Many thanks to Joe Dubiel for this insight.

37 8-bit Music Theory[Ben Kidd], iModes Analysis Videosed®priyd®,u2028be pl ay
https://youtube.com/playlist?list=PZQIVQFPv4LYaNhtbleNaepGSGsuzQyp

38 8-bit Music Theory,i The DORI AN Mo ERIOFSe(Anhosg OtherIAings) February 22, 2
YouTube video, 15:0https://youtu.be/SbRD3tPipNMKi dd uses the term fimagcalar mode o
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Kidd makes subtle observations about how modes are associated with certain frames of listening.
For example, in his video on the Mixolydian mode, Kidd draws a distinction between the
Mixolydian mode and the soundscape of the blues. Even though both use flat scale degree 7, he
observes that the two are associated with different melodic gestures, chutdshadal
progression$? Likewise, for his exposition of the Aeolian mode, he emphatically distinguishes
the Aeolian mode from the minor mode, noting that, while the Aeolian sound is dependent on scale
degrees 6 and 7 being flat, scale degree 7 is odtsed to yield a leading tone in the mif®This
di stinction might seem |Ii ke second nature to
outside academia.

| 6d | ike to take a closer | 6&kdsmtsofKlfy ddods
noting the Locrian scalebds particular charact
to the natural minor scale, scale degrees 2 and 5 are flattened in the Locrian mode. Then, he
observes its similarity to the diminished scale. Sometlrucial that separates the two, he says,
is that the characteristic chord of the Locrian mode would be alimaifished chord as opposed
toafulvdi mi ni shed one. Remarking that the-Locrie

sounding, 0, fisnpteaddedd pushdsehadk against these stereotypes by

content of thaliatonic modesorrespondto rotationsof theorderedintervak in the major scaleThis isyetanother

example of the terminological confusitimat occasionally proliferates onr¥IT, as Kidd also uses th
modeso and fAminor modeso to refer to diatonic modes w
respectively.

39 8-bit Music Theoryii The MI XOLYDI AN Mode Is Really Kindidemf Goofy
11:35,https://youtu.be/strpCnUKs. g

40 8-bit Music Theory,i The AEOLI AN Mode ,0F efeprsi | Detahe 2idee 8305
https://youtu.be/UFafSTdg5Xg

41 8-bit Music Theory,ALOCRIAN doesn't have to be Sp Oo Ky July 31, 2022, YouTub
https://youtu.be/tbRdHktBv58

28bit Musi cOCRIANdpesythavditobe SpOoKy iD:48ard1:28 1:32.
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analyzing three examples of video game music that he claims uses the mode and showing the
variety of moods and colors that each of them has.

As an example of how an inventive use of therlastmode could augment its diabolical
connotations, Kidd cites a track called AAt D
PC firstperson shootdboom(1993). There, as opposed to the chord progression being drawn out
of a single Locrian scaleaeh chord change exerts its own Locrian field. That is, he analyzes the
chord progression &°1 A?i C 27 B?’, with each of these chords having its own Locrian sound,

althoughE,AC, and B donodét fit into a Llthelargerstal. under

E¢7 Eg7(sus4bh9)

)
4o 8 1%
i & (8 )24
AV, P8
)

Example 2.4: Conventional tonic chord of E Locrian vs. harmony outlined by melody in mm. 18 of
iSamasa Des-ert, Muaf tleOCRI&\bdogsrdt haveitobe SpO oKy %

Ashi s counterexampl es, he cites AThe Mines
Uematsu from the rolplaying gameFinal Fantasy VI (1994) for the Super Nintendo
Entertainment System (SNES), and the first fo
acton-adventure gam&he Legend of Zelda: Oracle of Seas¢?@01) for the Nintendo Game
Boy Color, which was scored by Minako Adachi and Kiyohiro Sada. For him, the former is

Al everaged into this kind of fi |lemseanddrearinesd et e ct

B8bit Mus i lOCRIANdoesnthavetobe SpOoKy i®:024Mm.58repeatmm.i4.16 ve c h
the key signature to reflect Kiddés hearing of t
without sharps and flats because the rest of the track is in a different tonal space.
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to the musico (is t ffeigremarkiha theeSarsasa Degsertthdemeracalls ne s

an arid desert more than it does the gates of hell is rather less impressive.
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Figure 2.1: Screenshotof 8 i t Mu s i ¢ LOCRIANbdoesrdt haveitobe SpO oKy %

What 6s remar kabl e about his discuheaimgon of
the Locrian mode. He argues that bothhcobewpbhd
diminished triad or a haffiminished seventh, as whichever harmony that comes after the
supposed tonic has the potential of destabilizing the Locrian tonic simply by virtue of being more
stable in chord quality, sidediepshhe qudstiondysnotdehvingNisr s h e
home groundofaBhatdti mi ni shed seventh chord at all . On

Deserto fiidoes the impossibled task of creatir

“8bit Musi cOCRIANdpesyhavefiobe SpOoKyo i&:006 2
%8bit Musi cOCRIANdpasythavditobeSpOoKY 1954 6
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framework through medic resolutiong® By this, he points to the fact that the bass gravitates

bet ween E and D, whereas the mel?5“dY Esampld i nes

2.4), in contrast to the expected plain hdifinished seventh chord on E. Whereas the melody

lands on scale degree 2 on the second beats of meakydsdbes the same on scale degree 1 at

the analogous moments in measurg$ GeeFigure2.1). All this adds up to a musical passage

t hat Adoesndt feel al | t hat dodorand tloeredgs of the st e r ¢

Locrian mode here with a diatonic functional |

the Locrian mode tfugu, a pufferfish often served as sashimi that must be carefully prepared to

eliminate lethal toxicity, boywaydiow t hat di sh was referenced ir

Fi sh, Bl owfi sh, Bl uef i s hThe Simpbo@EDPY)f r om t he ani
For all the sensitivity to tonal context t

surprisingtomethdte doesnét bring up the fact that th

suggests D minor just as welif not more s@ than E Locrian. For one,-8it Music Theory

neglects to mention that the melody in miir8 is drawn exclusively from a pentatonic sdale at 6 s

commonly associated with traditional Japanese music, i& BAIBTID*1 6d ar gue t ha

bass, by itself, could equally point to E or D as the tonic. Contrarily, | more easily hear the melody

as outlining a D minor triad, with scale degreesd (flat) 6 of D minor consistently resolving to

scale degrees 1 and 5. So, | hear the inverse of what Kidd describes; rather thars@alarge

motion from scale degrees 2 to 1 in E Locrian, | hear a4scgke motion from scale degrees 2 to

%8bit Musi cOCRIANdpasythavditobeSpOoKY 174% 1
48bit Musi cOCRIANdpasyt havditobe SpOoKY 17:4% 1

“8 This scale is occasionally referred to ashhie r a $c&lesstiniamed after a tuning practice for tketo, a plucked
zither instrument. A similar, modally related scale isithecale, which would be B Ti D1 Ei Fi A in this tonal space
thein scale forms thecalar basis for the famous Egeriod folk songii Sakur a Sakwura. o
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Example 2.5: Possible hearing of longrange voiceleadinginmm. 4 of @A Samd% a

1 in D mina, but | also hear this motion as taking place on different beats than Kidd does, as my
ear prolongs the unresolved E on the third beat of measure 1 all the way up to the analogous point

in measure 3Example2.5).

Now, whil e | d o hdéscribdihinaccéssikiethoesomeaa withont@t least
cursory knowledge of Japanese traditional mu s
only to dismiss it in favor of his Locrian

anabgy of what he sees as the meticulous use of the Locrian mode to a Western stereotype of
Japanese cuisine is symptomatic of the fact that, despite how discourse on video game music both
within and beyond the academy prizes games and composers from Bapaewt offered often

comes from the lenses of white scholars and gaffidilsat state of affairs is perhaps paralleled

¥ Althoughl 6 ve used a key foithgsnescerpt)rwauldwseta tkey signaturef withiut flats and
sharps if | were transcribing the entire track.

®Hyeorj i n Park, AThe Difficult
St u d Joersal 0bSound and Music in Garreno. 1 (January 202090i 91.
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by fAthe fetishization of, i n inthe West, betmaarsithatn o f ,
trace back to the late eighteentmicey >

All this is to underscore the fact that the mudiceoretical discourse in YouTube
perpetuates some of the epistemological i nequ:
academia and Western society as a whole. Content creatorseanefftte take into account how
Japanese culture might be viewed both by the Japanese themselves and ciNestean
cultures, not only because many of their viewers are themselves Western, but also because many
of them are simply uninteresteddinf not actively hostile towardd this kind of ethical
accountability when it comes to epistemology,
to defer this discussion, but this serves as a reminder of how the YouTube-thesiagical
space, like /r/mustbeory, has yet to fulfill the promise of unseating unjust hegemonic structures
despite being on the surface ofdt a radically democratic platforas.

While the discourse in the YouTube mustbeoretical space often veers towards pitch
and pitch structureghythm and meter do figure largely in this community, too. As with scales
and modes, introductory tutorial s about tim
appreciation for rhythm and meter as an analytical and theoretical topic. Among the mbstwatc
musicot heor et i c al videos (nearly 17 million view
on the rhythmic practices of the drummer John Bonham, who played with the English rock band

Led Zeppelir’® Though some of the most popular videos on nmytand meter, such as

SSPark, fAThe Difficult, Uncomfortable, and | mperative C

2Megan L. Lavengood arimds Nat heoi ¢! Makicheg!| MTeitfordTheor y
Handbook of Public Music Thearyed. J. Daniel Jenkins (Oxford University Press, 2022).15,
https://doi.org/10.1093/oxfordhb/9780197551554.013.6

BPolyphonic [MNwhat LMAlkes eJohid Bonh a,duly33)20h7YauTuleoided, Dr u mme
9:43 https://youtu.be/UvOm20ZRQIk
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Polyphonicbés video essay, appeal to a wide ge
unconventional or compl i cat eHevanmgnemthsprevibus di s c L
chapter, which involves posting videosasfeself executing 7:11 polyrhythms, often in or around
a T-Eleven store; the-Eleven meme ties into a broader fascination with virtuosic polyrhythms
across all social media platforms, with some of the most adroit ones performing 420:69 and
2:3:7:11 polyrlythms>*

As for meter, much of the interest lies is in notational rudiments such as time signatures on
the one hand and in pieces that have the potential for multiple, equally viable metrical
interpretations on the other. Cory Arnold, who runs the mtieoretical channel 12tone,
provides a good example of the | atter. I n the
Businesso), Arnold tries their hand at el uci ¢
Ludacri sd si ngl byaTwitterthodad byw Babert Kamamiekcke d music theorist
who works on highop2® As for time signatures, simply observing the fact that some pieces of
music are structured in unconventional time signatures has an allure.t8 Musi ¢ Theory

popularvideo, which has accumulated 1.7 million views, has theeselfp | anat ory titl e

Signatures i n Viwiereas DawdnBennell has iarc gntire playlist devoted to

% Michael Gilly (#@mi #reusic. g#rhythnyg , Tiik To k, April 30,
https://www.tiktok.com/@mikey.qilly/video/6821672528226815237?lang=en J ai r o Mor a (@projec
dedicate this one to @underwatrdrummr and @its_adamneéely | nst agr am, May 15
https://www.instagram.com/p/CAN7UkeDMmx&ee alsaMi r i am Pi i | onen, AMusic Theory

The Oxford Handbook of Public Music Theoed. J. Daniel Jenkins (New York: Oxfdtbhiversity Press, 20228
9, https://doi.org/10.1093/oxfordhb/9780197551554.013.14

55 12tone [Cory Arnold]fiwhy Music Experts Are Fighting About Ludégg, 6 November 13, 2020, Y
13:47 https://youtu.be/6LgtXINpfow

56 8-bit Music Theory,iOdd Time Signatures in Video Game Mysio January 14, 2020, YouT:
https://youtu.be/5JRojRIA1ng
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isongs in odd time signatures, in54wd7/¥ thense ti m

thereds the practical advice about how to cou
how to incorporate t hedhlast there areotimeendrs thaoretedl and | pr
speculative videos about unusualtimée gnat ures, such as David Bruc

on fdirrati on aYtides{gnaturesand theioutility in gadlitatiny metric modulations
in performancé® o r Neel yos explorations of Afnegati ve
signatures?

Neelyds conception of triple time signatur
These proposed time signatures would have three numerals, with an additional numeral above the
two that are present in a conventional time signature (e.g., 484/éxtension, this numeral would
indicate how we would group measures of a given meter (i.e., 4 measures of 4/4), and so a triple
ti me signature is in effect a way of communic
Whereas Neely considershypeet er t o be a dAfairly academic t e

€ might not be super useful for the musiciano

57 Davi d Bennett, iSongs i n odd Ti me Si gluaet & 2023, , 0 You
https://youtube.com/playlist?list=PLIx2e02tD6Kgb9mOSOkjwVIWMNBKIIIT .

%8See, e.g., Rick Beatd,Pr og Roc k: How t o Count QX dJaveu aerrYoul(Bgd d2 0Tl 9me
video, 7:38 https://youtu.be/kffnwaHtfzgAdam Neelyi How t o &éSpeakoé i,0 @ddi l,i m8, SRQ
YouTube video, 6:24https://youtu.be/ K6 kPKtixdMusic is Win [Tyler Larsesi How Odd Ti me Signat ut
(and Make You Feed De c e mb e rYouTube vid2o) @0https://youtu.be/V43vQYyKqgyland Signals

Music Studio,fiUnderstanding and Using Odd Time Signatuwés Examples [MUSIC THEORY / RHYTHM] o

August 12, 2018, YouTube video, 11:02ips://youtu.be/T8AaalPfxYk

®That is, a time signature i n integecpowetdiZandhevefored o @ e mét al
represent a duple division of a whole note.

0See Davi d BhratioraléTene Signatees & Rhythmsd No v e mb7 YouTlbk vide@, G:39,
https://youtu.be/yLCD6sJds@s and Adam N¥é/20ITynd Signatired®®e oNov ember 25, 2019,
video, 10:31https://youtu.be/BG1zZ7K5sfaandfi | r r at i onal Ti me Signhatures, 0 Mar .
4:50, https://youtu.be/cQ9yl4dtuGQ

61 See Adam NeefhiWégatviivdkee o3 j,one M&1i gm a {1PouEube Qide8, 6:15
https://youtu.be/Kg7gAA _nAhQandfiwhat Would adTripled Time Signature Be? | Q+tA#560 January 21, :
YouTube video, 10:54ttps://youtu.be/pFAXYex5M.
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as an activity from musicmaking, rather than seeing it as a method for creative insforatten
latter) 82 the triple time signature would communicate information about how to group measures
to musicians more visibly, but Neely then concedes it might just be easier to write out instructions
above the staff®

Conversely, in the video essay negative time signatures, Neely distinguishes between
various kinds of accertsi.e., metric, dynamic, and agogic. Neely claims that, in the context of
jazz or popular music (and, indeed, Western art music), we tend to hear shifts in harmony as
occurringon strong beats as opposed to weak ones, and he illustrates this notion by analogy with
the concept of prosody in poefiyWhile the chord changes give us cues for hearing metrical
accent, he claims, dynamic accents are associated with the weak beapsilar music drum
grooves. Neelybés solution to actualizing nega:
the backbeats, so the I|istener experiences a
and what 06s ac®™@Nedyld eys ngooti nfgu lolny. de x pl ai n how t hi
but the gist is that, if the reversal in time is conceived of as a perceptual inversion of where the
strong and weak metrical accents fall, the conflicting metrical cues allows us to paradoxarally he
the chord changes as falling on the weak beats. (It goes without saying that merely switching the
backbeatsd and the chord changesé beats in a

hear whichever beats the chord changes notionally fall dreagrbng ones anyway.) In this way,

2Neely, fAWhat Would a o6Trid:p2l eé6 Ti me Signature Be?0, 1::

83 This is in fact the solution thatudwig vanBe et hoven opted f or ; s ergmo diftrer exam
battuté i n the Scherzo of t he Ni Rinal of g StrpdQuartet,insamp minat,25 (18
op. 131 (1826).

P
2

64 For his explanation, Neely referenc&sosvenor Cooper and Leonard B. Mé&yer mo n, dlgerRlayphmic
Structure of Musi¢Chicago: University of Chicago Press, 1960).

Neel y, i NeSigaatures®385:42me
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Neely finds analytical and creative productivity in a concept we might be tempted to dismiss for
its countefintuitiveness and its unreality (time only moves forward, after all), and his solution is
certainly a more inginative oné if not more philosophically rigorodsthan playing a piece of
music backwards, which is what 1%Notnaeb Ipy,o piotsdes
content creatorsé theoretical S p e c alftialtandon abo
compositional/improvisational insights, as opposed to them finding ways of notating these
insights.

My last examples concern counting and transcription in the analysis of video game music
and music for film and animation. Given that most @fséh content creators have an affinity with
jazz and Western popular music as opposed to Western art music, their sense of pulse tends
towards strict chronometric isochrony, and so they are very sensitive to deviations from clock time.
In their video abousound design in the Nintendo Switch gaRukémon Legends: Arce(22),
Scruffy dwells on the theme to Jubwolddcten Vil | a
role-playing gamé! The track is essentially built around a thok®rd loopBg 9iA mMbD m7
which Scruffy reads as deictic ofdharp major; the fact that it never quite gets to that adumbrated
tonic, he says, imbues the tr ackf®Whietheynita very
that most of the track is in regular 128y observe that, at the beginning of the tune, the B major

ninth chord lasts longer than twelve eighth notes, or even thirteen of them. To prove their point,

66 12tone,fiOn Negative Time Signatures (A RespomseAdam Neely) 0 Apr i | 20, 2018, YouTu
https://youtu.be/xHOfoRbBaYQ

67 Scruffy [Maxx Bradley, i A’ New Step f or P ®RoRémonlLegSnulsiArckgsDésl gnl18, 202
YouTube video, 11:27ttps://youtu.be/MXBI6EmMIyp4

8Scruffy, AA iNBwWANGthep, d cOmMPp3 ementary) reading of this
socal |l ed fAroyal Jd®a d), lop\Wid/gii’evs whicb ia @omnionly used in Japanese popular and
media music.
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Scruffy plays a click track alongside the music; Scruffy then contends that the governing time

signature in this passage is in fact 12/8, but if they were to transcribe it, they would write out a

tempo rubatonarking Example2.6).

Scruffy's transcription

Alternative transcription

A 44 tempo rubato [n/a] N
P ECERE I — = — X — N
[ £ WL [w] 7 | | D 7 [ [ = .
AV il L& ] \! IA I_ . \! ‘,--. \(_ \-l *
J <3 = Z =3 = |¥ o
4 v | 2. | \
)it 12 ¢ eTe ¢ | oo o7 FE
J T el Q g | T g T . I A
T % [& ] — et — | — w —— [ I\!
o = - - = v._#
Example26: Two transcriptions of the pkPokémonlggendst fr om
Arceus(2022)%°
Scruffyds choice of notating the rhythm in
chord lengthened, butthebsar p mi nor seventh chord is also

track demonstration acknowledges that fact. In fact, the chords are altered by the same duration:

one

So, i

and

a hal

oS

f

i ntriguing

t h

at

Scruffy

not

onl vy

acknowledge this possibility of transcribing the track in tmischanistic manner given how

sensitive they were to minute deviations from the pulse. In any case, what this example shows is

how transcription itself is fraught with analytical decisions, and content creators do occasionally

address this issue in theideos.

My

next

exampl e,

wh i

ch i

S

Charl

es

Cornel |

million views at the time of writing) on the themes of the opening and closing credits from the first

®Scruffy,
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season of the animated seridse Transformer§1984 87), takeshese issues furthé? The two

tracks contain many rhythmic and metrical oddities that are as much due to production artifacts as
they are to compositional and performative intent; as one brave soul describes his attempt at
transcribing the openingtheme t he fAweird time signature stuff
a slight rhythmic | i’tS$o,ifspite ofpthissacknowlédgement, thdr e b a
transcription makes no attempt to account for the splicing errors (for example, the tintersigna
switches from 4/4 to 17/32 ['] and back, although the prevailing metrical shift patterns imply this
should be 2/4).

So, itds no wonder that Candouteolthemsfthe thitem har d
of whichisthe focuso€Eor nel | 6s anal ysi s. Going over how |
get go in the outro track, Cornell then goes into why he chose to transcribe the music the way he
did. The track begins with a kind of vamp built out of two chords, A minor afidtBnajor, but
whereas the A minor harmony is played in straightforward, tflatBnajor harmony shifts from
2/4 to 5/16 Example2.7). Cornell then muses over why he chds write it that way as opposed
to having a single bar of 13/16 for theflet major harmony, but he argues that a more even
distribution of the notes across the measure, where the sixteenth notes line up with the quarter
notes, would make more visualnse to a musician reading it. (While |1 agree with Cornell in
principle, | 6m unsure why the sixteenth notes
bass.) He then elaborates:

This is kind of where | ém gmgraving and hoatve wi t h

write out different stuff. I have no idea
know what the idea was with making this so disjointed. It winds up just being confusing,

OCharlesCornelfi The First Transfor mer s ,0f hJeumee WaaSub&@ide@DPZ:¥ Conf us
https:/lyoutu.be/4Lk1d1PbHYY

" Tony Rd , 1984 Transf or mer s JulyT A% n2622, YouTabe s \dded, pOt37,on, 0O
https://youtu.be/xhMnhynKLPU
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and | dondt mean t hat thingtodésteta, Outislike, whdat 6 s a |
what just happened? It al most feels | ike i
to this. This straight up sounds like the whole thing got screwed up and startéél over.

Here, Cornell is alluding tthe production artifacts that | brought up earlier; counting alongside
the music, he shows how the music does give of this impression of a technological glitch.

Perceptively, he goes on to say that thé B a t maj or har mony woul dove

meas r e, but t hereds an additional si xteenth n

sounds as if the composers of the track, Ford Kinder and Anne Bryant, had this passage recorded
in 4/4 originally, but later decided to remove a beat to add mieinieaest, although this was not

done cleanly).
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Example 2.7: Two transcriptions of the first passage in the vamp of the closing credits theme of

Season 1 ofrhe Transformerg(1984 87).”
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Example 2.8: Three transcriptions of the descending diatonic cycle of fifths passage in the closing
credits theme of Season 1 dfhe Transformerg1984 87)./4

Cornell then talks about a sequential pasdagih some potentially harmful confusiar

harmonic terminolog{’d in which the meter modulates, in essence, to 12/16. To illustrate how

4C o r n &he First Tinsformers Themad

S Briefly, Cornell describes the sequence as consistingiiofa 171V chord progressioin C major and &% Vi

chord progressionn A mi nor; for some reason, fitalking é about f
the entire sequence in A minor (startingiepfor him. He goes on to say that the E minor chord, beingjitioé C

major, would naturally be a minorcholdut since itds #fAflippedd to be the dol
secondary dominant or a subdominant. o Of <cour gre, both
dominants in their paradigmatic use (i.e.Vd¥ inthe caseofsecndary domi nant s) , but Corn

0
secondary dominant to the subdominant is erroneous. Moreover, Cornell seems to contradict himself: Earlier, Cornell
claims that he hears neither C major nor A minor as the governing tonality for the esege@, but calling the E
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this passage might be transcribed, he offers three possibilitk@snple2.8): First, one that has

the 12/16 measure in 3/4; second, one that combines this 3/4 measure with the next into a 7/4

measur e; and | ast, one where the 12/ 16 Omeasur

with the assumption that the pulse is maintained at the level of the subtactus (eight note) as opposed
to the tactus (i.e., quarter note/dotted quarter note). Cornell prefers the 3/4 and 4/4 version, and
while he accepts the validity of the 6/8 versiba finds the 7/4 one to be unwieldy and unfriendly

to the musician.

"the Decepticons”
(—

|
|
- # CYa——— T ;
Gg®®® | @& / d e
] +¢ —— :

the De-cep-ti-cons

"lead-in"

o

Example29: Two ways of hearing thé& fADecepticons

A minor irritant in Cornell és discussion
these issues as purely a matter of engraving

much about transcription; each of these variants indicatetiaydar hearing of meter. Cornell

(0]

1

addresses the question of how onebs transcript

when he talks about the melodic figurebrample2.9. Depending on where one hears the down
beat, Cornell says, one could hear this figure in a couple of ways. The first treats this figure like a
leadin; the other looks to the lyrics in the intro theme for guidance. There, the fggget to the
words fAthe Decepticons, 0 and, with the usual

syllable of the noun.

domi nant chord a fisecondar yii%db miA maor as@n extenaddd toeigzationrohit  h e
C majorbés submediant. Corneillllp. AFirst Transformers Th
®“Cornell, AFirst Transformers Theme. 0
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With the above examples, | show how musiiceoretical content creators on YouTube
have not only come up with diffent and novel methods for presenting and teaching notational
and theoretical rudiments, but they have also popularized or even invented unconventional
productive uses for these rudiments in making, analyzing, and theorizing music. Although we get
a mixed lag when it comes to the academic rigor and theoretical sophistication of these creators,
the videos | cited above do suppor tthedreticall onen ¢
sphere as a fiserious ar ena f toundatiomgtopics thahare mu s i
hardly given much attention in the academic field of music theory.

Wh a t |l 6d |i ke to do now is to take a | ook
contributed to this production and dissemination of mutieoretical knaledge by way of more
advanced or esoteric topics and approaches. B
Cory Arnoldoés <cl assi ftiltaadn @i coafl YcoounTtuebnet naucsci
mar keted to the vi ewe¢he previous chagi€l. TloBwmenarizeathkeg n u p
conceive of six categories of conteutifitarian, expositionalexplorationa) analytical narrative,
and participatory. To those, | addedonversational contenand livestreams Because we¢
primarily concered with the musicaheoretical content of these videos in this chapter as opposed
to the forms that these videos take or the strategies that content creators have utilized in selling
t hem, |l 6d | i ke to rewor k t hi sanatyfical gshedreticalc at i on
narrative utilitarian, andmusicmaking content | 6 ve summar i TadeR1l.t hledslel t
briefly elaborate on the two new additions hevlich are theoretical and musicmaking content.

The former encompasses videos that are about theoretical concepts as opposed to the analysis of

Jui anne Grasso and Cory Ar nThé@xford Aldidbeok af Public Blusic Theodlo u Tu b e, «
J. Daniel Jenkins (New York: Oxford University Press, 2022), 59,
https://doi.org/10.1093/0xfordhb/9780197551554.013.32
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pieces or repertoires (such as Neelyds expl or g
videos doanalyze certain pieces while addressing particular mikearetical concepts, these

two categories are not meant to be mutually exclusive. As for musicmaking content, | use this to
mean creative content thatdés mmighhtakethéfgrmaoiusi c a
i mprovisations, covers, arrangements, pastich
might explicitly make the link to musietheoretical knowledge; | also use this category to refer to

content that could be thougbf as implicit acts of theorizing.

Table 2.1: Categories of explicitly musicetheoretical creative content on YouTube based on
content, after Grasfo and Arnol doés typ

Category Characteristics

Utilitarian content Presents the instrumental use of theory for the benefit of perform
improvisation, or composition

Analytical content Analyzes particular pieces of music or repertoires

Theoretical content | Explores musicdheoretical concepts

Narrative content Weaves musictheoretical knowledge into  personal
cultural/historical narratives

Musicmaking conten{ Musical content (e.g., improvisations, covers, arrangements, past
that is implicitly or explicitly tied to musictheoretical knowledge

With that said, allow me to introduce the groups of content creators that | examine in detail
in this chapter. Rothe first section, which looks at the most representative examples of YouTube
musicotheoretical content on game music, these dvi Blusic Theory and Scruffy, who are by
far and large the leaders of the pack as far as subscriber count and totajvvews | 6 ve al r e
talked about some videos by these two, but let me give an overview of the format of their videos
and the topics that tend to recur in their content, as each offers a highly distinctive-musico

theoretical perspective on the repertoire.

“®“Grasso and Arnold, fAdAiMusic Theory YouTube, 0 6
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8-bit Music Theory is a fairly prolific content creator, having created over 110 analytical
or theoretical video essays on video game music (and still couftifigy breadth of topics and
approaches that-Bit Music Theory has displayed over his-gear caeer as a YouTuber is
impressive, and so my characterization of his content as dealing mostly with pitch and rhythmic
structures and form is intentionally ecumenical. Compared to Scruffy and Game Score Fanfare, 8
bit Music Theory puts forth a musitbeordical perspective that sits closer to the traditional
methods and objects of musical analysis in that he often talks about video game music as something
to be listened to in rapt attention as opposed to an aspect of an integrated multimedia experience.
Tha 6s not to say that heds insensitive to the
contrary, hedos demonstrat ed %amvmat lantaniisthatbwhiee f a c i
narrative and worldbuilding do figure int8i t Mu s i ddeds,the mainyobjects of analysis
are still the structural features of musical excerpts; conversely, sound and game design mostly
recede into the background.

By contrast , -tfearaticalfconyedtss spamses falmoot 25 vid&bahd is
amostt xcl usi vely about game and sound design. Th
of the game being discussed, too, demonstrates this commitment to a more ludic and sonic

understanding of music theory, one that results from a deliberate epgsgeabstance rather

“8bit Music Theory, i ViWiedbe 0Ga nde YMuwsTiuch e A npa | ayg;sPl2g t | ast
https://youtube.com/playlist?list=PZQIVQFPv4J 320fFpI5NWCK88rAC4

80 For examplesee & i t Musi ¢ T hfiefotrnyobssp hwir e oasn,d Mot i vi c Devel opm
Soundtracld May  2,1YpuTubed Vid@o, 12:24https://youtu.be/wzOY3mxTBagh How Musi ¢ Mat ch
Gameplay in Ori's (0Oh adansa royfouTiN®, vided Oh5Bhttps://youtu.be/sx4

ge30dLA fStorytelling through Music in Hollow Knighi June 3, 2019, YouTube
https://youtu.be/f2NEvOb20efandi When t he Music Fits the Actiono Perfect
March 31, 2022YouTube videp13:31, https://youtu.be/26Qhbyd7ENY

8 Scruffy, fAWhat I Love, o YouTube pMayy | 119s t 208, | ast
https://lyoutube.com/playlist?list=PLQY6PNI6p3MYg80OD6MYB2pKOFWUA hCHN
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than gaps in competencies, given that Scruffy is as fluent as any other YouTuber in the traditional
tools and concepts of music theory.

With video game musi c, especially, thereods
world of video games is notorious for espousing a certain brand of toxic mas&al{pigval,
perhaps, with similar signifiers in programmifigind for its unabashed hostility towards the
vi ewpoints of t boded cisgenaed heterosexual, anbitei* & similar
hegemonic structure and its concomitant power dynamics exist in acéddbatlain game studies
and music theory more broadly as well as game music and sound studies more aarrdidy
the overrepresentation of white male scholars haetéto shut out the voices of women and those
of marginalized identitie®> Where does YTMT position itself with regard to such hegemonic
structures? And, to what extent are the comn
technologically engineereahd commercially driven corporate model of sociality?

Thatds not to say that there arendt conten

video game or film music from a musitieeoretical angle. For example, Nahre Sol, a highly

82 Megan Condigxplores how particularg r oup of mal e online users gained con
be seen in the popular imagination by shoring up an embattled form of geeky masuiitetyying these toxic

performances of masculinity to the rise of thergght movemenin her bo&, Gaming Masculinity: Trolls, Fake

Geeks, and the Gendered Battle for Online Culfloeva City, IA: University of lowa Press, 201&8ee alsé\ngela

Nagle,Kill All Normies: The Online Culture Wars from Tumblr and 4chan to theRfght and TrumgWinchester:

Zero Books, 2017).

8 Nathan Ensmengefi 6 Be ar d s, Sandal s, and Other Signs of Rugged
Computi ng PosinsB0e msli(Januay,201538 65.

84 #GamerGate is perhaps the most notorious gamgilagedculture war it took the form of a loosely organized,
ideologically rightwing harassment campaign that targeted feminist and other progressive and diverse voices in video
game culture. For a critical exploration of gaming studies and modern gaming ¢bhoumgh queer and (people of
color) feminist lenses, séenanda Phillipé s  bGamek Trouble: Feminist Confrontations in Digital Cultyiew

York: New York University Press, 2020).

8 For gaming studies, s&emma Vossen, i On t h¥yof Gaming: unvadihg, Greatang, eels s i bi |

Recl ai ming the Cultural Clubhouseo (félydne chusis and sourat i on ,
studies specifically, sdear k, fAThe Difficult, Uncomfoortabl e, and | mpe
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proficient, clasgally-trained KoreamAmerican composer and pianist who (by comparison, her
channel has close to 600,000 subscribers and nearly 40 million total views, bebitingusic

Theory and Scruffy on both counts), has delved into the music from the-aditentire game

The Legend of Zelda: Breath of the WR@17), the Korean survival drama television sesigsid
Game(2021), and the animated movies produced by the critically acclaimed Japanese animation
studio Studio GhibP®*h owever, the main focus of Solds ch;
On the other hand, there are popular content creators who do produce-thesretical content,

but approach video game and/or film mludei c chi
Andrew Huang (2.3 million subscribers), a Canadian, partially deaf musician based in Toronto;
Simon Servida (over 700,000 subscribers), another Torontonian; and Carlin Hines (over 900,000
subscribers), the AfricaAmerican producer behind the chanBelsy Works Beat8’ The fact

remains, however, that the two dominant experts on game music in the YouTube-musico
theoretical sphere are both whitsnd malepassing, whereas the four generalist content creators

of color | name above are outliers in thedmter YTMT community.

One space, adjacent to YTMT, in which marginalized content creators might find more
success is that surrounding creative content (whether original or in connection to a participatory
culture), which could be said to embody acts ofiwal theorizing. For that, | look at how Kiefer
Gopaulchand, who goes by Shady Cicada on the Internet, conveys +thesioetical knowledge

through annotated examples of him making musi

86 See Nahre S6ls v iislteedST, from Zelda: Breath of the Wild OVERRATED?2! Mar ch 25, 2023,
video, 11:51,https://youtu.be/DxcxweAePt ASquid Game's Music Is REFRESHINGLY CREERY? Striking

Details to Prove Thjsd6 Oc t o b e YouTlbk ,videg, ®:32https://youtu.be/K R11KSm5k$sWhat Makes

Studio Ghibli Music SO GOOD?4!, February 26, 20 2h@ps://ydoibelpprwdk-8ME deo, 14:

87 Andrew Huang, YouTube channel, accessed BE&ap023,https://www.youtube.com/@andrewhuaBuyisy Works
Beats YouTube channel, accessed Mag, 2023, https://www.youtube.com/@busyworksbega8mon Servida,
Servida Music, YouTube channel, accessed R&y023,https://www.youtube.com/@ ServidaMusic
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Pl ays Whenno wsheirccheshe composes a track-Tiom resp
videos on video game music. Gopaulchanddés vid
ot her YouTubers | menti oned, as they teelinhi bi t
practice than it is in abstraction and discourse (in fact, Gopaulchand would be the last person to

characterize what h®%®6s doing as music theory)

Table 2.2: Content creators by geographical locationprimary interest, type of musicatheoretical
content, and typical topics.

8-bit Music Theory | Canada | Game music | Analytical and theoretical content

[Ben Kidd] Pitch and rhythmic structures, form
Scruffy U.S. Game music | Analytical and theoretal content

[Maxx Bradley] Game design, sound design

Shady Cicada Canada | Mixed Utilitarian and creative content

[Kiefer Ggpaulchand Implicit theory

Game Score Fanfare Australia | Game music | Narrative, theoretical, and analytical contg
[Mathew Dyason] Narrative, signification, meaning

Last, some number3able2.2 summarizes where thfeur content creators | examine in
the rest of this chapter abased, the kinds of musitbeoretical content that they produce, and
the topics and approaches that best characterize their theoretical and analytickiguog2.2,

on the other hand, compares the subscriber count and the total views that seven of these content

creatorshav&®(16 1 | el aborate on Game Score Faon)f are, o
8Kiefer Gopaulchand (@Shady Cicada#3831), i i dondt kn
Di scord, October 13, 2020, 2:59 p.m.; fAyeah it is a | an
October272 0 2 0, 5 : 5 I0don4 know. any magicdheofiy terms. | just do things LMAO. get on outta here with

that flattery 0 meposafged in the #general channel of the AShady
7:29 p.m.

89 Note that the ratios obtal views to subscriber count are highly variable across the channels, with those who post
more musical content tending to have a higher ratio.
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Figure 2.2: Subscriber count and total views for thefour content creatorsexamined

Now, I donodt mean to assert some between
fanbase. PhilEwellarguestha i n t he case of our academic di s
t h ahe beBttscholarship in music theory rises to the top of the field in meritocratic fashion,
irrespecti ve 0@%thisprobéem s evenmore dcste im taediad ofiTube music
theory, and there are certainly many more axes of discrimidatidrich is also made known far
more overtly than in our fiefil than just race at play here. Rather, these nurmbkkeelp illustrate
the uphill battles that marginalized and miterian content creators fawdien | turn to that topic

inthe nextchapteFor now, | etds take a closer |l ook at |

2.1 YouTube Music Theory and Video Game Music

To be sure, video game music is one of the more popular tofies YouTube musictheoretical

sphere, along with jazz, film music, and Western popular music. After all, video games have been

®Ewel l, fAMusic Theory and the White Racial Frame, 0 par:
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a genuine cultural force for some time now, and they certainly have made their influence felt when
most of these content ctees were growing up in the 90s and the 00s. Given the geeky, STEM
adjacent aura that music theory has, t oo, t he
communities. So, it 0s-theoretical contenscreatdrs, ftorh the bigsna ny m
generalists, such as Adam Neely, Charles Cornell, David Bennett Piano, Nahre Sol, and
samuraiguitarist (Steve Onotera); through gespecific content creators such as Shred (Scott
Sharrard), whose main focus is metal mdsitg content creators who wloalmost exclusively

with video game music, such as Scruffy aAdit8Viusic Theory; have honed their analytical and
theoretical skills on this repertoire.

What may come as a surprise is that Scruffy abit 81usic Theory are the only content
creators specializing in video game music who
musicotheoretical sphere. There are, in fact, a number of channels wavelsbbscriber counts
numbering in the (tens of) thousands, and |06
(82700 subscribers and about 3.9 million Vview:
show that celebrates music in video games,aas pect so overl ooked as t
wor k without you even realizing ités there. |
the unique perspective®RBasipirioe¢ eByadanosmust at €«
swre, notation and transcription figures in Game Score Fanfare far lesskihet8 Musi ¢ Theo

anal ogously to films, score is used here to si

%1 Shred [Scott Sharrald, izel da Mu Bldvaember T ti3e ®029, YoauTube video, 10:01.
https://youtu.be/Yeyg7VeLRQI

2 AAbout, o on Mat hew Dy a SamedScore YFanigfeacbessed cMay 26) e2023,
https://www.youtube.com/@GameScoreFanfare/about
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toward questions of musical meaning and narratives, whétbgrare broader, historical and/or
sociocultural ones, such as his video on women composers of video gamé3musiersonal
ones, such as a folleup video to his video essay on how the music of the platform video game
Celestg2018) addressestipa me 6 s t hemes of ment al heal t h (wl
and gender dysphori&jwhere he talks about how the music of the Japanes@lejing game
Final Fantasy VIII(1999) has helped him with his own anxiety. Dyason has since moved on to
other projects, such as creating a channel dedicated to popular music and helping out with content
creator Polyphonic with expanding his reach on Tikfalk,ut t he 31 video essa
(the most recent one, @Str esutploadéedoRMay & 802%) Gr oun
engenders a refreshing perspective that complemeits 8 Music Theoryos a
approaches.

Thereds Music Theory for Gamers (88300 sub
Dan Spencer, where most of the videos apeut Spencer livestreaming himself reacting to,
breaking down, and tinkering with tracks from various video game soundtfatdise Butineau
(23100 subscribers, 4.7 million total views), a game music composer from Toronto, has a series of

video essaysrogame music that demonstrate a wealth of sensitivity to game design, sound design,

9 Game Score Fanfafdathew Dyason] Thi& Women who Pioneered Video Game Musddarch 13, 2020,
YouTube video, 13:14ttps://youtu.be/R4H8UdwaVJU

% Game Score Fanfardi The Anxi ety of Celeste and its Music, 0o A
https://youtu.be/[vETIcMXaEo

% Mathew Dyason, Mitto and the Fanfare, YouTube channel, accessed Mag, 2023,
https://www.youtube.com/@mittoandthefanfare6506 Mat h e w Dy a s o n Sifc@®eptenber ve ieanh i s ) ,
helping@WatchPolyphonitaunch and run his TikTok. Today we hit a milestone: first vid to reach a million \dews!

Twitter, May 10, 2023, 8:29 p.mhitps://twitter.com/mittopotahis/status/1656456335964381184

% Game Score FanfardjStreets of Rage's Groundbreaking Musit May 1, 2021, YouTube
https://youtu.be/g6EivicvNE

97 Dan Spencer, Music Theory for Gamers YouTube channel, accessed May®6, 2 2023,
https://www.youtube.com/@MusicTheoryforGamers
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and the musical affordances of sound technof8gteve Melin, who runs the channel Video
Game Music Alliance (21600 subscribers, 2.4 million total views) and who présgmigim to
aut hority as being abl gure mcomescompasiog nusiofor videa mi |y
g a mé°soccasionally releases musitiieoretical and analytical videos in addition to his
mainstays of game music production and the game mmgaistiry (these musietheoretical videos
are not neatly organized into playlists, unfortunately). Matt Kenyon (5100 subscribers and about
350,000 total views), too, has a similar mix of music theory, music production, and industry tips,
albeit weighted mar heavily towards music theory. Lastly, Joshua Taipale, who goes by Ongaku
Concept on YouTube (21,300 subscribers, 1.2 million total views), was formerly active as a
musicotheoretical content creator specializing in analyzing and theorizing game andaunioe
with an emphasis on Athe music itsel faebitas opry
Music Theo¥yod6s videos.

Then, there are the channels that devote the bulk of their attention to specific franchises.
Alex Yard & Knuckles (32,100 subsbears, 2.4 million total views) is probably the most analysis
heavy of the names surveyed here, with more than half (15) of all their music theory videos (28)
dedicated to the soundtrack of the platform ga®esic the Hedgehog (3994) andSonic &

Knuckleg(1994)1°! The host of the YouTube channel Zelda Music Theory describes their mission

for the channel t hus: Ato grow in my apprecia

% Jake Butineau, i Game Musi c Di scussions, O YouTube
https://lyoutube.com/playlist?list=PLn9G57Vo6gadLUEzzvz38tKQ5%#&2h

® fiAbout Steve Malid s Y o u Tu b eVideo lGamen Mukic Alliance, accessed Mag, 2023,
https://www.youtube.com/@VideoGameMusicAlliance/about

0 Joshua  Taipale, Ongaku Concept, YouTube channel, accessed Mays, 22023,
https://www.youtube.com/@OngakuConcept

01 Alex Yard, Alex Yard & Knuckles, YouTube channel, accessed May6, 22023,
https://www.youtube.com/@alexyardknuckles4379
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musical influences, and to share it with you. No influence has been mmoratifice for my love
for music than Zel da '99he dnaracterized kisostylg as m eros$ betawvaee h i s
8-bit Music Theory and Charles Cornell with a dash of SideWyEhe collaborative gaming
channel, Save Data (62,600 subscribers andndr@7 million views), has an entire series
dedicated to analyzing the tracks that accompany the dungeons in two gam#éseiregend of
Zeldaseries,Ocarina of Timg1998)andMa j o r a 6(3000M the dnalysis is an fascinating
blend of game design, @ritectural history, crossultural commentary, and topic thedf{.Last
but not least, Cory Lawrence, a Black content creator from the United Kingdom, has mostly
uploaded creative content (e.g., arrangements and remixes) of video game music to his channel
Everything Fantasy, but he has posted a number of analysis videos, most of which concern the
music from the Japanese visual novel francidsaganronpa®

| hope to show, then, that even this game music subfield of the YouTube +theicetical
scenehas considerable variety in the approaches
this chapter, the three creators that | examinbit 8/usic Theory, Scruffy, and Game Score
Fanfar e, approach game musi ¢ f rzednit, &bit Mdsier i ng
Theory is primarily concerned with pitch and rhythmic structures and form, Scruffy with game
and sound design, and Game Score Fanfare with narrative, signification, and musical meaning. All

three approaches are not at all foreign toabademy, despite how they position themselves in

02 Zelda  Music  Theory [pseud.], YouTube channel, accessed May 6,2 2023,
https://www.youtube.com/@ZeldaMusicThgor

103 Zelda Music Theoryiiwhy Zelda: Tears of the Kingdom Music Sounds Japanése Febr uary 11, 2023
video, 9:47 https://youtu.be/TrhM_hHAWdc

4 save Degend of Zélda Dungeon Music Analysi® YouTube playlist, | ast up
https://youtube.com/playlist?list=PL4rx7GrY_xH9QJiP7KAMwI3upgVkYKMuS

5 Everything Fantasy, AMusi c An al ymatesl Februadye 6, 52028, Yo u T U
https://lyoutube.com/playlist?list=PLfgJK 3s58DN_YUzcTX90xvgdLXpvHRr4
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relation to the | atter. | @wsederia the preaicuy chapterar a c t e
whil e Mathew Dyason, or the man behind Game
metatheoretical issuet seems to me that the descriptioeavy and notatichight nature of his

content reflects the view of autsider As for 8bit Music Theory, or Ben Kidd, whose methods

and objects of analysis most closely approximate traditional music theory, | elauktterize his

position as aitizen theorisin that, although he has expressed his distaste for his experience of
traditional music theory education in that music theory was presented as a set of compositional
rules, what made him +evaluate musictlter y was hi s exposure fAthe bi
theory as a descriptive t echn%®Thatis, thoughsémeanf met h
the videos have a utilitarian bent in that Kidd occasionally suggests ways that the insights gleaned
throgph his theoretical tools might be applied t
him describing the music to get to know it better. The persuasive description of our musical
experiences is, after all, at the heart of our academic discipline.

Asl 6ve said, Kidd is trained in the jazz t
fact that Kiddés analyses are heavy on transc
the ambit of Kiddods t he orraitzthat distnguish lem froro othern d e
content creators, which is, namely, his tendency to abstract game music from its original context
and to orient his analyses towards pitch and rhythmic structures and form. Again, | emphasize that
Kiddiswellaware® game musi cbs experienti al affordanc
possibly narrative medium on the one hand, and the interactions between the musical affordances

of sound technology, sound design, and musicmaking on the other. Indeed, Kidgsdisgl

106 8-pit Music Theoryi 4 00 k Q&Ai oOe | @thre@adam! 06, streamed | ive on Octc
1:19:47 https://www.youtube.com/live/TaWLFIE_s
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awareness of both aspects to a high level of theoretical sophistication where the situation calls for
it. In videos such as fiHow Creative Limitatio
Gameboy Musi c: Mega Man XéchneahlkmitaiionKandl aeatidei v e s
possibilities of consoles such as the Game Boy Color (1998), the Super Nintendo Entertainment
System, or SNES (1990), and the Nintendo 64 (1997), exploring how these sh@ped.agend

of Zelda: Ocarina of TimandMegaMan Xtremg2000)’Conver sely, i n ASil en
is Also a Sound, o0 Kidd talks about t hSdentsound
Hll2( 2001) 6s soundtrack, taking an apprSikeatch si nm
Hill (1999) from his monograpBound Play: Video Games and the Musical Imaginafidfihese

kinds of videos, however, a r eoutput, and Kiddthiypnself n  Ki d
acknowledges this; in his description to his video Sitent Hill 2 Kidd notes this in his
characteristically wunderstated manner when he
that video%

As for Ki dyd 6tso srearsri dtiivi e and game design,
through Music in Hollow Knight, o asHobowr epr es
Knight s (2017) fragmented and cryptic approach
together bitof information strewn across the desolate landscape of Hallownest into a coherent

narrative. Noting that the diegetic AEl egy fo

107 8-bit Music Theory,fiHow Creative Limitations Shed Ocarina of Time's Best Musi®@ Sept ember 29,
YouTube video, 14:54https://youtu.be/ SeY_ Gss2CYSNES vs Gamebollusic: Mega Man Xtreme @ctober
31, 2022YouTube video, 17:23)ttps://youtu.be/G4nZ3Y 8xLwWA

108 8-pit Music Theory,i Si | ent Hi | | 2 Silence is Also a Sound, o
https://youtu.be/EMgJAPpuec®Vi | I i am Cheng, Bdoed &Pthy: Wdeo Gaenessanddthe iMuoisical
Imagination(New York: Oxford University Press, 20143 112.

198bit Music Thlelor2y.,0 ASil ent Hi
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deity- i ke character in the gameds weamdomhecttidsi dd d
melody to the Pale King, then we can use that as an inherent implication whenever this theme is
used throughout the gamedés score to tie toget/l
t o t héPKKidndgd.so i d éthistleitfmatifdneothér acks ased in the game, which was

scored by the Australian media composer Christopher Larkin, allows him to tie the Pale King to
characters such as the White Lady and Hornet

mentonng t hat these connections are only ever i

video |i ke this, however, we can observe Kidd
narrative context. That 6s becausanalyses af thesggi v es
tracks, but he doesnét tie these analyses bac

What this means is that the topics of form and pitch and rhythmic structures truly are the
bread and butter of Kiddoés br anmigoffrimgelhana mu s i
music theorist that he projects at public events!tbA.s wedve already seen a
videos, a comprehensive survey of his content is neither necessary nor particularly illuminating.
What 16d I|ike to cal/l attention to are some o0
Kiddhasoffe ed over his career as a YouTube music t
or distinctive in this space may not necessarily be news to us: His video on how melodic lines
imply various harmonic readings (both as isolated chords and chord progsg¢skat have the

potential to clash with the actual harmonization is old hat to us in the academy, steeped as we are

98pit Music Theory, #fAStorytelliig@e.through Music in Hol|

111 See, for exampleBen Kidd,i MA GF e s t Ad2afickd®dMusic Theory w/ “8it Music Theory' MAGFest
January 22, 201%ideo of presentation, 1:01:44ttps://youtu.be/tcpQ2pOJRFaNdAMAGWest 2020- 8-Bit Music
Theory 06 MAGFest, November 6, 2 Oi$h8/youtw.betbs9bWDVHUdYpr esent ati on,
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in prolongational anal ysi s, but itds not a n
musicoetheoretical sphere?

Ontheoter hand, Kidddés idiosyncratic under st e
(not to be confused with chordoid) has no clear parallels in the acddeBefore | can get into
Kiddés take on the chordioid, | et cewéthedexnp | ai n
chordioid is obscure. Ités very i ntheoretgaient | vy
writing in the academy. A Wi ki p HicblasaSlopirasgye , Wr i
named "master chord" that chordioid described 2z ghord theory as 7np5asserts that Joseph
Schillinger and Nicholas Slonimsky, among others, had a theory of chordioids, but none of the
sources the article cites actually use the n&th€he concept of a chordioid, as this Wikipedia
article presents itis to reify harmonic formations that are difficult to classify in some theory of
chords (which are typically based on tertian harmony) as if they were conventional chords. That
idea itself is hardly new; after all, Arnold Schoenberg declared that harrhwungtions that we
would usually analyze as byproducts of contra
mu s %What the term chordioid does is that it gives us a way to conceptualize and compare

these disparate theorizations of unconvergicharmonic formations. It seems to me as if this

112 8-bit Music Theory,fiYou Can Think About Melodies Harmonically, To@ Febr uary 28, 2022, Y
19:46,https://youtu.be/t DRXroYaj4

113 8-bit Music Theory, i What 6s a C hptemlgei 09j d2018,, YouBube video, 11:44,
https://youtu.be/cmsgkgppBtc

114 Robert Rawlins, Nor Eddine Bahha, and Barrett Tagliadiaazology: The Encyclopedia of Jazz Theory for Al
Musicians(Milwaukee, WI: Hal Leonard, 2005Joseph SchillingeThe Schillinger System of Musical Composition
2 vols. (New York: Carl Fischer, 194@\licolas SlonimskyThesaurus of Scales and Melodic Pattefidew York:
Charl es Scr i b RkoethedMikip&im article, sakigedia, s.vii Ch o r dastaniodifieddanuary 19,
2023, https://en.wikipedia.org/wiki/Chordioid

115 Arnold SchoenbergTheory of Harmonytrans. Roy E. Carter, 3rd ed. (Berkeley, CA: University of California
Press, 1978)322.
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article is an attempt to pass off original
Sl oni mskyds and Schillingeroés) authority (the
this articlecould be traced back to two IP addresses, both of which are based in El Paso, Texas).

Of course, while itdéds an example of the viola
on Wikipedial®the Wikipedia article on chordioids shows how parce bfi dden t heor yo
cometothesurfacé/Gi ven the shaky foundations that the
ways (a video game is currently being developed around the concept, et} affirming the

digital sphere as a seedbed &xperimental and rhizomatic vernacular theorizing, regardless if

t hat vernacul ar theorizing often replicates w
field.

Letds return to Kidddés formul ationvided t he ¢
that he hasnodét been able to find much infor ma
surprise given what |1 6ve said above. He t hen
article as fiso broad &%Instead, heéomarroWwsahis consideratign tome a n i
harmonic configurations that he feels would be impoverished if analyzed from the standpoint of
tertian harmony. These include seventh chords without the third and harmonic formations that

Kidd asserts could be read implying some extended harmony, even if such a reading would

) n another context, | describe how whatos most |ikely
taken by journalisticand othernenc ademi ¢ wr i ters as a historical fact, ir
on Wikipedia despite several users callingit@h eng We i Li m, AiHer oi c NarrTati ves

Maj or , 1Ot-Cent&nBMusiei6, no. 2 (November 2022): 46

"See Thomas Christenseno6s ar tMusida elymani8Fno.22dJdepteanber 201} s, Hi d
177208 andhis book clapter, i Mo nu me nt al Expdrimental yAffititiesiimMusjced. Paulo de Assis
(Leuven: Leuven University Press, 201597 212.

118 CHORDIOID (website), Ash Tayloraccessed May& 2023 https://chordioid.com/#home

1198-bit Music Theoryfi What 6 s a Chi@20di oi d?¢6, 1:18
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pai nt a misleading picture of our musi cal e X
Japanese actiesdventure gam&uper Metroid(1994), the music for which was composed by

Kenji Yamanoto, Kidd zeroes in on a chord consisting of the noteBTCand F. Hearing this
harmony asa Csu$2c hor d with an i mplied fifth, Kidd ar
coloristic, nonfunctional manner in the passdfpeample2.10). Rather, he says, the entire passage

is based on various transpositions of a chord
n ot ¥%veé might describethat hor di oi d using set theory as |
personally hear the passage as concatenation of seventh chords in third inversion; hence my

decision to transcribe it as Example2.10.)

Y Q K Y g K
% " A L~ B L[:‘:.f\ Y 1O " ]

| v ' BRI | U ' Ty T

Example 2.10: First four meas Superdetroid(19FN (Erandcrpiion iy thé r o m
author)

One of the more intrigui ng fraanewor ol reygmio f Ki d
analysis he sets out in a video, in which he uses the musicZetda II: The Adventure of Link
(1987) to illustrate his concept&-Building off ideas that he first described in an earlier video in
which he investigates the notiar rhythmic dissonanc®? Kidd starts off his theorization with
the notion of rhythmic tension. Drawing an an

feel of scale degrees and chords in function

208pit Music Theory, TfiWh44t is a Chordioid?d¢, 6:40

1218-pit Music Theoryi A’ Fr amewor k for Basic Rhyt hmic AndalFyesbhirsu afreyat
28, 2021 YouTube video, 18:0https://youtu.be/voXkdxjygRM

1228-bit Music TheoryfiRhythmic Dissonance in the Knuckles' Chaotix Soundtrack [Patron RequestiDe c e mber 6,
2017, YouTube video, 9:24itps://youtu.be/TKodQOQDIAME
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misaligned with the strong beats suggested by the metrical structure that rhythmic tension is
generated. He lists the avoidance of starting or ending on strong beats, syncopations, and
anticipations as examples of devices that contribute to rhythmic teasidme looks at how these
devices come into play with t hetredillboitidnofchb ave r |
clave rhythm. Last, he extrapolates the notion of rhythmic approach notes to describe those notes
that seem to prepare for neamomentous events.

Again, this is an example of a YouTuber (re)theorizing what is-tnediden ground in
academid Davi d Hurondés application of the psychol
metrical phenomena and Haelrdiasordinc&aoraes ® il oua me wo r
Kiddés framework answers questions about how t
and that topicds typically ntletreticalopgdagogydiAshen dep
says, rhythm fmostarngpabltyawnthpart of music, an
give you a basic overview of how the notes in a scale function in a melodic context or how the
di fferent chords in a key wil!/ affecayot he mu
understanding the rhythmic function 2the t he n
framework he presents is his attempt to sol ve
that Kidddéds seeming unawar theasalsmy & perfamative forar wo
the sake of garnering a following. Rather, if musicians who are clearly inclined towards music
t heory feel that we in the academy donét have

does speak to a structural issueere what we do is misrepresented both because of the way we

123 Harald Krebs,Fantasy Pieces: Metrical Dissonance in the Music of Robert Schurfiew York: Oxford
University Press, 1999pavid B. Huron, Sweet Anticipatin: Music and the Psychology of Expectatf@ambridge,
MA: MIT Press, 2007).

1248bi t Mu s i A Franewodk foyBasiciRhythmic Analysis:04i 0:20.
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have traditionally taught music theory by fo
connect with the broader musi cal public to th
pubic-facing musicetheoretical content, and so YouTubers like Kidd fill that vacuum.

My | ast example showcases Kidddéds approach
YouTube musicdaheoretical community compared to pitch and rhythmic structures. As Kydd sa
A | l ove talking about structure in music. It
underlying logic to a piece of music you didn
code or finally beaten one of those goddamn slider puzaeghs®> Diespite the structuralist
language that Kidd espouses, the formal analyses he does are in fact very much attuned to his
experiences with the music. Case in point: in his videos on transitions, a compositional technique
that Kidd associates with Wkesn art music, Kidd is careful in distinguishing between the sonic
affects of a theme and a transitionary sectféh.t 6 s not an i ssue of relat
Awith €& more sophisticated transi titiooisilenger you ¢
than the section i t?dnstead, halistsfout factom that mighf contributeo r t
to why we might analyze a section as a transition than a theme in its own right: a lack of melody,

harmonic instability, irregular phrixg, and sequential writing.

1258-bit Music TheoryfiBalancing Structure and Creativity: How Gravity Rush Develops a Themgust 25, 2020,
YouTube video, 0:040:16<https://youtu.be/fOU7ptjESR4

126 8-hit Music TheoryjiHow to Write Transitions || Final Fantasy Tactics Advande June 30, vi6,22, You
15:13,https://youtu.be/qV5wIimF16iE

278pit Music Theory, fAHowW5@.o Write Transitions, o0 3:40
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compound basic idea
Ohoe rhythmic motif
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sequential repetition down a whole step

new theme
ete.

Example21l: Transcription of ABO tFna Raatasy TactisRdvantel e o f
(2003). (transcription by the author)

These may seem conventionaltousatr st gl ance. For those in
views on what makes a transition comes into productive analytical friction with the theories of
form that we are familiar wit h2Thethindhig Kiddc a d e my
primarily talks about the transitions interrupting the regular phrases of themes; that, he says, gives

the transitions an impetus that would be missing otherwise. For instance, in what he identifies as

128illiam Earl Caplin,Classical Form: A Theory of Formal Functions the Instrumental Music of Haydn, Mozart,
and Beethove(New York: Oxford University Press, 1998).
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the ABO theme of tHoeedr & c lo mijldidagebnideanal Fantasy | rol e
Tactics Advanc€2003), which was composed by Hitoshi Sakimoto, he notes that the theme
consists of eight measur es, but when that the
threebar tansition that leads to what he hears as a new se&i@mple2.11).

Kidd notes that this transition begins wit
the analogous point in the previous feareasure phrase (i.e., where the contrasting idea begins),
and that itds charact er i #4oegdunittdgwn a whpla step.tifiwa | rer
understand this theme from aob6Fereenklpenmithihase t hat
broad potential for the conceptualization of form despite the repertoire on which it was®ased,
we might see the first four measures as a compound basic idea. On the other hand, the next five
measures might be heard as someigime between a consequent and a continuation, even with
the lack of a conclusive cadential motit:The varied repetition of the basic idea suggests
reading these five measures consequent, while the sequential repetition of the motivic fragment
from thecontrasting idea suggests a continuation reading instead.

So, while we might prefer to view these nine measures as a theme divided intdoarfour
and a fivebar phrase, as opposed to thelsax phrase and thrdmr transition that Kidd suggests,
Kidd deserve due credit for latching onto the transHika quality of the thredar sequential
extension. In a Classical sonatd | egr o movement such as the fi
Sonata in F minor, op. 2 no. 1 (1795), the primary theme is followashiay seems at first to

promise to be its consequent in a lasgale periodic structure, but it turns out to herald the

129 Caplin himself would claim that his theory of form strictly applies to the works of Joseph Haydn, Wolfgang
Amadeus Mozart, and Ludwig van Beethoven. Cagllassical Form 3i 4.

Bl woul dove e mmgelEld resolve tivVOof G-sharp (major ominor) because of the motivic

and harmonic correspondence between nirh09n Example2.11 and the last two measures of the first presentation
of the AAO0 theme.
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transition instead; there, the basic idea immediately leads us somewhekxaiapl€2.12). The
passage that Kidd and | examine in ABat9tl e of
of Example2.11) promises to be a larggcale consequent to the eight measures prior to it, but
instead of this passage revealing its transitionary quality right away as in the Beethoven example

through the piano sonatads basic tiheaibBatutnlee i

Hopeo passage®®does so midway.

Allegro. .
b i ";% 8 f/;jf\?\r. «‘%@#
(va_ ' ﬁ, S S o — 1 1 H T .‘;‘ E—{.—A—

SonateN?l.i". 1

ot ther 1B fea, Mnr R
A = P = s
7 |7 —
§E 3 3| Sorl. . ollen,us |3
Z H1? S — . - — =— g; : ] _:F_% —

Example212 Pri mary theme and beginning of transition
in F minor, op. 2 no. 1/it3?

| 6ve menti oneduttihlaitt drhiear a@randibkaati ¢ aspec
of the videos do display that tendency. I n t he
of a chord depends just as much on the notes you leave out as it does on the notes yoarndclude,
leaving traditional chord theory [i.e., tertian harmony] to the side for a second can open up some

interesting avenueS&§ifMursi madi exlpl ox @it o romtdoi wmw.ed

131] thanklan Sewell for helping me articulate this.

132 udwig van Beethover,udwig van Beethovens Werlesl. Guido Adler et al., vol. 18k. 1, Pianoforte Sonaten
(Leipzig: Breitkopf & Hartel 1862),1.

¥8bit Music Theory, HAWWatods a Chordioid?d6, 0:53
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the | istenerds per spe c dfcherdigids forshis Wewergito tmkemmviths up
in their own practices of musicmakif#f.Moreover, the video on transitions is billed as a primer
on writing transitions, even if the bulk of the video is devoted to analyzing various tracks from
Final Fantasy Tactics Advancend Ki dd doesnoét explicitly st a
musicmaking. The pedagogical impulse for this is that much contemporary popular music and jazz,
Kidd contends, display rigid structures (Kidd names the wenseus form) or looping forms built
from four and eightbar blocks. Learning how to write transitions, &id s ay s , all ows
weave together musical ideas with a sophistication that feels fresh and invigorating to someone
accustomed to pop of°KiddWsowipawsz ost fwetmuracy
traditions, which themselves exhibit consalde variety, might overgeneralize or oversimplify
the situation (wouldndét we say t Hlkequaldiesthati dge f
Kidd identifies?), but whatés intriguing is |
transtions as flexible connective tissue between sections of stronger thematic identity.

Now, |l et 6s move on to Scruffy, or Maxx B
characterization as a composer and an artist and their background as aezhlisaged cmposer
and jazz pianist in the previous chapter. Wit
content is perhaps the polar oppositedd Bt Musi ¢ Th e o rthedreticalsvidepd. e o f
I n my examination of Sentratefortiyde svayy of uhdestandinglth@id | i |
content. The first concernghatScr uf fy brings to the table. Scr
and sound design, the interplay between sound technology and musical affordances, and what it

means to experiencund and music in an integrated ludic and often narrative medium. The

134 Ben Kidd, AChordioid Examp!l e Brivé acqownt, s on al
https://drive.google.com/file/d/1LwUXnal p4d4Z913iyBKIUFVTJInZmIRg/view

¥8bit Music TheoTryan siiHtoiinm58.s0, ONr( it 1
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second considerhkowScr uf f yés approach -bbont Masti € Whtlr n
arguably the YouTube musisoh e or et i c al space as a whole. Secr
apart from the utilitarian outlook and the tendency to abstract and reify music separately from its
context that permeate YouTube music theory as
musicotheoretical videos with original creative content,iabhcomplicates a direct comparison
of their channdli ds Massatcti Sthieos ywst hb8t the f ac
musicotheoretical videos have millions more views thab B t Music Theoryés
Scruffy6s c oydeseablé nicheithatlfess, if any,Yougubdrs currently compéet€ in.
The academy, too, pays its due respects to game and sound design when they discuss game music,
as | note throughout the following discussion. The last addredsare Scruffy recreatesroe 6 s
experience of playing the games they talk abo
unrivalled in this arena, and all of his videos incorporate original art and design. Indeed, some in
Scruffybds audi ence hawmffymiopdrated visugh, aucah ludichaed f a ct
conceptual elements from the source material into their videos, and | wish to delve into this enacted
virtuality and its i-thaoreticgidisaoyursewi t h Scruf fyobés m
To demonstrate what I mean by thim st question, | 61| briefly
harmonic rhythm as a Bpnicthe ldedgehufgamhise'i’ This fidemisn Se g a

somewhat of an outlier in Scruff ynsod7¥eput , |

B¥For comparison, Scruffyéds most viewed video, AHow Aud
7.9 million views at the time of writing, whereas its counterpart on thei 8t Music Theory <channe
Signature i n Video Game Music,dilhadMujsust Thedrmil RiCadmn Wi enws .
AHow Audio Enhances t ha Freddy'sor o0c t @fb e F iYolrBUbe Nidap 218:4,2
https://youtu.be/1yTlhtfgDwY

B7 Seruffy, iHar moni ci nRhdrhimc t hMu sHecd goe h@otésb e r 14, 2019, Yo
https://youtu.be/Vjj0aA933..s

B geruffy, i The Culture behind ARMS® Soundt r abtts//goutwbe/l y 31,
JwSz176L8¢g
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fighting game for the Nintendo Switch, which talks about the cultural associations of the
instruments that vivify that gameds soundtr actk
theoretical content creator Sideways (Ethen Mdffdj the video orharmonic rhythm, Scruffy

clarifies that the framework they propose is meant for popular music genres or genres of music

that adopt pop music conventions before diving into its components. Scruffy distinguishes between

four types of rhythmic structures:sat e ad vy , di fferentiated pul se t1I

we would probably refer to as metrical structure; percussive rhythm, which they gloss as the

percussive groove that #Aframes the infinite t
md odi c rhyt hm; and har moni c rhyt hm, whi ch F
countervoices or sd*HPporting sounds, change. 0

melodic \"L\\jtlnrf\

%37

Figure23: Screenshot of Scruffyoés fAHar mosi . &hyt hm

BFEor exampl e, [Ethem MarS)vidbesfilasyrisnéntation in Steven Univers@ January 14, 2
YouTube video, 7:1%ttps://youtu.be/bhkSrlg5SSYiThe Perfect Musical Symmetry of Avatar the Last Airbender

July 31, 2020, YouTube video, 21:3Bitps://youtu.be/Rzf sTuDcX8 a Wiy Avaiar has the Most Ironic

Soundtrack of All Time 6 2 3: 27, Muapsdvhww.golitube.@oth/A@ch?v=tL5sX8VmvB8

Wscruffy, AHar méhddc Rhythm, o 1:12

MWsgerd fy, fiHar moewd.c Rhyt hm. o

174


https://youtu.be/bhkSrIg5SSY
https://youtu.be/Rzf_sTuDcX8
https://www.youtube.com/watch?v=tL5sX8VmvB8

To underscore the fact that the latter three rhythms have differing rates of change, with
percussive rhythmic events generally zipping by and the harmony typically being the slowest to
move of the three parameters, Scruffy associates each ofiltiethree different characters from
the franchise: Sonic, Tails, and Knuckl€sglre 2.3). Sonic is the speediest character whereas
Knuckles is comparatively slugdi, but Tails and Knuckles have greater maneuverability than
Sonic in that Tails can fly for short periods of time before tiring out, whereas Knuckles can climb
up walls and glide indefinitedy subject to gravity, of course. (The terms are also embded
according to the charactersé primary col or sc
example of how Scruffy draws on aspects of the source material to communicate their musico
theoretical ideas; as | show in my subsequent discussion, howevey 5d y 6 s communi
approach does raise some fascinating issues of virtuality and phenomenology.

Now, | will concentrate on thr adaptivearmisic st udi

in the Tanks!minigame fromWii Play (2006), a compilation of migames meant to demonstrate

the capabilities of Ni nt endo & s-revolutiangrg matign ¢ o n s ¢
controller!The next is their video on i nadiestirebl ed s
game,The Legend of Zelda: Breath of the WigD17)!**L a s t , I t al kideaslomut Sc

the interactions between game and sound design in horror games such as thosd-fueiNtgbts
at Fr seded @4, Phasmophobig§2020), andn Silence(2020), on the question of how

Scruffybds discursivetsutayl @ mmeglsti olne rnt ch aitt sneoltf ot

Yseruffy, iThe Surprisingly Compl exJankuysld, Q02aduTubivideo, P4y 6 s Ta
https://youtu.be/NkBXgcN3fXo

143 Seruffy, Aiél nvisi bl ed Sound De s joguly 9j 8019 BYoudubé ideop B:48.t he Wi
https://youtu.be/Vgev9Gzybk8
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across better, but engrosses the viewer in a vicarious experience of theuhadlisthenomena that
Scruffy coverg®*

Adaptive music, or adaptive audio, is a term used to describe situations whergdheein
music responds to gameplay conditions. This is in distinction to what Karen Collins refers to as
interactiveaudio, ortheuse of tiny jingles or other sound effects that are triggered in response to
a playerds direct i neffactthat playsevireneaes Sonihjenpsirbnanyn g 0
games from the&Sonic the Hedgehoseries'*® This synchronization between player input and
audiovisual feedback results in what the film theorist Michel Chion referssynabresis or @At he
spontaneous andr@sistible mental fusion, completely free of any logic, that happens between a
sound and a visual when t Kdnstead @adaptiveraudm tefereto a c t |
cases like when Sonic spends too much time underwater in a level andksoadriswning, for
example, and the music changes to a frenetic track that accelerates just as time is running out for
the player to get Sonic to an air bubble or out of the water. While there can be some correlation
between player action and adaptive audhe relationship is not direct or oteeone, unlike
interactive audio.

Since thereds some overlap between interac
dynamicaudims a bl anket term to cover both igypes.

dichotomy is put under stress with the sound design of a gamBrikeus which presents the

1443 ¢ r u HdwyAudiofEnhances the Horirii S o u nedsityland the FNaF Serigs Apr i | ,Y@ubube 202 1
video, 15:00 https://youtu.be/rMKkEOAIluMpandA Pr oxi mi ty Voice @Ghatugust,H@2r 0or20
YouTube video, 9:8, https://youtu.be/TOa5esB_HIA

5 Karen CollinsGame Sound: An Introduction to the History, Theory, and Practice of Video Game Music and Sound
Design(Cambridge, MA: MIT Press, 20084. See also her bopRlaying with Sound: A Theory of Interactimgth
Sound and Music in Video Gam@&ambridge, MA: The MIT Press, 2013).

148 Michel Chion,Audio-Vision: Sound on Scregetrans. Claudia Gorbman (New York: Columbia University Press,
1994) 63.
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player with an algorithmically generated island to explore accompanied by a procedurally
generated soundtrack, in which a substantial vocabulary of shodahgsstures and atmospheric
synthesizer textures flit in and out according to how the player navigates the environment. So,
while the player has exploratory freedom, t he
music they heal*’ Music of this soris a prime example of what Isabella van Elferen refers to as
the supradiegetic potenti al game musi c,- in th
l'ife surroundiofbeobribpenpbhyehe ot er marftesagi ¢
where the rules of a gameds virtual worl d di sy
Johan Huizinga in his monogragtipmo Ludenswhich was first published in Dutch in 19389

That said, while dynamic audio has been an integralipaideo games almost since the
me di umo s 0 evend enustfar Bimg1958), which is commonly cited as one of the earliest
video games, had an auditory feedback sy8té¢ne industry has been slow to develop a dynamic
musicthat comprehensively respatio game events in real time, despite its potential for far
greater immersivity. (Notwithstanding particular situations where their boundaries might be
blurred, Elizabeth Medin&ray notes that music, sound effects, and dialogue are generally
recognizableand distinguishable categories of game auttibGomposers are used to scoring

video games in a linear fashion, which goes from composition through arrangement to recording,

Wi I'l'i am OéHara, #fAMapping Sound: P loarya) of $oend &nd Musiainc e, an
Gamesl, no. 3 (July 2020)35i 67.

“8 sabella van EIl feren, Afaun Forastero! | Mlssioc ansl the f Virt
Moving Imaget, no. 2 (Summer 2011): 30.

149 Johan HuizingaHomo Ludens: A Study of the PiBfement in Cultur¢Boston: Beacon Press, 197 $ge also
Julianne Gras€bs di s,sefiViadé®@nGame Musi c, Meani ng, andnt he Pos
Chicago, The University of Chicago, 20208}tps://doi.org/10.6082/uchicago.2292

10Flizabeth MedinegGr ay, @l nteracting with Souabdegapebsn Mudeo, G8c
The Cambridge Companion to Video Game Musé: Melanie Fritsch and Tim Summers (Cambridge University
Press, 2021177.

177


https://doi.org/10.6082/uchicago.2292

and technological limitations and the design philosophy behind music sequeneehsstorically
dissuaded composers from adaptive mégigvhile many of those technological limitations have
been overcome today, many composers continue t

static in conception.

N > > Basic Track Snare Drum Metronome Cymbals Bass Drurn Tuba Tubular Bells Synthesizer TImpanIA Timpani B
\C

? A O \\ @ W | e K5 '
"" | iA zl!

Green Tank
P Until it's the Until it's Until it's the |Until it's the
> 7 \ strongest of the last strongest of|strongest of
N 2 tanks left tank left 2 tanks left | 3 tanks left
N\ uUntil it's |yntil it's the Until it's
the last |strongest of the last
tank left | 2 tanks left tank left

@ = This tank always adds this layer to the music.
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Tanks listed top to bottom from least to most priority. Greater priority replaces lesser.
"2/3+ special tanks" means, out of 3+ tanks, at least 2 must be special tanks.
Timpani B replaces Timpani A if a tank meets conditions for both.

Serdffy

Figure24: Screenshot of Scruffyods fAThe Surpfisingly

This makes the surprisingly intricate adaptive music systerfiainks! all the more
remarkable. (As Scruffy uses the term adaptive musee inway t hat éds congruen
di stinction, Il 61 | keep Scruffybés term.) Il n th
enemy tanks in a rectangular arena peppered with obstacles. (Color matters, for it not only what

differentiates playecontrolled tanks from the Adontrolled enemy ones, but also what

BlTim van Geel en, AiReal i zi ng Grom PacMan toePak NusigNewAYbk:pt i ve M
Routledge, 2008) 93102 andJ es p er Kaae, ATheoretical Approaches to
G a me s Fram PaaMan to Pop Musi¢New York: Routledge, 2008), 791.

B2scruffy, AThe Surpri §908gly Complex Muisc, o0 9:03
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distinguishes one type of tank from another.) Whenever a stage starts, it begins with a short snare
drum intro that leads into a fotar pastiche of marching band music that loops indefinit

The adaptive part rests in how the instrumentation of this loop responds to which enemy
controlled tanks are left in the stage. That is, the instrumentation hinges not only on the number of
tanks on the screen, but also which kinds of tanks are thbieh remaining tank is the highest
ranked one, and whether the number of enemy tanks has been reduced below a critical level,
activating what Scr uf f ¥°Thkahis, inaddition toithe dasic teask fi b o s
consisting of a piccolo, a fluteand a snare drum, and the factors | mentioned above either result
in instrumental layers being added to the track, or the snare drum part being taken out to signal
heightened tension, in that the removal of a constant layer offteighency noise leads the
discomforting result of leaving the rest of the instruments exposed in the texture Fiyhrke2.4
shows how Scruffy tries to encapsulate all this information in a single chart, over the course of the
video, Scruffy explains this complicated adaptive music system by systematically geirfgpar
the introduction of a highamanked tank shifts the instrumentation of the music. They also
demonstrate that the order in which the tanks are taken out, and so which tanks are left in boss
mode, i nfluence the boss mbeahrehe sams fowr meaues of h e y
music over and over, but youb6 ®tIndeed thisadapivear i t
music system gives rise to supradiegesis in that, as the player responds to the adaptive music, that
response influences theder in which the player takes the enemy tanks out.

But this kind of music is especially difficult to talk about in traditional musihemretical

ter ms. ObHara has even suggested that, unl i ke

BBscruffy, AThe Sur pr3icg428.gly Complex Music, O

Biscruffy, AThe Surpri §846gly Complex Music, o0 8:40
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and literatu e , the fAuntrecedvipmgceubjegt € I s commo.
constitutive®Thdt tdies sneldd tuitman of the perfor mer
on to say, is traumatic for those who subscribe to traditional models of marsidgsist>® Here,
we start to sense the difficulty in approaching this music in the way that,-bayy8sic Theory
does; . e. with the assumpt i &assunghetzter Hander e 6 s
Perhaps the f act estddantthess raditiohaf nyodeis shilBMasic &heoryi n v
seems to be explains why the two choose to cover the topics they do with the approaches that they
adopt. I n that spirit ;theddetical@agprfoacld ouldédbe eharacterized a | a
asbeing closer to contemporary ludomusicological research, even if Scruffy might not be fully
aware of this work, whereaslBi t Musi ¢ Theoryds approach has n
methodologies that are taught in the music theory classroom.

L e t ©owe onnto indivisible design. Scruffy illustrates what they mean by this term using
worldbuilding as their example. When one is presented with a mountain range in an open world,
the mountain sticks out visually as a significant destination to go towacoasragily, running
towards that mountain doesnét stand out; once
remains consistent until the game introduces new mechanics that defamiliarizes the player, such
as a new kind of terrain. (Inthe sameway dondét p egwwawatk erhotviveceat, t o
butwherewe 6 r e g o whatgve datoin ttee medl world, until we trip or bite our tongue.) In
terms of sound design, Scruffy describes this

effect s of the game that elude players fibecause

06 Hara, fAMapping Sound, o 50.
0o Hara, fAMapping Sound, 0 48.

B'Scruffy, A6l nvisiUBed Sound Design, o 0: 30
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Scruffy goes on to name six examples of invisible sound desifhariegend of Zelda:
Breath of the Wilddrawing on interviews with the sound design team, headed by souretdrd
Hajime Wakai, and his own experiences playing the game. Their first two examples solely concern
sound effects. In the first, they talk about the Foley surrounding Link, the player character; the
term Foley, which gets its name after the Americamdoeffects artist Jack Foley, refers to the
addition of everyday sound effects to media during -postiuction. Scruffy talks about the
meticul ous care that went into Linkdés footste
individual sound filesThe type of terrain; what equipment Link has, not only his footwear, but
also his weapons and shield; and the level of stealth (which is a gradated mechanic in this game)
all figure into the sounds that accaotheamny Lin
game sounds reflect physical properties, such as how the sounds of objects falling into the water
are modulated by the shape and weight of object, and how there are different sounds when fire is
involved (e.g., the difference between lighting choor an arrow on fire).

Conversely, Scruffyés next four examples t ¢
influences the gamebés music. This includes ho
a daytime version and a nighttime one,aoddh t her e6s a composed trans
one sticks around these villages during dusk or dawn; and how-pdwgtfilter is removed from
the track that plays on mountaintops as the weather shifts from snowy to clear. More involved is
how the teme that plays when Link is out in the open fields always starts off the same, but, as it
consists of two sets of snippets of piano music separated by register, with the intervals between
these snippets randomized within each set, unique combinationaspt®yback of the low and
high parts desynchronize. To be sure, Scruff

analyzing indeterminate music in games, whereas some music theorists in the academic field have
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taken considerable strides theorizing tkisd of gameplaycontingent musié¢®® What Scruffy
displays is a willingness to engage with musical issues that are in traditional +tihesiogtical
perspectives, and a flair for communicating those issues to a broad audience.

The last example of invisible design that Scruffy brings up is how the players actions during
combat are reflected in the combat theme, and these musical touches are in addition to the usual
sound effects that play when one scores a hit during combat. 5cyu e x pl ai ns t hat tF
in and cycles between one of three possible Kk
Afl at, which Scruffy illustrates on a keyboar
goes on to say that thegame cues an elaborated and more intense version whenever there are
tougher enemie®°They then comment that the theme fdAput
odd rhythms into one soup of texture, almost like a minimalist piece. But it changes tilnis tex
often enough® o be engaging. 0

Scruffy couldnét have known this when they
hadnot been disassembled at the ti me, but t h

together snippets. These snippets arst fgrouped by the difficulty rating assigned to the

encounter, which changes dynamically depending on how many enemies and which kinds are left

| n addition t,o fAQwatbapri andys ElGmbetmiMedivegsratese a MtAinal ¢ zi ng Modul
Smoot hness i n Vi d e Blusic GBheoey OMines25c ,n6. 3 (September 2019),
https://doi.org/10.30535/mto.25.3.@nd her book chaptes,Me ani ngf ul Modul ar Combi nati ol
and Environment al Musi ¢ i nMuBiwio Videe @aenesdStudying Pldgdwdrark: Ga me s , 0
Routledge, 2014)104 121 AiModul ar i ty i n VilLddemusicBlagm&ppidacises to Video Game

Music (Sheffield: Equinox, 2016 53 72, andfi Mu s i c a | Dreams and NFlavart ondher s : An
Routledge Companion to Screen Music and S¢Neav York: Routledge, @17), 562 76.

scruffy, AdélnvisiihBe6 Sound Design, o 5:24

Wscruffy, A6l nvisilbUed Sound Design, o 5: 36
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in an encountet®! Within each set of snippets grouped by difficulty, almost all of the snippets

have variantsn three keys; each kegpecific snippet may have a further variant. A battle that is
rated fAhardodo would combine al/l the snippets i
seems to be some path dependency with regard to which keys are chosagchfeection, but
thatds beyond the scope here.) | 6ve |riguevi ded

2.5; in this way, the music dynamically reflects #r@emy type and enemy count.

if player successfully ends batdeany point cue Outro
Easy
| Sections | 1Y |2V |3V |4V |5Y | 6Y
if battle is now of easy difficulty, loop back to Easy, section 1
if battle isnowof medium difficultyproceed taMedium, section 1
Medium
| Sections | 1Y |2V |3V | | |
if battle isnowof easy ormedium difficultyloop back at Easy, section 1
if battle is of hard difficultyproceed to Hard, section 1
Hard
| Sections | 1Y |2V | | | |
loop back at Easy, section 1

Figure 2.5: Flowchart for combat music from The Legend of Zelda: Breath of the Wil@017).

As 1 6ve said, Scruffy wouldbébve been unawar ¢
in 2019, but the reasons | bring up how the ba
of the invisible design that Scruffy talks about, and two,tsoican serve to cl ar
following remarks. Scruffy draws attention to how cymbal crashes and short piano gestures are
added when the player lands a hit on an enemy. Unlike the sound effects that accompany a blow,
however, thesettdgn®tit bowh a-$cien, rdarermptipesermiusicagl cuesn

are played on the next appropriate beat of the track. In addition, Scruffy claims, there are three

161 snoob [pseud,]ii Ze | d a: BOTW Fi el d B a-BvéneVarMtiossiot Batei Theme své mb | e d
Timestamps & Inf@®@ J a n u a r,YouTube, vided 01@:45ttps://youtu.be/ZM8B49S4ITEC
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tiers based on the damage rating of the blow, and there are three variants of the piamthgéstu
are differentiated by keyekample2.13) . Scruf fy doesndét mention th
cymbal craslor the piano gesture is played, not both atshime time, depending on which section
of the combat t heme %3(Actadly) thereare threeevaritintsybutseachi n d i n ¢

variant is further distinguished by key, resulting in nine different variants in total.) The point is,

unlikethesoundedfct s, t hese cymbal crashes and short
the music, yet they originate indirectly from
b
" #ﬁﬁ bi ﬁE;
\J |
- — - S—
)

Example213 Scruffydés three pibytheauterst ures. (tra

Scruffy takes pains to illustrate each example of invisible design with animations, musical
exampl es, and gameplay footage. It can be har
screenshots, but the screenshot&igure 2.6 provide a picture. First, Scruffy shows gameplay
footage at a mountaintop summit so their audience would have a chance to hear the difference in
timbre themselves as the-game weather changes from snowy to clear. Then, after explaining
whatahigppass filter is, how it affects the track
with the coldweather sound effects, Scruffy illustrates its effects with an aningtoh.

Scruffyds presentation of this sound design d

they were waiting on the summit so they could watch a sunigeairme . As t hey put
al most | ess than i nvi gieven neore secrativedhatdesiEresg@mactivd t 0 s
¥2The combat footage that Scruffy uses in his video to

examp e of combat f oot age t h éBpicHigbteasThe Legend of @alda Breathof TR O s Vv i
Wid, 6 March 8, 2017, htp¥eyoudt.bdldl eHoZCx630 0, 5: 52,
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A

sear ch. But I 6m thankful that i1itds there; som
in this theme makes it 3Afte all) viddoggames avesingularins e ar ¢
how they allowone to interact with musical spaces as they vicariously yet viscerally negotiate

them with a virtual body®* By recreating this experience for the viewer, Scruffy leans into both

the affordances of the video game and the YouTube video for envelopingybe g the viewer

into a virtual space, for wedre able to feel
we situate ourselves as somebody controlling a character on a snowy summit, waiting for the

weather to brighten up so we may takéhe breathtaking vistas that the summit offers.

©

4 ‘Fre(ucnz,j (Hx)

Figure26: Scr eens hot BvisibledS&ndrDesigh iy Breath &f the Wild &

|l 6d |Ii ke to explore the video essaybds affo

videos that are chiefly about game and sound

®scruffy, AdélnvisiiwiOed Sound Design, o 8:51

isteverB.Real e, HAA Musical Atlas of HyoupapeWi defneu@amed ah
Meeting of the Society for Music Theoi$t. Louis, MO,October 2015.

®scruffy, Adlnvisiblebd Sound Design. o
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on horror games exemplify this approach. These include one on howpamended
conceptualiztion of sound intensity might be helpful in understanding the unsedtiithg
disquieting sound effects intliei v e Ni g ht seriea of hdfror gaindsy and another on

how proximity voice chat, which refers to voice chat featuhat are integrated into a game and

its virtual environment and so feel more immersive, is incorporated into the game design of two
multiplayer horror games?hasmophobiandIn Silence’®*For my c¢cl ose anal ysi
exampl e of Scthedirbtfiggm@ fomuhEd @ @ &mn g h t seriea, alsofitteee d dy 6 s
Fi ve Ni ght €014).tDevElopeddaddypbbtished independently by the American video
game developer Scott Cawthon, this p@nticlick survival horror game, commonly referred to

as FNaF 1by its fanbase, spawned a cult following that was in large part buoyed by YouTubers
such as Markiplier and MatPat broadcasting their experiences playing the game; indeed,
playthroughs of games from the series were the eighth most watched on ¥oo @i 5:%7

By the ti me Scr FNdFydéame outiind2620, heveveratie hype had

mostly died down, and so Scruffyés video is m
serieso6 first game. S ¢ r wdcihgythe sheosetical £onoedt 6f the h e i r
uncanny valley. First devel oped by Masahiro

relationship between how closely an object resembles a human and our affective or emotional

responses to said obje€tT h a t i@levancd to the game, as the player controls a security guard

%65 e e Scr uf fProxinsty WoicedChat ia Horrdr Gamés a 8odnd fintensity and the FNaF Series

¥7Jeff Cork, fAYouTube MadiTksnel &t & ® angeynfoharayWs, 2065, Al |
https://lwww.gameinformer.com/b/news/archive/2015/05/13/youtmbekslets play-day-with-all-time-site-top-10-
list.aspx

®Masahir o Mer d(Bukifinotani),«.7 ©2 (Energy)7, no. 4 (197Q)For a version in English, see
Masahiro Mori, fAThe Uncanny Valley [ From tBEERIbOlice!| d] , 0 t
& Automation Magazind9, no. 2 (June 201298/ 100, https://doi.org/10.1109/MRA.2012.2192811
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who has to watch over and ward off supernatuatiwered animatronics with murderous
intentions. The player is seated alone at an
keeping ths on the animatronics consist of tapping into security camera feeds and keeping an ear
out for audial clues, and their only (and last) line of defense is to close the office doors. All of
t hese mechanics ar e bal anc e driflthat resolree isgépketgde r 6 s
a sequence of events ensue that results in the game ending unless the player makes it to the end of
the level (represented-game as when the clock strikes 6:00 a.m.).

Scruffy characteri zes etsdemarioghatrteée® the absehce of a s
information, which prevents planning ahead, and the absence of action, as caused by the inability
to fight or to flee, as its foundations. They encapsulate the claustrophobic hopelessness of the
pl ayer 6 s shAiYtouwatairoen ttrhaupspoed i n a single spot,
these ani matronics not only move where they al
comi ng f or vy 8cruffypherctalkk abouaithelthgt artse frommai oneds cues
t he audi o. Most of these are diegetic, and wt
giving the player crucial information about where an animatronic is currently located, others
muddy useful audial information, are red hergng@r otherwise add to the atmosphere of
helplessness and supernatural dread (such as the vaguely human garbled sounds that animatronics
make, which fall right in the trough of the uncanny valley). Of course, these sounds have
supradiegetic potential, too,bn t hat t he pl ayeréds unbroken i mme
to, paradoxically, confuse the soundscape of reality and virtual spatiality. William Cheng
documents one such exampleéSound Play

Since much of the industrial audio Bilent Hill is indistinguishable from reakorld
ruckus, it can easily sound as if it wa@ming from inside the houseerhaps even more

¥Wscruffy, fAHow Audi dO07Ell®rances the Horror, o
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disconcerting is how this crossower is able to operate in reverse. At one point while
playing throughSilent Hill for the first tme, | noticed a hum: low in register, soft, but
timbrally distinctive enough to be audible amid the many layers-gaime noises already

in the mix. On a notepad, | documented this sound as a érohen | turned off the
game twenty minutes later, howeyecould still hear the noise. My emotional trajectory
rapidly followed thusPanic, puzzlement, and finally embarrassment, when | realized that
the sound was coming not from the television set at all, but from my refrigerator. It was a
noise | had londearned to tune o and yet, when mashed against this game's audio, it
returned with sudden vengeagcéf my experience is any indication, the game's industrial
noises have potential not only to break out of the sotednt also to absorb the sounds

of a player's surroundings into its depraved ludic plane, opening a portal through which
noises of real and virtual domains mingle to incestuous. énasworld, the gameworld,

the game's Otherworld: a monstrous welter of spaces and sounds, perverse to their
cacophonous corg?

Figure2.7. Scr e ens h o tHowAudioEnhanecds thg Hogor d¢f Five Nightsat
Freddy's. &

To communicate just how viscer al this ni

real and virtual horror can be, Scruffy scrupulously recreates aspddiabflas they describe

170 Cheng,Sound Play101 102.

"Mscruffy, fAHow Audi o Enhances the Horror.o
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the various audial c(l)ues in the game, both in their technical asgpetia how they figure into

the ludic experience. For example, in talking about how adiegetic stinger accompanies the

moment when one of the animatronics peers into the office from the hallway, Scruffy recreates

this experience in their art stylEigure2.7) . Precisely because Scruffy
footage to illustrate their claims, the transition from conceptual exposition to that moment of

vicariows frisson is so seamless that | forgot the many layers of remove between me and the

ani matronicdés sudden appearance. That i s, I w
analytically about a sound ef f ecdlsilldelttéat game |
stinger.

When we watch a video essay, thereds an i mg

themselves and their viewers in a safe discursive space; we would not expect to be Rickrolled or

to be confronted with potentiallyaumatizing content without fair warnifé: Scruffy prefaces

the video with the disclaimer that the video
jumpscare sounds and overall creepineshthed whil
with headphones i fa wlea rpku tq uoiuert tsrpuascte .ion Scr u
instructions, we get to a point in the video where Scruffy talks about sounds that are associated
with gameending events. There, before demonstrating tfemous cubff, overdriven scream

t hat accompanies the antagonist Freddy Fazbea
that the jumpscare (which Scruffy also recreates in their art style) is about to happen by counting
down to its impending ocerence. Mere seconds later, Scruffy immediately segues from their

discussion about a rare variant of this scream into playing the sound file without warning. That

172Rickrolling refers to an Internet meme that involves baiting unsuspecting users arhingitite promised content
with the music video of English pop singer Rick Astl ey

Wscruffy, fAHow Audi o B®WHhances the Horror,o 0:00
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breach of trust puts the viewer on high alert. Later, as Scruffy elaborates on the sefjeeects o

that results from the player depleting their
toast, je peux vous | €armea(bBd5 plays oh a music Bx afterg e s E
which total silence ensues before a ganding jumg c ar e : AGood metaphor f
only to be cut off again by the final stage: total silence, total darkness. No more information, no

more action, no moée 6’4

“Votre toast, je peux-vous le rendre”

“Toreador March”

from Carmen, by Georges Bizet

played on an antique music box,
one with a large range

“Toreador on guard,
Toreador! Toreador!
In battle, think that @ black eye is watching you
And that love is waiting for you
Toreador, love, love is waiting for you!”

Figure28: Scr eens hotHowAudio Bhbanced the Haérrer offFive Nightsat
Freddy's. &

The audio cuts out abruptly, andrigwedr e | ef t
At this point webre primed to expect a jumpscar e, y

morbid curiosity. After a few but extremely tense seconds absolutely devoid of any audiovisual

information, Scruffy breaks theghgi?l dane nion ao
play a jumpscare here; 106m just ¥liswideogs how
perhaps the example par excellence of Scruffy

essay as a communicative medium in suctvay as to suture us and our reality into the

4scruffy,i How Audi o Enhanc®&l64lt he Horror, o 16: 31
Sscruffy, BhbwndAesibhe Horror. o

6 Scruffy,i How Audi o Enhanc®&l853 he Horror, o 16: 47

190



theoretically separate virtual planes of their discursive space and the ludic space that they

discusst’” none of their other videos has surpassed this one in this regard.

2.2 Creative Content andimplicit Theory

Letbs take a brief r e-theoreticad disCoursemEaréex ip khis chiagter, mu s i ¢

introduced Shady Cicada, or Kiefer Gopaulchand. Gopaulchand, a mostiguggit Canadian

guitarist and composer, has constantly excused himself or what hassk&sslack of musico

theoretical knowledge. For example, in one Q&A video, Gopaulchand answers a question by one

of his fans on his process of analyzing an an

know. | just kind of play or cover the soramd then | just learn the things, and | realize there are

techniques. | dondét know how to describe any

t hat 8enl It.hbat same video, Gopaulchand expresse

afrdi d of f@Abeing a bad teacher d’dancdaGopaalchant ha® o f

expressed similar sentiments®on his Discord s
Despite how Gopaulchand characterizes hi ms

the position that some of his videos actually convey a wealth of implicit mtisooetical

i nformati on. I n the ASong That Ptbgiverstohthbg n, 0 s

members of ACicada Castl e, 0 and ®Bpmetobtiesea t r a

" For the classic expositiof&aj a Si | ver mandés n o tTheoSubjestbf SemiotiNewe/ork: see her
Oxford University Press, 1983).

178 Shady Cicada [Kiefer Gopaulchand],Clearly Know Nothingabout Music and Anime (Ask Shadyo Oct ober
20, 2018, YouTube video, 0:P3:36, https://youtu.be/sVS ggsyQ

"Shady Cicada, Al Cl &88ly Know Nothing, o 8:30
180 See note38.

BlsShady CYomgdlatPlaysiwhen (Seriesphady Ciada 6 YouTube playlist, [l ast
2022, https://lyoutube.com/playlist?list=PL64iUk_jyL M5iYw2Ud7mD4kXcg4BLda6R
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resemble a typical prompt that a media compos
the JRPG CharactersinSenhglLdbati ARl ayfoWesesh ot haed
Redempt i8@t Mercs ,0 such as fASong That Pl ays Whe
Sandwicho and ASong That Plays When You Need
Parl or, 0 i nvol watonshhatgbrdeyon the abstiieWhilecmost of the videos

in this series simply pr-wbnetation withoophyeasmattdriagrofd 6 s m
in-video annotations (if any), Gopaulchand does go into his creative process in a coupe of the
videos.

I defer my discussion of those videos wh
compositional approach -Toomyi e@aegasmi nBRtglon w©dwh
at an example of how nedliscursive creative content could enact iwiplacts of musical
theorizing. For hi s ASong That Pl ays When t
Gopaul chand composed a track that alternates
described as | | : ABAO B by:pjedented in A enindr with & solo @i&ino;t h e s e
when it returns | ater, ités transposed to B m
thelethand accompani ment doubled by pizzicato st
speaks to a commorwabulary of tropes used in Japanese games from the 90s (and newer Western
games inspired by the retro Japanese aesthetic) to signify mysterious sylvan locales, such as

ASari ads Thelegpnd offZeldan®carina of TirkY98), developed for the Nirido

B25eeShady Ci c afiSandThat RlaysWhersthe JRPG Characters Get Lostin a,FarestOct ober 30, 2
YouTube video, 2:15https://youtu.be/kgBNbi 2pGcandi Song That Pl ays When the Mal
Redemption Ar®  Apr i |, Yd&uBupe vidigd,27 24ttps://youtu.beintNUCIZSJg

8BSee Shady CifgoagdThad RlaysiWheneSonsepne Asks if a Hotdog Is a SandwichOct ober 9, 2
YouTube video, 2:5(ttps://youtu.be/yw YNVQUI8candfiSong That Plays When You Need to Use the Washroom
ina1950s Ice Cream Parjoo Oct ober 2, 20 2 hitps://YootubeiZMRXHmtiMke o, 3: 08,
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64;SuperMarioRPG 1996) 6s AForest MazeoO -ingespeeodyofvhi c h
the main theme of the first movement from J.
BWY 1043 (1731); and AaBverduecmgameadldwKnight(20id). Thd e act
mel odic contour of Shady Cicadaés fHAAO0 theme 3
inspired roleplaying gamdJndertale(2015), and another track froBcarina of Timg hat 6 s al s
associated with myt hocaFofestesdsi,ntihtets iMhauvued

its melodic contours, and its rhythmic profiles.

J=120
& oo g T s g T
fg T et 7 - — = =
— l? ! ! \ - T
J@ﬁ i
a3 3% ) L.) 7.3
) sy o i e i e
4 D 4 V

Example 2.14: AAO0 theme from Shady Cicadab6és ASong That
Lostina Forest.o (transcription by the au

By contrast, the ABO theme evokes a sense
animated by ceaseless, undulating motion in eighth notes. This, too, is aided by the drastic
downward shift in register and tike ns e textures in contradistincd
rarefied textures, jaunty staccato accompaniment, and stratospheric melodic tessitura give it a
much | ighter and airier sound. Thereds al so a
music alternates between two harmonies that are respectively built on the tonic and the submediant
every two measures, and that results in a s
organization. The change in instrumentation matters, too: Gopadleuls strings and synths to
pad out the sound. It's also in this section where we first get a real sense of harmonic motion:

Whereas the AAO0 t he meprasenttomio e getpworkinds df hasnyonian e v
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moti on i n t he 0 Bhetohihaadthe subnetiant, andam tinpreparad modulation
up a step from A minor to B minor (hence why
AAO0O theme presentedoanhedmagse, oftdbenahreughk th

our harmonic way.

iy

4]
" — —

Strings/Synth. ”iiiiilllii?”iiiiijli‘lﬁ

o

N
o)

S
o
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Example215 ABO0 theme from Shady Cicadabés fASong That
Lost in a Forest.o (transcription by t

What all of this suggests is that Gopaulchand blders an informal understanding of how
a track accrues extramusical meaning. Jeremy W. Smith argues that fan adaptations of the musical
material from the Japanese actmaventure gamd, he Legend of Zd€20@Dg: Maj «

Ashow awar enisgnofamdlstieamilcsd contained withi

adaptations also often provide fAnew interpret
creators have exper i en ¢ Bxtrapolateng fopm rtes, odgmal i t s
composi ons written in a particular style (and ¢t
JRPG characters get |l ost in a forest, o as my i

conversant with the signifiers and topics that percolate thegeptative pieces of music in said

BJeremy W. Smith, fioWear Peopleds Faceso6: Semiotic
of Zelda: Majorabts Mas480 1, no. 4 (September 2020)

194



style. Not only that, but Gopaulchand is sensitive to how various produetatied musical
parameters might contribute to a sense of virtual spati&fity.

Letdébs move on to-TGopaerckandopddiwsiaindc th a
ToO series, one on music generally, and three
video game musi®®To il lustrate the format of these v
example from t he vt as@ries, whiahme hismides iorchowitb make an
underwatesstyle themé® 1l n t his video, -aeo0imni thees, oGopasl! @

by identifying the raw musical materials needed: (arpeggiated) clean (i.e., undistorted) chords, the

right scalarcbor (as he puts it, Afthe deeper you go,
instruments and sound effects such H¥etheanvi | s/
lists several prd i p s : an arpeggiated c hoortde spa t(twehrinc ho vsee

refer to the first and lowest note in each group within the pattern) conveys an aquatic ambience; a
delayed lead furthers the virtual sensation of depth; the strings and percussion should be given

Ar oomo,; rever bed beads ddd gust the right aneodnt of drdad veheré needed;

85See,e.gMi ch " | e Duguay, fAnalyzing Voc aMusicPThenry @nim@8 ho. i N Re ¢
4 (December2022), https://mtosmt.org/issues/mto.22.28.4/mto.22.28.4.duguay.mmlguay 6 s articl e pr
overview of a number of analytical approaches to how listeners might experience a virtual sense of spatiality with
recorded music while presenting a new methodology that would not only fafotive description of such virtual

spaces, but also facilitate their comparisons across songs.

18 gShady CicadafiMusic HowTo's! - Shady Cicadad YouTube playlist, | ast upde
https://youtube.com/playlist?list=PL64iUk_jyL M4dTh3rnUYK1XNxeu66N8pMétal HowTo's || Shady Cicagdad

YouTube playlist, last updated December 2, 2020,
https://youtube.com/playlist?list=PL64iUk_jyLM7SGOmM70HRO7r4ThkuVNxn&riime Song HowTo's || Shady

Cicada 0 YouTube playlist, Il ast updat ed

https://youtube.com/playlist?list=PL64iUk_jyL M6ki5Dk6a6 xI8T30F6SSosa Viddo Game Music How0's!0
YouTube playlist, last updated Nawber 5, 2022https://youtube.com/playlist?list=PL64iUk_jyLM5uFE7PrguU6Xx

9foPm3GdgP

187 Shady CicadajiHow To: Make an Underwater ThemeSrMin or Less (+ Full Song at the End) || Shady Gicadd
November 18, 2017, YouTube video, 6:0&ps://youtu.be/sLQ97RtywHQ

®Shady Cicada, AHow To: OM&K&. an Under water Theme, 0
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https://youtu.be/sLQ97RtywHQ

contrarily, a slow rate of harmonic change and a minimalist electronic beat signals placidity (or
Achi® | o) .

A pertinent example of YouTube music theor
GoingUnder wat er Ch a n'f§sathewsRyasen, Who Bosts Game Score Fanfare,
forwards three main arguments in this video. First, he contends that an identifiable genre of
underwater game music has emerged despite an internal musical diversity of dhalspiie
broad possibilities of ludic contexts that this genre accompanies; his approach to this notion is
topic theory in all but name. Next, he shows how this type of game music has developed over time
through the hands of both Japanese composersasubloji Kondo and Western ones such as
David Wise, who was part of the team that scored the platfddmekey Kong Countr{1994).

The last claim that Dyason makes, which is also perhaps the most intriguing, is that
underwater game music itself was pitatachanging the general cultural perception of game
music. As he argues, the theme that plays in the aquatic levels from the iconic plaBapeer
Mario Bros.(1985) was actually the first piece of music that Koji Kondo composed for that game;
because it referenced the waltz, a genre of music with a storied history and a great wealth of
accumulated significative potential. As Sean Atkinson notes, while the itstf has few overt
and commonly wunderstood aquatic connotations
perhaps), ités the idea of weigliffhes8hees Danha

did in the cont e2001l: AcSpacesQddysél968)1% IK tnib way/, arkodiginal

®Shady Cicada, AHow To: Maik27. an Underwater Theme, o0 O0: 3

19 Game Score FanfaréHow Going Underwater Changed Game Music May 2 3, 2017, YouTube
https://youtu.be/11PA8QIYRNI

®lsean Atkinson, fASoaring Through t he MadicyTheoryy@ns s and T
no. 2 (July 2019)https://doi.org/10.30535/mto.25.2 faragraph 1.
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composition for a game was entered into a col
music, and never before had [game music] been thought about in that way, at least not on such a
wide scale &

What Dyasondés video represents is a vernac
to underwater game music. Dyason traces two lineages of underwater game music. One takes the
arpeggiated pattern in the bas$Saper Mario Bro®s u n d e r ve and developsta gogabulary
of arpeggiations as a signifier for the aquatic, as in the theme that plays when the player character
dives underwater iPokémon Ruby and Sapph{@002), which was composed by Go Ichinose,
or The Legend of Zelda: Ocarinaoffi@d s @A Wat er Templ ed track, whic
other than Koji Kondo himself. (Of course, the use of wi#hkes arpeggio patterns to represent
bodies of water is olthat in the context of Western art music, as the barcarolle and other similar
genrescan attest.) The other draws inspiration from the shetivy film scores and Western
popul ar music of the 1980s. Us iDonkeyRanyGountryWi s e 0 s
as his exampl e, Dyason notes t hangtargibletodrabc k o f
hold of é no s ol i*8Furthernoenthk tracloutilizes proddctioo techrdiques
such as the application of souddmpening filters and delay effects. In fact, Wise has declared
that, of all his compositions, he feeleth pr oudest of this track, beceé

sound palleto on the NPntendo Gaming System (

2Game Scor ¢lowGoing Uademvater @Ghanged Game Musit  13:0% 7
¥Game Scor ¢éowGoning Uademvater Ghanged Game Musit 2i%:282

¥Gavin Lane, 1fQuick Beats: Donkey Kong CountNintgnddCo mpo s e
Life, September 5, 202https://www.nintendolife.com/features/quitieatsdonkeykong-countrycomposeitalks
aguaticambianceandgetlucky.
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So, what this means -ti®0 twiade cGopra urhasleamgl 6an
theme certainly demonstrates Gopaulchandds aw
topi c, even though his tut or i hidveird oensightoview e x p | i
creative content | ike Gopaulchandés to be i mp
that tacit understandings about music that could be explicitly verbalized in theoretical discourse.
True, Go p a u it o aos/dailt e finé hne ketween implicit, embodied and explicit,

di scursive knowl edges. However, | 6ve al so sho
at work even minimal verbal information is provided through my analysis of the music he posts in
hi sngSbhat Pl ays Wheno series.

This idea of fanmade content as embodying implicit theoretical or analytical acts is
definitely a promising avenue for research, as Julianne Grasso and Jeremy W. Smith have
shown!®® This kind of creative contenh o we v e r , can be frustratingl
metatheoretical views, for we can never be sure if the absence of explicit theorizing is incidental
or is in fact the expression of a coherent epistemological perspective. So, for the purpase of the
two chapters, which considers the interrelations between the academic and the YouTube musico
t heoretical spaces, | 6m obligated to privile
theoretical acts, especially since the political positioningttieete content creators take manifests
itself mostly in discourse as opposed to praxis or any fundamental epistemological chasms. Of
cour s e, | 6m sympathetic to the i dea of open
untheorizable (by virtue of being Un&orized?) to a musiehieoretical attitude. This is not so that

we might dominate and domesticate such practices through traditional rthesicetical

95 Julianne Grasséi On Canons as MursaiotSoundahd NMlsisireGadkso. 1 (January 2020)
82i86;andSmi t h, fAd6Wear 6Beopl edbs Faces
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epistemology, but so we might find ways to not only characterize musical experiences that are not
onyconsi dered to be beyond the ambit of music
to the wakef ul contemplation thatoés taken for
operates, but also to transcend the epistemological limitationthibatefault mode imposes on

us. Thatodés pr eci s el secomdhalftof this dissertatmmyvphich | proposg o i n
and illustrate an analytical framework for our dreamlike experiences with music. For now, | must
remain within the conventiml discursive boundaries of both the YouTube and the academic

musicotheoretical spheres
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Chapter 3

Problems of Representation in the Field of YouTube Music Theory

In the lastchapter, | demonstrated the diversity in viewpoints that proliferate in the YouTube
musgco-theoretical sphere, specifically as they concern video game music. The standpoints from
which 8bit Music Theory, Scruffy, and Game Score Fanfare approach video game music diverge
significantly from one another-8 i t Musi ¢ Theor ylgtsal apgioaches @ardi ¢ a |
utilitarian flavor, along with the musical objects to which these approaches are applied, are perhaps
the most aligned with traditional musi c theor
often seems incidentaltothen al ysi s; Scruffyds videos are a
between game design, sound design, and game music; while Game Score Fanfare seems more
invested in the historical, personal, or ludic narratives suggested by his reading of the source
material, and his theorizing and analyzing work towards supporting these narratives. | also
elaborated on how these viewpoints mirror, complement, or come into productive friction with the
knowledges, practices, and objects that are analyzed, generatagitcatated in the academic
field of music theory.

For all this variation in discourse and approaches in the EAgligjuage discourse about
Western musical traditions, however, there remains a stark paucity of diversity in these content
cr eat o ties.dn factdvatim tha sole exception of Shady Cicada, all of the content creators
whose vVvideos | 0\vndhe greveus tws shaptepassrior rdaée @nd kvhite. Why
didndét | adopt an act i v e-ighetaopatarchalh appreath of(tteen d , b

kind that Phil Ewell suggests, thénRould | not have given equal attention to the knowledge

1SeePhilEwellbs bl dRpoet, Gender , and ThebobrMulsd tce rTsheetriyadrs iWh i Mt
Frame (blog), April 10, 2020 https://musictheoryswhiteracialframe.wordpress.com/202000x&dismsexismand
theirintersectionin-musictheory/ and his articlef Musi ¢ Theory and tMusicThWgaryQnine Raci al

200



https://musictheoryswhiteracialframe.wordpress.com/2020/04/10/racism-sexism-and-their-intersection-in-music-theory/
https://musictheoryswhiteracialframe.wordpress.com/2020/04/10/racism-sexism-and-their-intersection-in-music-theory/

coming from the voices of the marginalized, i
the brilliant space platforms of the o w e r?findéed, 2 truly democratic and egalitarian
conception of music theory would frame it as a
no matter if those activities are discursive or practical, that anybody could participate @ with
sense of belonging; such a project would perhaps require us to give up our disciplinary space and
our professiof. By gi ving more time to content <creator
taken a very modest step towards that lofty goal, at #rg least in the hopes that their
representation in academia would translate into some kind of social equity, however symbolic. But
doing so without further comment would also paint a rosier picture ol thdube musice
theoretical scene than it really is addition to not being representative of the kinds of knowledge
and discursive practices that are the most widely consumed (and, arguably, the most produced,
t hough thatés certainly correlated witdle consu
here).

Now that | 6ve shown what the most widely co
| 6m | 6 m i topodrayphe stakdsiineolved in the systemic challenges that marginalized

and minoritarian content creators fadeh er e 6 s  arobléerma af geprbsengatiorp in the

26, no. 2 (June 202Mitps://mtosmt.org/issues/mto.20.26.2/mto0.20.26.2.ewell.|Gimilarly, Sara Ahmed has made

it a point to not cite any white men in her bobiving a Feminist Lifewhereas the musicologyained writer Elizabeth

Newt on makes a compelling argument for not having to f
guintessential with regard to a topic, especially if citing such thirdkisup sustaining the prominence of dominant
ideologies.Sara AhmedLiving a Feminist Life(Durham, NC: Duke University Press, 201EJizabeth Newton,

AFi er ce A tReablLidfehOutebert2’s, 20&6ttps://reallifemag.com/fiereattachments/

2Donna Haraway, ASituated Knowledges: The Science Quest
Feminist Studie&4, no. 3 (1988)583 84.

3Stephenk t t |, AMaking a Home of Th eMusEdledre Spgctruid® no. IMApsili ¢ Theo
2023): 10119, https://doi.org/10.1093/mts/mtac0?4ee alsof a mar a Levi t z, ATh@urrddtu si co |l o
Musicology no. 102 (April 2018)9i 80, andK. Wayne YangA Third University Is Possibi@gMinneapolis: University

of Minnesota Press, 2017).
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YouTube musicdgheoretical space in that white, male, prestigdect Anglophone voices
domi nate the conversation in that s mabsendes upp
of marginalized content creatoray from it. Rather, the issue is that minoritarian and marginalized
content creators rarely break into the big leagues, even if they would like to. (Note that these
marginalized content creators ar@ts ubal t er ns, a shaptedlvSe, ineh& thitda i ne d
section, | go into the algorithmic, corporate, sociocultural, and sociopolitical factors behind this
lack of diversity in YouTube music theory. After that, | analyze the arena of YouTube music theory
through a framework derived from Pierre Boutdié s f i el d t heor vy, showin
marginalized creators are constrained by their respective positions in this field and how they might
leverage the nedominant resources that they do possess.

| then present four case studies. First, | lookatdCe nce Hi rads channel |,
2,500 subscribers and a little over 100,000 total views; even though her videos are just as excellent
in content and just as refined in production values as, day,8 Musi ¢ Theoryoés, h
limited conpared to the topier creators with whom she compares favordiWext, | talk about
Carlin Hines as an example of a marginalized musieoretical content creator who has
successfully risen to the top of the field, even if he may not have been actterdeane respect
that other content creators hava;s a matter of fact, Hinesd num
covered in the remainder of this chapter. The third case study contrasts the-timeietical

approaches of two publicly and visibly trar@ntent creators, Marlene Bellissimo, who runs the

4 Cadence Hira, YaTube channel, accessed May 26, 202&s://www.youtube.com/@CadenceHira

5 For some reason, Grasso and Arnold neglected to include Busy Works Beats in their smusicetheoretical

creators with over 100 thousand subscribers, even though Busy Works Beats explicitly describes many of his videos
as being about music theory. Achieving this reach is a significant milestone, for which content creators are honored
with a plague and gain access to perks such as channel verification and being able to work with a Partner Manager at
YouTube. Grasso and Arnoilld., fAMusic Theory YouTube, 0o 8
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channel Dreamsounds, and Patricia Taxkbast, | talk about how those who identify with ron
Western musical traditions, such as the two branches of classical Indian music or various African
music traditions, participate in this cybernetic, metropolitan, and Western discourse about music
theory.l contrast the behavior of those users who align themselves with the cultures of the Indian
subcontinent in the comments section with the attitude towards music theory espoused by two
African musicetheoretical content creators, one from Nigeria (King§dyijamun) and the other
from South Africa (Alan Kupetd).

Before | get into all that, let me elaborate on the structural issues that marginalized content
creators faceTo be clear, there are no explicit structural barriers for anyone to upload videos; a
| mentioned in the previous chapter, the only legal hurdle is that one has to be at least thirteen
years of age to have a fully functioning YouTube account. That means that the obstacles to
minoritarian content creators manifest themselves in more ansidivays. So, while content
creators do constitute a diverse populaiame study has even suggested that minorities are, in
fact, more active in content creatfénthe top content creators in a field are segregated from the
others; it's in the top echeloficontent creators that we see a particularly acute dearth of diversity.

That digital spaces generally reinscribe existing, inequitable power relations and hierarchies is well

6 Marlene Bellissimo, Dreamsounds, YouTube channel, accessed May 26, 2023,
https://www.youtube.com/@DreamsoundsVige®atricia Taxxon, YouTube channel, accessed May 26, 2023,
https://www.youtube.com/@Patricia_Taxxon

7 Kingsley Otoijamun Kinzopiano Music, YouTube channel, accessed May 26, 2023,
https://www.youtube.com/@kinzopianAlan KupetaRhythm in Africa, YouTube channel, accessed May 26, 2023,
https://www.youtube.com/@RhythmInAfrica

8Teresa Correa and Sun Ho Jeon pformaidhaGommuaicatibn &3Iotidtyh e Cont e
no. 5 (August 201)1 638 59.

°Kai ping Chen, June Jeon, and Yanxi Zhou, AA Critical
Segregated I ncl usi ormMew oMedia Y& u Jaciéfe , August 2021, 122,
https://doi.org/10.1177/14614448211034846
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known 1 After all, racism, sexism, and other forms of discriminations agaimorities of sexual
orientation etc. still persist in many societies in the West. Such discrimination might be done
unabashedly, as in a recently signed legislation in Florida that allows healthcare providers and
insurers to deny care on the basisadigious or ethical beliefS; or under cover of a rhetoric of
blindness to color, gender and so foih.
The fact remains that, despite the libertarian ideology that has suffused the Internet since
its inception*® despite how social media spaces likaiYube, Facebook, Twitter, Reddit, Discord,
and TikTok as fdpl at fimagens deutralityfra ntdo dpersopjietcet tah esse

corporate or communal images of themseledigital spaces facilitated by communicative

technol ogies are not i mmune to fAithe ways in w
0seel e i Guo and Su misBeneratétiRacisra:vin Andlydis @& Btereotypes of African Americans,

Latinos, and Asims i n Yo u T WHbward Yourdaé af €gminunicatior?s, no. 3 (July 2014)281 302

Charl ton Mcl | wai n, iRaci al Formati on, I n elgfarraation,t vy and
Communication & Societ®0, no. 7 (July 2017107389, Ryan M.Mi | ner , filnternet Memes, [

and t he L ogheEibresdlturelJaurnaino.,2? (2013)62 92.

"iBREAKI NG: Gov. DeSantis Signs Extreme 6License to Dis
May 11, 2023, https://www.hrc.org/preseeleases/breakingov-desantissignsextremelicenseto-discriminate
healthcarebill .

2'n addition to Ewell ds article, fi MiEdeardo Bomille®ia/Rgcismnd t he
without Racists: ColeBlind Racism and the Persistence of Racial Inequality in Amesibeed. (Lanham: Rowman

& Littlefield, 2022); Joe R. FeaginThe White Racial Frame: Centuries of Racial Framing and CouRtaming,

2nd ed. (New York: Routledge, 201 usan C. Herring and S menynitninGmputer ger , A
Medi at ed Co mmTthe Handbbak ofnLanguage,nGendand Sexuality ed. Susan Ehrlich, Miriam

Meyerhoff, and Janet Holmes (Hoboken, US: Wiley, 2088186, J enni f er C. Muel |l er, AProdu
Everyday Mechani s msSoaaf Proénsyd, eno. 2 @Vayo2013)218 88, aind Joseph Ragle,

A6Free as i n Sexist?0 FFkrg Bonday2013ittpe/da.orgdl10.52008m. \@&n48%8 r Gap,

13 SeeThomas Streetefhe Net EffectRomanticism, Capitalism, and the Interfidew York: NYU Press, 2011).

“YTarleton Gillespie, RewiMediaR&Sdciety2i .S (May 2010P3484 f or ms, 6 0
0On the current version of its iAbeventone apoicgand showdherT ub e 6 s
the world,o in the belief that fAeveryone deserves to h
share, and build commAbionoyn , ¥oududlk 6 s u acteSsedoMagoe282@@ b si t e,
https://about.youtube/
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existing public spheres and t®&hatrst tschndlogesaer si v e
not neutral, ér they shape and in turn are shaped by its users, designers, and its maintainers. For
example, while YouTube, like other social media spaces, does theoretically provide opportunities

for groups of people to be exposed to diverse perspeéfigebp chamérs tend to form according

to political ideology® and perceived racial similar{yamong other problematic expressions of
homophily.

The /r/musictheory subreddit is a pertinent example in this context. A demographic survey
donein May 2020 revealeddt be an i nternational community t|
male (81 percent) and white (74 percéfiffhe thing is, as Adrienne Massanari contends, Reddit
Ai mplicitly reifies the desir egendavell hetewsedl ai n g
mal es) while ignoring and marginalizing other

often revolve around STEM interests or exhibit a geek or nerd sensibilitye stereotypical

BNancy Fraser, iRet hinking the Public Sphere: A Contri
Social Textno. 25/26 (1990)%65.

“Eytan Bakshy, Solomon Messing, and Lada A. Adamic, HRAEXxp

F a c e b Baekce3d8, no. 6239 (June 2015)13032,Jenni f er Brundi dge, AEncounter
Contemporary Public Sphere: The Contribution of the Int
Journal of Communicatiofi0, no. 4 (November 2010680 700.

¥ Elanor Colleoni, Alessndr o Rozza, and Adam Arvidsson, fAEcho Chamb

Orientation and Measuring Pol it iJownal offCommumpidatio®4yno.i2n Twi t t
(April 2014): 317 332 Cass R. SunsteiRepublic.ConfPrincegon, N.J: Princeton University Press, 2001)

®Andreas Wi mmer and Kevin Lewis, fABeyond and Bel ow Raci
Document ed oAmeriEaa doarbabod Jociododhl6, no. 2 (2010583 642

20 Megan L. Lavengoodrad Nat hani e&rhu sMicttchheeolrly,: fAiMa ki ng MTreiOgfordTheor y
Handbook of Public Music Thegryed. J. Daniel Jenkins (Oxford University Press, 2022), 1,
https://doiorg/10.1093/0oxfordhb/9780197551554.013.6

22Adrienne Massanari, fA#Gamergate and The Fappening: Hov
Toxi c Tec hMewbledia & S8atiet§d, nd. 3 (March 2017830, see also her booRarticipatory Culture,
Community, and Play: Learning from Redghew York: Peter Lang, 2015).
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image of the nerd has traditionally been white and Rfalespite how East Asians, for example,
are the most likely to be perceived as nerds among-eitiaic groups in the United StafésSo,
itds perhaps not a coincidence t h-kecohceptiomusi ct |
oftheoryasputey a set of o B4%hasthe demegraghiessttaritidpes. Aftersall, o
communities that form around geeky or STEM interests (and /r/musictheory certainly fits the bill
for both) may perform masculinity in such a way that the space becomis boshwelcoming
towards women (overtly ornotjwhi | e Reddi t s pseudonymity giyv
thus permitting its user base to pretend as if their discourses are unstructured by gendered or racial
frames, when their attachment to thdidfein the universal applicability of Western musico
theoretical fundamentals and exoticizing and essentializing approaches to world music are
precisely reflections of a white racial frarffe.

While 16d hesitate to dir ecnmaty oenx t/rra/ pnoul saitce
user base to the audience base for mutieoretical content on YouTube, which is after all leaps

and bounds ahead of Reddit in terms of ubigtlitmany of /r/ musi ct heoryés

2Lori Kendall, A6White and Ner dy 6 TheGourmgbafiRoputarsCultui®a c e, ano
no. 3 June2011) 505 24.

2Qin Zhang, f@dAAsian Americans Beyond the Modeumnal di nority
International and Intercultural Communicatid®) no. 1 (February 201020 37.

%Lavengood and Mit¢hmellldD, A/ r/ musictheor

25 Nathan Ensmengefi 6 Be ar d s, Sandal s, and Other Signs of Rugged
Computi ng PoOsinsB® sosli(tamuary 201538 65 Ro | i Var ma, AWomen in Comput

Ge e k C stigneermaeCtiée 16, no. 4 (December 2007359 76.

®Lavengood and Mit chl6;lsdealsaio/rre/nmKsaij d tkleevar,y AT h& Possessi v
Music: Confronting Legacies of White SupPBeengRaceygainn U. S.
Countering Colorblindness across the Disciplii@akland, CA: University of CaliforniBress, 2019)155 74.

27In a study conducted in 2021, the Pew Research Center found that 81% of all American adults use YouTube while
only 18% are on Reddit; likewise, it also found that that 95% of American teenagers are on YouTube whereas only
14% use Redit in a study from 2025 ar a At ske, A SociRelWwRddeamth Centekpsil&, 202h, 2021, 0
https://www.pewresearch.org/internet/2021/04/07/seciedliausein-2021, and i Teen s, Soci al Me d i
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this content and discuss it on Red&egardless, it would seem that similar dynamics are at play

when it comes to what kind of content tends to be the mostreesdived, which in turn affects

which content i's the most promoted by YouTube
observed hat fithe creators that are being promote
particular race, a par?This tod, iscertaiglehow some oftiedopt h A
content creators, such as Adam Neely and 12tone (who do botht@sseiite and male), have

perceived the situatioff.

That algorithmic bias has been shaped, in part, by how the audience has reacted to YouTube
content by marginalized creators. For example, within the context of science communication on
YouTube, femaleontent creators tend to be at the receiving end of far more hostility and criticism,
as well as (sexual) harassment, than their male counterpaft$iie.gendetargeted harassment
i s, | amentably, a widespread awatalityandvisiility zed r
in both cyberspace and meatsplcafter all, the fact that race/ethnicity and gender are visible

and audible on YouTube makes it all the easier for users to easily digregardorse, to

Technol ogew R&s6ach Cedtekugust 10, 202 ttps://www.pewresearabrg/internet/2022/08/10/teens
sociatmediaandtechnology2022/

2%Ask a Scientist GaEpStFyl): PrK @rassoHMusics Theoly, andfiFinal Fantasy 1I/B/
September 23, 2022, YouTube video, 3022:08,https://youtu.be/CijviBUQ7co

2Cory Arnoldetal. A SMA St udy Ddalam NRedyul2tdne,aidnee Grasso, William O'Hara, John
Moore0 Soci ety Ardalgsis strbtumed live on March 26, 2021YouTube video, 30:04 39:56
https://www.youtube.com/live/VT9QS96Hq7U

30 Seelnoka Amarasekara and Will Gr an't fteexYpuTabe Baegce Communication Gender Gap: A

Sent i ment Publit&hdgrstanding of Scien@8, no. 1 (January 201998 84; and Claudia Wegener,
Elizabeth Prommer, and Chr i s tyoumubeTheiErclugon of ReGalhidveer r sRietpyr,eds ¢
M/C Journal23, no. 6 (December 2, 2020@)ips://doi.org/10.5204/mcj.2728

3Grasso and Arnol d, @ M3ash Sobiefah efioBiyt cYho,u Tl buet,,0 Slklaynk, Cunt
to Womends Vi si bi Inforinationi GomrBuinication & Socieino.l11 (Navember 201:8)700

1714Li ndsey Wotanis and Lauri e Mc Mi Femiaist Medifi Butes14,cno. i ng Ger
(November 2014)912 28, Wa i Yen Tang and Jesse Fox, iMenbés Harassm
Personality Tr aiAggressiva Beha@iel2neo. 6AFebouan@016) 514G 21.
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harangud marginalized and minoritariaroices, if they should choose to do so, especially since

commenters are afforded a ps®Budonymity that ¢
In fact, what seems to attract particular vitriol is when marginalized content creators

directly address their identities, suab when female YouTubers touch on feminist topics or on

female sexuality in an empowering manfethose marginalized content creators who do

successfully make advocacy a part of their brand have to tread a fine line between staying true to

their valuesbeing relatable to their audience, and appeasing corporate intéiss there are a

handf ul of successful content creators of mar

for example, women are grossly underrepresented among top tcorg@tors across all fields in

a number of countries, including all the Anglophone countries in which the seven content creators

| discussed are based, even more so than in traditional AiessaDanielle Citron had already

observed back in 2009, harassthof this sort discourages women from earning a living ofine;

12tone, the musictheoretical content creator, has also personally observed that virtually any

(presumably, English anguage) educati onal video creator

2SeeAzyBarald s st i@ x ual nHatrhaes siSnetakScienme IComputer Revigd; no. 1 (February
2005) 771 92, for an account of the factors that facilitate sexual harassment over cyberspace.

3SeeNi col a D°ring and M. Rohangis Mohseni , fiihveaCoatenDbo mi nan
An al yFemisist Media Studiek9, no. 4 (May 2019612 24, Emma AiceJ ane, Ao6Your a Ugly, W
Feminist Media Studiet4, no. 4 (July 2014631146, andi 6 Back t o t he Kitchen, Cunt 6:
about Online M s o g YConinuuin28, no. 4 (July 201465870, Nat asha Szost ak, AGirls on
Politics and t he PoMavagerJadrnalfofdCommanicBtid® (March 28 4)4vi&8. e , 0

34 Zoé Glatt and Sarah Bar#le i s er , fiProductive Ambival ence, Economi es
of Femi ni st CfeatorTCulture:rAs |ntoduction to Global Social Media Entertainmestt. Stuart
Cunningham and David Craig (New YomMNew York University Press, 202139 56.

%p°ring and Mohseni, fAMale Dominance and Sexism on You-

¥Danielle Citron, AfiLawbés Expressi ve MiehiganéawiRaviewtO8,mb at i ng
no. 3 (December 2009): 3i7&15.
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straight, white male inevitably finds themselves at the receiving end of similasirenat, and
while some soldier on, others have abandoned their channels to safeguard their mengal health.

That said, attempts to explain away the paucity of diversity among top YouTubers, which
also applies to musietheoretical content creators, as aml vy t echnol ogi cal al
unfiltered reflection of audience preferences is misguided at best and misleading at worst; after all,
the algorithm reflects both audience and content creator behavior, corporate interests, and techno
bureaucratic irgrventions®As Tar |l et on Gill espie observes, i [
culture that emerges from t h&orinssance, iYouTubemp or t .
occasionally seems to have no qualms enabling and even amplifying racist*funocoeover,
same YouTubers seem not to find ethical issues in leaning into such humor in their videos while
excusing such behavior as f#ir Yoriewe®makingtheie ant

entire YouTube careers out of punching down on vulnerable andrapdEsented populatiofis.

Grasso and Arnold, AMusic Theory YouTube, o 11.

8Sophi e Bishop, @ A©Opimniztoy: InegRaditiesrac 4 meé Yo Ilufl u Cenvelyénceor i t h m,
24, no. 1 (February 2018): 684; Safiya Umoja NobleAlgorithms of Oppression: How Search Engines Reinforce
Racism(New York: New York University Press, 2018).

% Tarl eton Gill espi e, SocialP Media f 0 Souisty 1, | no.t & r(Apel n2015)0 12,
https://doi.org/10.1177/2056305115580479

40 Ariadna Matamorosernandez A Pl at f or med Raci s m: The Medi a-Basasin and C
Controversy on Twi tt dnformatfora Comnmunization & Satiedy, nou6T{Jute 201730
46.

4 Jenni Hok k a, AiPewDi ePi e, Raclinstner pndt avtoiuarubebs FNeedtt
Convergence: The International Journal of Research into New Media Techn@dgies. 1 (February 202142
60.

42 Rebecca LewisAlternative Influence: Broadcasting the Reactionary Right on You{Nbw York: Dataand
SocietyResearch Institut2018),https://datasociety.net/wpontent/uploads/2018/09/DS_Alternative Influence.pdf
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Yet these interventions are selective: Sure, YouTube takes a hard line when it comes to
content that are airound political anathema, such as terrorist propaganda or revend@é ipairn,
one study argues that YouTube discrimgsaigainst the LGBTQ video creators it publicly claims
to support through demonetizing, agsstricting, or removing videos that have LGBTQ
terminology and/or are about LGBTQ sex education, sexuality, and identity while allowing or even
facilitating the haassment of LGBTQ video creatdfsThat has to do with what YouTube does
or doesndt c¢ on s-friehdly, buttle afealota elidemae is that LGBFQ content
is policed to a different, harsher standard: One YouTuber, for example, sharedrthatelos
mentioning her bisexuality were agee st ri ct ed whereas those that
gender were nd?f

The thing is, many groups of peopl@ot all of whom are from marginalized backgrounds,
to be fair, and not all of whom are justdién doing sé f e e | Aunfairly target e
policies and opaque algorithth.As Safiya Umoja Noble puts it, to understand algorithmic
oppression is to Aunderstand that mathemati cal
by huma nTheépeople g make these decisions hold all types of values, many of which

openly promote racism, sexi%amontanadr yf atlos ewhnaott iY

“Tarleton Gillespie, i R e grbhel SAGH Hamdlsookmf SocdahMedidoysand Daks, f or ms
CA: SAGE Publications, 2018), 2648.

“Julian A. Rodriguez, ALGBTQ I ncorporatedouna¥ofu Tube a
HomosexualitfFebruary 23, 2022)li 22, published ahead of prirttttps://doi.org/10.1080/00918369.2022.2042664

“Rodriguez, ALGBTQ Incorporated, o 14.

%Robyn Caplan and Tarleton Gillespie, fATiered Governan:
Compensation i n t h e Sockal Media otr Bocietly 6,000 &y(Apdil 2020): 113,
https://doi.org/10.1177/2056305120936636

4" Noble, Algorithms of Oppressiqr2.
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engineers may wish to cl ai m *andthe tedtlogycethicist | g o r i
Kirsten Martin has argued that an algorithmods

an algorithm does ethical harm to vulnerable commurfities.

3.1 Field Theory and YouTube Music Theory

All of this illustrates the uphill battle #t content creators of marginalized identities face
in not only getting their voice heard through
feedback loop with agents and stakeholders that often perpetuate various unjust hegemonic
structures, intaionally or not, but also persevering in the face of target harassment. We might
conceptualize the uneven playing field that content creators face in light of French sociologist
Pi err e Bour dfield thebry whicke has doroento be the paradigimaample of the
concept in sociology’Bour di euds rel ational approach has |
to studies of digital inequality in recent ye&tst would be beyond the scope here to go into the
geneal ogy of t hi shicnoknicnegp tori nt oBoeulrudciieduabtse ti t s e
provide a brief overview of field theory with the aim of theorizing this underrepresentation in the

Western YouTube musieiheoretical scene.

48 Joshua KrollfiThe Fall acy BHilosdphical @nansactiomsiof the tRgyal &ociety A: Mathematical,
Physical and Engineering Sciees376, no. 2133 (November 2018) 14, https://doi.org/10.1098/rsta.2018.0084

¥ Kirsten Martin @ A Et hi cal | mplicati ons dounaloABusinessfiEthies0i doidt y of A
(December 2019)83550; andii Al gor it hmi ¢ Bias and Corporate Responsib
Fal se Veil of the T &titsof®atdand Anaytic€onoepteandGasesdeKjrsben Mantin

(Boca Raton: Auerbach Publications, 20224 50.

50 The other two major strands of field theory research is the sp&yahological theory associated with the
psychol ogi st Kur t Lewi n, and Paul Di Maggi oions.nSee Wal t er
JohnLeviMartnbs afAWhat el s FiAeéridan Jobhreabof Sodology09, no. 1 (July 2003)Li 49.

®Gabe I gnatow and Laura Robi nson, InfoBvateon Ceanmicaion®i e u : Tt
Society20, no. 7 (July 207): 950 66.
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Simply put, fields are arenas in which goods, sesyikaowledges, or status is produced,
exchanged, or distributed. Within fields, actors take up positions from which they to accumulate
and monopolize capital, or accumulated labor, which comes in three @j@sesomi¢ social,
and culturald that could be coverted into one another under certain conditdriSconomic

capital is that which is immediately and directly convertible into money, e.g., financial assets.

Soci al capital is reflective of oneds soci al
into access to resources |linked to the #fAmore
acquaintance °&Fnodr rBeocuorgdniietui,o ns.odc i a l capital [

t han it i s &'withudifferirig mowpe of pebpbe, i@ stratified society afforded
contrasting access to such resourééihe last primary guise of Bourdieusian capital demands
further clarification. Although Bourdieu has traditionally understood cultural capital as measuring
how steeped one is dominantltave, given that he devised to explain cultural and social
reproduction (e.g., how do elites maintain intergenerational advantage?), one might reconceive of
cul tural capital as fAinfor mati on°adnd toisaipthet al 0
understanding of cultural capital that | use in my subsequent theorization. Cultural capital exists

in three different stateembodiedinternalized cultural dispositiong)bjectified(cultural goods),

2pji erre Bourdieu, fi Alamabook af Theosy amd fRes€aac forttha $ocialogy ohEducation
J. G. Richardson (New York: Greenwood Press, 1,986} 58.

53 pierre Bourdieu and Loic J. D. Wacquadh Invitation to Reflexiv&ociology(Chicago: University of Chicago
Press, 1992)119.

54 Stephen Samuel Smith and Jessica Kulynychii 1 t May Be Soci al , But Why | s |
of Soci al Capital a nPdlitics & $ocid?y80| no.t1 (March 200R)58. anguage, 0

Annette Lareau, ALinking Bourdieuds Con EamiyiSchowlf Capit

Rel at i o nSedalQhass, Pbverty and Educatifdew York: Routledge, 200181 82.

56 Bourdieu and Wacquanin Invitation to Reflexive Sociology19.
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andinstitutionalized(academic qualificatios’ Embodied cultural capital is, in its essence, taste
as it is embedded in a system of exclusion and symbolic viotéze.e 6 s pr edi sposi t i
particular types of musi c, arhabitusanfila cauulsji evet ia\
not individual system of internalized structures, schemes of perception, conception, and action
common to all members oftkea me gr o upwhoirc hc lians st,ur n maexis f est s
or oneb6és bodily performance of habitus throug
forth 50

Hovering above these three primary types of capital/isbolic capital which refers to
Aeconomic or cul tur al capital which is ackno
Aacknowl edged in accordance with ,theasymwlegt egor i
power relations tend to reproduce and to reinforce the power relations which constitute the
structure of ®®theosbherawospdacesymbolic capital
forms of capital, whose valseareamplified or dininished according to how social order (as

illustrated by Bourdieu in valdladen binary oppositions, such as high vs low and masculine vs

Bourdieu, AThe Figd8. ms of Capital, o 243

58 Pierre BourdieuDistinction: A Soci&Critique of the Judgement of Tasteans. Richard Nice (Cambridge, MA:
Harvard University Press, 1984).

59 Pierre BourdieuQutline of a Theory of Practigérans. Richard Nice. (Cambridge University Press, 199&)Of

course, the term fihabi tdugo whaas uas eldong aad cstl o Miaad stdHi 3§ tnd
of The Bodyo (original | & bupitwhslBousdiewewho thoroughl@r8vdmped thfe concept x a mp |
in sociologicat er ms so as to overcome the dichotomy between ob
but not iMadricveild uMaaluds)s., i T e cEhonamyg and SocieBf no.tl (Febru@o 1®7BY0i0

88Lopuc Wacquant, i A Cotnacmys eo fG dheSmdiotogirsl Reémietid, noA h(Rebruary

2016) 64i 72.

O For exampl e, Bourdieu glosses hexis as #dApolitical m"
disposition, a durable manner of standing, speaking, and thereby ofyfeelinn d t hi n k,iOntlipe @fa Bour di ¢
Theory of Practice93 94.

Ppi erre Bourdieu, fSoci allnCihepraNores: Bssads towards b Rdfléxive SBomphagy r , 0 i
trans. Matthew Adamson (Stanford, CA: Stanford University Press, 1588),
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femininef2mani f ests itself in the rules of the fie
entity nor a seawdary asset completely and mechanically determined by the other species of
capital®® Worth noting here, too, is that every field is defined by a particular sort of symbolic
capital; the symbolic capital at play in the literary field is recognition, lsitésognition is gained
in a different manner than in the scientific field, all in accordance to the rules of the respective
fields®*The habitus is of core importance here, asc
to be done in any givesituatiord wh a t is called i n s*pBoorutr da efoese
likening of fields to games gives rise to illesio, a concept he borrows from the Dutch historian
Johan Huizinga |1t 6s not sufficient that qforonemass t he
take the game serioust§jllusio, then, is this collective belief in the gafe.

So, how might we frame the sphere of YouTube music theorizing as a field? What would
be the kinds of capital specific to this field? | would say that, asthimyen between a field of
cultural production and a scientific field, the symbolic capital of the field of YouTube music theory
is also recognition, al beit accumul ated di ffe

predicated on, among othterh i n g s, oilusid axdsbcallpaositiom s the field (Are they

‘N

2pPpji erre Lamaison and Pierre Bourdieu, AFromCiRwdl es t o
Anthropologyl, no. 1 (1986): 18

BFr®d®ric Lebar on, Entylgpediacmi Quality of dife and sw8king Rdsearched. Alex C.
Michalos (Dordrecht: Springer Netherlands, 20569537 43.

“Pierre Bourdieu, AThe Specificity of the Scientific F
Social Science Informatioh4, no. 6 (December 19751947, andi The Fi el d of Cul tural Pr
Economic Worl d RhandRicePaetitsld, not 4 (lMomesnber 1083311 56.

55 pierre BourdieuPractical Reason: On the Theory of Actidnans. Randal Johnson (Stanford, CA: Stanford
University Press, 1998258.

%Bet sy McCormick, AA Feel fomntdhe¢ heSindeyie RaAgaod Chaucer So ur c
28, no. 1 (2006)258.

57 pierre BourdieuThe Rules of Art: Genesis and Structure of the Literary Fiedths. Susan Emanuel (Stanford,
CA: Stanford University Press, 199@30.
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mere commenters? A content creator with a middling subscriber base? One of-ldegybey
YouTubers?), and oneb6s accrual of dirgddtadl capi

capital might be understood as a secondary form of capital, distinct from the three primary forms

of capital, that indicates oneods % each, scale

The astute reader mi ght iguwed inthis model explicityh a t i
That s because much of the emphasis in Bourdi
cases, as in his bodkstinction Bour di eu, who was a dedicated ¢

addressed questions of raaed ethnicity as he was forced to present France as an ethnically
undi fferentiated nation because he was | egall
ethnicity or country of origift? Because of this, some postcolonial scholars, such as Edaiard S

and those influenced by him, have accused Bourdieu of occluding coloni&lisowever, the

sociologist Julian Go has demonstrated through a careful readiing éflgeriang* that Bourdieu

did in fact offer a theory of colonialism, which he portrayeda forcefully imposed, racialized

system of domination that gives rise to hybrid cultures and recasts social refatitdmes, too,

have foll owed Godbs | ine of argument in -sugges

conscious but colebli ndo amgealily rooted in | imited readi

68 |gnatowand Robi nson, iPi erre Bo 05283 €his:viewToh digital capitalraga t he Di
secondary form of capital cont r a&desHamelinamd Jan kaa Dig,ovinop 0 s i t e
view information capital as the finanti@sources for computers and networks, the technical skill to utilize them, the

capacity to filter and evaluate information, and the enthusiasm for seeking out and instrumentalizing this information.
SeeCees J. Hamelink he Ethics of Cyberspa¢&housan Oaks, CA: SAGE Publications, 200@ndJan van Dijk,

The Deepening Divide: Inequality in the Information Soqj€housand Oaks, CA: SAGE Publications, 2005).

89 Tony Bennett et alCulture, Class DistinctiofiNew York: Routledge, 2009262.

EdwardW Sai d, iRepresenting the CoCriticaliinqueydl5, noA2(Wimterop ol ogy
1989): 23; for other criticisms of Bourdieu along this line, seet | i an Go, iDecol oni zing Bol
Postcolonial Thear ¥£ar h \ySPdMegickl ghedyiluno.d (Merah®01350.

! Pierre BourdieuThe AlgeriangBoston: Beacon Press, 1962).

”?Go, fADecolonizing Bourdieu.o
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than Bour di eud s Gatdamd etheidgty ‘& Likewibd, some hawe feriticized the

short shrift that Bourdieu seems to have given to feminist theory; while Bourdieuesx e

themes of gender and sexuality throughout his oeuvre, especialyMasauline Dominatioyi*

Beverly Skeggs has argued that the ambivalence towards norms that are at the heart of feminist

research is incompati bl ewo®th Bourdieubds theo
So, whil e some, l i ke Judith Butler and Ric

framework is overly deterministic when it comes to the reproduction of social stru®Skegygs

and a number of ot her scholars have shown th

reflexivity of their practices in Bourdieubs

own conception of agency, agency is reducible neither talthes posi ti ons embodi

habitusnor to the field in which an agent is positioned; rather, agency results from a highly

contingent and dynamic relati on’SAsifoprade andwe e n

et hnicity, s ¢ h o |taal sapital hscad analyticate Rladck oe atheraminbritarian

communities in the U.S. or the U.K. have sug

minoritarian communitiefack social or cultural capital, just that they either have-dominant

“Derron Wall ace, AReading 6Raced6 in Bourdieuw?Yolitlxk ami ni n
i n Sout hSotidogydlg mo, (October 2017): 890909; see als&t even Loyal, AThe Fren
Al gerians in France: B 0 u r Thé SociglogicaldRevie®7| na.I3 (Asgust 2009n 406 Mi gr at |
27, andNi r mal Puwar ,-COhBensahg Bau Pdi éThe SodiatlogidalrRevied7d nnc3t i on, 0
(August 2009) 371 84.

4 Pierre BourdieuMasculine Dominatioptrans. Richard Nice (Stanford, CA: Stanford University Press, 2001).

“Beverley Skeggs, iContext and Background: PiBere Bour
SociologicdReviews2, no. 2 (October 2004) 9 33.

%Judith Butler, #fAPer f Boumied A CritidalyRéaslere8. Richard Shustéamgi (Baldén, i n
MA: Blackwell, 1999) 11328 Ri char d Jenkins, APierre Bour dbBSoxiadlogand t he
16, no. 2 (May 198R 270 81.

“"Chris Samuel, ASymbolic Violence and Coll ectSociale | dent
Movement Studiek?, no. 4 (November 2013): 30413.
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kindsof social or cultural capitdf or they retool hegemonic understandings of social or cultural
capital for theirownends.( Hence my deci sion to depart from
cul tur al capital as a me ansinant eultucef) Asdon gerider areln c u | t
sexuality, many have found product deg.,figd i n ex
habitus, capitél beyond the original contexts in which he theorizeéd it.

Wi th all t hat sai d, |l et Ghemetyur WetbhoeYase Emtk
successful content creators exhibit highly developed digital capital, which includeseditieg
skills, fluency in Internet humor and other Interbased interpersonal skills, and sophistication
in selfmarketing streegies over the Internet among others. In the (Western, Exgtighage)
field of YouTube music theory, different types of cultural capital are accorded varying symbolic
val ue; expertise (or Atasteo) in |jeszamdnew azz t
media seems to translate into more recognition than proficienogriwestern music, classical

music, or more esoteric analytical methodologies that were once prevalent in academic music

“Prudence L. Carter, A6Bl ackd Cultural C a-ImdomesAffrican St at us
Amer i ¢ anSodabRrablam&0, no. 1 (February 2003)36 55; Victor M. Rios,Punished: Policing the Lives

of Black and Latino Boy@New York: New York University Press, 20L1Kerry C. WoodwardPimping the Welfare

System: Empowering Participants with Economic, Social, and Cultural Cgh#aham, MD: Lexington Books,
2013yandTara J. Yosso, fAWhose Cul Thaory®isddssisn oflComniunitg CuhuraA Cr i t i
We a | Ralee Ebhnicity and Educatid@®) no. 1 (March 200569 91.

" Nicola Rollock,The Color of Class: The Educational Strategies of the Black Middle Cld¢sesYork: Routledge,
2015Wal | ace, fi RaeBodrdieug. 6 Raced i

%L isa Adkins, fARefl exi vi tVheoryFQulue & 8avietgdrno. A (Dbcember@@3 Gender
2lid2Beat e Krais, fAGender, Sociol ogi calThebry €dturey& Smciethy Bour di
23, no. 6 (Noverber 2006)11934, Terry Lovell, AThinki ng F eRamimstTheorywi t h an
1, no. 1 (April 2000) 12132 Les |l i e McCal I , AfDoes Gender Fit? Bourdieu
Or d e'neprypand Societ¥l, no. 6 Decembed992) 83767, El i zabet h McDer mott, AThe Wor
Sexuality, Cl| aSexsalitedddno.ll Febquaradd). 63y8 Hul i e Mc L e o d-Readifge mi ni st
Bourdieu: Ol d Debates and New Quest i ofheary anth ResdarchGender |
Education3, no. 1 (March 2005)11i30; Loi s Mc Nay, i, Gredrthe Eield: Pidira Bourtieu saitie

Limits of TReodylCalwre and Sogiedy6, no. 1 (February 19995117 Hol Iy Thor pe, i Bou
Gender Reflexivity, and Physical Cul t urJleurnalhfSgoatand of Ma:
Social Issue84, no. 2(May 2010) 176 214
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t heory, such as Schenk estated (but aohnedessarily demanstratedg t  t |
experience as a musician seems to matter mor e
have its own fAGol di |-ewlknusical gqualdicatioris rseem toadnferc ol | ¢
authority on a contenteator, but a fulblown academic with doctoral training might seem out of
touch. How cl ose onedés habitus is to the fie
YouTubersdeftly codeswitch between various levels or kinds of discourse, project arf air

authority through their voice and their bodily and facial gestures, and tend towards unmarked

| anguage and accents. Pr e dlusiothadKegpsthemindhe gand, 6 s a
as the field of YouTube music theory, like most of edocal YouTube, is not particularly

lucrative®!

As capitataccumulating subjects and not capital bearing objects, minoritarian or
marginalized content creators face some structural challenges in acquiring some of the capital
involved. Part of that has tadwith class and how the disadvantages of class are compounded
with other axes of marginalization in the American context, at fé#sis is all the more so when
the inequities resulting from such axes of marginalization are also reproduced

intergeneratinally®® Several sociological studies have found, in a broad variety of societal

cont ext s, t hat more socioeconomically disadva
8Grasso and Arnold, AMusic Theory YouTube, o 11.
2 This is t the core of what Ki mber | Bmb&lé €mrstea,w h as

ing the I ntersection of idiftaminationaDoctrineS e x : A

a
ADemarginal iz
Theory aUndersityof GhicagalLiegaltFord#esb,ind. 1 (8989)189 67.

Femini st

83 Annette Lareauynequal Childhoods: Class, Race, and Family (Berkeley CA: University of California Press,
2003).
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capital and other capitéluilding benefits compared to more socioeconomically advantaged
users* even when egalitarian access is provided in the form of, e.g., open WiFi networks.

The concept of the habitus has explanatory power here. Socioeconomically advantaged
users have access to and have internalized the notiskhof¢é o r  mé, freec ftbm the
urgencies of the world, that allows a free and liberated relation to those urgencies and to the
wo r Podmereas those from upperiddleincome families have taken to Internet technologies
as fAserious play, 0 «kdgnoanslscarelessdikaly tdusetidedntemet forasgye d b «
educational or career development purpdéemnd are more likely to spend most of their
screentime on social media and leistfr@ll this helps explain why those from marginalized
communities might & disinclined from pursuing a fulime career in creating musitbeoretical
content on YouTube, even when they may gain access to the capital required for such a career in
| at er i fe. Having experienced thebosefreducat.i
marginalized communities might not immediately apprehend the potential value in adding their

voices to these spaces, and that leads to a vicious cycle. After all, the ingrained habitus is hard to

8% Al exander van Deur sen anLevelDigitaleDividel Who Baenéfits Mest from Beinp e T hi r
On | i n eComnunication and Information Technologies Anneal. Laura Robinson et al., vol. 10 (Bingley:

Emerald Publishing, 201529 52, EduardoVillanuevaMa nsi | | a, Teresa Nakano, and | n
to Capitals: An Exploration of Digital Odmmundaticnarmls EXpr ¢
Information Technologies Annyadd. Laura Robinson et al., vol. 10iiBley: Emerald Publishing, 201,339 117.

8%Christopher McConnell and Jose{#h Sietaobhkatlse WwCoOht &ut u
in Communication and Information Technologies Annwal. Laura Robinson et al., vol. 10 (Bingley: é&mald
Publishing, 2015)205 32.

86 Pierre BourdieuPascalian MeditationgStanford,CA: Stanford University Press, 200Q)

87SeeLauraRobinsod s ay ti Al East e f dnformatiore Cofmunieation & Bocietyd, no. 4 (June

2009) 488507, andfi | n f o r-Ghanhel Breferences and Informat@mp por t uni t yinfoBiation,ct ur e s,
Communication & Society4, no. 4 (June 2011372 94.

8Marina Micheli, fAWhat | s New in the Digitalfferbntvi de? |
Soci al B a ¢ kSgudies uinnMedia and Communicatioredd. Laura Robinson et al., vol. 10 (Emerald
Publishing, 2015)55 87.
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shake off, as Bourdieu himsélfivho came from a wéing-class backgrouréd would be the first
to say.
On the other hand, Internet humor is frequently sexist or fast it can be hard to get
on board with that as a marginalized content creator, although some content creators have certainly
leveraged thie ambivalent attitudes towards such humor in other fields of YouTube creative
content®® Even harder to call out is the exoticizing tendencies in the positivistic conception of
musi c theory thatoés pervasive inmhanegbdgs ad snugn
and vocal section in the audience base that has proven itself uninterested or even actively hostile
towards bringing issues faced by marginalized groups of people into discussions of music theory;
after all, to lean into Robin DiAnjeo 6 s | anguage on white fragil:@it
in YouTube to be an Ainsul ated environmento t
while at the same time | owering the?®ability t
What that means is that therebds a real ant e
those that the field pressures content creators into adopting, and that takes away iftosiothe
Would a content creator of Middle Eastern descent be comfortaklagtalincritically about
Western stereotypes of AArabic scalesd and ho
example? Would said content creator find the fact this Orientalizing attitude has been normalized
in the YouTube musictheoretical discorseoffp ut t i ng? The fact that one

be valued, t oo, doesnodt mean t hat one is abl e

®Milner, fdAlnternet Méemeggi hdédahhey, AitwwhgoniTs miTHes Can T
Fibreculture Journal no. 22 (2013): 13%1.

®Lei Guo and Lorin LeeBasielcheVeCrn aduwluer obi sYoawdTrudbee: A Cas
C o mmu n Criticgl Stadies in Media Communicati@®, no. 5 (December 201391 406

“"Robi n Di An dgelaa, Thé IMeynatiomal Journal of Critical Pedago@yno. 3 (May 2011)55.
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symbolic capital, as many Black TikTok content creators would &ft&ghen white TikTokers
profit off TikTok trends without giving their Black content creators due credit, Black cultural
goods are extirpated from Black content creators, and aspects of the habitus that informs these

cultural goods are either appropriated or rendered invisible.

3.2 Marginalized Content Creators:Four Case Studies

All that exerts pressure on marginalized content creators in the field even before the techno
bureaucratic control mechanism of the algorithm comes into play, which simultaneously
reproduces and reinforces the eacgender, sexuality, and abiltyb ased str ati fi cat
present not only in the field of YouTube music theory, but in Western society more broadly. In the
four case studies | present below, | talk about how this theoretical framework might help us
understand the agency and motivations that YouTubers have in making their voice heard in the
YouTube musicgheoretical sphere, the strategies that marginalized content creators have taken,
and how such content has been received. First, | discuss thefc@selence Hira, a media
composer; her channel, which compares favorablyiod8 Musi ¢ Theoryds in t
values and musical theorizing, provides an example of the challenges that marginalized content
creators face in breaking into the bepgues. Next, | talk about Carlin Hines, an extremely
successful Black content creator in the YouTube mutieoretical sphere, and the strategies he's
taken up to better emplace himself in the field. After that, | look at how three content creators who
publicly identify on the queer spectrum, and | show how their differences in approach to music
theory and queer themes mesh with the fArul es

field see themselves in relation to this field of Western musiebry as it ds on

2Yvonne |l e, fiHow BHe@lcdkc ICr @ mINFAMISAUBH ob Gopteamgporary Music, Art and
Technologyno. 8 Quly 2022) 6Gi 79.
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specifically, | examine this issue from the viewpoints of those versed in Hindustani classical music,

and those in traditional musics from the African continerh.v e summar i zed t hese
and their statistical numbeirs Table3.1 andFigure3.1. Compared to theumbers irFigure2.2.
thereds much greater varisimmyicasestutdiesr e, and | ex

Table 3.1: Content creators by geographical location, primary interest, type of musb-theoretical
content, and typical topics.

Cadence Hira U.S. Mixed Analytical and theoretical content
Pitch and rhythmic structures

Busy Works Beats | U.S. Trap, EDM | Utilitarian content

[Carlin Hines] Music production

Dreamsounds Germany | Film music | Narrative and theoretical content

[MarleneBellissimo] | [U.S.] Narrative, signification, meaning

Patricia Taxxon U.S. Mixed Analytical and theoretical content
Pitch structures, music production

Kinzopiano Music U.A.E. Piano Creative and utilitarian content

[Kingsley Otoijamur] | [Nigeria] Performances, instrumental lessons

Rhythm in Africa South African Narrative and utilitarian content

Africa traditions Cultural history, instrumental lessons

1,000,000,000
100,000,000
10,000,000
1,000,000

100,000

10,000
1,000
100

10

1
Cadence Hira Busy Works  Dreamsounds Patricia Taxxon Kinzopiano Rhythm in Africa
Beats Music

m Subscriber count = Total views
Figure 3.1: Subscriber count and total views for the six content creators surveyed.
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Like Adam Neely, Cadence Hira is a graduate of Berklee College of Music, where she
studied for a bachel or &m®ring @ @ sceotarshpidaving sconed and v
a short film and a couple of video games, Hira has bona fide professional credentials, too. As for
the content on her channelJazHi Hardesyr i sadt h
Jacob Collier or esoteric jazz balladgeird ctords, funky time signatures, and other advanced
jazz concepts can be found in everything, from video games, to film scores, pop songs etc. | make
these vids to talk about those examples, and break down why these things éteHioalseems
to be arguingfor the applicability and relatability of jazz theory in contradistinction to its
stereotype as being abstrdise e nce her reference to Jacob Col |
notoriety as much for his musi cfit®™ andtentadlirec at e dr
AMusic Theory I s Kind Alright | Suppose, 0 spe

Funnily enough, most of Hiradés videos dono
musicotheoretical video that does this looks at how John €aite 6 s epony mous cho
mi ght be abstracted i nt o -taomniacn ad yysttiecna,l o fa atmerw
origins back to Joseph Schil whiclyshe tifes appliestath od o
various timescales to passages om AMy Ti meo (2013), an elect

musician Calum Bowen (professionally known as

%A Ab oontCadénce Hiras of f i ¢aceessedweadp, 2023 hetps://www.cadencehira.com/about

“ HfAAbout, o on Cadence Hi r a GascessedY o Mayu B6e 2028hannel |,
https://www.youtube.com/@ CadenceHira/about

%J o hn MNegatiee Harmiony and the lllusion of Musical Profundity paper p mRMAKMNMed at t
InternationaRe sear ch Student 6s Sympo,Suna20l9. Uni versity of Amste

®L_Louis Pine, AEarle Brownodos Study and Us eeyondNdtatiom: Schi | |
The Music of Earle Browred. Rebecca Y. Kim (Ann Arbor: University of Migjain Press, 201,/38.
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ikKkni ghts of Cydoniaodo (2006) ,Gaspardide Ia Quif19d8)d’e o f r o

This eclecticiem per meat es Hirads modest oeuvre; for i
or a chain of harmonies with the same quality
framewor k, puts alternative R&B bearn dG oM odol nicnhki
ASpectrumo (2015) , South Korean boyband Seven

Ni ght o fr om Mdnster Seekohg Monsgga2ndel 7 ) , and the track
from the video gam&uper Paper Mariq2007) side by sid& Her commitment to repertoires

outside the Western art tradition, too, is reaffirmed when she eschews the expected examples by

B®l a Bart-k and 1l gor Stravinsky in favor of
Notorious B.Il.G.¥®%s fAHypnotizeo (1997).
ldb i ke to take a closer |l ook at one of Hi

opening theme of the animated fantasy television séites Owl Housg202Q 23), which is
notable for its positive representation of queer relationships and idetfftieshis video essay,
she | ays out her HArel ative axis interchange s
Levels of Har mony: Kirby Edition, 0 which take
single concept in increasing levels ofmaexity1°: The Owl Houses opening t heme i

the chord changes shown EExample3.1, with some small changes as the piece progrésses

97 Cadence Hiraf Col t rane Changes outside of J ahtgsPyoutu.bdHBl y 9, 2
57M8Wck

% Cadence Hira,iConstant Structure si UNDERRATED 0 August 14, 2020, YouTub
https://youtu.be/wYRMcgXN_gY

®CadenceHirajil s Pol ytonality a Meme?0, Ottpsdvoeube/d28FBZ6AAE2 1, Yol

0CadenceHirai Ex pl ai ni ng t he TWEI RPWI CTHHGeRiee @onng, 0 September 1,
video, 13:08https://youtu.be/fuEUmneTeEM

101 Cadence Hira,fi 6 Level s of Har nmiony uneKi A BguTubE @iddb, 8106
https://youtu.be/3mDBIMAK-8; for other examples in YTMTsee Adam Neelyij Ttve Level s of Jazz He
August 30, 2019, YouTube video, 13:hitps://youtu.be/lz3WH_pnM.
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specifically, the C minois replaced with C major in the second half of the theme, and there are

some ondime substitutions, such as when thstfarp major harmony is swapped out for-HdD

maj or one. (Il 6ve added my emendd&kamgedl)odld Hi r a
explain the jarring motion from C minor throughflat major to B major, Hira takes the concept

of modal mixture and expands it. She argues that, since twiveetaodes belong to the same

tonal space (as understood by the shared pitch classes in their scales), C mintiatamajar,

for example, are linked. In C major, one could borrow from ¢hiST space by borrowing yet

again from the parallel of-Bat minor, one could access chords froméieGT spaceand so on

and so forthigure3.2).

In effect, what Hira has achieved here is a vernacular formulation eRie@eannian
theory, and her Arel ati ve axi gninorpdreammdrthidge sy ¢
apartcould be related to each other through relatiR® &nd parallel R) transformations. By
spatializing these relationships in this way, she reinscribes the familiar notion of tonal distance
based on a tonalityds poscéd, oms o@ mdjeorcd s cadr»i
flat majoros a%kxiat smhgegodesasglatMeHavinGsetsoutihisnv er s
framework, she analyzes the C minor and th#éafmajor seventh harmonies as being aligned
with theci ET axis, whereas h e @ we i r-diaioni€) harnenies of B anajor andsharp
major come from theTi GT space. The diminished seventh harmony is what eases the transition
from one axis to the other; as she obsfeur ves,
different dominanfunctioning sonorities at once (i.ev, of C, Eflat, G-flat/F-sharp, and A

major/minor), each of which corresponds to one axis in the relative axis interchange system.

Hira, AExplaining tHha52WEI RD CHORDS, 0 2: 49
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Example31:Hi rads transcription of the TheOwlHouseeasur es
(2020 23); alternative chords given above in bracket&®

Amaj
| Amin
(F#maj)
Cmaj®Cmin Gbmin@eGbmaj
Ebmin
L
Ebmaj

Figure3.22 Scr eenshot o Expl@nnd theWERD IKHOR®S ia Thd Owl House's
Theme Song &

What | hope to demonstrate here is that Hira has certainly all the nibsmetical
knowledge (or, in Bourdieusian terms, the cultural capital) it takes to play in the big leagues. Hira
sticks to the musictheoetical concepts and repertoires that are most popular in the YouTube
musicet heor et i cal space, and so she maintains a

stressors. In style and format, she takes the same approabiit &u8ic Theory does, prafing

®Hira, AExplaining the WEIRD CHORDS. o

4Hira, AExplaining tHh3x0WEI RD CHORDS, 0 2:56
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to |l et her transcriptions and figures take vi
date on the expected etiquette. Adopting the STlled humor that pervades music theory in

the digital sphere, she comments sldprecatingly abdu her syst em: Altdés so
but for a car ee rl®¥dieaver, simeatdpgisto the @otasscal segtiment that

seems to suffuse the digital musit@oretical sphere. For example, she defends her enharmonic
spellingsofdimin shed sevenths becaus é®astwhdiesshammakesa i c |
reference to ficl assi cal%Td beesard, ©i@r pedanned dntpatiya nt i
towards classical musicians might be misplaced even if her audience approvatesfal|, what

these examples show that Hira is intimately familiar with the tricks of the YouTube musico
theoretical trade.

Why, then, has Hiraés content not gained t
who manage to find their way to her chahhave wondered the saf¥€Hi r ad6s channel |
under 2,500 subscribers and about 100, 000 Vi ¢
February 23, 2022. Given that shebdés on YouTube
opportunitis!®®t he fact that her content hasnoét recei:

to think it deserves tells us, at | east , t ha

O5Hi r a, AExpl aining thx02WEI RD CHORDS, 0 2:59
06Hj§ r a, AExpl aining th4e43WEI RD CHORDS, 0 4: 39
YHira, fAls Polytae=lity a Meme?0, 6:50

18 Therkanovaiihohgs1 ooked down and was expecting tadnuarge 200Kk
16, 2021, 12:49 pmc o mme nt o n C&hd SECRET 500ilQ $popokyiHalloween Chord Oct ober 31
2020, YouTube video, 11:16, https://www.youtube.com/watch?v=twlSd2D6vBU&Ic=UgyteKodJODI
BDpCFt4AaABAg

19C a d e n c eyeaHllike bar, saidi it's the reach. | don't really care about monetizatidimausually able to skirt

around the copyright claims. i haven't even heard of odysee or lhry@bbruary 23, 2022, 2:55 p.negmment on
Cadence Hira, AThe History of the 6Ani me Canond Chord
https://www.youtube.com/watch?v=PvcRm4pPjvU&Ic=UgwtoXLiu3Ra4aOhBbt4AaABAQ.9YNgD20zwnfoYnlys8

fEBQ.
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content creators who are at the bottom rung, even when their contentpstitive with those of

top contentcreatodst hi s i s, in other words, an exampl e

in sociology, which is often summed by he ad

Any observations beyond that would involve a high degree of specudatioa commenter pins

the Dbl ame on het wilcdave suggesteth a metdrix afifactsrs that could

actively hamper a minoritarian content creator in the preceding discuisgtoa section, even if

the cultural goods they offer are precisely the kinds that the field of YouTube music theory values.
Letbébs move on to Busy Works Beats, a YouTu

160 million total views from about 4,600 wdo s ) dedicated to music p

embedded in its own ecosystem of courses, sound packs, and other prddDetpite the

channel 6s outward focus on music production,

fact seltdescribedasteat ed t o musi c t heor y "3BesyWamksBeats r om a

shares this trait with Andrew Huang and Servida Music (Simon Servida), two other music

production channels with an inclination towards music theory. Like Hack Music Theory, Busy

Works Beats uses a digital audio workstation (DAW) and piano roll notation rather than staff

notation to visually communicate music theor

rhetoric about revolution, however, Carlin Hines, the man behind Busy Wes#ks,Bxplains his

approach in a more conciliatory fraditionelmusicn t he

WRobert K. Merton, @Th eScidhaet59, hoe 38108 arfuan@68) 56i68. Sci ence, 0

1t hes p e e dustyaauck fip,fronfisomeone that probably doesn't have enough credit to be saying this but |
recommend your thumbnails fill the space ia ficture, whether that be from some background color, or the pictures
enlarged anuary 24, 2022, 6:15 a.m., comment on Hira, @d@ls

112Busy Works Beafs o f f i c jaecéssed ed®6 2023ttps:/busyworksbeats.com/

3 Busy Wor ks Beat s, AiMusi c Theory S e dune s8, 2023, You Tube
https://youtube.cm/playlist?list=PLGxiyRm2uEmrva7ZDuOD1IGNrDB9suuHj
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theory is still used in our new approach, we don't abandon common music theory. | just want to
point out the obstacles you will face byiirg to learn theiraditionabway. We will show you

how to jump into music theory without wasting hours learning scales and other unnecessary
beginner thingg!*That i s, Hines argues that, although
institutonsc oul d take one t o a !hemethbdidcenfusingforsdmeane mp o s
who wants to get into music production. To produce the D minor ninth chord, for example, one
would have to map out the D minor scale, the scale degrees, and finatljattte and Hines

criticizes these as unnecessary intermediary steps.

Hi nes® solution to this obstacle is that,,
a way to |l earn how to construct chor disone Hi nes
how to derive the notes in a chord. Hi nesd® <c¢h

designates the note the chord is built on, and each number after 0 tells us how many keys, black
and white, to count from the chosen note. So, a damiseventh chord, for example, has the chord
code A0 4 7 10,0 whereas A0 3 7 10 140 descri
chord with amajor ninth). Paradoxically, although this quasientific notation resembles forms

of music theory hat are considered advanced (set theory) in an institutional setting, Hines

emphasizes that his chord codes are much more intuitive and egalitarian than traditional music

t heory. As he puts it, Aanybody whoromaryy no e
teacher, di dndét daslong asyau know How to oount, gon gah hse thege
chord Ylodean oearlier video, he eve-pearoldsman s o f &
114 Busy Works Beats,i Tr adi ti onal vs ,ONewunMu s,i7¥puTulRel didg¢o, y9:13

https://lyoutu.be/F5Zf88Y38lo

5Busy Wor KreditBrealavs New Music Theoryo 18:2&2 3

Busy Works Beats, fATraditil@hal vs New Music Theory, o
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do it. Fiveyearolds can do it. | think even fowyearolds can do it. Anyone who can count can
l'iterally cr eat éYBybootrad, slines tharacterezés staffanisicinataton and
the theoretical rudi ments that accompany it a
in university,my teacher just threw us this sheet music, blank sheet music, and we had to write
our own song, which was a great experience, bl
it was so overly complicated, it actually refrained [sic] me from getting@as s my %% ng i d
He even frames academic mustbeoretical pedagogy as an example of capitalist exploitation
and regul ation of knowl edge, which i s somewhsze
brand of theory: AAnd itnhgess ei n[scthiotrud i coandse sdjo nadrt «
because they want to keep you trapped up in school debt, they wanna keep you there for four years,
when you can |learn thi stuff in five minutes
Indeed, Hines describes his experience of traditionaryheidiments is that of endless
memorization of scales and chord progressions; instead, Hines sees chord codes as a far quicker
way to fdAget to what nt?l ©fi coursea Elihes & Inbtyadvangng a n u mb
cosmological, metaphysical view of muaita Pythagoras or Plato here. Because Hines sees music

theory as a set of tools to conceptualize music so as to facilitate the fleshing out of musical ideas

17Busy Works Bes,ti How t o Make Any Chor do uBeé angmiSeroukbe vidkscb®@t* s Cod
2:15 2:25, https://youtu.be/mQii4lLirSc

Busy Works Beats, fAHo%lt4o0 Make Any Chord, o 0:5
Busy Works Beats, fAHow25800 Make Any Chord, 0o 2:40

20Busy Wor kBo YdueNaed $0,Learn Music Theory to Make Good Beats? Mar ch 10, 2017,
video,1:35 1:39, https://youtu.be/UhJaPxedH54
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on the one hantf! and to step outside of the box and transcend genres on thé%thembers

ge¢ him to that stage more quickly than tradit
value in what heds <cl ai ming: Chord codes aid
necessarily easier to wrap aspeasoosthehireesfate ima oun d
DAWG Hines demonstrates this with the Sylenth pldgactually run on numerical, modulo 12
representations of musical relationships.

We may take issue with Hinesd presentation
his «ills asaproduce®*St i | | , my di scussion of Hinesd theo
a better idea of how Hines situates himself with relation to the academic field of music, which |
would characterize as somewhere in betweerow@sider and arevolutionary sincehe still
exaggerates the differences between the supposedly more immediate and relevant theory he offers
and traditional music theory. After all, Hines
pitch-class set theory, and it does the same viatle as it does for us in giving us a way to
characterize chords without reference to tonal scale theory; for all that, the tonal names flood right
back in!?® It also highlights how he presents music theory as a collection of comettal and
genretranscendent methods. This is the case even thoughdppmnd R&B take centerstage in

his content, and itodos <clear t hat his channel

121 Busy Works BeatsiDoes Musi ¢ Theory Mak elulyy2?,20l1aYolFebk video, 6:28r oducer
https://youtu.be/WPJ8TCmCx00

22Busy Wor kDo Ydd&eet t® Learfi Music Thedtydo . Thi ¢slap&r Mulselcs Theoryds ar
composing by ear | eads to t heg., Hackldu ®idou c TH®RuUle fwifBetierh at 6 s f
Melodies 6 June 5, 2020 ;4:29 lotpsT/yobtebeNbDdsEmbsPwW4 @ 1 4

2Bu sy Wor KieaditBrealavs New Music Theory o

225ee, e. g., [ BusyRvorgsSriestdTéachHayttodlake arfapBeat in 3/4 andoesSo By Making
a Beat in 12/8 Which Is Basicallythe Same as 4/4 ith Triplets 6 Reddi t post, /' r/ trapprod
https://www.reddit.com/r/trapproduction/comments/hzdz60/busy works twigeach how_to_make a trap beat/

125 My thanks to Joe Dubiel for pointing this out.
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which artistes and producers he references. As with Andrew Huang andnSimSer vi d a, Hi
identity as a content creator of color is highly visible, and all three drAw@rarying exten
the cultural capital that they have accumulated as individuals from marginalized communities.

That said, in spite of how these contentatoes might be valued for their cultural capital,
it would seem that the YouTube musitteeoretical discourge as the case used to be (and still is,
depending on who you ask) in the academic &edtifles overt discussions of race, gender,
sexuality, and dter issues that threaten to burst the insular bubble in which the hegemonic
subjectivity has ensconced itsélthis is unsurprising given that the dominant Western ethnoclass

has had a long history of appropriating the cultural goods of others for ii@ifuvpaying due

respect to its originators. wonder , for instance, i f Hinesod ¢
t heoretical pedagogy mightve been more point
to the opportunities (Hines bringsupinat me nt a | |l essons) to develop

t he game, 0 or hehric musk theofy.dOn theaothar diand, theé noore utilitarian

vision of music theory that Hines offers (as do other producers/YouTubers such as Huang and
Servida)does reflect whatés going on Aon the grou
addition to the musictheoretical discourse, even if the perspective they offer may replicate and
double down on some of the epistemological biases of academic musig, thedr as pitch

centricity and other supposedly Western notions. (Why does music theory mean pitch structures
more often than not for these producers/ YouTul
timbre in their musicmaking and their videos moeaerally? More pertinently, why are they not

in dialogue with how we in the academy have theorized timbre?) These content creators seem at
peace with identifying with music theory in this manner (and for whose benefit?), and perhaps our

battles are not tlies.
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That bi furcation bet we-theoretiaal comtenttaednatconente at o
creatoroés identity is sharpened al/l the more
Dreamsounds, or Marlene Bellissimo (around 46,000 subscribers and mditdehan 4 million
views), and Patricia Taxxon (about 91,500 subscribers and 6.7 million views) as examples. Both
women are openly trans, and while both claim to analyze music, the two affiliate with music theory
differently. For instance, Bellissimodes i b e s h e an educaional sefies that andilyzes
the wide spectrum of Disney music. Each episode explores topics such as queer theory, film
studies, theatre history, and theme park design to understand how media affect®'$bTietye
sure, Bdissimo is proficient in staff notation and musittteoretical terms; in one of her earliest
vi deos, s h d-V-iod ecnatdiefnicees aandi arti cul ates the re
prosody, and musical met&r. After that, however, Bellissimo seeno have turned away from
notationbased musical analysis, preferring to talk about form and narrative, musical and textual
signification (e.g., gueercoding) , and socioc
could be understood as carryingtanusicet heor et i c al wor k, it ds sig
herself has never characterized her discursive output as music theory.

Letds contrast t hat with Taxxonds <channel
primarilyd her description of her channed i i | ma k e mdS posts viden @ssdye ) 0
regularly, but only a handful of these are re

Mi crotonal Pop Song | Spiral Staircase, 0 AHow

126 Ab o ut , Marlene nBellissimé s Yo uTub g Dreansaunds,e Accessed Mag6, 2023,
https://www.youtube.com/@DreamsoundsVideo/about

127 DreamsoundsiiDisneyland's Pirates of the CaribbeaA Musical Analysis | Dreamsound®® Mar ch 26, 20
YouTube video, 26:1%ttps://youtu.be/BELNScITKrM

22 A About, 0 Patrian Taxxod s YouTube channel, accessed May26, 2023,
https://www.youtube.com/@Patricia_Taxxon/about
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to Write Fou Chord Loops | A New Theory of Pop H

Understand Music Theory, o and ATdPandaloupeds (

looks at music from a theoretical perspective, as Taxxon does sek nt i fy as a fimu

YouTubero even if thatoés rar®ly the focal poin
T a x X 0 n-Gussicotheoretical video essays often openly espouse progressive politics,

and she often raises issues relating to marginalized communities in those video essays; her musico

theoretical videos, however, sidestep these discussions. For instance, in one videhesskes

a series of videos by another YouTuber as her starting point to talk about the reactionary views

that have gained popular currency in the digital sphere against both modern high art and popular

art*n others, drawing on her own personal esx@nces as someone who identifies as queer and

neurodivergent, she criticizes the awanthning adult animated anthology television seliese,

Death, and Roboi{®019 ) for its persistent sexual exploitation of women through the maléYjaze

and she reimes the first season of the British black comedy web §2egs 6t Hug Me | 6 m

(2017 16), which satirizes educational media, in terms of what the show might mean to a

neurodivergent individual who experienced trauma as a result of their marginalimathildhood

2%See PatriciafiHaoxwxdnOoM oviedeaosMi cr ot on@l J Proe, YBIOUb® 020 Spi
video, 7:17 https://youtu.be/rDKRfbACbzifi How | s Ri ck Beat o St iFébluaryde2023i ng awa
YouTube video, 3:35https://youtu.b&Xt7UhLeU4E4 fiHow to Write Four Chord Loops | A New Theory of Pop

Harmony 6 December 31, 2 0 2 (hitps:/Yautw.BelkKST SnaXixqdfieMi, s t4e6r:adnba,zi ng Do
Understand Music Theory, 0 Jan uhtps:Hyoutl.4e/CRIZEAVREHRP@ndN dapube v
Troupeds Cues Ar e Fh3ll2¢21, FauTubervitao,Bi2&tds:i/youtudhe/ Nls6KecADr8

Bl n the description of her video plebdstenguein\theekiobcourse)Mi cr ot «
ilet me into music theory youtube pleaseo; elsewhere,
Taxxon, fAHow DodWLoD®@2(0uBd:Ch

131 patricia Taxxoni The Kunst Saga | How t hed RApgrhitl, YV@TubgRi@ti8e ws Mo
34:38 https://youtu.be/IM5RUONISyI

132 For the clasic exposition of the male gaze, ¢e@raMulveyp s afivi s L al Pl easure and Nar
Screenl6, no. 3 (October 19756i 18.
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(by being placedinaspeciale eds education environment¥®in whi
She explains her rationale for reading the series thus:

These explainers are basically just treading on water as they connect all thieatte gdat

elements and running aesthetic winks into something coherent, and, among all this, | have

to notice whatodéds missing from these pieces
work made them feel! € |t o6s esthatit éxgerieacer pr i s
€ just seems to not matter to these fol ks.

hard to tell me what it means to yoef?

tritone sub. neutral second sub. very major third sub.

tritone to M3 tritone to m6 tritone to P5 tritone to P4
[ P o 4o o +o o .
7 o © +O © O © 10
y A ¢ P (4] PN i PN o Py AP
T —© © jis) © o © + O
ANV bl
DY)
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Example3.22 Taxxonds var¥Pous substitutions.
|l tds surprising, then, that Taxxon doesnot

to bear on her musietheoretical videos, whether by choice or otherwise. Like Cadence Hira,
Taxxonds musical theori zing iimovaiveplmonstideog at e d,
Taxxon describes her creative exploration of
quarter tones3 explaining how she incorporated and paced microtonal modulations in a pop song
she wrote, @Spi Pddiosy®ratrdlly, sha sndetstanda3 a2 Modulation to a

har mony thatodés | ocated a © rei, whdewe waul expectaGom t h

133 patricia TaxxonfiThe Autistic Horror of Don't Hug Me I'm Scarefe@son 1) 6 November 25, 2022,
video, 31:53, https://youtu.be/EZ7cStxqgFE

B¥Taxxon, AThe Auitbxtic Horror, o 5:22
¥Taxxon, AHow | Wrote a Microtonal Pop Song. o

136 12tone,fiHow Many Notes Are There? Thgheory of Quarter Tongs0 January 27, 2017, YouT
https://youtu.be/bWG6CGKMnNA

B'Taxxon, fAHow | Wrote a Microtonal Pop Song. o

235


https://youtu.be/EZ7cStxqgFE
https://youtu.be/bWG6CGKMnNA

dominant seventh chord to lead us to a C major or minor chord, the latter chord could be
Asubst i tachosldavingvairootla tritone away from C. In parallel to this conception, she
identifies two other substitutions that takes this idea of resolving a tritone enharmonically to a
different interval. First, the tritone resolves to a perfect fifth, andiebms the resulting harmonic
motion as a fAneutral second substitutiono (si
a neutral second below the expected root). The other resolves the tritone a perfect fourth, and she
calls thismmpbrobhhar tExaenpldB®.t i t uti ono (

I n another video, Taxxon e-xhordloaps takingissieeh i | | i
with how Taggodésioualgel sgoP ftmerdial 0 0 and Ai nco
loops are applied inthismodéfShe criticizes these | abels as
ordering in the circle, and she argues for a greater sensitivity to local context and h&wnuaiitn
i nstead,; to describe how these chords relate
Aresolution, 06 and fAsetupo; t hat i s, her analyy
terms of motion, as opposed to the chords themsdliidie many musicgheoretical content
creators, Taxxon openly concedes that her analyses reflect her own hearing, and that interpretation
is baked into music theory. She even makes light of how music theory is associated with STEM
fields: fMNdenadaitkesrl hmiwght have accidentally ma
is describinghowh ear these things, and how ¥ can codi"

For instance, when Taxxon applies her version of thedbardloop analytical model to
the chorus of Natasha Bedingfieldés AUnwritten

the chord loop based on how she could hear the tonal contexts differently. In the interpretation

138 SeePhillip Tagg, Everyday Tonality Il: Towards a Tonal Theory of What Most People Hesmchmont, NY:
Mass Media Music 0160 ar sdé6 Press, 2014)

¥Taxxon, AHow to Wr Bkt5@320bur Chord Loops, 0
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captured by the visualization on the left, she relatéiatBnajor to G minor, whereas the one on
the right contextualizes the G minor teflet major move within D minorKigure3.3) . Taxxonoés

adroitness and fluency in mudsicheory i s undeni abl e; it's no su
which has close to 150,000 views at the time of writing, turned heads in the broader YouTube
musicotheoretical sphere, and 12tone actually posted a response video that explores her version

of the fourchord loop'#°

Dm

[ - vi 1-1v

Departure Departure

—>F Gm

Dm

[ - vi 1-1v

Departure Departure

) F Can speak the Gm

words on your lips

IV -1 i - bIII

Resolution B b Departure

Figure3.3: Screenshot of HdwaotWrite Eour&hofddoops¢ A New Thory of
Pop Harmony.

What 16d |i ke to draw attent i cudeeplyattuheedr e i s
to both musiceheoretical issues and the politics of representation feel that the latter topic is
profane to musice heor et i c al di scour se. That s not sol e

content does do moderately well in theuMoibe musicdheoretical space; what this suggests to

140 12tone,fil Guess I'm Not Dongvith Four Chord Loops (A Response PatriciaTaxxon) 6 February 12,
YouTube video, 15:2Mttps://youtu.be/1IE5Q4YcXFaQ
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me i s that thereds a pwhichkinds of naratides and lwhomn i t c
Bellissimo demonstrates what a vernacular music theory infused with queer theory might look

like, yetshedoesnt i denti fy her approach as music thect
see a split between herdthedteana deoting ¥auTuberconfeit e f t T
that embrace socialist and other d@ihg perspectvesa nd her fAmusi cself. heory
The fact that both content creators have been modestly successful in their respectideaviehes

i f Bellissimo is bringing her series to a cl
monetization policies have made running the channetifo# financially infeasible for h&t's

underscores the fact that, while queer content creators can find and have found success in the
YouTube musicegheoretical sphere, they have to play by the informal rules of the game enacted

by a hegemonic segment of theppilation,or else Case in point: bettydots (1300 subscribers and

close to 180,000 views), a YouTube streamer, has made a couple of videos that aims to marry a
gueer contextual reading with a musicdhe or et i c al approach in his
themes from the Japanese fighting video g&muity Gear Strivg2021), yet these videos languish

in obscurity in comparison to a clickbaitt y | e , itier |listo vi#eo abo
On the flip side, Noah Lefevre, who runs the popular mfmiaosed video essay channel

Pol yphoni & toany dnowledgd mdéntified himself as queer, seems to have greater

Ml Dreamsoundd] T tEed of Dreamsounds., May 1, 2023, Ytpu/Voutb.lee/awAbJO®loll, 10: 07

1“25eeb et t y d ot fiBridget'svThethe Bhe Struggle of GrowingUp Queer Oct ober 29, 2022, Y/
28:16, https://youtu.be/8BXzfANKitr fiMusic Teacher does Guilty Gear STRIVE Soundtrack Tier List + Music

Analysis 06 June 15, 2021, hipsdyduiubhmk0didKdngoandi Te@4 amént ' s Theme

Queer Liberation - Vi deogame Musi c Theories. o August 12, 2
https://youtu.be/KeRAXINrGew
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leeway and reach in talking about issues of queer representation and discrimination in his videos,
perhaps precisely because he approaiisediscussion about these issues at a rertfdve.

|l 6d | i ke to close this discussion by contr
traditions of noAWestern music have tended to approach the Western nthgiocetical discourse
on YouTube. Letods return to R csk eBre athoaadts Bwiad e
are enjoyed by a small but significant number of viewers who identify with the Indian cultural
sphere. These viewers are eager to introduce Beato and other viewers to the commonalities they
perceive between Western modes and vthay see as equivalent or similar concepts in the
classical musical traditions of the subcontinent. Some see a straightforward equivalence between
modes andaagdragas(a melodic frameworkdr thaats(a heptatonic scale used for classifying
raagsinHi ndust ani c | dorst eel angthingpayctsedelid)n it bufiit is one of my
favorite sounds. Probably it's a fairly common sound in Indian music. The Khamaj Thaat is
basically Mixolydian ¢ s ays S%*@thars a® mare caraful to tiguish between the
Hi ndust andi and NiCevideodl Phrygiantmode o alto same as Raad Bhairavi
in Hindustani (Indian) classical musi®@ e x ¢ | Bebastish Baishe/anttt® whereas Chaya
Rao claims thatiefiPhrygian Major is sames&kagd Vakulabharana i n Car nati c cl as
while also extolling that traditionds venerab

thatds perhaps not too different from Wester

“see Pol yNohhoLefeburévideos,i The True Meaning @®f FRdhammirgn 2Bha
YouTube video, 14:47ttps://youtu.be/DNwOzMCIsw; andi The Unt ol d kbi sNoovreymboefr [R2i5s,c 02 |
YouTube video, 34:2https://youtu.be/q_c2dCO5WLo

M4 35agar Sharma, February 21, 20@@3 p.m,c o mme nt o n TRé MiXolydze Motleo THEFBOUND OF
ROCK, 0 February 17, 2020, YouTube
https://www.youtube.com/watch?v=YYmzVHRA094&|c=WkKDwwyK7JpknVez94AaABAg

145 Debashish Baishyantri, September 2, 2022, 11:15am.mment on Ri ck Beat o,
Domi nant Mode, O September 1, 2022, You
https://www.youtube.com/watch?v=luKn5V5T_HY&Ic=UgyRwoOh1Mb4Wh3yIWd4AaABAg
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Western art msic and scientific and mathematical languge)Others are more cautious,

qualifying the superficial similarities between mode e, W@ have a Raag called Yaman in

Indian Classical Music that has the same notes, just it starts from The 7th natepoduious

octave and doesn't play the 1st on the ascending ( if your on C it will be B DGEAFB C in

ascending and C B A G = D C in descent. And we don't play The fifth but skip in the ascending

order playing it , like some common phrasesare BDEBCorEF ABC, 0 Avi jit Sadh

explains in a comment on eatods video on the
It would seem, then, that those music theory aficionados affiliated with the Indian cultural

sphere are very comfortable with comingling with the Whasteusicetheoretical sphere, even if

that interest is not always reciprocaiedone of the comments | cited above has garnered many

likes, as is true of many other comments in the same vein. We might point to a number of reasons

for this ease: widespreach@ish literacy among the educated, a long history of Westgta

education and intercultural encounters between the South Asian intelligentsia and Western arts

and science¥® and a nationalist and anticolonialist discourse among the ruling elite that

ficombines robust ideology critique of the West with timid conformity to the culture of

i mp e r i®all bfsvinich are, to a large degree, legacies of South Asian colonial history. That

146 fThe complete permutation or scales possibilities using 12 notes wilstifict notes in each scale is
mathematically documented in Southern Indian classical music called Carnatic (a 1000+ year old tradition not yet
popular, is should be). This set consists of 72 unique parent scales aka Raga. These 72 are divided up ¥ gro

Chaya RaofiThis is great! The Klezmer music is largely this scale perhaps?. This appears in Father Figure song
(George Michael). Also Misirlou (The opening track of Pulp fictiouly 13, 2020comment on Rick Beato,

fiPhrygian Major | The Soundf Spain and Neoclassicalo July 13, 2020, YouTube
https://www.youtube.com/watch?v=1FP1FNoCl4k&lc=Ugyk7aWhGx71FYJk I54AaABAg

¥7 - Avijit  Sadhukhan, January 6, 2020, 2:42 p.mc 0 mme nt on Beat o, AThe Ly
https://www.youtube.com/watch?v=041InSTS84A&Ic=UgxdA91HvVI4Agt4AaABAg

148 See, egHari sh Trivedi, AiCol oni al Influence, Postcol oni
Li t e r Rotum foeModern Language Studi€3, no. 2 (January 2007)21 33; andSanjay SethSubjeclessons:
The Western Education of Colonial IndRolitics, History, and Culture (Durham, NC: Duke University Press, 2007).

sanjay Krishnan, AiThe Place of I ndia in Newlsteramyol oni al
History 40, no. 2 (Spng 2009) 278; see als®artha Chatterjed\ationalist Thought and the Colonial World: A
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sai d, itdéds encouraging that t he dakee pride hnotheir d e nt i
indigenous theoretical traditions.

In contrast, those who are affiliated with African musical traditions seem more reticent to
participate in this Engliskanguage, Western mustoh e or et i cal di scour se. I
interest for this, or that Africans (as opposed to the established African diaspora communities in
t he West) dondt whadretical cortent. Toithe eontrany, $he aormments section
of Adam Neelyds short vi deo, rayan simdger @omonhe pl ¢
Yikunoamlab s A DubAo6 (2022), d e'Awhils thereanere the expedted t o |
regrettable commerdsf o r e x Musipbly someofie who threw out the musical rule book and
never glanced at it anyway® Ne e | y 6 s a uhari ceeditc saviftly downvoted such
comments to oblivion. More typical are those comments who express their appreciation for music
from Ethiopia and other African nations and regions (notwithstanding the tensions between

Tigrayan separatists and the Ethapstate), with some declaring their interest in seeing musico

Derivative DiscoursgMinneapolis: University of Minnesota Press, 1998)dChr i st ophe Jaffrel ot
Nationalist Strategy of Stigmatization and Emulatiodof hr eat eni ng Ot her s6: Pulitics | ndi an
and the fAOt her 0,ed. ldon Kamid and BidisinadChaGdhurifNew York: Routledge, 2018)30.

150 Neely, AWonky Et hi opi an Bass Rhyt hms, o December 11
https://youtu.be/Pkt6bYev57I

151 Mat Broomfield, December 12, 2022, 11:09 a.m.p mment on Neel vy, AiWonky Ethio
https://www.youtube.com/watch?v=Pkt6bYev571&lc=Ugyw_YXIXRUsoLdylE94AaABAg
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theoretical video essays on Ethiopian mdgi©ne seHidentified Ethiopian even thanked Neely
for paying tribute to Tigrayan muste:

Why, then, has there been so little mudiceoretical écourse on African musical
traditions, whether by Africans or ngkfricans? In general, other than the stereotypes of non
Western music (e.g., the Orientalist, exoticizing associations between the Phrygian dominant scale
and various Middle Eastern and Asi cultures) or how Western cultural icons appropriated
el ements from such musical traditions (e.g., I
theory)!* there seems to be little interest in Addestern music at all. (Recall that | argued that
the popular cultural machinery of Westagned nations of the Global North, such as Japan and

South Korea, must be understood to be as much a part of the West as American popular culture.)

Of course, some feel c o mp u n Africaronmusidaldraditidhg ih o wi n g
very public ways in an effort to monetize [1it
came bawrmh, d 6m doubtful that thatoés the primar

are to talk aboutfrican-Ameiican musical traditions.

B2Nat At | aw aWaysfougdrEtippiaii rhythm tricky. Sometimes 12/8 or something even more confusing

l ol . | 6d | ove ,t00 Deeembevi ddoc o@nzt Hnd4&Neplm,, AWonky |
Rhy t h mshitpd://www.youtube.com/watch?v=Pkt6bYev571&lc=UgzaNcivizOCmSEG08t4AaABA&pencer

Ge | |Yeucpuldinake a whole 3finutevi deo on Et hi opian music and its com
t he most beautifully strang,e0 shandmhgr mu6,icamr@dane l0:eC8
Neel vy, i Wonky Et hi opi an Bass
https://www.youtube.com/watch?v=Pkt6bYev571&lc=UgyV335ketamNB4scJR4AaABAg

8k a | a hldey &dam, I'nfian Ethiopian and I've been watching your channel for about am®ryaw, it's really
cool to see you do this. Thank yoé December 23 co@2®m@R2t 6é6én2beal yn, , AiWonky |
R h y t hhitgs://www.youtube.com/watchi2Pkt6bYev571&Ic=UqgyljaTrRTytRf63tbV4AaABAg

154 David BennettiHow The Beatles used IndidWlusic Theory 6 November 30, 2021, YouTl
https://youtu.be/y2GmTD9Q4iM

B5ErichHuffakeri Musi ¢ Theory, White Sap©Oemheyjulyasn®ZP¥obTubec an Dan
video, 3:13 3:44, https://youtu.be/[2ftoD2JGmY.
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https://www.youtube.com/watch?v=Pkt6bYev57I&lc=UgyljaTrRTytRf63tbV4AaABAg
https://youtu.be/y2GmTD9Q4iM
https://youtu.be/j2fhoD2JGmY

As for why Africans t hems el vaaguage YoeTule t ver
musicot heor et i c al spher e, a number of structur a
Internet penetration rate remains low at only 33021 °° compared to 93% in the United States
for the same yeadr’ Africa, too, is a continent made up of diverse nations, regions, and peoples,
and English literacy is not at all widespread. That matters: The simple fact that English, rather than
HindiorTel ugu, is the Iingua franca of the educat
Englishlanguage Hindustani and Carnatic musieeoretical scene. (For some perspective,
Pratibha Sarathywho goes by VoxGuran YouTube, has more subscribargltotal views than
8-bit Music Theory3}*®*Ther eds the | aw of numbers, too; | nd
low as a country, but the fact that that number is as high as 103% (!) in thé&>2feshich India
has many denselyopulated ones, goes hamdg | ove wi th the fact that
culture in that country®® These structures amplify all the habitus and hadigpsoducing
institutions that characterize the myriad fields of Indian sodiety are geared towards the
development of Western and indigenous cultural capital, in addition to digital capital, that may not
be as present across all African societies.

I 61 | now talk about t wo African mutkis cal c

Englishlanguage, Western musitieoretical discourse. The firstdéngsley Kayodedtoijamun

“jJane Munga, ATo Close Africads Digital Divide, Policy
International Peace, accessed Mafy 2023, https://carnegieendowment.org/2022/04/2@tmseafrica-s-digital-
divide-policy-mustaddresaisagegappub-86959

5% Al nternet/ Broadband Fact Sheet, o Pews M®B3search
https://www.pewresearch.org/internet/tatteet/internebroadband/

158 pratibha Sarathy/oxGuru, YouTube channel, accessed May 19, 2088s://www.youtube.com/@VoxGuru

B Al ndiads Roc-Weéei ngGr 6 wt le r nfHaks EcoBnish |atcesded 0May26, 2023,
https://lwww.economist.com/asia/2023/01/12/indliasketinginternetusergrowth-hasstalled

160 See the essays in the collected voluBriram Mohan and Aswin Punathambekar, e@#opal Digital Cultures:
Perspectives from South Agiann Arbor: University of Michigan Press, 2019).
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a Nigerianborn pianist, composer, and sdlfe s ¢ r i 4 & dnef fmwisif! @ dxpegdios t o
of selfidentified affiliation rather than of professiomakmbership, as far as | can tell) who goes
by Kinzopiano Music on YouTube. Kayode, a classically trained pianist and composer, mostly
uploads videos of his performances and gigs, but one of his videos stands out for its musico
theoretical contentand ckcbh ai t f or mat . Somewhat misleadingl
Musi c, 0 Kayode 0 gypesof stades, whack arentlassiied acsordixg to the number
of notes they contain (i.e., ditonic, tritonic, tetratonic, pentatonic, hexatonic, ataddmég); for
the tetratonic and heptatonic scales, he introduces a couple of viitants.

Sometimes, Kayode is careful in distinguishing which musical tradition a scale is applied;
for instance, for the ditonic scale offC, he c¢comment songsliranEkiti Stafesa us ed
state in Nigeria. However, Kayode would more often vaguely refer to a single, undifferentiated
African music. This papering over of regional differences that would ostensibly be important to
the traditional practitioners of thisusic, paired with the fact that Kayode uses Western nusico
theoretical terminology and concepts over native ones (when asked by a commenter to provide the
AAfrican nameso f or O0tJerto slmduistisally ultrained dydo s e e ms
translate théVestern terms into Yoruba as literally as possibiedells me that Kayode means
this content for a neAfrican, possibly even specifically Western, audience. Kayode even seems

to be guilty of what Anna Yu Wang has criticized as a shortcoming of discassi magamafi

181 Kingsley KayodeOtoijamun(@kinzopiano), Instagranhttps://www.instagram.com/kinzopiano/

162 Kinzopiano Music Kingsley KayodeOtoijamur], iiTop 6 Scales in African Music¥ouTube video, 13:06April
10, 2022 https://www.youtube.com/watch?v=zOJND2ENGzI

3K i nz opi armerpitati®n ofthe séales in Yoruba language: 1. Ditonic s¢alen meji, 2 Tritonic scale

- lwon meta, 3. Tetratonic scaléwon merin December 19, 2022, 12:.07a.m.p mment on fATop 6 Scal e
Music, o

https//www.youtube.com/watch?v=zOJND2ENGzI&lc=UgwVfhpTDUUDbs7 Q1Z4AaABAQ.9]XTc_LgEae9jo56

xgkmGG
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ragas theslendros c al e, or ot her racialized scaleso in
di scussion rarely moves beyond the scalesd s
understandi ng of dahces asddhe soeidiZied framesvorks arderlyng these
affordances®*So, adopting a habitus thatos normali zc¢
Kayode pitches his fAlet me iMto music theory
To the contrary, Alan Kupeta, who hosts the litteown YouTube channel Rhythm in
Africa (5,500 subscribs; about 330,000 total views), takes a much more conscientious approach,
being careful to name each musi cal traditiont
society ités found. Though most of uralhigorieshannel
of various African societies and instrumental lessons on how to play, e.g., the djembe, the
marimba, or the mbira, which do utilize music theory but for a pedagogical purpose, Kupeta has
released just one video that takes the topic of miliory as its primary focus precisely by
answering the question of whether Africans had music thé&¢should note here that Kupeta
is Black.) Kupeta proceeds by surveying the compatibility of various African musical traditions
and practices with mustbeory, which he seems to identify with consistent structures of rhythmic
and/or melodic patterning, the visualization of such structures, and the communication of technical
information such as keys, scales, and tuning.
Music theory is antithetical to ste of these traditions, Kupeta asserts, because of two

reasons: music theory was never seen as a necessity to musicmaking in Africa, and some African

%Yy Wang, fATeaching t,hde pGurla8urraaplh sCo7/mmi t ment s
165 See notel 30.

166 Rhythm in Africa,i Di d Af r i cans HaAfriean Musie HistoryTahdeGultugg ? Apri |, 29, 20
YouTube video, 9:0https://youtu.be/Jdys5aFA4
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musical practices are simply untheorizable. He cites a number of historical practices in the Xhosa
music tadition as impossible to theorize: Orenagwijg a deeply personal musicmaking
experience where a person would seclude themselves in solitude in the night, waiting for hours for
musical inspiration from the spiritual dimension to strike, at which pbeyt express themselves
in song, and others who happen to be in the area are welcome to join in by singing, but not dancing;
and two,umnggokolpin which boys would provoke flying beetles with thorns so they would start
buzzing, and the boys then put thbsetles into their mouths just as human and insect morph into
aliving instrument®’i Ther edés absolutely no structure to
music theory due o this, o Kupeta cl ai ms.

Kupeta then goes on to list several other jxastin order of the extent to which he sees
music theory as either present or pertinent to these practices. First, he talks about those practices
that he sees as fAvery abstracto but have some
by music heory. These include one from the Swazi, which he adduces to have structure because
thereds coordinated singing in a group; a hi st
and rhythmic patterns, which he notes was a widespread practice Aticadut was popularly
associated with the griots of West Africa; and a sacred male rite of passage associated with the
Venda and Tonga peoples in which they would have to recite a set of lessons. For the latter, they
would transmit these lessons, whigbre not written down, through chants that are rhythmically
patterned.

Kupeta contrasts these fAabstracto practi ce

gumboot dancing, which have specific and repetitive rhythms that can be visualized (or, &s he call

B¥For Kupetaods detailed expl anat ifighosa Masic Histdnye\Bican Musia ct i c e s,
History and Culture e.pQ76 J u | y YolTaibe vide0, 1:953:48, https://youtu.be/g20vCalcBV.Y

¥Rhyt hm in Africa, @dDid Afil#écans Have Music Theory?o,
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it, fAput é in a baro), so such inf dPHatheni on co
goes on to assert that communal musical practices must have required a music theory of some sort.
Kupeta brings up the Xhosahadi a large musical bownjikwé attached to an emptied calabash

(uselwa that acts as a resonator, much like the berimbaus used in capoeira, as the two instruments
share a sulSaharan African lineag® Striking the bowstringusingd with a grass stick allows

the instrumentalist tproduce one of two fundamental notes a tone apart depending on whether

the string is stopped, but the calabash resonator also amplifies the overtones of the fundamental
notes, and one could influence the timbre ofitthadiby moving the instrument closer further

away from onedbds body. Because the fourth par
fundamental) is so prominent with tliadi which means that the fourth partial of the closed
fundamental is raised scale degree four in comparisthnéeotopen fundament al 6s
those instrumentalists and singers who make music in an ensemble wiltathare locked into

the Lydian modé’*Kupetagoes on to clarify that ités not t
of what they were doing as a compositional decision to use the Lydian mode, but that these
practices are difficult to explain without invoking music theory. Lastly, Kupeta bringsuphiina

dzavadzimy whi ch trans| ambirasf ttohée¢ han die hteorgy &Zaitn t he
Kupeta argues, based on the complexity of the instrument, thathiihe dzavadzimmust have

had a number of different layouts as the instrument edobxer the centuries. He notes that,

¥WRhythm in Africa, @ADid #&Z2d#dcans Have Music Theory?o,
170 Eric A. Galm,The Berimbau: Soul of Brazilian Musidniversity Press of Mississippi, 201@® 12.

1 Kupeta elaborates on thihadii n t wo vi deos; see bwtoFaynthe UnadiATutorialc ads v i
#1) | African Instrumenitutorid for Beginners 6 May 4, 2021, hips:ldyduutbarvUgikddevk, 5: 45,
andfSecrets of the Ancient Uhadi (Tutorial #2p J a n u a rYpuTubé video2 32 2ps://youtu.be/RtMaxdF

iFOl.

172 paul Berliner,The Art of Mbira: Musical Inheritance and Lega(yhicago: University of Chicago Press, 2020)
530.
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currently, the most favored layout is based omygmaropauning, and there must have been a
method for communicating this complicated layout between various makers ohkina

B R/Ais calle

dzacadzimu A That met haodngfo demmbrsiea avte s
To be clear, Kupeta is using fAmusic theory:

use of Western music theory to explain certain African musical practices; the second is an assertion

(butnotnecessr i |y a demonstration) that African musi

music theory to communicate musical structure. However, both uses of the term highlight the

contexts and concepts that are valued in Western music theory: that is, thessmmsof

anal ytical and compositional i nformation abou

sociocultural context. To be sure, Kupeta is well aware of these contexts, as his discussion of

musi cal practices wi t htrikingthat tmasesare @lsotthle very exaniples h o w,

which he deems to be incompatible with music theory. We might even disagree with him on those

counts. For instance, the Western church modal system was adapted from the Eastern Orthodox

oktoechosystem arounthe turn of the ninth century partially so that Roman chant could be more

easily transmitted throughout the Carolingian empitéwonder if there might be some kinship

between this medieval classificatory impulse and the use of rhythmic patterningnesnamc

aid in the Vendasdé6 and Tongasé recitations. P

music theory in, say, th@magwijq after all, the second half of this dissertation is devoted to the

theorizing of a class of musical experienchsatt coul dnoét be further

contemplation of music. For all his expertise

counts as music theory, or what counts as mttbieoretical, is still shaped by the hegemony of

3Rhythmin Africa, @A Di d Africans Haiv:g2 Music Theory?o0, 7:06

"David Cohen, fANotes, Scal es, dmedcanoaddesHsstory of Westera MBiar | i er
Theory ed. Thomas Christensen (Cambridge: Cambridge University Press, 30853.

248



Westernmusiceh e or et i cal di scourse, both as itds pop!

eventheni t 6s unfortunate that Kupetads content ha

3.3 Conclusion
LetGs conclude. | began thehapterby reintroducing the problematic issues of es@ntation of
marginalized and minoritarian creators in the YouTube mttbieoretical sphere. | identified
these issues as stemming not so much from lack of access, but from being crowded out from
meaningful representation. Having identified some of thectural sociocultural, sociopolitical,
and economic factors that disadvantage marginalized creators in this space, factors that are hidden
behind the Afalse veil of the technological i
by asserting algrithmic neutrality!™l t hen | ooked at how we might
field theory to conceptualize the space of YouTube music theory. Weaving together an analytical
framework from Bourdieuds c dlusio,éghdwsl hawfeact af e | d
these concepts gave us a piece of the picture of the uneven playing field in which marginalized
content creators carve out a position for themselves. Through the four case studies that followed
this theorization, | demonstrated that margiedi content creators utilized a bevy of strategies
were able to better position themselves in the field, albeit to varying levels of success. Even so, as
my in-depth discussion of their musitioeoretical content shows, these content creators are still
bound by the rules of the gamand so they are often pressured to present a conception of music
theory thatos i n YTMimexpests.t h what the field of
Over the course of the three chapters dedicated to YTMTI 6 ve made t he

YouTube is a lively and important space for music theorizamth its own strengths and

175 Martin, filAlgorithmic Bias and Corporate Responsibility
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weaknesseOur students certainly seem to listen to these YouTubers as much as us, if not more
than, and ités in our own intetest af whbadtémi
in the digital sphere. While the reportage, theorization, and close reading of this space have taken
up most of the real estate in these two chapters, | see my decision to foreground this space along
with its strengths and weaknessas an opportunity to kickstart some strategic intervention.
Confining our discussions about this space to the academy will simply not do, as that falls back on
what Tamara Levitz has criticized as Hhiendde f al s
elite wildl ultimately trickle doWh and create
What can we doto strategically intervene? One route is to go downaieeachpath

ourselves whether that be through writirfgr mainstream digital media outlefsarticipating in

Reddit, blogging, and, of course, creating our own YouTube vitldass Wi | | i am OO0 Har a
Amusi col ogists and theorists are €é in a uniaqu
argumet ati ve rigor, and theoretical sophisticat

opportunity, for scholars to presé@fThatwonl@i r ow
also involve reorienting what we would evaluate as substantial sshiplan this field, as such

endeavors are no less timmensuming than the traditional academic grind of publishing-peer

Levitz, AThe MdUmsicological Elite, o

""Al yssa Barna, AMusic Theory aifhe OxfbadiHarglliookeoaPublidDMugid t al J
Theory ed. J. Daniel Jenkins (Oxford University Press, 2022), 1i 15,
https://doi.org/10.1093/oxfordhb/9780197551554.013.8 1 i anne Gr as s o, ALi ke, Comment
Music Theory as Ppapenpreserited attthe Annual@Aeétinguof thee,Saciety for Music Theory,
Columbus, OH, Novembe2019 L avengood a nridusibtheorgs el | | a md sOdHAtMac!l &,
Theory and the Epistemology of the Internet; or, Analyzing Music Under the New Thickpi R e Analitica:, 0
Rivistaonlinedi studi musicali10 (August 2018)1i22,Nat e Sl oan, f#ALi stening Together:
T h e o r Yhe Oxford tHandbook of Public Music Theoed. J. Daniel Jenkins (Oxford University Press, 2021), 1

10, https://doi.org/10.1093/oxfordhb/9780197551554.01B.4 i gh VanHandel , ABl ogging as
in The Oxford Handbook of Public Musitheory ed. J. Daniel Jenkins (Oxford University Press, 2022)0,
https://doi.org/10.1093/0xfordhb/9780197551554.013.28

06 Hara, AMasdct AideBpiyst emol ogy of the Internet,o 17.
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reviewed articles. While that might be viable path on certain platbboimé m t hi nki ng of
journalism in particula | have mydoubts as to whether thisthe case fothe YouTube sphere.
For one, starting a channel that could hope to compete in the big leagues in terms of production
value requires a substantial amount offigmt investnent (in the form of video editing software,
recording equipment, and the 1|ike). Al so, ge
sustainingamount to nothig less than a fultime joh It seemsimpossible to balance this
responsibility with our employménduties when so many of us in academia are already
overworked and underpaid.

More fruitful, | think, is identifying sympathetic YouTubers and collaborating with them;

those taking on the roles of the citizen th&toand the gadfly are perhaps those most receptive to

the metatheoretical i ssues t hat concern us as
Phi l Ewel | and 12toneds coll aborations with Jt
chapter] t 6s great, for example, that Neely was al

the issues of race and white supremacy surrounding Western music theory. If we find ourselves
disagreeing with Neely about the nuances behind these issues, til@nsgslto reach out to him
and offer a follow up.

The thing is whenever a YouTuber of Neel yds st at
gains hundreds of thousands of Music@heay Onmling hi n
openaccessarticle hasdeen cited abouinly 300 timesaccordingto Google'’® Now, views and
citations arendét directly comparabl e, but | ¢
sheer chasm in the magnitude of immediate reach that Mamr$ have in comparison to us.

Instead of trying to build up a viewer base of our own, it seems more sensible to speak to an

WEwell, AMusic Theory .aond the White Racial Fr ame
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audience thatos already there, especially if
space for musical theorizing. Fgood reason, too: We ought to remember that universities are
supposed to provide an intellectual communal
merging of the two spheres may be less desirable than productive and resporskitecae
and cooperation Still, there remains the question of fair compensation. The argument could be
made, after all, that these YouTubers have been profitindgp@ftbacks of original research being
done in the academy. While manyolfTubers give the authors of this research their due
recognition, the fact that their adaptations of this research are monetized opens up an ethical gray
arearegardless of their legality

So much for YouTube and cybernetic space and communities. The next half of this
dissertation might be an abrupt gear shift, but the virtual space engendered by our dreamlike
experiences is no less rich in terms of the eight principles that | set outimtriduction. To
repeat, the four primary principles are that virtual spacesmtgodied cultural, social and
political, whereas the four secondary ones state that virtual spacésaresive instrumental
experientia] andgenerative To circumventthe pitfall of metaphorizing space, | argued that we

must take both the adjective and the noun in the term virtual space seriously, and so our analytical

and theoretical approaches to viimnmetsigityand paces

relationality. | t 6 s t hese recurring c¢onceptogetherthegaen d t

superficially disparate phenomena
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Chapter 4

Dream as Virtual Space

My turn to dreams at this junctur e medpand o me a
platformsthat are chiefly experienceduring standard waking consciousngssd immersing

ourselves in these demands some effort on our palike a video game or a film, however,

dreams occur to us unprompted arfdr the most pa& without theovert mediation of technique

or technology. But dreams lend themselves equally well to being analyzed conceptually from the
standpoint of wvirtwuality, and the fact that t
adds a new dimension to thesdlissiort. Although all altered states of consciousness imply a

virtuality that 0% fosipstance, arlder hypribsist oar parceptual Xigldeis t

1The term fdaltered state of ¢ ® as sl@ dream esearcharsuch as Jenaiferi o u s |
Windtd use it to refer to states of consciousnath®r than the standard waking state. | think of dreams as conscious
experiences, and my characterization of dreams | argel)
(ISTH) model. | also hold that we can, in good faith, take dream reportstheddiscursiveracticesas behavioral

evidence for the phenomenology of dreams. That said, there has yet to be a consensus on the definition of dreams, let
alone its ontology and phenomenology. While some take dreaming to encompass any mentabeatinityg in

sleep, others favor restricting the term to paradigmaticniatet rapideye movement (REM) sleep drearhprefer

an understanding of dreaming as encompassing a broad spectrum of experiences that happen in sleahamesieep

states (sch as anesthesia), especially since newer research has shown that local changes in sleep depth are far more
relevant to sleep experience than the sleep stage itself. As for whether dreams are experiences, the philosopher Norman
Malcolm is the only Westerthinker in the past few decades to have gained considerable traction mounting a sustained
argument against dreams as experiences. He sees a conceptual contradiction in beiagdagiaspious; claiming

that the concept of dreaming is derived from dgstrii ons of dreams made upon awaking
verify if these experiences actually occurred during sleep. Most would now reject his position as untenable on both
empirical and philosophical grounds. For a brief introduction to the ISTHemeded e nni f er M. Wi ndt ,
| mmer sive Spatiotemporal HRhenbroeaadlogyamndithe CogiitivedSei¢riesof2 Dr e a mi
(June 201Q)295 316. For an example of how this multiplicity of definitions for dreams and dreaming might be

classfied, seeJ a me s F. Pagel et al ., iDefinitions of Dream: A
Studi es ©®reambglg, aand (Becember 2001)95 202 For research on the connections between local
changes in sleep depth and changes in sleep experienéersaencesca Si cl ar i and Giulio T

Sl eep and \Warkeet Opirion ia dleuroliologg4 (June 201)7 222 27; andThomas Andillon et al.,

ifbDoes the Mind Wander When the Brain Takes a Br-eak? Lo
Wa n d e rFrontigrs ia Neuroscienc&3 (September 2019)i 10, https://doi.@g/10.3389/fnins.2019.0094&or

more on Malcol més Aabgeaminng aeThe fhikosophicdl Reviedbypool January

1956) and his boolbreaming(London: RoutledgandKegan Paul, 1959).
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reorgani zed, l eading to fdan mex taésgeamioghdsoa con:
number of special properties that attracts me to it. For one, unlike pathological states, such as
schizophrenia, or states induced by the use of substances or specialized techniques (like hypnosis),
we as humans seem to have the capacity to dream as @ssppeciing exceptional cases such as
those whodéve had f oc al-Wibrand syndrome). jFarranother, thei . e . ,
immersion that dreaming affords is perhaps more totalizing than any other altered state of
consciousness.

Still, the general mtbodology that | use here is applicable to any altered state of
consciousness. That is, | first consider a given altered state of conscidusnésis case,
dreamin@ in terms of the virtuality it engenders on three fronts: virtuality as immersion in a
simulated environment, virtuality as potentiality, and virtuality as encodement in communicative
media. Each of these fronts is suffused, to varying extents, by neuroscientific, philosophical,
phenomenological, cultural, and sociological accounts. Having danel synthesize the
phenomenological implications for musical experience that my exploration of an altered state of
consciousnessod virtuality has uncovered with
altered state of consciousness. Tkati i n t he case of dreaming, we
talking about whether a piece of music resembles or represents dreaming, or if we ourselves are
dreaming of music. We can go further and ask what it means to think that someone with whom

w e 6 r ensibty snteracting in a musical performaéce he per f or mer s, our |

rn

ones performing, our fellow concegber® is dreaming. In this way, what | hope to accomplish

here i1is similar in spirit t o Dée Histendrs: NBusic k er 6 s

2F. J. Woodard, AHypn®eirseandalP dma wa @lioidldgygholag§i2, no. 2
(March 1996)217.
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Emotions, and Trancingin that | aim to describe the implications that an altered state of
consciousness has for musical experiereeen so, her primary focus is on firsthand accounts of
music while one is in an altered state ofsmausness, my analytical framework accommodates a
much broader range of perspectives.

To be sure, a subjectbdés positionality wit
suggests by itself a kind of virtual spatiality of its @vput another way, areenexperiencing the
phenomenon from within, having given ourselves over to it, or are we looking in on the outside?
Spatiality itself, however, is an intrinsic component to the experience of dreaming. Just as we
might find the juxtaposition of unlikely eleants in dream objects and characters, we might find
ourselves in defamiliarized spaces, popul ated
the same space in the real world. Moreover, we frequently navigate dream spaces in ways that
contradictour lived experience in the physical world. Spaces that are distantly related or even
incompatible are somehow brought together, and we effortlessly recalibrate our body to new
environments and techniques in our dreams (How is it that | can float in @maypsPeNhy am |
running so slowly?},even if we realize the absurdity of such situations when we wake up or if we

are struck with a flash of lucidity in our sleep.

3 Judith BeckerDeep Listeners: Music, Emotion, and Tranc{igdiana University Press, 2004).

4 SeeMarcel Mauseé classic exposition of thetermimTec hni qu e s Eoochomy énd SoBednp., 10
(February 1973)70i 88.

SLucid dreaming refers to instances when a dreamer becc
studies on the phenomenorggest that lucidity occurs within REM sleep (and, as it was later ascertained, within non

REM sleep, too), a series of studies led by Ursula Voss contradicts thisimptéferingevidence that lucid dreaming

is a hybrid stateombiningsalient charactéstics of REM sleep and wakefulness. For lucid dreaming and REM sleep,
seeStephen LaBergd,ucid Dreaming(New York: Ballantine Books, 1985as for lucid dreaming and ndREM

sleep, se® . C. Cicogna and M. B o s i n eCohsgousnelsGaadnCognitiodOyuronle ss dur
(March 2001) 26i 41. As for hybrid models of lucid dreaming,sde sul a Voss and All an Hobson
of-theArt on Lucid Dreaming? Recent Adv a@pereMiNDaRhitbsofhy est i on
and the Mind Sciences in the 21st Centwgl. 2, 2 vols. (Cambridge, MA: MIT Press, 2016), 1689 andUrsula

Voss et al ., ALucid Dreaming: A State o0ofLuConms Direwam exgs
Sleep32, no. 9 (September 2009)1911 1200

255



|l 6m getting ahead of myself. All ow me to f
three fronts | outlined above. Most would agree that dreams are overwhelmingly immersive: We
are transported into a virtual world that is somewhat open to environmental and bodily stimuli
without betrayi ng °tAb we dseam, mel Ibcatéusselvesxspatiatlynaad i t y .
temporally within a hallucinatory environment partially generated in response to vestibular
sensations and modulated by altered -dody perception; this spatiotemporal immersion is
expressed in a wide spectrum of bodily experisncehich range from phenomenal
indeterminancy and phenomenal disembodiment (the experience of lacking a body) to weak and
strong forms of phenomenal embodiment, with weak phenomenal embodiment, in which only a
small subset of the sensations found in wakiodily experience is experienced, often without full
integration (e.g., dream limbs), being the most common. Also, dreams typically have a social
flavor despite their private experiential natdnd one occasionally experiences certain intense
emotionssuch as euphoria or fear while dreaming. These characteristics have led some to view
dreams as an archetypal example of the concept of virtual reality. For instance, the neuroscientist
J. Allan Hobson speculates that, on account of the innate activétibe forebrain in rapigtye
movement (REM) sleep, even in the absence of external input, this sleep state might be thought of
as a Aprotoconsciouso state in which the brai

means of an Aynmanerai ot o alldsvadhaaaibneafures aed bbgins t h .

5SeeJenni fer M. Wi ndt , AiPredictive Brains, Dreaming Sel
Movement Can Inform a Theory of Setind WorldSi mu | at i o nSynthesdDb5, o abridsine 20182582
94.

7 One study has found mentiari social imagery in over nineyi ve percent of adultsd dr e:
greater chance of social interactions being reported in those dream reports than in randomly timed reports of waking
experiencesPat ri ck McNamara gtedl wjithAndlAkhggrlesamndeHver sus F
and NorRRE M D r ePayoi®lpgical Sciencs, no. 2 (February 2005)30 36.

8. Al l an Hobson, AREM Sl eep and Dr eami MNagure Réviewsar ds a
Neurosciencé0, no. 11 (November 2009908. See alsd. AllanHobsonand érlJ.Fr i st on, #AWaking and
Consciousness: Neurobiological and Functiéghal n s i d e Pragtessinmasurobiolog98, no. 1 (July 201282
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organi zing subjective experiences into narra
experienced as dreams during REM slééjkewise, the Finnish philosopher Antti Revonsuo
argueshat, as offline simulations of waking experiences, dreams have an evolutionary purpose in

that they provide a safe space for the rehearsal of threatening sitd&fmsnsuo and others

have subsequently suggest ed ¢rhightsendrthe elmearsalg 6 s s
of more general faculties, such as social or emotional’dnes.

Coming from the perspective of the field of virtual reality research, on the other hand,
Henry J. Moller and Joseph Barbera contend fhdt,r o m an e v cettivetdieamingr y pe
can be understood as the most archetypal form of virtual re&iffhey go on to claim that
dr e ami n gregamea gs amaural experiment in preseriitke @old standardby which
other immersive environments may be compaféd\s a result of us spatiotemporally locating

ourselves within our dreams, dreaming exceeds the immersion typically afforded by, say, reading

98; andJ. Allan Hobson, Charles & . Hong, and Kar |l J. Friston, AVirtual
Dr e a mFrongersan Psycholog$ (October 2014)1i 18, https://doi.org/10.3389/fpsyg.2014.01133

*Hobson, AREM Sleep and Dreaming, o 804.

0 SeeAnttiRevonsu6 s afifThel Rei nterpretation of Dr eh@afosction dn Ev ol
Dr e a miThe Behavioral and Brain Science3, no. 6 (December 200@77 901; and his booknner Presence:
Consciousness as a Biological Phenomef@ambridge, M\: MIT Press, 2006) Revonsuods position
consciousnessitse,s At he brainds best guess as to what is out t
dreams, hallucinations, and other-called altered states of consciousness are differentiated from waking
consciousness by the extent that the phenomeqadrience is dissociated from external stimuli. ARgivonsuo,

Foundations of Consciousngé®ndon: Routledge, 2018)02and D0. See also hisarticfeCons ci ousness, DI
and Vi rt u @hilosphical Psycholeg§, nad 1 (January 199535i 58.

“Tore A. Ni el sen a#dld aAimmad i @e rNmaihnt mafr Rc Behavioral anD Braif unct i o
Science®3, no. 6 (December 2000): 9788, An t t i Revonsuo, Jarno Tuominen, and
Machine: DreamingasarBu | at i on of S3peniMIND: PRlesaphy andythe Mind Stiences in the 21st

Century vol. 2, 2 vols. (Cambridge, MA: MIT Press, 2016), 108822.

Henry J. Moller and Joseph Barbera, iidadommuoidatiorets ence, C
Presence: Cognition, Emotions, and Culture towards the Ultimate Communicative ExpegignGéuseppe Riva et
al. (Amsterdam: I0OS Press, 20088.

BMol | er and Barber a, fiMedi a Presence, Consciousness, al
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a novel, watching a film, or even playing a video game. This spatiotemporal immersion takes
precedence owmeerScogmoi preei sely because we r a
while dreaming’* even where we do, as in the case of lucid dreaming, the dreams actually become
more vivid, not less sb.The point is that dreaming and immersive virtual reality technology are

two sides of the same coin, for both transpor
body as medium. Whereasir immersion ina presentedvirtual reality comes aboufrom the
bodybés response t o dreamvbrid bsalfisaniidctad by the bodas wei t he
dream**My di scussion of dreamingds i mmersion wil
immersion, but also the social quality of dreams.

The concept oWirtuality, as applied to dreaming, is productive in yet another sense:
potentiality. Our dreaming selves have the unmatched facility to spin up virtual worlds that are at
once familiar yet novel. Seemingly incongruous elements are juxtaposed with engetlots
reflecting how we are neurophysiologically primed to make -olovious, probabilistic

associations during REM sleépAlso, because our cognitive capacities of selective attention,

“The ter m ifincnoegrnsiita nvoe Janmifer Wi Windt, Bfemaming: A Conceptual Framework for
Philosophy of Mind and Empirical Resear@ambridge, MA: MIT Press, 2015561 64.

5 That an increase in dream vividness accompanies the onset of lucidity seems to betldmyrieeodream reports

in the literature on lucid dreaming. For example, kaBerge,Lucid Dreaming Stephen LaBerge and Howard
Rheingold, eds.Exploring the World of Lucid DreamingNew York: Ballantine Books, 1990andJanice Brooks

and Jay A. Vogelsay, Conscious Exploration of Dreaming: Discovering How We Create and Control Our Dreams
(Bloomington, IN: 1st Books Library, 2000).

16 For a discussion on how immersive virtual reality and dreaming might be thought of as mirror images of each other,
see Wirdt, Dreaming 581 91.

17While the potential for communicating with dreamers as theyndremains very limitedeven when they are lucid
(e.g.,whenthe dreamers able to signal informatohy means of eye movemeweéesd, oft har
REM-like state of mind when someone is awakened from REM sleep. One study has shown that participants in this
Afcaovegr o state made more remote associations in a sema
fully awake (for example, favoringword pair like crimégun over hdtcold); seeRober t Sti ckgol d et

I nduced Changes i nJovnslofdCognitive Neurescidiégdmmo.r2 yMach 19991182 93. See

alsobDeni se J. Cai et al., AREM, Not I ncubat i dProceedingspr oves
of the National Academy of Sciend€$, no. 25 (June 20090130 34; andMurray M. Barsky, Matthew A. Tucker,
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selfreflection, and shoiterm memory are all dampened aswenrea we experi ence a
of presenceo so expansive that i t8 Thibhacter e s o1
consequence that objects, characters, and the dream world itself may transform abruptly without a
word of protest at the discontinuities from our suppressed ratiohafiy Gilles Deleuze puts it,
When the sleeper is given over to the attuminous sensation of a green surface broken
by white patches, the dreamer who lives in the sleeper may evoke the image of a meadow
dotted with flowers, but this image is only actualized by already becoming the image of a
billiard table furnished withdlls, which in turn does not become actual without becoming
something else. These are not metaphors, but a becoming which can by right continue to
infinity.2°
| think itbés fair to cite REM dreams ass,a par:
dreaming and dreamlike states provide a fertile virtual ground (virtual both in the Deleuzian sense
and as in virtual reality). An individual 6s
unpredictable ways; these elements may take the formnudthong concrete, such as a work of
art, or even an(other) Ideas the story goes, the ring structure of the organic chemical compound

benzene, a natural constituent of crude oil, came to August Kekulé in a dream of the ouroboros,

the ancient symbol of éhserpent eating its own tdilreaming differs from conscious imagination

and Robert St i c khgareément of RrebBNilistiSClassHipatiok Learning Is Sensitive to Subsequent
I nt er f NMeurebblogy of bearning and Memot22 (July 2015)65 68.

8 Wwindt, Dreaming 5444 6. fAWi ndow &ér maresghmiclt@asdsher Thomds Met zir
temporal frame of reference that has been defas¢ldepresend ; T h 0 ma s Beihg NazGnen ghe $ellodel

Theory of SubjectivityCambridge, MA: MIT Press, 200329. For further discussion of the window metaphor as

applied to our experience time, seeMariusz Kozak Enacting Musical Time: The Bodily Experience of New Music

Oxford Studies in Music Theory (New York: Oxford University Press, 20205 47.

19 The lateral prefontal cortex tends to be inactive while we dréa resultthe att@dant reduction in working

memory capacity means oability to reflect onthe immediate past may lihibited which leads to our uncritical

acceptance of discontinuities while in that st&#dward F. Pac&c hot t |, ADr ealneilnigi ngs Ians$t ot
Frontiers in Psychology (April 2013),https://doi.org/10.3389/fpsyq.2013.00139T hat sai d, therebds a
to the transformationsine studydemonstratethat there are associational constraints in the transformations, such that
characters do not typically transform into objects and vice vengathia D. Rittenhouse, Robert Stickgold, and J.

Al | an Hobson, AfConstraintararct ehe, TObpnet bs matainan Seftt C
Consciousness and CognitiBnno. 1 (March 19941100 113.

20 Gilles DeleuzeCinema 2: The Timémage trans. Hugh Tomlinson and Robert Galeta (Minneapolis: University of
Minnesota, 1989)57.
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(but, crucially, not daydreaming/minganderingj*in one crucial phenomenological aspect in that
werarelyevefeelas i f we have cont r?2assuochydesas ame tharoughly e a ms 6
rhizomatic, to use a Deleuzian metaphBaceChr i sti an Ker sl ake, I d c
BergsoniahDel euzi an reading of dreams as fia passiyvV
our passive spectating of dreams and our immediasediation from our dreams upon wakfig.

We may forget most of our dreams, but we can always choose to remember ouddi@ams
actualizethe@by recording them, pondering them, and
invoke psychoanalysis, whose poteritig)l oppr essi ve or fAreterritoriae
of Deleuzebds (and his occasional writing part
in, for exampleAnti-Oedipuso r t he essay fATo Ha*lednDotnhei nwkiitnhg Jr
of Del euzeds concept of the ApoweCisema2 Thehe f a

Timelmage®®Homay King, who thinks the concept bett

21 Some swch asFabian Dorschdistinguish daydreaming from minslandering in that daydreaming is supposedly
characterized by volitional controFabian Dorschii Focused Day dr eVéami dnegr Remieywdod Mi n d
Philosophy and Psycholod, no. 4 (December 2015§91i 813 | take the position, shared by most researchers of
mind-wandering, that daydreaming and miwendering refer to the same phenomenon. See3tote

22The issuef control is a thorny one. Historicallyyesternphilosopters haveviewed perception and imagination as
dichotomous, the idea being that perception is passive and imagirsatotive, but gch a view is problematic in

light of enactivist or embodied gaition theoriesFurthermore, een if we grant that imagination is something we

have absolute control over, ités hard to square that
unconscious, ado evenColin McGinn and Jonathan Ichikawa, twof t he most vocal defender s
i maginati ono wdeghdiscudsion, seaWimipeanaing 26a 66.

23 Christian KerslakeDeleuze and the Unconscio{tsondon: Continuum, 2007177 78.

24 Gilles Deleuze and Félix Guattadynti-Oedipus: Capitalism and Schizophrenilinneapolis: University of

Minnesota Press, 198311138;Gi | | es Del euze, i To HabBssysCaticakandaGlinichl J ud g e |
(Minneapolis: University of Minnesotar®ss, 1997)126 35. With regard to psychoanalysis, Deleuze and Guattari

use fAreterritorializationd to mean how the significanc
regime. In contrast, Del eulzee haenadr tGuaaft tdarre a nasimeaaitinesnh seedl gvee st
function as i ndi ¢ &sti-Oedfpusdls.BexalsoAinrta BawellPéleuze,dAltered States and Film

(Edinburgh: Edinburgh University Press, 2002} 22.

%1 tds no coi reaze dpeakscod BetgsomidiimicDiedr e anmages, 0 gl ossed as fdan
movement of worl d r e pDelauze€memacddiorand33d. i n t hat book.
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encapsul ates it as nAt he c agwauatofprgexistiomg mhteriblsin c at e
t he whtrhladto;i s, these fApreexisting materials in
on. As a matter of fact, we acknowledge the generative potential of dreams whenever we use the
word dream to speak of pideals, goals, ambitions, and aspiratiéhs.

Since dreaming is a private experience, its intersubjective validity arises from behavioral
evidence such as dream reporting. The final aspect of virtuality | touch on relates to how dreaming
isnecessarilyaul t ur al phenomenon mol ded by technique
of each. As for technique, the content of our dreams is influenced by how we remember,
communicate, and conceptualize our dre&hass for technology, note how shifts in thes on
dream color coincided first with the advent of blasidwhite television and then the transition
to color television. In the 1950s, a dominant view among both dream researchers and the general
public of the United States was that people dreamedlynaiblack and white. Eric Schwitzgebel
lays out a couple of possibilities: first, that the ubiquity of blackwhite media was so
pronounced that it had a profound effect on how people dreamed, a scenario which he personally
considers unlikely; and send, that what had changed was how dreams were reported or
conceived, so people couldbve been mostly dr ec:

or dreams could even be indeterminate with respectto®dlot. 6s pr eci sely becau

26 Homay King,Virtual Memory: TimeBased Art and the Dream of Digitali@urham, NC: Duke Uiversity Press,
2015) 125.

2" This sense became prevalent around the turn of the nineteenth and the twentieth centuries, although it has been used
in connection with a nationds aspiration or ambition (
mid-eighteenth centy. Oxford English Dictionary Onlines.v.fi Dr e a m, n . AccessaddMayA26, 2023 0
http://www.oed.com/view/Entry/57600

28]an Hacking argues that dreams conform to the drgames and genres of dreararration of the dayan Hacking,
i Dr e ams The JoBrhahof Aesthietics and Art Critici&®, no. 3 Summer2001): 245 60.

PEricSchwitzgebel, fAWhy Did We Thi rSkudiedm Hiftoryeand®hildsoghyiof B1 a ¢ k
Science Part 83, no. 4 Decembef002) 649 60.
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so intertwined with dream reporting that a question like color in dreams requires some faith in the
trustworthiness and transparency of dream reports even in the mostesigihed of empirical
investigations?

Of course, when we talk about dreaming, we rarely do so in the context of carefully
controlled experiments with ideal reporting conditions. For example, the stereotype about dreams
being consistently bizarre in content and disconnected from the waking selflsrnetout by
empirical evidence, which suggests that most dreams are about personal concerns and
interpersonal relationshig$( To t he extent that dreams consi st
found in the unusual juxtaposition of familiar elementst he conf usi on of dr
identities, and our nonchalant acceptance of discontinuities while dreafhPerhaps because
itdéds the outlandish dreams we find significan
and is in turn reinforak by how dreams are talked about or artistically portrdyddthe thing is,
as we can only imagine what itdéds | i ke to dre
descriptions as plausible. The consequence is that the concept of dreaming itself islynherent

virtual, because, insomuch as we can contemplate our dreams during waking consciousness, they

30 See WindtDreaming 127 33 and 1586 5 . As she observes, itrustiuning dr eam
evidence, for instance, about neural activation patterns during REM sleep, into evidenairedooirgin the first
pl a ®reaming 162.

31 This finding, supported by several lotgrm studies of dream reports, is the basis for the aol | etitiuityi ¢ o n

hypothesisodo of dreams, which takes this statistical fi
that dreams firefl ecto or Ai &iofaa, theyraely dooSd Wiliammamhgff, d ay t i me
AThe ilomnv acsf the Concept Snatcher s: The Origins, Di sto

Dreaming27, no. 1 March2017Y) 14i 39.

32 This last point is also true of minslandering: In fact, one study has found more discontinuities in drifting gakin
thought than in a large sample of REM dream repd&ttgh Reinsel, John S. Antrobus, and Miriam Wollman,
ABi zarreness i n Dr eams$he Haurdpsywaldgy of Sleep and tDeeamiHiisuialej MJ:
Lawrence Erlbaum Associates, 199257 83.

33 Even dream researchers are wont to do AssBill Domhoff points out, inaccurate stereotypes about dream content

underlie activatiors y nt hesi s theorists®d woTh& Energencedaf ®raamingt ¢Mind See hi
Wandering, Embodied Simulation, and the Default Netydew York City: Oxford University Press, 2017)
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are inevitably bound up with some medium, such as language, film, or music, that distances us
from the experience of dreaming proper, accessible only dumeg.sin other words, because
dreamingisaculturalme ani ngf ul concept thatds porous andc
boundaries. Modern empirical studies help to clarify the mechanisms underlying the varied
experiences that are claimed to beains or dreamlike, but they should not be used to exclude or

to dismiss historical descriptions of dreathdn fact, empirical studies may even reveal
connections between two seemingly disparate concepts that a culture deems phenomenologically
similar. Tke the example of daydreaming, which is evidently connected to dreaming in our
language®( We often say fAdreamd when we mean fddayd
may seem as if the condition of sleep ought to cleave the two apart, recent studisadgested

that neurophysiological commonalities (specifically inthesal | ed Adef ault net w
dreaming and waking mingbandering?® some researchers even make the case that the former is

an intensified form of the lattéf.

34 Hacking argues that, though many classical scholars clairittiahighly stylized character of significant dre@ms
workagai nst their plausi bi |l i tngtroubls imhgininge r carl e sachiedagantprthep or t s
extent that he has trained himself to dream in a similar #eanc ki n g, AiDred®Ms in Place, 0 24

35 This is also true of Frenchréveréverie), German Traum/Tagtrauy and Polish rharzené senne/marzeai
dziennég.

%6JessicaR.Andrewdanna, Jonathan Small wood, and R. -Seneriteln Spr er
Thought : Component Processes, D yAnralsnof the New iYdrkr Acddemy afnd  CI i
Scienced 316 (May 2014)2952,G. Wi Il |l i am Domhof f, AThe Neur al Substrat
t he Def aul Consdieusness arkl Togoiti@®, no. 4 (December 2011): 1163, Kieran Fox et al.,
ADreaming as Mind Wandering: Eviden®Per $oomCé&onneni omRal
Frontiers in Human Neuroscien@e(July 2013)1i 18, https://doi.org/10.3389/fnhum.2013.004 Edward F. Pace

Schott, AThe Front al The dldweSsieneae nofl DreBmirgg:aVfolumegl, Biological Aspects
(Westport, CT: Praeger Publishers, 2QQ7)554, Er i n Wams | ey, ADreaming, Waking C
the Resting Brain: Report of Subjective Hrompiersinence as

Psychology4 (September2013): 1i 7, https://doi.org/10.3389/fpsyq.2013.00637 Kal i na Chri st of f et
Wandering as Spontaneous TNawne Bdviews NeurofRRignhéann.ilt (Ndvenmdene wo r Kk ,
2016} 718 31

G. Wi I | i am &mwingls arf lfitgnsifi6d0-ore of MiAd/andering, Based in an Augmented Portion of
t he Def aul t Thh ©xfoud Hakdbaok af Spontaneous Thought: Mirahdering, Creativity, and
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To recapitulatemy understanding of dreams is informed by virtuality in three ways: first,
dreams are a spatiotemporally and socially immersive experience, typically with weak phenomenal
embodiment, in a virtual world distinct from waking consciousness; second, drebasng
generative potential that is largely unpredictable; and last, there exists an inherent tension between
our virtual records of dreaming and the actual experience of dreaming itself, sducteaves
only the barest of imprints on waking consciousrse$ t er .i t 6s over

How might this understanding of dreams be applied to music? | eschew thteodeédn
path of exploring the genesis of certain compositions in dréainstead, | develop a suite of
conceptual tools allied to this understanding of dreaming, as informed by the concept of virtuality,
so as to describe a broad range of our encounters with music and the resulting experiences. Some
of these involve actual itences of dreaming or daydreaming; others draw upon dreaming in
metaphorical or analogical terms. As my aim is to illustrate the multitude of dedarad ways
in which we could interact with music within a certain context, and not to carry out a
comprehasive, crossultural survey of dreaming and music, | settle on early ninetessmitury
Western art musi c, specifically the music of
predilection for genres or topical references that are associated withrygamellknown, and
the particularities odsuck hsotlpeiunfdéreseerc joxtapositoristofi o n a |
incongruous musical elements in rapid successiend dreamlike qualities to his music.

Moreover, the fact that the overwhelming majorityhid output is instrumental music with no

Dreaming ed. Kalina Christoff and Kieran C.R. Fox (Oxford University Br@918), 35670;Fox et al ., @A Dr e
as Mind Wandering

38 For example, seBeirdre Barrett,The Committee of Sleep: How Artists, Scientists, and Athletes Use Dreams for
Creative Problenolving and How You Can, To@New York: Crown Publishers, 2001).
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explicit connection to sleep or dreams underscores the virtual encodement involved when
dreaminess is imputed to his music.

Somewhat loosely, | classify the dreaatjacent) experiences | discuss here according to
the perspective we inhabit in said interactfmamely, who is seemingly doing the dreaming,
and what is taken to be a dream or dreamlike.
listening®® my categories correspond to the linguistic catgegdigrammatical personi.e., first,
second, and third pers@hable4.1). | use this tripartite scheme instead of a participatrderver
distinction so as to allowof finer distinctions. That is, while both the secoadd thirdperson
perspectives mean that some action, state, or experience applies to some other object or agent, the
secondperson perspective implies some ftawial ethical and social engagementiwéaid object

or agent at that moment that the perspective is invoked, whether or not this connectien is one

sided?®
Table 4.1: Subjective perspectives and positions as applied to music and dreaming
Perspective Positioning of dreamer/dream Positioning of self
First person Self (characterized as listener, performer, composer, or simply as mus
Secondpberson  Performer Self as listener
Listener Self as performer, composer
Third person Music Self as listener

39 SeeArnie Coxd s Wvioisickand Embodied Cognition: Listening, Moving, Feeling, and Thin{@hgomington,
IN: Indiana University Press, 2016)3536; and hisarticle A Tr i partite Subjemdi@gnavi ty in
Theory Revievg0, no. 1 (2012):143.

40 An example iste literary device of ampostrophewhich refers to the direct address of an absent, abstract, or

nonhuman listener (think of when the eponympusot agoni st addresses Yorickds skul
Hamle).
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Just as we often switch violently between perspectives as we dream, these perspectives
bleed into each othét As an example, in the thiplerson perspective, which takes some observed
musical object or event to be a dream or dtdanone might vicariously dream alongside the
music. That is, one might have been affected by the music in a much more intimate way than the
detached tone in much analytical writing sugg&sBaut, in the thirdperson perspective, the focus
remains on he interpretation of said music as a dreamlike medium to be obsdvwhah
discussion of Western art music and dreams has come from thigpdhgoin perspective; that is,

a piece of music isarefully and thoughtfullyead in light of some context, methamt concept

pertinent to dreaming. So, in the first section of this chapter, | look at how some historical
commenters and modern scholars have addressed
caveat that the approaches taken by these writeroaspecific to Chopin, even if the contexts

from which these comments arise are; instead, they are indicative of how Anglophone scholars
havewritten onthe theme of music and dreams. That is, whether the repertoire in question is other

nineteentkcenturyinstrumental musié nineteentkcentury song or opefd postmodern Western

411t has been hypothesized thhe hypoactivity in the right tempoymarietal junctionduring REM sleepnight be

associated with thiack of distinction between firstand thirdperson perspectiveés dreamsPierre Maquet et al.,

AHuman Cognition during REM Sleep and the Activity Prof
Functi onal Ne u rTheiBouadariesa Cobsaidusnessd: Néurobiology anddyatinology ed. Steven

Laureys Amsterdam Elsevier, 2005)219 27.

“2Marion A. Guck, fAMusic Lovi ngMusioTheory rire, nR & (Marthil@®é)s hi p wi
https://mtosrmhorg/issues/mto.96.2.2/mto0.96.2.2.guck.html

43 Xavier Hascher fANarrative Dislocations in the First Mo v e me
Rethinking Schube(New York: Oxford University Press, 201627 46.

“David BretherPortidiThef Mubiec&l at S ulbumaldftheaRoyal MusicalSc hub e
Associationl44, no. 2 (September 2019): 286;J e anne C. Harasemovitch, AThe Dark
Chaos and Creativity i n DiGQperdvomithe CaichsMusig Emotionablife, &d r nb e r
Unconscious Aspectd$ Mind (Abingdon: Routledge, 202276 90.
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art music?® or even Western popular muéfcthe approach remains the sariidat said the
copiousness of such writing in the ccmtext 0
dreaming as a conceptttoh e  nasic sp&dfically. While these are drawn from a time span of

nearly two centuries, and though there has certainly been an exponential explosion in analytical
refinement and critical sophistication in recent decadague that the undergirding epistemology

remains fundamentally the sasnwth er e it 6s pertinent, I point o
the approaches taken here and those in oneirology, philosophy, psychoanalysis, and literary theory.
With a view to deranstrate the possibilities afforded by the traditional interpretative approach as

well as its limitations, | then present a reading of the Mazurka in A minor, op. 59 no. 1.

4.1 Third -Person Perspective: The Music as Dream

Though Chopesodosamesi strongly with dreaming or
little of it is explicitly concerned with dreaming or even sleep, unlike, say, the music of Robert
Schumann or Franz Schubert. I n Chopi nosef modes
dreamli ke experiences with t h%Likewisé dew eftheept i o1
paratextual materials or biographical episode:
dreams. Of Chopi nds genersang)is tirectiylirkad,to sleep,lwkile t h e [

theDf | at major prelude seems to be the only pie

% Mark Hutchinson, iADr eams, Gardens, IQuotation ofsDreanlioay er s
Contemporary Music ReviedB, no. 4 (August 20145128 46.

4 Graley HerrenDr eams and Di al oegputefMindLonddyAntaemd2621)T i m

47 In Ukrainian,Hizzz ¢ @umka) is the diminutive ai kz dgibma), which refers to a genre of sung epic poetry, often
melancholic in tone, that was invented by Ukrainian Cossacks in the sixteenth century, but thesavondaals

something like a sustained trained of thought or meditation, which is not too far off from a daydream. J6zef Bohdan
Zaleski, the poet of ADumka, 0 makes this connection cl
Sni gbydomaeHawr e, in someone el seds desolate | and, I dr e
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dreams’® And, in his own correspondence, the only piece that Chopin explicitly identifies as
dreamlike is the sl@ movement of his Piano Concerto in E minor, op. 11, when he described it as
ia kind of reverie in the md%ltnwouldgseem thatrthe a b e a
motivation for reading Chopinds musicultumas bei n:
and soci al factor s, musi cbébs vast <capacity for
elusive qualities found in onedbs experience o0
on virtuality not only in the trivial sensethatarb j ect or event seems to c
not actually present, but al so in musicbds ¢
meandering channels. Music, far more so than visual imagery and language, is a volatile hotbed of
potentialmeaning.

Before I go on to discuss how some have rec¢
allow me to clarify the two senses in which one might describe a piece of music as dreamy. While
the adjective dreamy does mean more directly that a referent is gheeamdome respect, it also
has the connotative meanings of tranquility a
capture an affect or fAmoodo conveyed by means
musi c. Wi t h Ch o psis acsomglishedrby an rarag of @ianistic devices that

include especiallysoft dynamicsthe use of pedal points, drones, ather non-chordal tones

0wing to a passage in the mdnmmuoe rl oowferGe drtghes Saonumo nGhyo pti
preludes from Chopi nds o p-flat @aor, &lthoogh otleers baveocited thanthoyand he o n e
F-sharp minor preludes) was inspired by a dream in which Chopin saw himself drowned in a lake, with heavy and ice

cold drops of water falling regularly on his chdatederick NiecksFrederick Chopin as Man and Musician2nd

ed., (London: Novello, 1890p:42 45.

4 Quoted and translated deanJacques EigeldingeGhopin: Pianist and Teacher as Seen by His Pupiss. Roy

Howat and Naomi Shohet (Cambridge: Cambridge University Press,,08®&) the Polish original, Chopin used

the verbal noun Adumani ed (musing, ponder i mMm@ymeré whi c h,
from Sc hKindeszemefop. 15. See no#7andMi eczy s Jaw 0Tso mafsWieSsekgci e noktur
Chopina: 06s$wi adkowi €oriamazyki Sudia, in@rgrétacje, shokumgridgjeoos 9 (2016):

137.
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rubatg andthe precise use of the pedals to subtly shade the MuSince this casual use of
dreamy asa description of affect seems limited in analytical and interpretative depth, here, my
interest in this former sense lies inasmuch as a dreamy affect is then interpreted hkegdi@am
else aiding in the induction of dreams or dreamlike experiences.

Soohow have Chopi nds c odayseholgrinteapreiecehis masicds mo d e
dreamlike? In doing so, they seem to have responded to certain musical signs or processes; these
Acueso nudge the | istener towaomdtathifiadreamsal m o f
some formal resemblance between a musical passage and what are perceived to be characteristics
of dreaming, and so forth. While some of these cues are closer in nature to conventions, others are
more nebulous and invite a judgemeatl on part of the interpreter as to whether the music is
somehow extraordinady extraordinary in the sense that the musidisquietingly dikarmonious
withit he music that constitutes its encircling
converions (excluding those routinely associated with dreams or dreafi@f)course, such
Adi fferenced may be read in a variety of ways,
paratextual material, a relevant historical contdxirie shouldo ur sue what Paul Ri ¢
iher meneut i 0% orsimplyrwhat thes Amerjcan semiotician Jandesob Liszka

refers to as the fAtel eol ogy of themesonal eqgationdy s er , 0

YGol dberg, AC8opndsdcs alfeasajesdnt similarities in technique here with the genre of the
musique du révéhat was in vogue in late nineteertntury France. SeBlexandra Kieffeb s ar tA Rdwer i e,
Schmaltz, and t he Jwndlefrthe American Mosiogdcal Sotietypdnno.@ (August 2021)

289 363.

51 Carolyn AbbateUnsung Voices: Opera and Musical Narrative in the Nineteenth Cefuigceton: Princeton
University Press, 199129.

2paul RrreadiandrPhilosophy: An Essay on Interpretatitvans. Denis Savage (New Haven: Yale University
Press, 1970).
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i . dehe comfiination of cultutaexperiential, and temperamen&lements that make up an
individual 6s @ nique perspective.

The ensuing survey is organized into four parts. In the first, | categorize these dream
associated cues into two broad categories. The first concerns it¢eHffects, topical allusions,
i mitative gestures or textures, and other musi
| dondét think that a single set of cues was US
Adream musi @rge, dertam iganrest and siyles seem to be associated with dreams,
although Al exandra Kieffer makes a strong case
in late nineteentitentury Francé? The second trades in the syntactical, formal, or eagrative
|l i ke aspects of music. Here, it seems that it6¢
or the thwarting of a teleological process, that inspire dream interpretations. In the latter case, the
glimpse at dreams and dreaming that sugtures offer is rhetorically reinforced by a concomitant
violent shift in dynamics or texture. Of <cour
often work hand in glove to reinforce the impression of a dream.

In the second part, | discuesw these musical intimations of dreaming have interfaced

with historical, soci al, and cul tur al context
factors that might play a part in an osedi vi du
those contexts that were in contact with Chopi
over Chopin criticism. These range from an id

the metaphysical transcendence that early Romantic @Germeaw in poetry, through the

association of the dreamy quality of Chopi no:c

% Byron Al m®n, AMusic Narrati v e The Rbudedge yHandbGok roft Musit |, Sub
Signification ed. Esti Sheinberg and William P. Dougherty (London: Routledge, 2020), 176.

“Kieffer, fAReverie, Schmaltz, and the Modernist | magi n:
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understanding of Chopinds music as nostalgic,
glorious past and impending salvatidn fact, the latter perspective shapes musicological writing

on Chopin to this da$® That said, to my knowledge, the only musicologist to propose something
resembling a consistent method that situdatesse musical intimations of drearwithin a

framework for integrating various sociocultural contexts is the musicologist, Michael Klein. So,

in the next part, | turn to two articles by Klein, each of which sets out its own method. The first is

AA Narrati ve o PolobaiseFantasie witich copsidersithe musical narrative of

the piece as a dramatic/affective logic in which a cultural opposition of dreaming versus doing is
playedout®The other is fAChopin-shaeamMi ndhe’ildpzumnBlo:
this article, Klein regrds the music as something akin to a dream open to analysis from a Lacanian
perspective. I n so doing, he argues that the
multiplicity of interpretations, each which lead to meanings that overlap. Ultynated can never
arrive at a final interpretation, a°Thoughanscen
Klein focuses specifically on the pieces above without making any generalized claims, | argue that

his methods may be applied similarlydther pieces of Chopin. Even interpretative frameworks

such as Kl einos, however, seems not t odaccouni

55 For example, sedonathan BellmarCh opi n6s P o | i38 ds Ndrativel ofiNbonal MagyrdoiiNew

Yor k: Oxford Uni versity Press, 2010) ; Kar ol Berger,

Il nt el | e ChopineStudies.dled.iJohn Rink and Jim Samson (Cambridge: Cambridge University F9843%, 1

72183, and Halina Goldberg, AédRemembering That Tekée of Gr
Age of Chopin: Interdisciplinary Inquiriegd. Halina Goldberg (BloomingtpiN: Indiana University Press, 2004)

54i 92.

6 MichaelL. K1 ei n,rrieA iNa@ of Dr e a mBa n tCaNusida @hédica2P ml 2o Moaemisee
2017y 1i18.

5 MichaelL. K| ei n, AChopin Dreams: The MaltuQekuay Music35CG%. 3Mi nor ,
(March 2012) 238 60.

8Kl ein, AChopin Dreams, o0 244.
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at most, only in the trivial sense that we dream in alignment with the interpretation éfeamdd
the bodiy and social facets of dreaming in general. With the aim of showing how our own
subjectivities lurk beyond the traditional interpretation of music as text, | fimisha reading of

the Mazurka in A minor, op. 59 no. 1.

Semantics and Syntax

Letbs beggenwes and topical references. | 6ve
only instrument al piece of Chopinds that make
that, while late nineteenttentury critics seemed to agree on thispiécs pot ency as a
the world of dreams, they differed on whose dreams those might be. Among those who saw not
the virtual infant dreaming, but the infantos
cited a pseudonymous author writingfdre Dome who opines that the Ber
and ecstatically amorous that it misses its m
Ahardly a Berceuse in the sense of a lull aby;
cradle of her child, more occupied with her own dreams and eloquent fancies than the lulling of
the iihfant. o

|l f the Alulling of the infanto cor®aasponds

1]

Johnsonos el oguent feiligreeiudaiding iteesight hara,dhesetwe e |l a

musical characteristics of the Berceuse bring to mind a different genre, the nocturne. (In fact, Jan

59 George Charles Ashton Jonsén, Hand b oo k t o (Néw York:iDoubleday\W605)k6S.
50 Rocking oneself or someone else to sleep is doubtless familiar behavior to us; as for the science behind it, consult

KonstantnosKk o mpoti s et al ., ARocking Promotes Sleep in Mice
Sy s t €umenbdBiology29, no. 3 (February 201:9392 401
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Kl eczy@®ki thought the Berceuse sHARdhelpdnobe co
nocturne is anxpansive genre capable of housing a wide range of topical refefémegsyave

like figurations that gently crest and trough are found in many a Chopin nodixa@gle4.1).

This texture pervades the genre to the extent that, even though not all nocturnes feature it, and even
though this texture was historically not specific to the nocturne, it has become common to think of
itasthefi n o ¢ t ur n% Wheretxetpavailieg. méter is compound duple or quadruple meter,

one might say that these walke figurations point to a barcarolle togdititaken as a sonic

anal ogue to the gentle rise and fal/l of waves
atluli ng us into dreams,® as James Parakilas cl a
Larghetto. o 42. — e —
= — e e ;
-0 lsotfovoce —=—— —
l\.i. Jll \T p— |w_lt!_v-\ _!_Jr.TT l.[j ‘11! T J
A S g
2 ° 3 3 3 ¢ 37 = 2 &
é{:gato *#%. * T, *#%w. ¥

Example4l: Opening of Fryder y khapMmg,iomd/so.Moct urne i

2Jan K|l eChgogpgbiskds Greater Works: H,otrans. Nataljglanothh, ?ndled. Be Un
(London: W. Reeves, 189637.

2This is true even if we | imited our consideration to |j
op. 15 no. 3, discussed Jeffrey Kallber@ s a,r tiiTchhee Rhet or i cNoocft uGenner eil19thG3 oMyii hnodrs
Century Musicll, no. 3 (Spring 1988238 61.

88Jeffrey Kall ber g, 0 oPiapist, Sehdar, €ondoisdelr:&Essays in Honor of Facob Laieiner
ed. Bruce Brubaker and Jane Gottlieb, Festschrift Series (New York:a@gendPress, 200032 36.

“James Parakil as, Bartamlle B aTT ccppirco | 4 ed a@ea ChogmandHisGMorkdp i n, 0 i
(Princeton, NJ: Princeton University Press, 20230 34.

8 pParakilasii Th e Bar c a Baschrblle 0a riPHis 3rpk derives its effect from the fact that we regard the
sounds of calm bodies of water as indices of-tiwaatening environments that also mask out other sounds that we
might find threatening.

56 Fryderyk ChopinFriedrich Chopirs Werkeed. Woldenar Bargel, vol. 4, Notturnos(Leipzig: Breitkopf & Hartel,
1878) 24.
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Even without topical references to the barcarolle, the nocturne as a genre has come to be
closely associated with dreaming. To see why, we need to turn to the history of the genre, which
begins with the vocal nocturne. The vocal nocturne was known siheasathe late eighteenth
century, but its popularity exploded in the nineteenth. Initially, the designatioturne or
notturng was more pragmatic than evocative in nature: These pieces were performed at night.
There were two distinct species of thecal nocturne: In the Germapeaking lands, the term
nocturneor notturnowas used in alternation wigerenadgbut it was the vocal nocturnes that
flourished in Parisian salons that gave rise to the piano nocturne. The Parisian vocal nocturne was
almostalways a duet with piano accompaniment, and it called for a woman to be at least one of
the singer$! As for the lyrics, the texts of nocturnes are generally about romantic love with
nocturnal settings, with allusions to devotional hymns and the lubabgsionally providing
flimsy covers for lurid nocturnal activitié§l t 6s i n t hi s gimearemaackthat en s e
the vocal nocturnes suggests dreaminess, and we know that the early reception of piano nocturnes
was so colored by associatith.

Soon enough, the piano nocturne began taking on connotations divorced from its vocal

origin. Though it was John Field, the Irish composer, who first cultivated the piano nocturne in the

1810s, it wasndét wuntil Chopi mbegantoke degcribédhine g e n
poetically evocative terms throughoutthe Gerreape a ki ng | ands. The vocahb
ideao of the nocturne, as the German musicol ocgc

57 ames PaNuwuikti |palsu s fibde |6l:e Pgouebturny ,b eSaoun gj,ouvarnd t h&eXNgei ce i n
of Chopin: Interdisciplinary Inquiriesed. Halina Goldberg (Bloomington, IN: Indiana University Press, 200§,

88 ParakilasiMui t pl us bel,e 21 BLO6uUN beau jour

89See Kallbergii 6 Voi ced6 an.ddothe Nocturne
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wandering souls through mysterionigchery to night birds, often spiced with feminine imag@ry.
One recurring ingredient in this fApoetic idea
for the Allgemeine musikalische Zeituinmg1834, asserts that

The Nocturneg Ch o p i n Oaee reallp reverie$ df a soul fluctuating from feeling to

feeling in the still of the night, about which we want to set down nothing but the outburst

of a feminine heart after a sensitive performance of the same: "These Nocturnes surely are
my entire life!"*

Li kewi se, in a review of Chopinds Nocturnes,

of AThe Dream, who r evel Sehnsucht f2bewoed ondoasaydhats wi t
At hese new Nocturnes, | i lkeframithem)owlilldgaio avegsbd as d
mo s t attractive to alll h e’ Mavisg béyond the Germdan t owar
speaking lands, we find Antoni Woykowski, the author of the first substantial assessment of

Chopinbés music ian FHaleil db,s nloxitmirmge st Mseem dry
Chopinos, which are fidreams of a tender, pur
ni ghbeopite the superficial similarity betwee
Woykowski dparts from the German tendency to assdc

feminine sentimentality, for, in that same ar

“Kall berg, fA6Voi c28.and the Nocturne, 0

"t Quoted and translated lleffey Kallbergg s afifThel ¢élar mony of the Tea Tabl e: G
Pi ano Ndeptesentatiensra 39 (Summer 1992104,

”?Quoted and translated in Goldberg, fiChopindés Oneiric
“Quoted and transleattar mMomyKalfl btehey, TeRaThTabl e, 0 104. k
fanonymous <c¢criticdo who penned this review as Fink in h

same source.

74 Quoted and translated inena Poniatowska, edChopin andHis Critics: An Anthology (up to World War 1)
(Warsaw: Fryderyk Chopin Institute, 201 5p.
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gives man a glimpse of his higher origins and lifts him instantly from thisofalears to the
happier |Ands above. o

So much for the nocturne. Allow me to make a brief detour to the early Romantic concept
of the Afragment. o6 While the aesthetic of th
Romantics, especially in the Gemagpeaking lands, it was the writer, Friederich Schlegel, who
had the most part in philosophizing the concept. The fragment was, at first, a literary genre
comprising works of poetry or prose published in partial form rather than in whole, with Samuel
Taylor Col er i-thejedKubla Khan(18016), winkingly subtitledA Vision in a Dream
being one of the most welihown examples in English literature. Under the hands of Schlegel and
other members of the smlled Jena School, the fragment was transfdriméo an aesthetic
concept of purposeful incompleteness, epadedness, and incohererlé&hat do | mean here
by Apurposeful 07? Chlippe Ladoed abartieand Jeasllud Nancyclaim .

that, in the writings of some of these early GerrR@amantics, the fragmentlds Fragmentwas

contrasted witldas Bruchstick whi ch i s At he detached piece pl
broken e'fiTsoe mbhlee.coontrary, the fragment is ficonm
the same time. ThEr ag men't is read as fAa determinate a
transfiguring the accidental and involuntary e

5 Quoted and translated in PoniatowsRappin and his Critics50.

¢ For a general sense of the aesthetics of the fragmemsultAn ne Janowi t z, r didgithenARoomainrt i
Companion to Romanticisnred. Duncan Wu (Oxford: Blackwell Publishing Ltd, 2014§9 88; Philippe Lacoue

Labarthe and Jeauc Nancy,The Literary Absolute: The Theory of Literature in German Romantitidbany:

State University of New York Press, 1988% 58; andMarjorie Levinson;The Romantic Fragment Poem: A Critique

of a Form (University of North Carolina, 2011) As f or the concept dobn Dayeno) i cati o
NineteenthCentury Musicand the German Romantic Ideolo§few York: Schirmer Books, 1993%9 88; and

Charles Roserthe Romantic Generatiq€ambridge, MA: Harvard University Press, 1995} 115.

T LacoueLabarthe and Nanc{,he Literary Absolute42.
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the unfinished draft® What is crucial is that the fragment is not merely agdput also a critical
concept: To quote Stella Sandf or do SBruehsticknp | e,
bereft of words that woé& l glo a tecnanefra dtehse é ién eosf nue
€ é e to gods Masewg|Re addf rcteaggmant , 0 however, t h
t hems el \Gea fortcdmuades of Bhildren; to gédsgly Muse 8

How does the early Romantic concept of the
that both nocturnal dreams and miwdndering featuretaupt discontinuities that we often accept
at face value while in a dreamlike state. The unexpected juxtaposition of recognizable elements,
moreover, occurs frequently in dreams. While the formal similarities between dreaming and the
early Romantic notionf the fragment seem evident, did the fragment as a philosophical idea and
the artistic works that are allied to it come to be associated with dreaming, or be understood in
terms of dreams? | woul d t Kubla Khars While Fredricle me n't
Schlegel does not philosophize the fragment in terms of dreams, another member of the Jena
School did. Novalis, a lifelong friend of Schlegel, made the following bold proposal for a new kind
of literature:

Tales, without logic, nevertheless withasstions, likedreamsPoem8 simplysounding

well and filled with beautiful word® but also without any sense or logiat most single

stanzas intelligiblé they must be like mere broken piecBschstickgof the most varied

things. At best, true poetry maéhave arallegorical sense on the whole, and an indirect
effect like music, eté®

Arguably, Novalis demonstrated this aesthetic with his literary fragments and even his larger

works: In hisHymnen and die Nachtl797 1800), dreams and dreamlike stated @ the

8 LacoueLabarthe and Naryg 41.

®Stella Sandford, fAThe Dream Is a Fragment: HMadimaud, Tr a
Philosophy198, no. 1984ugust2016):27.

80 Quoted and translated in Ros&ihe Romantic Generatipii6.
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conceptualization of a domain that tdreamsscends
experienced by the eponymous protagotfisit launches thevents ofhis unfinished novel

Heinrich von Ofterdinge§1802.8' More provocatively, Stefl Sandford suggests that Sigmund

F r e ulrbedrderpretation of Dreamd899) offers two, competing views of dreams. There, the

first view corresponds to the orthodox psychoanalytic understanding of dreams, where the
experienced dream is understood to lmear e s hadow of oneds unconsci
the other hand, seems to draw on the fragment, where the distinction between dream production
and dream interpretation is collapsed, where dream and dream interpretations form a system of
fragment$?

Given this broad resonance between the frac
of Chopinds Preludes, which the musicol ogist
i mpressive exampl e J&havabeeneead asusicaltrepresgntaffionsaofjane nt s
dream: specifically, one in which Chopin saw himself at the bottom of &1&ke.the fragment,
as a critical concept, can be applied to any genre of instrumental music, even those as monumental
as the sonata. In largecalepieces, one might say that the aesthetics of the fragment manifests
itself in marked structural and rhetorical discontinuities. These discontinuities might take the form

of an unusual change in musical style or topic, or they might result from suddeadissone or

more musical parameters, such as texture, dynamics or register. In formal and tondhésens,

81 See alsdGlyn Tegai HughesRomantic German Literaturé@New York: Holmes and Meier, 197971 78. For a

reading of this dream passage as a metonymialsstription of the fragmentary novel itself, refeDtlef Kremeb s
bookchapterii Tr aum al s Pr2figuradndnVerdipohtowgn ¢ cches TEamhmar tl ies ¢
Diskurse der Romantjled. PeteAndré Alt and Christiane Leiteritz (Berlin: De Gruyter, 200E)3 28.

82See Sandfordi The Dream A& a Fragment

83 Charles Rosehe Romantic GeneratiqiCambridge, Mass: Harvard University Press, 1983)

84 See notet8.
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discontinuities show up axpressively chargedon sequitursinterrupted themesr processes,

rhetorically significant harmonic progressions enodulatory schemesinexpectedonal shifts,

and the likel t would seem that Chopinbés contempor at

Chopinbés music f or s u;dinithe saxe rewew shat Viek cliaradecizech t i n u

Chopinbés op. 27 Nocturnes as a reveling dr eam,
das Originelle seiner oft ganz fremdartigen, zuweilen schmerzlich aufreizenden
Accordverbindungen; das tiefe Umselglrn der harmonischen Grundverhéaltnisse durch
Vorausnahmen, Verzdgerungen u. wunderlich tribende Durchgange; das schnelle u.
unerwartete Abbrechen in stechenden Dissonanzen; das tberraschende Fortschreiten in

treffend freundliche oder wehmuthige oder sachmelzende Melodieen u. Harmonieen,
in denen er nie oder doch nur selten lange verweilt u. dergl.én&hr

Also, Jozef Sikorski, a nineteentientury Polish music critic and composer belonging to the same
generation as Chopi méw, rlaaddatne s nd rpag aemii reeed sy &
composer of geni us 6lke lbgie ghatccombines the ntost earind rmarela m
contradictory of visions, and yokes them toge"
composers he names. nuch a composerds compositions, A t
reappear in the same constellaiomot hi ng but the ba¥kground st ay
To be sure, such Adiscursi ve¥nmnbetndessioad t o b
and read in a vasty of ways; Carolyn Abbate, for instance, would regard such disruptions as the
revelation of a narrating voi®8.So, in the absence of some overriding context, the choice to

interpret any piece of music as a dream is left as a judgement call: As LaWranoer puts it,

85 Quoted in Poniatowsk&hopin and His Critics265.

86 Quoted and translated in Poniatosw&appin and his Critics68.

%The idea of there being levels of discourse in Wester:H
earliest expositions on the topic is his artidleODn Nar rati vity in Music: EXpressive
i n B e e tindiana Eheory ®Review?2 (1991) 75 98.

88 See especialbibbate,Unsung Voices3i 29.
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interpretation fAis not reproducti on, but a pe
source(intention, ideology, class interests, biography, psycholagg,so on)nor to the explicit
contents of t he t ¥ That said; certawm @iscontinuities reidge useirt tked . 0
direction of dreaming and mingdandering, especially if these seem homologous to the formal
aspects of REM dreams |1 06ve cited in the intro

that go unballenged, the unusual juxtaposition of familiar elements, associative thinking as

opposed to sequential logic, etc.).
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Example 4.2: Canonic passage (mm. ¥845) i n Fryderyk Chopin®x® Ball ade

89 awrence Kramennterpreting MusigBerkeley, CA: University of California Press, 2011).

% Fryderyk ChopinFr i edr i ¢ h Cled BrisnRudof, Ve t, Badladen(Leipzig: Breitkopf & Hartel,
1878) 35.
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Letdbs begin with abrupt shifts in topic or
partial to the effect of a respite into dreaminess in the interior sections of &'pi¢cie a variety
of topical shifts might accomplish this effect, ait®/ious one is the unexpected appearance of the
barcarolle. A particularly striking example can be found in the Ballade in F minor, op. 52. Just
after a remarkable canonic passage through wh
sent ebxampled2)p Par aki |l asdé6 description of this pa:
especially poeti®d the main theme reasserts itself with grandiose expressivity, the dé&abora
fioriture in the right hand and the tripletized, towering waves in the left announcing the arrival of
a nocturne of the barcarolle type. A false step from the dominant of-tla¢ Minor into Dflat
major, accompanied by a deadening of volumdeg@ero pianq reinforces the sense of removal.

From this, a theme first heard as a siciliano ifid8 major emerges, now transformed into a-full
blown barcarolle, only for the music to disintegrate into furious waves of pure pianistic figuration
as the musi heads for its peripetefa.

In addition to the irruption of foreign topics, internal disruptions of style or genre in
Chopinbés music have been read i n 2018 Parekilasof dr e
explores a number of pieces in which sdi$ruptions occuf* Parakilas takes his cue from the
Mazurka in B minor, op. 33 no. 4, where a lengthy and remarkable passage near the end of the

Mazurka, consisting of a single line in the bass, interrupts the full texture that precedes it. As this

9lparakilasfi The Bar c aBaochrolle o0ar2® 5t he

92 Parakilasfi The Bar c a Bachrblle oam®dB 6t. heRosen, too, regards this pa
is placed in the service of meditative sadnesShe a resi
Romantic Generatiqr41.

% MichaelK| ei n, echoing Edward T. C o n eapotheosis ddichael Lt Kdein,t hi s tr
AChopinds Fourth Bal MusidEheoaySpedtusno.d pring2004):3it35 ve, 0

“James Parakilas, f@ADisruptiifrigath @ n@ethiCareug Mdsipgdbonp.8s een Pe
(March 2012) 165 81
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melady has the typical dotted rhythm of a mazurka, Parakilas suggests that what we are hearing is
a continuation of the Mazurka, but only in a
Krameb § pal pabl e P°houglotiepopeningi theme. obthe Mazurka returns, replete

with the original dance texture, another singbéced passage intrudes upon the music just before

the piece closes with its final cadenExd@mpled.3). It seems that Chopin initially felt compelled

to justify these extraordinary interruptions, for he wriisgegliato(awakened) over this closing
cadence in the autograph. The performance indication may nosheareed in any of the three
first editions published, perhaps because of

music® but Chopin evidently regarded these passages as dreams or daydreams from which one

awakens”
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Example 4.3: Ending of Fryderyk Chopind¥ Mazurka ir
From this, Parakilas reads a similarly disruptive passage in the Waltf#an rAajor, op.
42, as an intrusive thought. There, the musieduced to a cryptic, monophonic passage after

A

webve heard about t wo Exampledt.4 dhe baecpcaves engphaside t h e

9 Kramer,Interpreting Music 268.

% For example,tak€h opi nds unusual d e c fusebré from the titleof thestrérd mokeenena d j e c t i
of the Piano Sonata in-Batmi n or , Mapchfun8bBe, 0 fiDel acr oi x6s r ep dhefuneralf Chopi
marchinHe ct or 8Bymphbriedunébies t el | i ng: AChopin, who detested [
that is nothing without the assistance of trombones fi

JeffreyKal | ber g, #fAChopi n o6 sl19M@entary Msicoh(duly 2001y: §216De at h, O
“Parakilas, fADisrupting the Genre, o 169.

%8 Fryderyk ChopinFr i edr i ¢ h Clkd WoldndasBardgétet df, gol. 3, Mazurkag(Leipzig: Breitkopf &
Hartel, 18D), 54.
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the two pitches last heamd the melody (G and F). With its trochaic rhythm, this passage seems

to be gainsaying the duple rhythm of the main theme. If the primary musical discourse in this piece

is read as the experience or memory of a dance scene, the intrusion of thesewlciclvest as

a corrective to the melodybés duple rhythm sna
of the waltz, with its dupl@gainsttriple metrical haziness, as the product of a wandering mind
thatdos jolted out thefsudden realizatiervttarwalizes aught to be inchoeme s |
beat s. I n fact, Parakilas would eventually <co
discourse being that of a dream in his discussion of the Mazurka in C minor, op. 58 Tioe®:,

Parakilas contends th&hopintoys withvarious markers of the mazurka genre; with its mélange

of inconsistent textures and disconnected events, this Mazurkassmuch dance music dsis

a dream narrativaboutthe mazurkaThat is, the disruptionis this piece are not glimpses into a

dream world; rather, much like actual dreams, the disruptions shape the ongoing experience.
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Example4.4: Mm. 20813 of Fryder yk CflatdMajorjop.42%al t z in A

In all of these examples, Parakilas explicitly posits a virtual persona that does the dreaming,

though he does not equate this persona to CH&pitnis is perhaps inherent to the act of reading

®Parakilas, @ADisrigpting the Genre, o 176

100 Fryderyk ChopinFr i edr i ¢ h C,led WoldetarsBariigket ak, gol. 9, Walzer(Leipzig: Breitkopf &
Hartel, 1878)31.

101 For more on how virtual agency might be read into musicRekert S. Hattehv s A @hedry of Virtual Agency
for Western Art Musi¢Bloomington,IN: Indiana University Press, 2018).
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a passage or a piece of music as a dream. Likewise, when marked structural and rhetorical
discontinuities are read as signaling a dreamlike space, the assumptions that underlie this
interpretive move are beskplained in narratological terms. First, this interpretive mode requires

an implicit understanding that the piece of music in question comprises multiple temporal
trajectories. Following Gérard Genette, we might call the principal temporal trajectstygam,

t he #@f i r $3Folloneng Chaistian Metz, @enette holds that any narrative must exist in a
duality of temporal spaces, the one being the time of the story gssdih{te Zeifnarrated time])

and the other being the time it takes toually tell the story Erzahlzeit[narrating time]). So,
beyond the Afirst narrative, 0O there are wvar.i
flashbacks, anticipations, descriptions, commentaries, reflective pauses, dreams, trances, and the
liket hat popul ate temporal spaces beyond the fir
Andrew Davis argues, would also apply to music, and | find myself in agreétA®sgardless

of whether one thinks of music as narrative, such narratologice¢ptsilend themselves to certain
types of musi c. Even Carolyn Abbat e, who woul
would also say that, when musimiarrating it does so in a voic&hichs o u n d s the mdsic k e
that constitutes its encirclingilieu.6'® In other words, the narrating musical voice is heard in a
different temporal stream. Regardless, the debate of whether music is or is not narrative is in fact
irrelevant to the present discussion, since the verbal interpretation of any piecsiofs a plet

structured dream or a plot punctuated with bouts of dreaming is evidently a ndffative.

102 Gérard Genette\arrative Discourse: An Essay in Meth@ithaca, NY: Cornell University Press, 198@8 49.

WAndrew Davis, fAChopin and the RomamMusic@The@ywSpectindd, The Fi
no. 2 (December 2014273.

104 See notéd 1.

105 Several scholars have cogently summarized the theoretical issues underlying this debéteérse® Theory of
Musical Narrative 11137; Rus s e | | Mil Il ard, ATelling Tales: A Survey
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Example4.5: Mm. 115i121of t he first movement of Fryderyk Cho
op. 58106

Il 61 | give an example of how marked struct
interpreted as heralding a move into a dreamlike space. In his analysis of the first movement of
Chopinbés Piano Sonata i n B mipadigulardailgction fio®, And
the Afirst narrativeo as being a dreamlike vi
area, which he designates & B his analysis, this fnajor theme spans mm. 5% in the
exposition, where it steers the music gvilam confirming a potentially tragic turn just after it
achieves a perfect authentic cadence-miffrar p mi nor, the minor domin
tonality of B minor; this is why he refers t0 &8s fir e s ¢¥f hem$# sedurs indhe
developmet right after a threefold statement of the main theme with a bewilderingly inconsistent

modulatory logic, it contravenes the fundamental sonata principle of rotational ordering, for the

Current Musicologyno. 103 (September 201&8eth MonahanMa hl er 6 s Sy mNew YiorkcOxf8rd n at a s
University Press, 201563 74;MichaelL. K1 e i n, fi Mu s NMusi@and Narrative sincedl 9@Ilnomington

IN: Indiana University Press, 2013i28, Ni c hol as Rey | a rAdsthetids NfavusicaMusicolegical i n
Perspective¢éNew York: Routledge, 2014203 223

06 Fryderyk ChopinFr i edr i ¢ h C ledhJphamésBraeal. & Sonaen (Leipzig: Breitkopf & Hartel,
1878) 23.

YDavis, fAChopic Sodathe oREBANTL i
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first theme of the secondary thematic area is bypassed enfixalgnple4.5).1% Rhetorically, this
violation of convention is underscored by the abrupt deceleration of harmonic motion and the
immediate break inegister, dynamic levelexture, and topidMoreover, the continuation module
of the $ theme is nowhere to be heard; instead, the presentation module is cycled thiftatgh D
and Eflat major before arriving at a passage with dense imitative counterpoint that creeps along a
tortuous harmonic path to B major. In light of the above, Davis regards this unexpected return of
Sfas a fihazy and incompletely realizedo dr eaml
sonata propero and fAinterpolated anachrf®ni sti
None of this is specific t bereGhsonpartowhen Josephi c f
Kerman describes a similarly incongruous epi s
Quartetin Ef | a't maj or , op. 127, as fAsheer dream, o
modulatory strategies that Schubemigdoys in the transitions of his sonata forms impart dreamlike
qualities to the musitt?

On the other hand, such structural and rhetorical discontinuities might even provoke a
consideration of the entirety of the piece as a dream narrative. Halina Gadbgegsts just such
a possibility wit INoctureein Fmma& dpi 55 go. o Whil€thecopenimyd s

section of that nocturne has all the hallmarks of the funeral march topic, but, as Goldberg points

108 This is in addition to the fact that this movement is of the type where the primary thematic area is foregone in the

recapitulation; to use James Hepokoski and Warren Darc
sonad, the double rotational schema leads one to not expect elements of the secondary thematic area or the closing
group to occur in the development. I f they Jdneesdccur , t

Hepokoski and Warren Darcllerrents of Sonata Theory: Norms, Types, and Deformations in theEigitteenth
Century Sonat&Oxford: Oxford University Press, P8), 378.

®Wpavis, fAChopin and the Romantic Sonata, o 289.

110 Joseph Kermart he Beethoven QuartetNew York: Alfred A. Knopf, 167),238;Br i an Bl ack, @ Re me mt
Dream: The Tragedy of Romantic Memory i n tlhteeseckboddul at or
25, no. 12 (January2005) 202 28.
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out, the atypically soft dynamics callntind an expression of private rather than public grief. The

middle sectionby contrastinhabits theempestatyle.!'! Ités the sectiosucceeding he @A st or m,
however,where the music takes amtirely unexpected turrAfter a cadenzdike modulatory

passage that closes off the middle sectibie, opening returnis truncated formthet h e nfiestd s

phrase nevaraching completiorthe music disintegrat@sto waves of chromatitgurationsthat

soar evemore quickly and quietlyApropos of thismomemh er e t he pi ecebds nor
teleology is completely upended, she quotes Kldne c z, ya @Eterkineteenth century Polish

bi ographer of Chofipeivnedrsy,t hwhhog wvdri cstaep ptelaats | 1 ke
cannot be sure whetheryousaw p ar i t i o n s ?@aceGbliberg, it spems ® me that

K1 e c ziyra@srring to a different nocturne altogether, the one-sh&p minor, op. 27 no.'t3
Neverthel ess, Kl eczy@®ki bés words ar e-mimor most
Nocturne. Gol dber gbs ( mavss )thisenaadurne ¢s albthe molee c z y @

interestin@d not only because considers the possibility that a disruptive moment might impel us to

11 For more on théempestaseeClive McClelland, Tempesta: Stormy Musio the Eighteenth Centurf.anham:
Lexington Books, 2017).

22Quoted and translated in Goldberg, fAiChopindés Oneiric

3The translation that Goldberg presents in her article
HisCrit c s j704 .73Bel ow i s a more extensive citation of KIleczy

Perhaps the most poetic are those two nocturnes wh
Nocturnes op. 27]. With the first nocturne for an accompaninueret,might easily pen the most poetic of

poems. It [i.e., op. 27 no. hjakes you think of wandering around the deserted Piazza San Marco in Venice

on a quiet, moonlit night; next to you, the sea waves swell and subside silently, and a light breeze carries
some fantastical sounds from afar, like the echo of an-ethddly melody. Suddenly, the air is filled with

tensio® you hear a growing din of mad, wild voices; masked men burst onto the scene, fighting; after a

short skirmish one of them falls to the ground with a muffled groan; his companions lift the dead body and

toss t into the deep sed@hen everything disappears like a recollected nightmare, and one cannot be sure if

those were living men or just apparitionss before, the calm sea laps against the granite steps, and a
melancholy love song can be heard in the destan

This description clearly divides the piece into three
voiceso and so f or ttempeswsuelcd i coor rtehsapto nGlo Itdob etrhge i dent i fi e
would merely referd thistempestaection, rather than the entire piece.
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retrospectively conceive the preceding music as a dreamlike exmeriamcalso because she
suggests thahe very experience of listening to this piexdike a dream. Indeed, a number of
Chopinbés contemporaries have reported having
For one, Schumann respondedto Chomn p | ay i n g dldt mdor, ep. 25 houldthus:i n A
AANnd when theetudewas ended, we felt as though we had seen a rggciate in a dream which,
half awake, we ached to recowét* As for what induced this dreamlike experience, Schumann
seemedo be responding to a pianistic effect, the ethereal dreaminess of which he captures with a
technological metaphor that, paradoxically, gives voice to nature: the AeolialttBupthe most
radical claim is Sikorskids, who asserts that
that seemingly bypasses any mediation on the part of a performer or an instrument:
Fantasy in disarray leads us, in unfathomable phrases, as if in a dream from object to object,
from thought to thought. And as in a dream we succumb to a force, incomprehensible to us
when awake, that, binding that which never is bound, shows the inteémnged\all things:
Thus captivated by Chopinbdbs dream, despite
him across the depths and the heights; yielding to the magical sway, we comprehend the
logic of feelings, we understand the fantasy turned edbty. After the magical notes fade
away, we still dream in the same direction, and struggling to break free from the power of
the mysterious world to which the poet has subjected us, we ask, upon waking, whether it
was a dream or realitg? Nearly every w r k o f Chopinbés exerts t

influence over us, particularly since it is impossible to break free of it; onebalieste its
evidence, or at least yield to it, even when putting up resistahce.

Il tds by taking r e pearnéssthatone opsruup én amalyticad spacefor mesg |

and dreamlike experiences that stretches beyond the interpretation of a given passage of music as

114 Quoted and translated in Eigelding€hopin: Pianist and Teachg69.

115 For a discussion about how this piece might be related to the Aeolian harp both as a mechanical device and as a
cultural symbd seeRoger Mosele§ s aft €h @p ien 6 sl9thClerituay ¢MasgA2,do. 1 (July 20182 15.

118 Quoted and translated iHal i na Gol dber g, @dJ-zef Sikorskioés O6Recoll
Chopin and Khopin avd His Worldérans. John Comber (Princeton, NJ: Princeton University Press,
2017),70.
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representing, resembling, or recalling a dre

phenomenimgical stance in the next chapter.

Meaning

Of course, deeming a passage or a piece of music to be dreamy or dreamlike is merely the first
step in an interpretation. As | 06ve said, it w
in which one mighinterpret music, even with the constraint that the interpretation is somehow

tied to dreaming. | skip those interpretations that come across as too capricious, those that are far
more indicative of the r eader Gashronie dassultucau a | pr
di al ogue. Neit her shall I di scuss meanings t
contention that, when we hear thienSusic abruptly interrupting the development, wefameited

to imaginea narrator dreaming of the loatcadian ideal, all the whilstruggling to overcome

continuing doubts about its viabilityd’ Instead, | explore three historical, sociocultural contexts

that have influenced criticism on Chopin even today, which are German idealism, sentimentality

and £mininity, and Polish Romantic messianism and nationalism.

|l tds i mpossible to separate biography from th
start with the man himsel f. While | 6ve said t
associated with a dream or dreamlike episode

By fArcadia, 0 Davis refers to a trope, one especially
si mpler, more innocent, venerated, and fAalways intent.i

flawed site or state of g in the here and now; as such, the term is best understood as a generalized abstraction
rather than as some specific prelapsarian environment or sBedesw Davis,Sonata Fragments: Romantic

Narrative in Chopin, Schumann, and Brahf{Bfoomington, IN:Indiana University Press, 20121. In fact, Davis is

aware of one hermeneutic strategy that | discuss in this chapter, that which has to do with Polish nationalism, although

he is rather more cautious about refernind instegditoregard musidiasa c h e x
narrative of expressive states Awith or without direct
the Romant i cand28n.at a, 0 283n
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bouts of dreaminess was well known to his circle of associates. As early as 1831, Chopin noted
his developing detachment from his surroundings, as he would re@oteiter:i An d | | augh
laugh, but in my soul, just as | write this, some terrible presentiment befalls me. It seems to me a
dream, a daze, that | am Yinthd sagneyear, £nodin vebulle a mi n
later bemoan how headthe impresion thasome of hisown recollectionswveredreans, and so

hecould givefino credence to that which actually occutréd His dreams and phantasms would

become ever more terrifying; famously, the trauma of Warsaw being recaptured by the Russian
army durng the dénouement of the November Uprising (1830 led Chopin to experience a

series of morbid visions. Some of these were recorded in4taled Stuttgart diary: In a moment

of numbed detachment, Chopin saw himself both as a corpse and as a sgietiegwhat same

corpset?’Such confessions from the composer are perhaps why the Polish literary scholar Ryszard

Przybyl ski mused that, iat t he age odfintobarely
d r e alfhShis®ort of dissociation did not sulse i n Chopindés | ater | if
Font ana, a close friend and occasional amanue

you will know whether to believe in dreams; a few years ago, | dreamed of other things, but my
dreams did not auoe true. And now | dream awake; dream and wake up scorshedxojpka)g k i

as they say,; whi ch i s Wit notter latter ibétrays lgow this s u ¢ h

118 | etter from Chopin to Jan Matus@®ki, dated January 1, 38. Quoted and translated Ryszard PrzybylskiA
Swall owés Shadow: An HKWassaawa: Dha Fr@déryk ghopinirstituleh2@10§.h t s

119 etter from Chopin to Norbert Alfons Kuminski, dated November 18, 1831. Quoted and transRtegbiyiski,
A Swal |l owd0dd. Shado

120 Ewelina Boczkowska sees this as Chopin identifying himself with his fallen countrfawetina Boczkowska,
iChopi nod 49th@bntuy Mssic36, no. 3 (March 2012): 207.

21przybylski, A Swal | owd08. Shadow

122 | etter from Chopin to Julian Fontana, dated 11 August, 1841. Quoted and transl&ted. iMoynich, trans.,
Chopi nd &NewYork:tAeAr Kknopf, 1931)231.
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homesickness resulted in the spatial and temporal bifurcation of his consciofishe8sv ene g o t
foot always with you, withthe other in the adjacent room where the Ladiythe House is
workingd yet [IGm] not athome at the moment, only as usual in sdizarre space. These must
be theespaces imaginaire®?>

To appreciate just how much @fhopi nés dreamy personality,
private correspondence, is echoed in the reception of his public persona as a pianist and as a
composer, | quote the following descriptions of him at the piano. The first is by Schumann:

It was alreadyan unforgettable picture to see him sitting at the piano ldtaievoyant, lost

in his dreams; to see how his vision communicated itisestigh his playing, and how, at

the end of each piece, he had the sad hahiinoiing one fingefglissando]over te length
of the plaintive keyboard, aBough to tear himself forcibly away from his dre&th.

Chopin, it seemed, had to resort to a physical gesture to extricate himself from the musical worlds
he spun with his fingers; as Roger Moseley puts itgtissandoii per f or med t he | i mi
of cleaving the realms of the artistic and th
sl ate'®cl ean. o
Schumanndéds observation wo ul-cgnturyi Writingrthee c h o |
Journal des déla politiques et littérairesn 1934, Albert Déchelette, an industrialist with a keen
interest in the arts, cites his own acquaintanceship with Emile Gaillardi(1822), a banker,
friend, and pupil of Chopin, when he insists that:
Chopin never flattenedhis piano, and yetunder his fingers, everything came out
wonderfully. While his left hanglayed a beautiful song, straight from the heart, his right
hand would seentasually to unfold a magnificent lacework of sound. Virtuosity

disappearetehind the emtion; one was less dazzled than moved. He appeared to caress
the keyboard, while his sensitive and grieving soul rose and wandereddneahg us.

123 | etter from Chopin to his family, datg@uoted and translated ha | i na Go | d lzieg teKujafvidkat i on al
and Constructions of Nol®th@ehtgy Musicd9nno.3 fMaph 1n201623Ma zur kas, 0

124 Quoted and translated in Eigelding€hopin: Pianist and Teachg269.

Mosel ey, fAChopinds Aliases, o 24.
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When he finished playing a Nocturne omished only to be quieto that the enchantment

should not be broke He himself, on finishing giece, would often stay sitting at the

keyboard in silence, pursuing a dreanhisfown!2®

Note the association between the nocturne and
to describe the nocturne in poeticallyocative terms, one which originated in the German
speaking | ands in the 1830s. There is, in fac
dreaminess would find currency in France about a hundred years after, but before | can explain
why, | wouldfirst need to return to German Romanticism.

The image of Chopin as being lost in the music plays into German Idealist notions about
the arts as being endowed with t h&whchiptheci ty t
A(supposed) unconditional reality which is ei
things consi der é%HalmsGoldberg asserts thatuha éarlyuGermanyRonmantics

elevated poetry and music, in particular,at metaphysical statd$’ on the other hand, dreams,

reveries, and other Aborderline phenomena, 0 s
for these early German Romantics because, for
areinrepose, when the boundari es ¥ ¢hewnmnetgenthmat t er

century German poédeinrich Heine reported th&. W. F.Hegel the most influential absolute
idealist bar nonepnce casually remarked to him théat one wereto write down all the dreams

that people in a particular period had, then tlveveld arise out of a reading of these collected

126 Quoted and translated Eigeldinger,Chopin: Pianist and Teachg276.

127 Frederick C. BeisefThe Romantic Imperative: The Concept of Early German Romant{€ambridge, MA:
Harvard University Press, 2006)3.

28T, L. S. Spri gge,TheiShdriter RAutledge Eneyiclepedia ofi Philospglay Edward Craig (New
York: Routledge, 2005), 2.

29GoldbergChopi nds Onei,2Zi c Soundscapes

130 HughesRomantic German Literature.6.
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dreams a wholly accurate picturetbe spirit of that period.! It would seem that these two
vistas of metaphysical trudhmusic on lhe one hand, and dreams on the @hasincide in these
reports of Chopin at the piano. In fact, as Dana Gooley points out, contemporary accounts of
Chopinbés pianistic style paint it as a mater.|
andco poreal ity at the same ti me; i n so doing,
prelapsarian moment that unmasks a distinctly immaterial realm. For instance, J6zef Brzowski, a
minor Polish composer, had this to say about a performance by Chopin:
It is difficult to express just how striking was the bardic inspiration on his countenance.
His face was pale, his eyes were sparkling, and there was an inwardness about him which
made one think that he was in a state of hypnotic trance. It was obvibhs thias hard at

work, but the work was all spiritual. The physical mechanism was a mere means to make
that work apparent?

In other words, Chopin embodies a notion of performance without performativity, a notion
radically out of place with the culture ifs pect ac | e ;p rokmoltli,o nan d hsaadl fwa
in early nineteentitentury Francé®® Schumann himself encapsulates this notion elegantly when
he imploresustomagine i n Ch o p iithepiréectipn, aamnasteny ghat seems quite unaware
of itself. &

One might say that Schumann and Hector Berlioz were among the most influential of those

composers who tirelessly worked to align poetry and music, which they did through borrowing

Bl Quoted and translatedher ry Pi nkar d, fLilodevidualism Wthogth ibesalismnAgendyi ber al
and Rec o gGeiman ldealism Contemporary Perspectifidsw York: Routledge, 2007223n.

132 Quoted and translated in Poniatows&happin and his Critics53.

3¥pDana A. Goo IEsptand@BeeGhoveiem i n t he FielCthopi nBser Mosmaate W
The 1@vareafvsNarodowy Instytut Fryderyka Chopina, 20044 45. As for this French culture of self

promotion, se®aul MetznerCrescendo of the Virtuoso: Spectacle, Skill, andBefotion in Paris during the Age

of Revolution1999

134 Quoted and translated in Eigelding€hopin: Pianist and Teachg269.
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tropes from German Romantic aesthetics. It was Berlioz who memdbuhe following moment
with the Polish composer in an unguarded moment in a salon:
It was ordinarily toward midnight that he delivereidhself with the most abandon; when
the big balloons of the salon hpdrted, when the political question of the mainlead
been discusseél all perfidies consummated, when one was quite tired of the pghase,
obeying the silent wish of some intelligent and beautiful eyebgebame a poet and sang

of the Ossianic loves of the heroes of his dreams, their chivalis¢ oy the sorrows of
the absenthomeladichi s dear Pol and, always r*¥®ady to

Berliozds invocation w@wfen®asiyamartdhevhossep ovoe dils
by the Scottish writer James Macpherson in the 1780sitriguing for a number of reasons.
Berliozd comparison of the Pole to a bardic,
reception of Chopin as a spontanegus ner at i ve, l yric poet; t he
nationalism reflects how €3ian and his poetry were reinterpreted as a symbol for nationhood
throughout the Germaspeaking lands, Scandinavi§,and, indeed, Poland itséff! Yet the

seeming gravity of patriotic duty invested in Chopin through this reference to Ossian is at odds
with this scene of | ate stragglers at the sal
wish of some intelligent and beauti ful eyeso)
certainly deri vesLéee fSroonng el(1&iFyCestbadi paptiag, phantomsgof

armed warriors and their hover above the restingb8®o0, it woul d seem t hat

about Chopindés pl ayderineg aedtmeticsvad poetia inwardreess,@eamimass,

¥Quoted and trans| aEsprilandGénieGo o1 €& ; tiBa&n wleaihi on amended
text from the follaving: fié il devenait poéte et chantait les amours ossianiques des héros de ses réves, leurs joies
chevaleresques et les douleurs de la patrie absente, sa chére Pologne toujours préte a vaincre et toujéurs abattue.
Hector Berlioz,Cauchemars gtassionsed. Gérard Condé (Paris: J.C. Lattés, 1981), 145.

BHenry Okun, i Osauina of the Warb@@adnc Gourtaujd, Ingtitu@s (1967):339 46.

B"For a brief overview of tNma&TaposT eerslbe crkeacne pRt @ koarthdonfo i @ sns i
Reception of Ossian in Europed. Howard Gaskill (London: Thoemmes Continuum, 2004); 230

138 Gooley,i Be t WspetandGénie, 0 26 0 .
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and transcendent immaiity. Though German idealism itself was not entirely new to France at

the time, as aspects of it had been popularized by the philosopher Victor Cousin, among others, in
the 1820s, Berliozd application of Parissoftheo mu s i
1830s and the 1840s.

If Berlioz was one such transmitter of German Romantic musical aesthetics to France,
Heine, who settled in Paris after 1831 and remained there for the rest of his life, was another.
Though Heine had a complex relationshiith both idealism and Romanticism, the following
extract from the tenth of a collection of letters publishetllasr die franzdsische Biihii&840)
reveals his belief in the metaphysical properties of poetry, music, and dreams:

[Chopin]is not only a virtuoso but also a poet; he can reveal to us the ploattves in

his soul; he is a composer, and nothing can equal the pleasgireebeals when he sits at

the piano and improvises. He is then neither PaimhFrench nor German: hetbays a

much higher origin, from the land bfozart, of R& ael[sic], of Goethe; his true fatherland

is the dream realm gdoetry. When he sits improvising at the piano, | feel as though a

compatriotfrom the beloved homeland were visiting me and regéongrthe most curious
things which have taken place there during my abgente

Ihcontrast to Berlioz, Heine sought to denati ol
in a supranational it he dr epating Chopiairitona patently poet r
German conception of poetry as transcendental ether apparently lost on him. Elske\imere
rhapsodi z thevicinity a Chopirfi [ snkifto the soft unfathometepths of his music,
into the sorrowful delights of his creatiqres exquisitas they are profound. Chopin is the great
poet of music *6°

So, during the 1830s and the 1840s, we see annesl construction of the poet as

dreamer, as informed by German Romantic aesthetics, being applied to Chopin in Paris. Within

139 Quoted and translated in Eigelding€hopin: Pianist and Teache284.

140 Quoted and translated Eigeldinger,Chopin: Pianist and Teachg285.
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the context of early nineteenttentury France, this actually went against the grain of a rhetorical,
public-facing image of the poet which had particular force in that time period; indeed, the most
renowned poets of that time, such as Victor Hugo and Akshate Lamartine, were deeply
engaged in politics and public affaffs. Gooley suggests thatn ithe wakeof 1830, both
progressive artists and the nobility could have $leein opposition to the forces of modernity and
thebourgeoigublic sphere reflectkin this rejection of the rhetorical, publiacing poet, but for
differing reasond*?When Déchelet& by means of a student of Chopimchoes this conception
of Chopin as the dreamy fdApoet of the pianoodo a
shaped by German Romantic aesthetics that was transplanted into and eventually embraced in
France in the 1830s and 1840s, even if the historical actors and cultural forces that disseminated
this imag® and, arguably, the original cultural work done by thage® had long since gone.

Case in point: In the bodke Nocturne: Fauré, Chopin et la nuit, Satie et le méR67),
the twentiethcentury French philosopher, Vladimir Jankélévitch, posits that -aaked
fimétaphysique de la confusion u n d e r | thetiss oft Roreantia enssic, in which the
boundaries between opposed concepts, such as night and light and existence and nonexistence, are
blurred*3 This he merges with the previously discussed nexus of associations between Chopin,
poetry, dreams, and the nocturnal. In so doing, Jankélévitch puts forth an interpretative approach
to Chopinbs music reliant on ¢ e@Gern@am Romdntico p e s
aesthetics, but without taking into account the historical contexts surrounding the migration of

these tropes into France.

11 Gooley,i Be t WspetandGénie, 0 26 1.
12Gooley,i B e t Wspet andGénie, 0 1886 2

143 Vladimir JankélévitchLe Nocturne: Fauré, Chopin et la nuit, Satie et le mé#aris: Albin Michel, 1957).
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Letbébs return to the nineteenth century. Wt
connections between musipoetry, dreaminess, interiority, and metaphysical transcendence
discussed above developed in the Gersgaking lands, the idea that dreams held extraordinary
expressive or creative power had been bubbling throughout Western Europe for at least three
guarters of a century, and this was reflected in the literature of the times. It was in the Gothic
novels of the late eighteententury England where we first find the flourishing of nocturnal
representations. By the early nineteenth century, English goets as William Blake, Percy
Bysshe Shelley, John Keats, William Wordsworth, and the previously mentioned Coleridge were
writing works in which dreams or dream sequences played a saliedf“tilevas commonly
believed that dreams revealed the powers©iofcd s | magi nati on, and dr eami
as a form of poetic inspiratiofi®

Li kewi se, itds i n German and French fant a
oneiric topics. The writings of E. T. A. Hoffmann, who was avidly read by Schunaamorng
other composers of the time, are replete with descriptions of dreams. By the late 1820s,
Hof f mannds works had made their way into Fr anc
eminent French writers, such as Charles Nodier. Nodier saw fanitstature as not only a
I i t er ar yafgrm aof phidosoplical enquiry that replaced science, rationalism

and religiom i fdrea@dneration thdelt betrayed by all three aridhd no choice but follow the

lead oftheir imaginationsvith wild abandon**6 As he writes, itisolyindreamgic an t he uni v

144 Jennifer FordColeridge on Dreaming: Romanticism, Dreams, and the Medical Imagindt#8¥, andDouglas
B. Wilson, The Romantic Dream: Wordsworth and the Poetics of the UncondtiimaesIn: University of Nebraska
Press, 293).

5 Ford, Coleridge on Dreamingp.

146 Matthew GibsonThe Fantastic and European Gothic: History, Literature and the French Revoli@ianliff:
University of Wales Press, 2013).
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of imagination be mapped. The universe of sgm&er cept i on i ¢4 Imthefworksi t el y
of Nodier, along with other French writers suchragophile Gautier, Honoré de Balzac, Charles
Baudelaire, Gérard de Neryaind the previously mentioned Victor Hugo (this despite his public
image as a rhetorical, pubfiacing poet), the topic of dreaming is a recurring motif in their works,

for they held dreamintp be not just as important, buissibly of even greateworth thanwaking
consciousnes¥® Even before them, however, Je3acques Rousseau had commeniedhe
Confessionson how one might transcend the senses while dreaming, and Goldberg postulates that
Rousseauds c o nhmpraliferationnof the wreamaopas in French literatfite.

The idea thatheworld of dreams, on account of its liminaligerved as a window inthe

otherworldlywas al so current in Chopinbés <circles, b
writers wio took this theme up are not only thecsa | | ed A Three Bardso of
literatured f o r instance, i Dziadyf #aor Mi atkh ewd £ z &v e ] (1

Zygmunt KrasE k i Nbesboska Komedia[The UnDivine Comedy] (1833), and Juliusz
Slowadk i Bakadyna(18399 but also his friends Stefan WitwickE¢mund 1829) and Seweryn
GoszczyEki (The CastleofKaniow 1828) . And it was Chopinbds fr|
aided in the transmission of concepts taken from early GeRmama nt i ci s m, i n par

relationship to altered states of conscioushgds, the major Polish cultural centers, where they

147 Quoted and translated Fony JamesDream, Creativity, andadness in Nineteert@entury FrancgOxford:
Clarendon Press, 199%1.

148 JamespPream, Creativity, and Madness in Ninetee@ntury France9.
“9GoldbergChopi nds Onei,B5. ¢ Soundscapes

Mo c hnaicrktiedorsest | ay specifically in animal magneti sm,
been viewed as kinds of borderline phenomena at that t
considered dreaming to lbconscious statesf mind, though this conception is incompatible with the framework of
dreaming that | laid out at the start of this chapter.
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were reframed in specifically Polish teriid$As f or t he vyearesilewPdrigr Cho
Chopin continued to mirig with the Polish poets who ended up in Paris, and he would also have
crossed paths with the French literary elite, including the previously mentioned Balzac, Lamartine,
Hugo, and Nodi er . As atimenavertthe authorfGedrga 8awpuldCh o pi n
frequently incorporate scenes that are centered on dreams and visions into her work, such as her
novelConsueld1842 43). In a number of her narrativ€anddrawsspecificattention to the link
between music and the fantastic, between musidesainingandbetween music and the idgeal
one such example iserHi st oi r e @&0)ren ovetlookedfantastic story heavily
influenced byE. T. A. Hoffmannjn which Sand lays own artistic argumerfor music and dreams
as the bridge betweehe realms of the real and the idéad

How might these contexts be brought to bea
dreamy or dreamlike? | quote t he-sHarpMihoo,op. ng r e
44, in Franz Limgn™®™s monograph on C

The Grand Polonaise in F Sharp Minanust be ranked among Chop

conceptions. In it he inserted a mazurka, an innovation that might have made this wonderful

utterance a ballroom success had he not driven frivolity away with aystfantastic

gloom. This work may be read as a tale, in which the first gray glimmerings of a winter

dawn give way to the story of a dream after a sleepless night, a-gaEamin which

impressions and objects succeed each other with strange incoheasuddiensitions that

recal |l ByArDoeand s poem

Dreams in their development have breath,
And tears, and tortures, and the touch of Joy;

They | eave a weight upon our waking tho
And look like heralds of Eternity.

151GoldbergChopi nés Onei,BZ38. Soundscapes

152For a discussion dfii st o i Bveur, mféruoDavid A. Powell While the Misic Lasts: The Representation of
Music in the Works of George Saftgwisburg, PA: Bucknell University Press, 200195 205

13 Translated irMeirion Hughes, transl, i s €hopgingManchester: Manchester University Press, 2004DY5. F.

Chopin was a cdhborative effort between Liszt and Carolyne S&yVittgenstein but the precise extent of her
involvement remains unclear
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The principal theme is a sinisterelody, suggestive of the hour that precedes a hurricane
as frustrated, defiant exclamations are hurled at the elements. The insistent return of the
tonic at the beginning of each bar is reminiscent of volleys of cannon fire in some fierce
and distant bée, and thereafter in bar after bar unusual harmonies unfold. Even in the
works of the greatest masters we know of no effect as striking as this section, which is
suddenly interrupted by a pastoral scene, an idyllic mazurka, full of the scent of lavender
and sweet marjoram. Yet far from erasing the memory of the earlier sorrow, the mazurka
intensifies, by bitter and ironic contrast, the painful emotions of the listener, to the extent
that when the principal theme returns him to the spectacle of the fadtigl, he is freed
from the troubling contrast with a naive and inglorious happiness! Like a dream, this
improvisation ends with a dismal shudder, leaving the soul with a single dominant
impressiont>*
Here, Liszt decribethe piece in terms of two drearalated literary representations. In the first
case, he comes up with a program in which an atmospheric scene segues into a dream narrative
(Athe first gray glimmerings of a naisleepless dawn
night o). Oof cour s e, Liszt i's engaging in a d
Bernhard Marx, among others, and which he would soon defend in a long essay that was published
serially in theNeue Zeitschrift fiMusikin 1855°°thoughmusicologists today are more likely to
read a piece of music in light of a peristing narrative than to compose a programmatic
description of a piecE®As f or the second, Liszt freely qu
poem, AThe 6)DIntha ppem, thelfiBsticanto precedes a dream narrative in verse, and

it serves in effect as a manifesto expressing Romantic beliefs about dreams: that there is continuity

between dreams and the waking world, that they have a profound effect oetherde r 6 s dai |

4 Translated irMeirion Hughes, transl, i s hio@ns74i 75.

15 For a discussion of Liszt and program music,Maek Evan Bond§ di Absolute Music: The History of an Idea
(New York: Oxford University Press, 201410 18.

For exampl e, rseeaed iPregt eorf Ptehsei cféisr st mo v e nflatrmiajor,dn96® ¢ hu b e r t
0 b

I
in terms f a brief work of prose yi Scihe be o mpods ®&r e a mt |
Century Musi@3, no. 2 (Fall 19991136 44.
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life, and that dreams are analogous to poetic cre&tidnn quoti ng t hese speci f
Dream, 0 Liszt draws attention not only to the
(AAnd they | eave a wgehtgshd) ugpnd how dwaeka nmsg mihgt
temporal spaces radically different from waki
al so Byronbés organicist | anguage about t he ¢
developmenthaveebe at ho) and how one might experience i
tears, and tortures, and the touch of Joyo).
Whatimpelled Liszt to turn to the oneiric for an explanation? Liszt seems to find the central
section bafflingly incongruous with the rest of the piece. As he makes clear, this maaprka
section wouldobébve been a fiballroom successo we
of the piece casts on {@in the other hand, the polonaise theme strikes a martial tone for Liszt, the
resounding tonic harmonies on the downbeat of each measure retallimgl | ey s of cannc¢
some fierce anBxampledes uiszt hinte attthe Istarting (mediarglated)
har monic and mel odic shifts, per haps, when he
unusual h a r nktaample.$). Inufactf ewdn dithou(the mazurka, his observation that
Ai mpressions and objects succeed each ot her
(f oreshadowi ng nbDenlge uwmzhel 6csh ficaa nb ebcyo r i g h spotom nt i n u ¢
just before the militaristic atmosphere dissolves into the calmer mazurka, we hear an extensive
interlude with a percussive effect resembling a snare drum; as Rosen notes, the unyielding

repettion of note and rhythm has a hypnotic effeEx&mple4.8).1%8 Though Liszt does not

157 Christopher Jol Murray, ed.Encyclopedia of the Romantic Era, 176850(New York: Fitzroy Dearborn, 2004)
294. Murray phrases the first as fidreams represent the
which is patently not applicable to theany examples we have of fantastic dreams in Romantic literature.

158 Rosen;The Romantic Generatip93.
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comment on it, this interlude, as an additive construction, disturbs the ogamatiytorganization

of the piece. |l t6s perhaps in Iight of all th
the overall impression of the music is that of an improvisation, which he considers homologous to
dreams i n st r ucthisiimgovigafioh enksewithaa ddmaksaudder, leaving the
soul with a si ngl émalaeonden thent that @hppin éimself saw ore

fantasy than polonaise in op. #4.

cresc.

Sl

5. e K o,

Example4.6:Introduct i on and pol onaise theme i-gharffMinprder vy k C|
op. 4416

Chopin describes op. 44 in a letter to Julian Fontana
Chopinds publismanusocrVpénfal aheewol onai e opemueé¢ i Inut
nowy manuskrypfr o d z a j pol onez a,.]) Faydeeyk ChopiniareSporel¢ncjd FayderykazChopina

ed. Broni sgaw Edward Sydow, ( Wal9s5p2B2. PaE&st wowy I nstyt uf

180 Fryderyk ChopinFr i edr i ¢ h C,led Wolderdas Baklge vok & Polonaisen(Leipzig: Breitkopf &
Hartel, 180), 20.
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Example47. Har monic and thematic shift in Choj

One corollary of Li szt 0sturntetheadmazukaasarettedtat h-
into a dream world, but an episode within a dream narrative. As he puts it, the monophonic section
that opens the piece frames the dream narrati
gray glimmerings of a winted awn gi ve way to the story of a
t hough he doesndét account for when this fr ami

polonaise theme. The mazurka, which for him bears the connotations of the pastoral and the

idylicdr edol ent fAof | avender adnrepresemienetta retreatinjoanr a m, 0
ideal , interior world, but a troubling decept
Apai nf ul emotionso infliotebdeimg. tRergerasel yen

bucolic spell of the mazurka ends and one returns to the that one finds relief, that everything is as
it should be (the |listener i's fAfreed from t|

happi nes smisgof Ardatliag aspt tums out, isalien t hi s way, Lisztos

181E.g.,Chopin,Friederich Chopiils Werke5:21.
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the seeds of doubt in the ethical values of German Romanticism all while working within its
epistemological framework.

Example 4.8:

AiSnare drumo pass¥@ge in Chopinods
P Doppio movimento. Temp(-) di Mazourka. : —f— —
o/ ;Ige;no‘voce : | T - . P ' ] .
WOdE-uT Bul I 421 = 2
S Ss=scs s ssE S=as S=SSs=ss==

5[ 1 _z], . EE T . T _i- T . [

Ra. * . * . *® %o, * %o, *

A N . I \
- e — e
=5 : KL TT . Mﬁ_',
. |, ! 1, N e T ! :—“‘\
i’"“"_ﬂi"‘_ = |. T
— i = = 1 \_Ef' - L
3 3 3 3 7 — ®p | ®
Rd. #* %o, * X, * Rw. * R ¥ )
Example 4.9: Mazur k a

sectiof in Chopinds op.

162 Chopin,Friederich Chopiiis Werke 5:24.

163 Chopin,Friederich Chopiiis Werke5:26.
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Lisztdés formulation also points to the fac

the world in which they find themselves immersed in and, indeed, of themselves, while not

necessarily being |l ucid. Wistenerbretains eestable dersdodf e 1 s
self throughout the entire dream narrative: So convincing isthewvirteah | i t y of t he #fs
the fateful battle, 0 seemingly conjuredd by an

measures of floral scented mazurka could shake that deception off the diismner.

Webve seen how t hbeningteentmee rotf u rdy eraend enggt ii ooan tof Ch
be understood in the context of how certain ideas about dreaming from European Romantic art and
literature more broadly and German idealism in particular were transplanted into German musical
aesthetics such oneiric notions about Chopinbés mus
centers of the time, where they would interact with previously established Romantic discourses

about dreaming. Alongside this, however, there was also a tendency totastueidreaminess

with sentimentality and the feminine, which I
of Chopinbs nocturnes in the 1830s. Andreas B
dreamingo in Chopini mage inft eChavpinredawi a hilaal o

dominated the Germaspeaking lands, albeit with a few notable excepti6hgvhile the terms
Asal ono and Asalon musico are slippery and e
independently of theontexts in which these terms are used. In the German regions, and by the

second half of the nineteenth century, the fs:

164 SeeAndreas Ballstaedts b o o kil Chapisad rars @o mp o s e FQ@ntlryrGe Miame tCe e m fi It i s m
in Chopin Studies. Jled. John Rink and Jim Samson (Cambridge: Cambridge University Press, 1834) and

Derek CarewdsiVbobhkricampAet i The Canbridge Compdniorptdo Ghopked. Jim

Samson (Cambridge: Camidige University Press, 1992222 45. One notable voice who resisted this image was

Hugo Riemann, who categorically refused to apply the s
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phenomenon, the province of the socially aspiring petit bourgeoisie, in wigdpbrthinine held

sway and which encouraged an atmosphere of superficiality and conceit, of sensitivity and
timidity.1%° As the salon was seen as a retreat from the world that fostered inward contemplation,
notions of dreaminess were very much at home istael on. At t he same ti me,
understood as virtuosic piano music that sounds difficult to play but lies within the grasp of the
moderately skilled amatedira s Schumann <characterized sal on
sentimentality and pianisti p a s s a'%f Euwotian&dly, salon music served as lidtetarted
entertainment; the fact that many amateurs were also women underscored the domesticity of this
type of music®’

So, in the late nineteenth and early twentieth centuries, when it cametp Cm 6 s mu s i c
certain genres or works were time and time again associated with the salon, above all his nocturnes,
and so the dreaminess of the nocturnes came to be often read as feminine. (To be clear, this is not
to say that there was some sort of cossenthat dreaming, as a general phenomenon, was
understood as feminine or effeminate in nineteenthnt ury Western Europe.)
the nocturne had been painted as feminine by figures such as Fink as early as the 1830s, though
Fink, in contray to the later usage of the trope, appears to be defending or even extolling the
nocturnes for their appeal to the feminine. Wh

century, women were already far and away the primary consumeenofpusic®®t hat doesno

¥Ball staedt, AChopin2as 6é6Salon Composer, 60 21

¥Quoted and translated in Ballstaedt, fAChopin as 6Salo
167 At this time, there existed taboos concerning the suitability of certain instruments for the respective genders. In
Britain, specifically, women were thought of as unsuited to the,fthe violin, or the cello; contrarily, the harp and,

above all, the piano were for them. This led to a situation where most of the professional pianists were men, but the
amateurs were women by and | arge. Carew, #AVictorian At/

®Jlffrey Kallberg, @Thed Harémony of the Tea Tabl e
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explain why it was only <certain genres in Ct
feminine. Jeffrey Kall berg suggests that the
feminine gendering of artistic detail, a rostithat stretched as far back in time as Aristotle in
Western aesthetics and that was still current in ninetesamttury Europé®®( | ndeed, t hi s 7
solecismo of Chopin as a miniaturist i s so en
British musicologist Derek Carew could complain of its persisteli€&Vhatever the case may
be, this feminine gendering of the nocturnes went hiatstchnd with the German reception of the
nocturnes as salon musi c, and the devaluatior
almost obsessive preoccupation on the parhale critics by the second half of the nineteenth
century, both in the German regions and beydhd.

Over in Victorian Britain, where the parallel to salon music was music for the drawing
room, the nocturnes, together with the preludes and some of tlzesyg@lolonaises, and mazurkas,
were also among the most popular of his pieces for domestic use. As in the German regions, the
nocturnes were associated with femininity and thus disparaged. Frederick Niecks, a German
scholar of Chopin who resided in Scoitfor most of his life, bemoaned in his groundbreaking
biography of Chopin (published in 1888) that:

Among Chopin's nocturnes some of his most popular works are to be found. Nay, the most

widely prevailing idea of his character as a man and musician sedrage been derived

from them. But the idea thus formed is an erroneous one; these dulcet, effeminate

compositions illustrate only one side of the master's character, and by no means the best or
most interesting’

¥Kall berg, AThe Har mdty of the Tea Table, o 107
Carew, AVictorian Attitudes to Chopin, o 228.
""Kall berg, fAThe Har mam@y of the Tea Table, 0o 110

2Kall berg, AThe Harmony of the Tea Table,o 111.
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As Niecks not es, e@manghisrmds poputar dspeciatlyefa thanparpose of
domestic musienaking. Their popularity may have, in part, spurred William Henry Hadow, a
musicologist who oversaw some influential educational reforms in Britain, to characterize the

composerasbegn Apreoccupied with the fairyland of hi

it fAethereal, unearthly, enchant(duplakhanofec ho f
cour s e, is Coleridgebs poem, whi cing uhderthel | e g e
influence of opium.) And, tellingly, one fAJoh
that | aunch one into a dr eam abnthfy MusicayReeordd 06 i n

in the issue published March 1878,
One qarticularly striking example of a recurrent point of comparison to a supernatural

figure in reviews of Chopin and his music is Queen Mab, a fairy figure that is first referred to in

Wi | | i am S hRokes ang dubeMerdutso, a supporting characterthe play, delivers a
speech on her in the first act. Ther e, he des
Adrawn with a team of | ittle atomi over menos

lawyers, ladies, parsons, and soldiaith dreams of romance, material gain, and cortfBn. a

review of Chopinbs recital of February 1848 ¢

Revue et Gazette musicale de Patfie anonymous reviewer, who also refers to Chopin as the

frielof pianistso and a fAsylph, 6 had this to say
It is easier to recount the reception he received and the delirium he aroused than to describe,

analyze, and reveal the mysteries of a performance that has no equal in our earthly realm.
Even if we possessedtha pen which traced the delightf

13 william Henry Hadow Studies in Modern Music: Second Series (Chopin, Dvorak and Brghorsjon: Seeley
and Co. Limited, 1895)169.

7John Ol d, 0 Cdonthlg slysicahRéemiMaeh 10 187538. The name may well be a pseudonym.

5 william ShalespeareRomeo and Julieed. René Weis (Bloomsbury Publishing, 20151 64.

308



would still be impossible to give an accurate impression of such actabeetso ideal that
it hardly seems to belong to the crass world of material tHif4gs.

The character of Queen Mab appearm@imgn an obituary in 1849, published also in Revue et
Gazette musicale

Perhaps never has any artist more than [Chopin] had a physique that corresponded to his
talent. A frail as he was in body, was he delicate in style: A bit more, he evaporated into

the i mpal pable and i mperceptible. Hi s mann
necessarily disappeared in a vast hall; within reach of a confidant, it was something
deliciousé I f Queen Mab had ever assugedlf ed t o

Chopin she would have chosen, and only the divine pen that described the fantastic retinue

of the dream fairy could analyze the complicated, infinite, anagkght-aslace tangle

of that phrase charged with notes, in the folds of which thgoser always enveloped his

ideas!’’
A similar association pervades Niecksd commer
dissolved into all kinds dforiture, coloraturg and other trickeries, and they are of such fineness,
subtlety, loveliness,angilr acef ul ness, that o n@éltseensthatthesen d e d
commenters heard both Chopinds performance st
as signifiers for not just the otherworldly, but a specific fairy whose explicit rolaisineate with
dreams the sleep of men.

These otherworldly tropes, moreover, are inseparable from the gendered discourse on
Chopin. Kallberg argues that these otherworldly metaphors were engaged in a network of unstable
meanings involving sex and gendardahey helped craft an image of Chopin as an androgynous,

hermaphroditic, effeminate, and/or pathological béfigds he explains, though most literary

elves, fairies, and sprites have determinate sexual identities, their infantilization goéshand

176 Quoted and translated intbeh apt er @A Smal effieyaKallbberg v o hiGhapis ai theé Boundaries:
Sex, History and Musical Gen(€ambridge, MA: Harvard Univeity Press, 1998)65.

""Quoted and translated in Kallberg, fiSmall Fairy Voice
178 Niecks,Frederick Chopin as a Man and Musicig?1267.

"See Kallberg, "Small Fairy Voices. o
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with the increasing sexualization of childhood from the later eighteenth century onward, as
Michael Foucault hasbserved® Because of this, children were at once thought to be pure of sex
(and hence to a degree asexual) yet utterly possessed by it, which would explain the endless tirades
against masturbation and other forms of precocious sexual activity. To laddlilamale a fairy
or an elf in the 1830s and 1840s is to invoke this contradictory position with respect to sex, and,
toward the | ast decade of the nineteenth cer
homosexual man in Englisf In fact, thelatet meani ng under |l ying Hadc
Chopinbés fAunearthlyd musical Afairylando i s m
virility é manliness, moral, and intel® ectual
The curious convergendsetween the otherworldly and matters pertaining to sex and
gender might be found in the following passage by Reverend H. R. Haweis, a preacher and writer
of minor fame, in his surprisingly successful bddksic and Morals®Af t er touti ng n
functionas a restorative outlet to remedy what he
|l ives (fimusic comes with a power o f relief a
s up er n Fhheitures todhe dreams that music might arouse in thedalserg points out,
Haweis6 prose style is®™ emarkable for its sen

That poor lonely little sorrower, hardly more than a child, who sits dreaming at her piano,
while her fingers, caressing the deliciously cool ivory keys, glide through a mastdrre

180 Michel Foucault,The History of Sexuality. 1: An Introductidrans. Robert Hurley (New York: Pantheon Books,
1978).

181 Kallberg, Chopin at the Boundarieg6i 77.

182 Hadow, Studies in Modern Musid55and157.

18 H, R. Haweis,Music and Morals 6th ed. (London: Daldy, Isbister, & Co., 1875) The bookdés asto
comrmercial viability isdemonstrated bthe fact that it went through nineteenth editions before the nineteenth century

came to an end (it was first published in 1871).

184 Haweis,Music and Morals111.

18 Kallberg, Chopin at the Boundarie$8.
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of Chopin, is playing no mere study or set piece. Ah! what heavy bgeans lifted up,

and borne away in the dusk? Her eyes are half adosed heart is far away; she dreams a

dream as the long, yellow light fades in the west, and the weleawes tremble outside

to the nestling birds; the angel of music has come doenhas poured into his ear the

tale which she wil!/ confide to no one el s
passed; for one sweet moment the cup of life seends $hié raises it to her trembling lips.

What if it is only a dreai® a dream of comfarsent by music? Who will say she is not the

better for it?8°

Whil e scant in musical det ai | , Hawei s6 passag
conception of music and dreams other than the usual conceit of music as representing or
resembling dreams or other dreamlike experiences; the music itself is said to induce dreaming, and

the experience itself is portrayed as therapeutic in an almost erotic way. And the genre of the music
matters,tod as Hawei s remi nds us,dyt hoer nsoectt uprineec ei.s0 nW
know what it was about the music that possesse
though Kallberg suggests that this remark be understood in the context of the long history of
writersodo cast i feqininefi’dNeitmeo doeésuHawes 9o ansto say how this

Awei rdnesso might be conducive to dreaming.
syntactic methods of semiosis |1 6ve discussed
interpretive specificityand the experiences a consumer of music might have is subject to question.

In the absence of firdtand accounts with an attention to musical detail, reconstructing experiences

of the sort that Haweis describes would be an impossible task.

The lastcontet t hat grounds meaning iIin the interpre

that | wish to consider here is how Chopinods

186 Haweis,Musicand Morals 117 12.

187 Kallberg, Chopin at the Boundarie$2.
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the Polish nation. One might br osacitextactad egor i
separate modes of I istening. Il n the first, th
evokes memories of or images about Poland, and this phenomenon is deeply linked to the
Romantic concept of nostalgia. Halina Goldbergjristance, suggests that the dreamlike qualities
of some of C hdo suchnaéhe prafusianuof dlltsiens and other compositional
devices related to reminiscencauditory distane as found inechoes or the simultaneous
presentation of temporallgistinct musicallanguages; disruptions of form and geneagd
distortions, for example through the blurrioharmonied r e f | ect t he nostal gi «
consci ousness @spdcesantagiriaitgs G hhoapti ncéhsar act eri zed Chc
the self while inexild®t o j udge from some of his |listeners
of nostalgia resonated deeply with them.

The second entails hearing a piece of music, or even an improvisation, as a narrative
concerning Polish history ariig historical destiny. Ever since the Third Partition of Poland, after
which Poland ceased to be a sovereign state, a rich tradition of descriptive instrumental music
depicting historical or allegorical narratives of the Polish nation flourished thratighe
nineteenth centurd?® These pieces were understood as such even when verbal cues were absent
or redacted because of political censorship, for listeners picked up on these patriotic sentiments by
attending to musical quotations and topics. While @hdypmself shunned programmatic titles,
this didndédt stop |isteners from hearing some
fact, some of the allusions in his music are so clear as to leave little doubt as to his awareness of

thistraditonas i n Chopi nds tKunpd &y iaittiwinn kod 0 K(afr Loilt h

¥Gol dber g, 0 NHuawiakn@li23Z9 ng t he

18 For more on this,ee Halina Goldbelys afibé £drei pti ve | nstr urmenuty@bdlandMusi c i
Context, Genr e,Joumal d MBsedoficlrResear@tenp. 8 (July 201524 48.
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one of the most significant nineteesdéntury patriotic songs, into a funeral march in his Fantasy
op. 4910

Perhaps the most famous and significant literary represemtatibis musical tradition is
the Koncert nad koncertani Concert of Concerts) epi ande i n
TadeusZ1834), which at once poetically represented the pieces in this tradition that predated it
and inspired later instrumental vks. There, the character Jankiel, a Jewish innkeeper, patriot,
and dulcimer virtuoso, whips up a musical narration of watershed moments in Polish history; while
some have suggested that Mickiewicz6 scene wa.
Vi rtuosi at the ti me, ot hers have argued t hat
Chopinés improvisati ons NorowskpMarzurka, avhich is préesandyme s s
the national anthem of modern Poldit.

Thereds more to theencah aShaacltlecrr oosfs Jaar ngkuiees| .t
concert that Jankiel undergoes a spiritual transformation imieszcza Polish term that has no
single equivalent in English, but it denotes a prophetic bard megpe for guiding his people
towards some revelation, or to other spiritual and temporal ré&frifibe centrality of music to

thefigure of thewieszczertainlyexplains why Chopimvas occasionally considered to be éte.

WSeeMi eczys§aw 0OTso mais&aytsakal jom 49f Struktura dwoista i drugie dno, Mueyka
Chopina na nowo odczytana: Studia i interpretatfeakow: Akademia Muzyczna w Krakowie, 1996), 88, and
Hal i na Gol dibbeRregniesnbeess anyy, Toh d@9% Tal e of Grief

YigeeMar ek Dy Uewski , @ For t Ryshnuzyczgesemhey7n2bi@ndloGathanBellman, o
Chopinbés Polish Ball ade: Op . (Rev Yarls Oxfoed lUniveersity Press, 80fl0) Nat i on
123 31.

2BgUena Shallcross, AfoWondrous Fire6: Adam o fEalti ewi cz©
European Politics and Societi@sno. 3 (September 1, 1995p3 33.

19 For instances of this,s¢éal i na Gol dber g, i 6 Re m® miB& andinertp Paniatawiska,Tal e o f
i Ch drcizwar t y wloppsnarodowyomuzgpeo | s ki ej pi er ws @arsawprkademiay X1 X v
Muzyczna im. Fryderyka Chopina, 200@p7 74. Traditionally, the three nationalieszczare Mickiewicz, Juliusz
Sgowacki, and Zy g rhe tilé of the feuthvieEackas also beerobimgdud uporCyprian Kamil

Norwid.
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This perception was establishedo met i me around the 1840s, wh e
adoption of religious mysticism began alienating Poles, Chopin incfifiddis led Marceli
Antoni Szulc, author of the first Polish monograph on Chopin, to proclaim Chopin as the new
wieszczhismusidit he voi ce of t he -emirenBRoéshetthonusickl@isti s e ,
of the nineteenth century, Oskar Kol berg, con:
oeuvret®® Moreover this reading of Chopin asvéieszczemained potent earipto the twentieth
century asthis printed announcemeifidr the centennial celebratioffise., in 19100 f Chopi nd s
birth in Lwow (presemd ay Lo6vi v i n Ukr ai-ruked portioh efrfPoland) t he
demonstrates:

But Fryderyk Chopin is not just supremely national, but also a supremely traditional,

popular portrayer of our collective soul. His mistress is that incabhkmourner of the

graves of our nati on6s kweendonnersand ptesemrt time®sr ¢ 0 |

the common Songdde sang of the suffering, loxg and yearning of millior& and he has
the right to enter every Polish heart and to dwell their for&¥er.

And, as we shall seeyen nonPoles understood the implications of this association of Chopin
with prophecy and natiwl destiny, if notalwaysin Polish termg® To top it all off, Halina
Goldberg claims tha@hopin himselivasaware of anécceptedhis perception of himselivhich

he seemed to intimate in his letters and in his choice of setting®r&si 6 s ossianicand y me

¥ INChopinds :owimlrveorwks still returning t o Bkilgocomgetey| and?!
mad?! 0 Quoted and translated in Gol dberg, fAdRememberi n
195 All of the above referencese fromGo |l dber g, fH6Remember iiB4g That Tale of G
%Quoted and translated in Magdalena Dziadek, @AOn Coll

Ni net eent Interdiseiplinary Stydie®in Musicology(2010): 162.

197The Frech paintemnd c¢ | os e as s,Eogéne Dadacraix, dre@ the ginposersas Dante Alighieri in a
sketch; Dante was viewed by the Romantics as fAa proph:¢
mysticimor® d&morChosphinp swirtel aRlealoancr oi x, see John B. Ni ci
a Surrogate SefP o r t r dhetAgedf Ghapin: Interdisciplinary InquirigBloomington IN: Indiana University

Press, 2004 22 39.
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politically provocat®Ceopbams wiederbflectsyhatact @18 4 7
that his Polish audience, above all, seemed to have understood some of hiscleypreces as
politically-charged narratives that are just as inspirational as, say, the epic poetry of Mickiewicz.

Of course, this mode of listening tertain instrumental works as narratives about the
Polish nation doesné6ét automatically entail a
trope of dreaming recurs in descriptions involving the above mode, whether on part of the
performer or tk listener. In thekoncert nad koncertange pi s od e, itéds Janki el
audi ence, whobs described as be.iHperg, the German st at e
idealist notion of dreaming as poetic inspiration bleeds into Polish messianistonBast, the
audience | istens to Jankielbés i mprovisation w
the allusions to patriotic tunes such asRbnaise of May the Thirand the Dbrowski Mazurka,
and they eagerly put forth their interptgtas of some musical passages as representing certain
historical events$®®

Letébs move beyond Iiterary representations
of the most celebrated exampl es -Soefq upeanéaoeeioo tsicc
from J-zef il sine G@®343),araves lansexplicit connection between this mode
of Iistening and dreaming. (EIl sner was Chopi n¢

and Chopin came to know anlde atdhnetSréed uheiasmetoe abceh eo

¥Gol dberg, fAO6RemeBherifighk) oTBHt Tale of

%As an example, one of Jankieldés |isteners cries out i
fiTargowica refers to the Targowica Confederation, which was a confederation formed by Polish and Lithuanian
magnates opped to the reforms promulgated by the Great Sejm and the last king of the-LRbligtnian
Commonweal th, Stanisgaw August Poniatowski. Wi th the b
in the PolisiiRussian War of 1792, and their victasyer the troops loyal to the King precipitated the Second and
Third Partitions of Poland. |t thiodistodhs symimlmingbbtayabed anki el ¢
al so Goldberg, fADescriptive Instrument al Music. o
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to a different genre than deSeqguendet wWasstooumt
a melodrama with visuals and instrumental music only, which accounts foKwhy p | &Es Kk i
composer who was the director of Wavsas opera theater and who
Conservatory while Chopin was -Setquudeynicnegdo tahseree ,
example of the compositional strategies involving melodic and topical allusions that one might use
to communicate pawtic sentiment$® Wi t hin the context of- El sne
Sequenceo rnthekesnd pefteacree i of trhae charpceers,aHinkotialls
asleepFirst, he experienceghoulish nightmaredyut these soon give way #oprophetic dream
thatcyclesthrougha number of episodes drawn frdive centurieof Polish historyand foretells
the heroeglefining these episodeBy quoting thepatriotic tunes associated withase figures
much cl oser i n t iarkethat prescieht appeanarc@sr - E| &ip sefiire me k
the early fourteenth century).

So, El sneSeguednhaetanseems to be in conversa:
regarded dreams as a particularly apt literary or artistic vehicle for the egpregsPolish
nationalistic sentiments. Dreaming can even be transformative in a messianic sense: In the
prol ogue of P arDziady thd protadgonidviaf thik poetievdraena, &ustaw, effaces
his previous identity and symbolically reincarnatesths e | f as Konrad, #fAKonr a:t
to the eponymous h &mmd VWaflenrdd(182%).i Thisvgoas zdine wagy inc
explaining why descriptions and anecdotes related to this conceit of how certain instrumental

works are heard as narratsvdepicting the Polish nation often incorporate dreams.

2WKarol KurpkK@Esbki EskKaoal the Musical Expr EwgnaadHisof Pol i
World, ed. Jonathan Bellman and Halina Goldberg, trans. John Comber (Princeton, NJ: Princeton University Press,
2017),18% 85.
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Remember that | mentioned that there are two modes of listening involved in this context
for musical meaning, and one might say that one attends to lyric content in the former and narrative
in the latter. With Chopin, the association of both modes ohlisgewith dreaming coincides
poignantly with the composeroés per siesaca, | B1 & ¢
start with reports about his improvisatiofrshis memoirs (183921 ek sand e awriee g owi c |
and poetvhom Chopinbefriencedi n Par i s, hear d hi sostélgicideamd 6s i m
of Pol and. sitagwhenthe tlwo of theengat todether and consoled each other in
t heir Ashared | on,gChapigwo uflod wehaevier fhao nmed gginad s p e
making it si ngJehg oswempcbkekitahis place, helweuidd r eam of home,
wake up &YlLkeavisd, Ferdynaind Dworzackea renowned doctor who met Chopin in
Paris sometime after 1835, reports the following nostalgic dreamlilerierpe as he listened to
Chopin improvising:

| was lying on the sofa; | was in ecstdsstening to him and dagreaming. All of a sudden,

his music rang out with song which went to the heart wfy soulé a weltknown song

€ asongrom the homelanéd belovedé from the family home& from childhood years

€ My heart throbbed with yearning, tears sprang toeys® | leapt up:fiFryderyczkud

| cried, Al know that song from the cradée my mother used to singdt | have it in my

soul, and you just playetl ® He looked round with a strange expression. His eyes shone;

his fingers weranoving delicately over the keyBYou never heard this tune befabdie

declaredfBut | have it here, here, in my soaill cried, pressing my hand to niyeast.

AOh!0d herose and embraced deyou have just made madescribably happy, there

are no words for it! You never knew this so@gonly its spirit: the spirit of the Polish
melody! And | am so happy to have beable to grasp and reveabi®?

Both J e § o wid®worzaczé, it would seem, entered a dreamlike state as they listened to

Chopinbés playing, enraptured by his i mprovisa

PlaMy soul feel s bl sesesity accomghnies medn myneayteomd, iais present in my prayers

and watches over my sleep. Then | dream of home, and w
Jego®ws clkkadgings in Paris and Po lndPonihtowska€rmpneacdthis@riicsy . Qu o't
54,

202 Quoted and translated in Eigelding€hopin: Pianist and Teachg284.
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and t haeoctirneed rwle dondét get much of a sedsge of w
to, musically, so as to fall into this stafee  owme o ki ons t hat Chopinds pl
ifull with sound and voices, 0 but *Dwairzadzeki t i vel
begins his description already ddseaming. Inthedt t er 6 s ¢ a s e-dreamioggeemme r , hi
to alter his experience of the music: Dworzaczek earnestly believed he knew a certain melody

Afrom the cradle, 0 despite Chopinbds protests
nationalist tropes in thienecdot e does not detract from th

experience.)

Such dreamlike experiences, in which Chop
senti ments, were not confined to Chopindés i mp
about Chopinés music in such terms. Writing ir

in Paris, claims that

Chopin's Mazurkas are the diary of his soul's journey througéottiepolitical territories

of his Sarmatian dreamvorld! There his playig was truly at homejn them resided

Chopin's originality as a pianist. Hepresented Polanthe land of his dreamsn the

Parisian salons undéouis-Philipped salons whichhis viewpoint allowed him to use as

a political platform. Chopin was thenly political pianist. HeincarnatedPoland, heset

Polandto musi¢?%4
To be fair, von Lenzd account of the mazur kas
and gendered trop&sv 0 n Lenz speaks of Chopinoés Ai nwa
interpretab ns 06 and his Al acking in physical strengt

energies Ain a singand btgleneocatiber det &al m

French feducati on and habitsd senveentzo 6&roin

203Quoted and translated in Poniatowskhppin and his Critics54.

204Quoted and translated in Eigelding€hopin: Pianist and Teachg7 1
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readerg® But his account also shows that ABoles were aware of this nostalgicallgr
nationalisticallyi nf | ect ed context behind Chopinds musi ¢

So far, the descriptions above seem to correspond to the first mode of listening kedescrib
which trades in the perception of nostalgic, acoustic images of Poland. As for the second, narrative
mode of listening, Félicien Mallefille, a French poet who was incidentally the man George Sand
would soon leave in favor of Chopin, provides one oftiost striking testaments of this practice.
Mal |l efill e publ i s h#dr Ghopinsupsa balladespblonad®e itni ttl heed iMAsés
of the Revue et Gazette musicale de Palided September 9, 1838. In this letter, Mallefille
describes a recent soir®e for selected friend
muc #%a;s Kar ol Berger notes, Mallefilleds choi
friends wasot hearing the piece for the firsttifffwWh i | e it 6s wuncl ear whet h
the Ballade op. 23 or the Ballade op. 38, both share a common musical trajectory in that a
somewhat modesind tentative, private, domestic or pastoral begintémminates ina fiery,
heroic, tragic andoublice ndi ng. |l ndeed, this trajectory u
standal one works, and the nostalgic/national i
interesting is the experience that Mallefitlgports as he and his friends heard Chopin play his
APol i sh ball ado:

Scarcely had the melancholy spirit locked in your instruntenggnizing the hands which

alone have the power to make it spdaggun to recount to us its mysterious griefs, when

we al fell into a profound reverie. And when you had finished, we remained silent and

thoughtful, still hearing the sublime melody whose last note hadsiocg been lost in the

ether. Of what were we all dreaming together, @hdt thoughts had the melodiousice

of your piano awakened? | am radiie to say; for each saw in the music, as we do in clouds,
somethingdifferent. Seeing our friend the Skeptic, who had always retained so éively

205Quoted and translated in Eigelding€hopin: Pianist and Teachev1.
206 Quoted and translatediher ger , AChopi @a8.s Ball ade Op. 23,

2"Berger, fiChopindés Ballade Op. 23,0 81.

319



passion in love and art, looking vaguely in front of him, his heatdisshoulder and his

mouth slightly parted in a sad smile, | imagined thalhde to be dreaming of murmuring

brooks, and of gloomy fareweléxchanged on the somber paths of woods; while the old

Believer, towhose evangelical word we listen with suckpectful admiration, hatdis

hands joined, his eyes closed, his face furrowed with wrinkles, seennmegiyogating

Dante, his ancestor, on the secrets of the heaverthaddstinies of the world. As for me,

hidden on the darkest side of le®m, | wep to follow the thought of the desolate images

that you pubefore me°8
l't'"s generally accepted that the ASkeptico r
Eug ne Delacroix, whil e t he? Raldfitthéheternpesioer 0 r e
render fAthe desolate imageso that Chopin put
a group of PolishiUnxidhRamitnd 0@ TPHadt dEx)ielxeads.e pr o
iaffectiond for Chopins aflemo isc?$fpdnp @aykt)yaa fd.ro
Young Man, initially defeatist in temperament, lets himself be left behind by a group of exiles
traveling on a path that would eventually lead to armesdur r ect i on, to borrow
phrasé!! until an excounter with an amoral and opportunistic Pabgewith no sense of loyalty
makes him see the error of his ways.

The prevailing seHimage among the Polish exiles in Paris adumbrated a narrative that led
from fithe trauma ofdesxirluetd vtehrsoudlpsfitshme od e Imfo
return to the national ¢ o mm sharedt mptif laese washhat ofs o ur ¢

the Aorphan, 06 and while this motif was eviden

that came about from the failure of the November Uprising, it also transcended this particular

208 Quoted and translated Bellman,Ch opi nds Poll7i. sh Bal |l ade
29Bellman,Chopi n6s Ppoll1s58; BAé¢dt gede, fAChopindbs Ballade Op. 23

210 Quoted and translated in Bellma®h opi no6s Ppl7i.FohtheBubitetdad&al | ef il l ebds pl a
translation, see Bellma@hopi nés Ppllr683. h Bal | ade

2lBerger, #fiChopindés Ballade Op. 23,0 83.
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historical and political dimensio and spoke to a more general condition of existential
uprootedness and homelessness. Berger points out that that the modern metropolis was associated
with Athe condition of the essential homel essi
t hata iptrédsni se of return from exile that Chopin
Parisians alike, heard in his music, which is why Mallefille, and other liberal Parisian intellectuals

like him, could accept this Polish sétfiage just as easilgs generations of insurrectionist Poles

whose sense of identity was mol ded i rfButart by
just as astonishing is how this context for m
experience mbisCbopMabeover, therebs a communa

not only in the sense that Mallefille understood, sympathized with, and even vicariously
experienced in dream the satiage of a foreign culture, but also in that there were otligths
Mal |l efill e who seemed t o, similarly, fall i n
alongside him.

At this juncture, | would like to bring the ideas of the twenti@thtury French philosopher,
Gaston Bachelard, into the discusgiaspecifially, his thoughts on the interplay between space,
whether physical or virtual, lived experience, and imagination as expounded in hisTbeok,
Poetics of Spacge 1 95 8) . Bachelarddés object of &thandy ar e
is, any spacthat engender positive feelings whether this space is cozy (e.g., a house) or expansive
(a forest), and whether i1itbés domestic to our
(nests and shell$}2 For Bachelard, the appropriate approach towards gwetic imagery is

phenomenology and not psychoanalysis, for the latter intellectualizes and localizes a poetic image

22Berger, AChopi nodis3. Smilarly,daheé rostélyarip L2t3e d t8a2 Chopi nds music
and a more gener al di mensi onKujawmiakid ; see Gol dberg, M@ANat

213 Gaston Bachelard;he Poetics of Spac#ans. Maria Jolas (Boston: Beacon Press, 198/ xxxvi.
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as a product of some specific historical context, deaf to the reverbedatlmsparks of poetic
imagination that the words light inglmind of the beholdérr e sul t i ng from oneds
the poetic imagé*Bachel ard summarizes this senti ment
poetry i s ess edainhaslview imagmatichanyd daydreamidy are on the same
spectrunti®

One i mportant thread in Bachel arsddsamon d@rm
a feedback loop between these felicitous spaces, their poetic descriptions, and daydreaming. As
for his prime example of such a felicitous space, the house, Bachelard has thighe bayse
fishelters daydreamingtprotects the dreamerandfiallowsone to dreaminpeage it i s A on
the greatest powers of integration #%'bBlagodgsshe t hc
on to say that

Thusthe house is not experienced from day to day only, othtikad of a narrative, or in

thetelling of our own storyThrough dreams, the various dwelliptaces in our liveso-

penetrate and retain the treasures of former daysafedwe are in the new house, when

memories of otheplaces we have lived in come back to us, we travel tdaiheé of

Motionless Childhoodmotionless the way all Immemorial things are. We live fixations,

fixations of happinessWe comfort ourselves by reliving memories pfotection.

Something closed must retain our memorigsile leaving them their original vaé as

images. Memoriesf the outside world will never have the same tonalitthase of home
and, by recalling these memories, we addto store of dreams; we are never real

2“Bachel ard borewswsbethattenm firom the FrenddtheFendnomenol
original isretentir. Mi nkowsKki buil ds o n dhe vital(vital Bprit),gvhich s @ssentialdd i on o f
the dynamicity of human life; thélan vitali s a Affpatieipation m a flowing onward, necessarily expressed

in terms of time, and secondar iTHefpoetexopSpacevs ed i n ter ms o

215BachelardThe Poetics of Spaci7.

216Bachelard occasionally makes a sharp distinction twleeaming and daydreamirsgpigerandréverin French).
One example of this is when he states that, for the phenomenological investigation of poeticfidaygesamsre
more useful than dreams. They show moredhat daydreams can be vetifferent from dreams. Bac hreel ar d,
Poetics of Spacei 9. For the advantages and pitfalls of describing dreams in terms of imagination, s2 note

217Bachelad, The Poetics of Spach.
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historians, but alwaysear poets, and our emotion is perhaps nothing bet@ession of
a poetry that was lo$t®

Bracketing out the psychoanalytical under pi nn
fascinating point that, when we situate ourselves in a house, or when we encounter a poetic
representation of a house, wer e subj ect to reverberations ex
immediately present. One reason for this, Bachelard argues, is how our lived experience is
Aphysically inscribed in uso through the habi

After twenty years, in spite of all the ottenonymous stairways; we would recapture the

reflexes otthe "first stairway," we would not stumble on that rathigh step. The house's

entire being would open up, faithfid our own being. We would push the door that creaks

with the same gesture, weould find our way in the darto the distant attic. The feel of
the tiniest latch has remainedour handg1®

Whil e Bachel ardds phenomenol ogical account
itds unfortunat e readimgstfocuB exclusieely am wriien texts. Dhatesaid,
Bachelard does offer us a glimpse of how one might approach other objects or events that call on
our lived experience with felicitous spaces. In his discussion on miniatures, Bachelard observes
thatfia whiff of perfume, or even thadightest odor can create an entire environment invtréd
of the imaginationt??° Indeed, even when language directs our imagination of virtual worlds, we
remain open to the influences of the physical space in which veeietec it. In his discussion of
virtuality in communicative techniques and technologies, the geographer Paul Adams notes the
following:

Speech is the first of many techniques separating and recombining the senses: as we listen

to a storyteglliltetrersipreqakj eofeli,ad At he fragrant
ear becomes an eye, a nose, and a hand. We gaze into the coals of the campfire, hearing a

218 BachelardThe Poetics of Spachi 6.
21%BachelardThe Poetics of Spack4i 15.

220BachelardThe Poetics of Spac&74.
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A

story while the mindds eye, ear , nose, t o
sensation of distant times and placé$

Far from distracting us from our reveries, the coals of the campfire and their multimodal
occupation of our sens@ghe incandescent glow of the embers, which gently crackle as they
radiate comforting warmeh actually faciltate this retreat from the present.
| 6d | i kédefoivs ekcscsount of their dreamlike e
in Iight of the notions of space and virtualit
of a center of ocular attéan while one is transported into virtual worldse § o veisimilarly
entranced by the play of light and shade that animates the following scene:
We reminisce about the old times, and when we get too lost in reverie he sits down at the
piano while | swff out the candle. The faint glow coming from the fireplace toys with
Chopinbés shadow, just as the | ight of memo
a distant street occasionally swells up like the howling of a storm or the roar of a Waterfal
while Chopin weaves a magic spell on his piano, cramming it full with sounds and voices,
and making it sing his poetry. | know not how long he sings, for | always forget time
enti Pelyeé
The fireplace was (and still is for some) a focal point in a Ewnope®ouse or communal
establishment during the harsh winters, around which pleasantries were exchanged, gossip was
spread, and tales were told. Bachelard cites the following passage from French writer Henri
B a ¢ h elLk semvitewto demonstrate how thesdds took on an awi@spiring tenor as they were
told by men ensconced in a warm space shielded from the grim weather outdoors:
Those were evenings when, in dlouses exposed to snow and icy winds, the great stories,

the beautiful legends that mérand down to one another, tate concrete meaning and,
for those who delve into therhgcome immediately applicable. And thus it was, perhaps,

2lpaul C. Adams, @A Communi Tha®xfom Randbaok &f Virtualited. MarkA\Grimshals , 0 i n
Aagaard (Oxford: Oxford University Press, 20124 1i 42.

222 Quoted and translated in PoniatowsRappin and his Critics54.
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that one of our ancestors, who lay dying in the yeartbaesand, should have come to
believe in the end of theorld 2?3

InJegodiws ckase, the season notwithstanding, t he
opposite affect. He reports that Chopinds g
whi sperings of a magi c ;e awher e&a sanBla chh esl ifinséosu |
of world-ending cataclysmg, e owea ks eschatol ogical redemptio
sings of our future happiness and our present
for oneds tfthwet dree,r so of t hi s 2% onrothet woads, the Polise | oy s
nati onal narrative. Moreover, ités in that ph
whi sked away to onebs Vvirtuale ghoowamesiska ndi.a TPlod o
listener is guided back to Poland in his thoughts, he is led all around the country and into his family
home, that v e r?FohedajroivitinvaskisProil damestic le that defined his
experience of his nation; as Bachelardi s eosr ,house is outorner of the world. As has often

been said, it is our first universe, a real cosmos in esarge of the wordf?6 And, just as auditory

stimuli are incorporated into our dreams, the same happeh®ig odvs c##r eaml ieke exp
with Chopinbébs music (Athe din of a distant st
or the roar of a waterfal Je&)j.o wdAentkaincedi that thet Cho
dreamli ke experience bl eedserienntiot yloi st halt e e(ph:o |
provides fAaccompanies me on my way home, it [

sleep. Then | dream of home, and wake up dreadinmgit t he birdsong turns

223Quoted and translated in BacheldaFtie Poetics of Spacé1l.
224Quoted and translated in Poniatows&appin and his Criticss4.
225Quoted and translated in Poniatowskappin and his Critics54.

226 BachelardThe Poetics of Spacé.
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cries, the babbling of the riverisreallyeth noi se of t he st fdNotethe and t
two differ ent daminehe Potish orififalp imtBi®passdnas the Polish literary

scholar Ryszard Przybylski once commenfedy h e n  t lexdles Puont thesniselves outside

their homeland n Fr anc e, t hey ¢ ¢’ Thd alienatingysouhds of ®arisiamd g i n ¢

modernity meld into the illusion of home just as easily as they break it.

Mal |l efill eds repor t] e gaddosnogk amwidt hH aDweo rszba, c-zdeeksdcsr, i
related experiences one might have when listening to, performing, or improvising music, and it is
clear that the space in which they heard that ndueit just the physical aspects of the space, but

how that space isised sociallg had a role in modulating their experiences. Such accounts

i ncorporate their authorsé subjective experie
might incorporate such approaches into our analyses of our musical experiences éni Ha 6
description, the musical details seem incidental to the semantic connotations that a piano nocturne

by Chopin had for the late nineteethe nt ury Br i ti sh p ulbel g oodys cxwo r
commentaries are likewise scant in musical specifics. Whileb s easy enough to c
bet ween Mallefillebs playlet and the musi cal
one could argue that one could arrive at similar readings within the same context for musical
meaning but without recose to dream, as many musicologists today?8®hat said, the relative

l ack of anal ytical interest on these histor

phenomenological accounts of their response to the music. By contrast, though musicologists

227 Quoted and translated in PoniatowsRappin and his Critics54.
22Quoted and transl ated Kuawigkod db&8 g, fANationalizing the

229 See notéds.
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today might articulate a method that integrates analytical and interpretative approaches to musical
dreams with sociocultural meaning, these methods tend to hold the music as a text to be read at a

distance, as | show below.

Methods

While many have writtte on t he t heme of Chopinds music an
show, very few have spelled out a robust method that situates analysis and interpretation within a
framework for integrating various sociocultural contexts related to music and dreafichgel

Kl ein i s one of the few musicologists wh oo v
accomplished twice in two separate articles.
PolonaiseFantaisie 06 Kl ei n consi der s t Iparspaetivee and thi§ leadsm a n
him to view its musical logic as being animated by a dialectic of topical references and other
musical elements that maps onto the cultural opposition of dreaming versus doing. He then situates
this cultural opposition of dreamy versus doing within two sociocultural contexts, one historical

and one that i s arguably stil!]l relevant today
nostalgic or prophetic dream visionson@ems narr a
the model of subjectivity as singular and private and how itspted into capitalism. As for the

ot her article, AChoptitsrhaDrpe avm::or T h éOpMa BWr, k aN oi. i
this mazurka as a dr e andbylaeahignism. dhere,me shows how a d i n
strange moments in that piece may be interpreted in multiple ways, each of which draws meaning
from distinct sociocultural contexts that nonetheless overlap without the possibility of any one of
these moments collapginnto a single, stable meaning. Though Klein never makes the claim that

the methods he introduced (nor does he call them such) are applicable beyond the pieces he

di scusses, I show that they can, I ndewhbut be a
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potentially toanypi ece of musi c. For all that, Kl ei nds

of close reading.

As with mostdreamn el at ed i nterpretations of music, K1l €
odditieso in hbeepjekbavewbeeh,rbdad as a refl ec
which genre he was composingi#ipr as signaling (an unspecified) narratiit)yK | ei nds sur v
of said oddities cover the ground from local discrepancies, such as the antiheroicatiosihgf

the piece, the fortissimo dynamic of which sits uneasily with its placement in the upper register
(Exampled.10); through the various topical and generic refees that violently intrude upon each

other in thePolonaiseFantaisie as when a fAnew aanthbilet myps wadl luys ua q
the continuation phrase of a stormy statement of the polonaise tEsmm@fle4.11);%%? to the
complication of said references through the incorporation of or juxtaposition with unexpected
musical elements, such as when the music returns to a softer dynamic and suggests nostalgia
through a chorale texture and modal mixture, which leads Klein to pronounce that the polonaise

theme fAwants desperately to IEBam@Ed®sFf onai se bu

203Jeffrey Kall ber g,Jound bfthe American MusicsldgicaBdiety38,aq. & (July 1985).

ZlAnt hony NewcombFamiThe®y Pahdnlas s e s Clopin SMdies.ijledabhn Rirkr r at i v e
and Jim Samson (Cambridge: Cambridge University Press, ,1244)01.

22Kl ein, AA Narrative of Dreams, 0o 14.

28K ei n, AA Narrative of Dreams, o 10.
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Example 4.11: Irruption of cantabilet opi ¢ i n CH®pinbés op. 61.

The strategies that Klein employs in interpreting certain passages as representing or being

akin to dreaming are, by and | arge, those tha
the polonaise signifies fi d o litaryg inplications despitee s u | t

acknowledging that the genre simultaneously indexed two temporal frames, past and future, that

were divorced from Polandds current state of

Awer e meant t o gFRdnchandiffereree toward the GraatEmigrationfof Poles

234 Chopin,Friederich Chopiiis Werke553.

235 Chopin,Friederich Chopiids Werke 5:46.
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due to the Russi afffKéecwmpPpat opposfi tPohamwmd. @doi ng
on what semioticians refer to as fdAvalwuation, o
other enty or concept, and this valuing of one element over another is reinforced through
narratives, among other cultural forms. He surmises that Western culture values action over
dreami ng, and so the polonaise is usmpsicalci t 1l y
elements are read. On the other hand, Klein reads the musical elements that point to the fantasy
genréd the bardic, improvisational opening of the piece; the sudden shift to topics that, as it
happens, index interiority or dreaming, such as tbeturne and thereghiera (a type of
nineteentkcentury aria in which the singer prays for salvation); the topical, harmonic, and thematic

non sequuntu as being allied to dreaming. That is to say, both semantics (in the sense that the
nocturne is strongha s soci ated with dreaming) and syntax

musi cal ground) play a role in Kleinbés interp

Example412 Sudden shifts in dynamiés and textur

286K | ei n, AA Narrative of Dreams, o0 8.

237 Chopin,Friederich Chopiids Werke5:44.
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Taking into stock the entirety of the piec
thePolonaiseFantaisieasthemusi cal wor ki ng out of the fprobl
account of the double apothedsifirst of the polonaise theme and then the nocturne theime
the home key of Alat major, Klein arrives at the conclusion that tRelonaiseFantaisie
complicaes the original opposition, not by remarking it through replacing the cultural value of
doing with one of dreaming, but by undertaking a synthesis of doing and dreaming that ultimately
deconstructs the dichotomy. He first situates this opposition witlirhigtorical sociocultural
context of the Polish diasporabés political mo\
thereby fulfilling the Polish dream of national rejuvenation; in that context, doing and dreaming
go hand in hand.

But he therechoes the Slovenian philosopher SlaBaj gwdén he bemoans that the first
interpretation has Z%Hathen rerdadstiBtionaiseFanaisiead dtaging e as vy .
the Aproblemo of interiority, ramwngtbnepittngi ng t
public and private spheres against each other. Here, the valuation is inverted: With the advent of
Romantici sm, interiority soon became #Aprized
obj ect PXNTaking hisecuedfrom Juli&risteva, a Bulgariaborn French literary theorist,

Kl ein views t he PdanaiseRantaisieas anangtancesoftintertaxtualityy which

for Kristeva is a figeneral term for any® segmer
Byintypol ogy of texts,o0o Kristeva is referring
28Kl ein, #HA Narrative of Dreams, o0 13.
2®K|l ein, AA Narrative of Dreams, o0 16.

20Kl ein, AA Narrative olJuliaRrisewnss ,infl 4.8 fikleeiBro arsedfaelr, sT etxat , 0
was collectedn Desire in Language: A Semiotic Approach to Literature and édt Leon Samuel Roudiez, trans.
Thomas Gora, Alice Jardine, and Leon Samuel Roudiez (New York: Columbia University Press3@38)
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concept of heteroglossia as it relates to the

manifest themselves in divergent styles of writing.) Kristewatends that intertextuality, as it

mani fests as discursive ruptures on the nove

apparent seltontained and integrated qualities, an illusion which corresponds to the ideology of
the bourgeois socialwatlé s supposed unity, which served t
personb6s fortune was accumul aMadals mutandisklemh a f
claims that the monotonality of tiRolonaiseFantaisiepresents an ideology of unity get® the
topicsdéd jostling against each other. Yet the
and to dreaming, respectively, leads one to a different realization. Klein credits Freud and Lacan
with the revolutionary idea that the unconsciousit he most private of wo
plural; as he puts it, fAmy private®Whenthad has

incongruous final chord in the upper register arrives, which he previously read as signifying the

awakingfom a dr eam, he now qualifies that mo me nt

constittes us. 0O

So, how might we generalize Kleinbés met hod

with the binary opposition of doing versus dreaming, but we mightastrdreaming with standard
waking consciousness more broadly, or some other state or process against which dreaming is
marked. And, instead of constructing or positing binary oppositions, one might adopt more
nuanced systems that could account for aitodk of contrasted states or processes, or allow for
continuities between these contrasted states

allows him to interrogate and deconstruct the binary opposition between doing and dreaming.) We

21Kl ei nar n&t Nve of Dreams, o0 16.

22K ei n, AA Narrative of Dreams, o0 16.
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might then situate the system of states or processes within a number of cultural contexts in which
dreaming (and nedreaming) gain meaning and value. From here, certain elements of passage in
a piece of music are then read in light of dreaming, ecdresamiry, by means of the semantic and
syntactic anal ytical approaches t hat | 6ve p
perspective, we might understand the dramatic and affective logic of the piece as an emplotment
of the system that contrasts dreaminithwondreaming; by looking at how musical events are
arranged into a sequence and related to each other, we surmise that the music makes some
statements about the system of states/processes we adopted and how they ought to be valued. In
the case of Kleid s r e a d iPolapaiseFantaisidr the binary opposition of doing versus
dreaming was contextualized by the ideology and politics of the nineteentilry Polish exiles
in Paris, but th@olonaiseFantaisiedeconstructs this opposition, arguing ingtéar their mutual
dependence.

Yet the method | 6ve detailed above is stildl
for it says very little about the dreamlike experiences involving music that we personally might
have. What about the one Kleiryla out i n his article, S8h@pbopin I
Mi nor, Op. 30, No. 40? There, Kl ein approaches
Lacanian perspective. That is, music is reconceptualized as a site of symptoms that demand
interpreaet i on; from a Lacanian point of view, howe
reading. So, Klein articulates a number of cultural contexts, and he reads the music through the

lens of each. As he goes through each one, however, he stumhtes Wpo e si st ances, 0

mor e i nt &% that ést tha vadonsoreadings of the Mazurka fall away until they
asymptotically approach what Lacan refers to
28K|l ein, fChopin Dreams, o0 249.
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symbolic order. Thatodés not to say thatingt he r e
deeper; instead, they overlap or even obscure one another.

At first, Kl ein seems to engage in the fhe
culture around Chopin and his mazurkas as hi s
on the mazurkas ir. Chopin by highlighting its Orientalist tropes, noting that Liszt was

expressing beliefs that Parisians already had about Poles. For Liszt, the mazurka was coded

feminine (and effeminate), and t praudlycclaimioge 6 s ma
his partner @Alike a conquest. o There foll ows
women, whose powers of attraction, Liszt clair

The essay ends with a mediation on the Polistdwba which Chopin reportedly exclaimed in
response to a | adyés inquiry as to the source
philosophy around the word, moving from its literal meaning of regret, grief, or rancor; through
tendernessaneérsi gned regret; to malice, revolt, and
Even Chopinods sweet &stIn this way,diszi aligns batt thecvigarods wi t h
and melancholic sides of the mazurka to oriental exoticism.

Having estalished this cultural context, Klein proceeds to read the mazurka in light of said
context. For example, the sweet thirds constituting the first theme, which are eventually marked
by the appearance of an augmented second in the lower of the two voices, gren s of A Asi
| a n g exampbed.1Q); likewise, the contrasting section in the major mode, which animatess the
musi c, corresponds t o elas anein whih tileensle paitnprtpiowaly o f

di splays his femal e Eramped.nd).’H Yet Kieln ffinksthaticertaio n qu e s

24A1l the above references are4/quoted in Klein, AChopin

25K|l ein, fChopin Dreams, o0 247.
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facts about the music stubborniefuse to fit in this interpretation: The music wallows in its
regretful mel ancholy for too | ong; t hereds art
insistent and obsessive repetitions of a-tm@asure melodic fragment over an unchanging dotted

rhythm in the bass, and this melodic fragment sputters on a trill twice over the course of the piece

(Example4.15); and the opening passage, which starts on a fqreigal i mi ni shed sono

itoo foulo for the conventional rea&%®ing of su
Example 4.13: I ntroduction and first t he msarpninofFopy der yk
30 no. 4%

This friction between these fAresistanto s
contexts to Klein, and sthe cycle of interpretation repeats itself. The three terms of his first

reading U aOrientalism, conquedtcoalesce in another nexus of associations. The exiled Poles

26Kl ein, AChopin Dreams, o0 247.

247 Chopin, Friederich Chopiids Werke3:40.
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