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CHAPTER |
INTRODUCTION :
1.6 2. 3.é 4.¢ HIT IT!

It is evening,alow light in thespacewhile colorful streamsf light emanag
from the stage the musicpulsesandtheaudiencecard helpbutbeginto sway,taptheir
feet andsnaptheir fingersto the pulseandexcitemenbf the music. The questions: are
theyin adanceclub preparingto moveto theturntablesof amasterDJ, or sittingin an
auditoriumlisteningto a pulsatingwork of contemporarylassicaimusic?As dividing
line continuallyblursbetweerthe structuref musicalgenrespopularmusicthrough
stylistic influencehas workedits way into therecital hall, while orchestralinesare
ornamentingodayd slub groovesWith theinventionof theinternet awarenessf all
existingandexpandinggenresof musicandliving composersthe everbroadeningvorld
of classicaimusicis increasinglyinfusedwith theideasandtexturesof contemporary
characteristicef othergenresof musicandcreationwhetheracoustioor electric.

MasonBatesis acomposewho embraceshisideology. He servesascomposer
in-residencao manyof thetop orchestrasn the United Stateswhile continuingto work
asaDJ (underthenameDJ Masonic)in club venuesaswell asa curatorof creating
concertghatembracéothworldsin productio® performanceindpresentationHis
work for violin, horn,andpiano,titled MainframeTropics,utilizesboththeclassicaland

theclub by havingarichly composedcoustiovork thatshowstheinfluenceof



ElectronicDanceMusic, or EDM. The providedanalysisdemonstratehow this influence
flourishesinto originality in composition.

Theterminfluencetendsto havea negativeconnotationwithin theworld of
composition sometimest is thoughtawork influencedby anoutsidesources
derivative Accordingto the MerriamWebsterdictionary,influenceis the capacityto
havean effecton the characterdevelopmentor behaviorof someoner somethingor
theeffectitself. A pieceof musicinfluencedby anoutsidesourceis not necessarily
classifiedaswithin the genreof influence. In his book ThinkingAboutMusic, music
philosophelLewis Rowellasks,ii Wh ia the essentiabeingof a musicalwork?andHow
canwe know it for whatit i s Re@oesonto laterquestionfi T whatextentcanany
p e r skmawledygeof [a piece]includeall thisw o r ks8emtiafeatureswhile
excludingall influencesfrom thew o r kof@itextanothersuchextraneouslataacquired
duringitsp e r ¢ e p Eachperf@rmerandlisteneraccessheir knowledgeto form their
pereptionof everyperformancef awork of music.An aspecbf thoseperceptions
couldbea pastperformancer experienceavith the piece;it couldalsobe musictheyhear
in everydaylife. So too couldthe composebring multiple compositionabspectgo the
procesf creation.Thereforejt is notnecessaryor meto askMasonBateswhatthe

work is based

I Rowell, Lewis, ThinkingAboutMusic: Anintroductionto the Philosophyof Music (Amherst:The
University of MassachusettBress 1983, 141



on becauseny previousknowledgeandperceptiorof EDM informedme of potential
influence. My perceptiorbecamehe basisfor thisdocumentit simply reinforcedmy
auralunderstandingf thework andprovidedvalidity for ascholastigroject

While | havechoserto comparethis work by labelingit asanEDM set,thetrio is
not electronic,is not meantto bedancedo in anopenandfree mannerandis not
presentedn danceclubsaspartof an hourlong performancewhichis thetypical length
of anEDM set Rather this pieceof musicillustrateshow constructioncanhappen
utilizing influenceof onegenreon anotherandhow thatinfluencecanbe shapednto an
originalideaof its own. A greaterunderstandin@f theinfluenceuponthework enriches
the conceptdor boththe performerandthe listenerandprovidesinvaluableinsightinto
theworking compositionaprocesof anestablishedigure in the currentworld of
classicaimusic.

This documenfirst delvesinto the historyandcharacteristicef thetwo primary
componentshatshapehework asawhole MasonBatesandEDM. A brief look into
Batess life andpersonamusicaloutputshowsthatEDM is aneverydaypartof his
musicallife andfirmly within hiswheelhousesa DJ andcomposerChapteil also
givesbrief informationinto his currentsuccesssaliving composein the earlytwenty
first century.Chapterlll illuminates ElectronicDanceMusic with a brief historyinto its
formationandtheterminologythatshapest as well ashow the musicis createdassetin
currentmusicalterms Asthis genreis currentlythriving, therearenumerousffshoots
within EDM, butthis overviewwill only examinethe generalaspect®f construction

Thecoreof theresearctwill bein thefollowing analyses.A macroanalysisn chapter



IV showsthe mainideasof thework andcompressetheminto a smallerformatfor more
efficient consumptionof thoseideasas well asanunderstanding@f thearcof the piece
from eachof the givenelementsUsefulinformationfor performancereparation
follows, alongwith observationgor composersegardingB a t e¢hsu@lgprocess.
ChapterV contansthe microanalysiswhereminor componentareexaminedn greater
detailin threecategoriesrhythm,harmony andmelody.

A thoroughgraspof theinformationin this documentill provideacomposer
guidancanto craftinga work baseduponan outsidegenreandhow to mirror this
techniquejt will providethe performerdepthto theirideasin preparatiorand
presentatiomf thework, andit will providethelistenerinsightinto whatconstiutesthe
creationof a currentclassicalwork andhow thatknowledgeallowsfor furtherimmersion

into the piece



CHAPTER 1
MASON BATES:
THE ARTIST OF THE INFLUENCE

MasonBateshasthedistinctionof beingoneof the mostmusicallyrecognizable
andwell-knowncomposersn currentclassicaimusic His incorporationof electronic
soundsandmediainto symphonicorchestralvorks gainedhim widespreadecognition,
followed by winning a Grammyawardin 2019for his operaThe R(e)volutionof Steve
Jobs.In 2020,hewill bethefirst to serveasthe composeiin-residencedo the Kennedy
Centerwhile continuingto work asa DJ andcurator,hostinghybrid classicalkconcertsn
danceclubs,writing film music,andservingon thefaculty atthe SanFrancisco
Conservatoryf Music. He championgroductionsof classicalconcertghatare
0 i mme lineXxecutdddandutilizing nonrconcerthall venuesl|ighting, atmosphereand
informationto educateaudiencesboutthe musicbeingperformed

MasonB a t elsldn@odwascentereddn his family farmlocatedin Newton,
Virginia, while his educatiortook placein Richmond,Virginia. He beganhis musical
journeyasayoungboy singingin choir, yet showedan early aptitudefor composition,
beginningwith workscomposedor his schoolchoir. He later studiedcompositionin
high schoolagewith Dika Newlin (basedat Virginia CommonwealtiUniversityin
Richmond);awell-known studentof Arnold SchoenbergBatesattendedBrevardMusic
Centerin the summerof 1993,wherehe caughtthe attentionof the orchestratonductor

of theEvansville IndianaSymphonyRobertMoody, who would commissiorhis first



orchestralvork in 2001 After high schoo) heattendedhe dual programat Columbia
Universityandthe Juilliard School,earninga BA in Literatureandan MM in
compositionHe thenmovedto the WestCoastof Americafor hisPhD. in Composition
from the University of Californiaat Berkeley,wherehe alsobegano work asaDJin the
SanFranciscanightlife.?

Batesis recognizedor mixing theworld of electronicanto symphonicclassical
music.His bestknownwork, Mothership,is written for four unconventionasoloists
(guzhengviolin, electricguitar, andbassguitar),a performerutilizing turntablesand
compuers, andafull orchestrawvith manyadditionalmusicians The piecepremieredn
Sydney Australiaand broadcastdlive on YouTubein 2011to over1.8 million people
online it wasthefirst pieceYouTubeorganizedasits own symphonyfor a premiereof a
work. Mothershipcurrentlyremainshis mostperformedwork. The premiereperformance
wasconductedy Michael Tilson Thomaswho alsoservesasmusicdirectorof the San
Franci€o Symphonyandwith whom Bateshasworkedon multiple occasionsin 2017
the SF Symphonywon a Grammynominationwith arecordingof threeof B a t aeverls.s
From2010to 2015,Batesalsoservedasthe composetin-residenceo the Chicago
Symphonywhoserecordingof his AlternativeEnergygarnereda Grammynominationin
2017.Thiswork alsoincludeda mix of electronicandacoustiomusk, yetnotall of his

worksdo so; Resurrexitpremieredoy the PittsburghSymphonyjs entirelyacoustic

2 All biographyinformationcompiledfrom: U.S. PublicRecorddndexVol 2 (Provo,UT: Ancestry.com
Operations|nc.), 2010;andfiSearchthe RichmondTimesDispatchArchived. nl.newsbank.conmRetrieved
201912-03.



In additionto his symphoniccareer Batescontinuego work asa DJ underthe
nameDJ Masonic,andcreatedviercury Soul,a nonprofit organizatiorthatstageshows
in nonconcet hall venuesvhich mix orchestramusicwith DJ club sets.While working
with this organizationBatesbecamdamiliar with stagdighting techniquesopverallstage
production,nformationalpresentationsandfluid performancerganizatiorof technical
aspectsvith movementandperformancevith live people which hetheninfusedinto
symphonigerformancesf hisworksin largeclassicalkconcertvenuesCurrently,asthe
composetin-residencdo the KennedyCenter he haslaunchedKC Jukeboxwhich
creategollaborationdetweerclassicakensemblesndcomposersvith artistsoutsidethe
musicfield, suchasmusiciansvorking with professiomlsfrom television.After the sold
out premiereof his operaTheR(e)volutionof Stevelobs,Batesis currentlyworking ona
commissiorfrom the MetropolitanOperaof New York basedon the PulitzerPrize
winning book TheAdventure®f Kavalier and Clay by Michel Chabon.

As statedon thewebsitefor the classicaimusicmagazineMusical America
Worldwide

At atime whenclassicaimusicis eagerly anxiously,evendesperatelyrying to

connectwith ayoungergenerationBatesis oneof therarecomposersvhois at

oncepopular,hip, andactiveatthelargeclassicalmusicinstitution® opera

housesandorchestrad thatarehavingthe hardestime winning young
audiences.

3 Midgette,Anne.fi C o mp of theYear:MasonB a t éVlasical AmericaWorldwide,accessed
Novemberl6", 2019.https://www.musicalamerica.com/features/
index.cfm?fid=329&fyear=2018


https://www.musicalamerica.com/features/
https://www.musicalamerica.com/features/

A continuingthemeseenthroughouthis shortbiographyon MasonBatesis his
continualpushof mixing performanceanediums pringingthe club into the symphonic
hall, usingartistsacrosdifferentmediums transferringthe classi@l into the danceclub,
andplayingtheturntableswith theorchestraHe is popularfor writing musicwell-liked
by audiencescrosshe agespectrundueto the accessibilityof his musicwhich
embracesurrentpopularmusicgenresaswell ashis personalive performance
appearancesith theorchestraperforminghis electronicallyconstruced compositions.
He alsoendearsiimselfto manyperformersecaus®f hisinnovativeprogramming
organizations

MasonBatescontinuego work simultaneouslyn bothgenresBeingactivein
multiple genresof musicenablesis constanexposurdo multifacetedconceptsandfor
acomposetike Bates whois alreadyblurring thelinesin all aspect®f currentmusic

performancehis compositiondeginto showtheinfluenceof thosecrossrelatedgenres.



CHAPTER Il
EDM:
WHERE THIS DOCUMENT GETSITS GROOVE ON

Within its purestform, ElectronicDanceMusic, knownby theacronymEDM, is
musiccreatedvia someform of electroni@to establisha continuoussoundscapeneant
for dancingby groupsof peoplein a specifiedvenue Underthe headingof EDM follow
manydistinctivetypesof subgenresof EDM Music, including Dub, Hip hop, Synthpop,
Electro,Housemusic,Rave,Techno,Drumsn Bass,andTrance.lt is neithersimply
electronicmusic,which would thenperhapsgplaceit within the genreof classicalworks
usinganelectroni@lly designedr programmednstrumentnorit is simply dancemusic
meantonly to be enjoyedin aclub or a party;it is adefiningmovementwithin theworld
of popmusicwheretheartistleadingthe grooveon-stageis not the glamoroussingeror
thehardcorerocker, butratherthe Disc Jockey,commonlyknownasthe DJ.

In EDM, the DJ reignssupremeby utilizing any numberof machinesturntables,
headsetsnixers,synthesizersgjrummachinessequencergsamplersandcomputer
programdo createnewmusic.Within alive context,onemight seethe original setup a
DJwould utilize with amixing boardandvinyl recordson aturntablewith headphoneas
theyshapahemusicinto a performanceneantto bedancedo, andanatmospherand
experienceahatis createdandshapedy the DJ. The DJ doesnot simply play musicby
switchingoutvariousCDs butfi r a théysetect,combine andmanipulatedifferent

partsof recordsinto newcompositionghatdiffer substantiallyfrom their source
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ma t e f TiodaymanyDJsalsocreatetheir own worksof pop musicwith thecurrert
popularmainstreanmusiciansandthensamplethatwork into yet morenewwork.
Continuouslyevolving,therearenow evenmoresubgenresof EDM wheredancingis
not meantto occurandthe musicis simply listenedto. However thisdocumenwill be
primarily concernedvith the historyanduseof EDM designedo bedancedo within a
public setting.

Thetwo generalandprimary characteristicef EDM area) a steadydriving
drumbeatgenerallyat a fastertempo,anywhererom 100-160 beatsperminute(BPM),
with abassdrumastheheartof thed b eadithednusic;andb) the musicis mostly
instrumentalmeaningt doesnot containa singerwith versesandlyrics, but rather
melodicor rhythmic constructiorvia aninstrumentakound While voice samplesanbe
usedtheyusuallyonly accessmall snippetsof wordsor lines,andarethenmanipulated
in someformat. This driving instrumentabketto a beatis designeé usingelectronic
technologyandthe useof prior recordingsvhich creats musicto bedancedo in alive
setting like aclub.

EDM grewout of the cultureof danceclubsthatemergedn the US andEurope
duringthel 9 5 Bnd1s 9 6 Aséesordingsvia vinyl recordbecamanorereadily
available As the DJ startedio becomea centralfigure in thediscoera,dancersvould

shift from couplesto singles previouslymostdancinginvolved patners(e.g.the

4Butler,Mark J.ii Un | o th&Groovg:Rhythm,Meter,andMusical Designin ElectronicDanceMu s i ¢ . 0
PhDdiss.,IndianaUniversity, Bloomington,2003.ProQuesDissertations ThesesGlobal.7.
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Charlestonswing) butwith this newdanceclub experience&amesolodancingwhich
d i draqgaiteaknowledgeof stepg(e.g.the Twist, the MashedPotato) Havingthe
freedomto danceindividually with improvisedstepsvasmoreinclusiveandmadethe
danceexperiencea communalbnefor everyoneWhile discowould eventuallypecome
unpopulatin thelate 1970sto early1980s it laid the backbondor EDM. For example,
in discothe DJ would alternatebetweerrecordsto createa continuoussoundto keepthe
peoplemovingandgrooving This allowedfor the creationof beatmatching wherethe
pulsewould staysteadydespitethe changingof the song.

Continuougdevelopmenti thetechnique®of DJinglay the foundationfor
EDM. First, theremixin which elementsf atrackareusedin anewway, especiallyin
thealterationof the beatandaddingof additionalbasdine. Secondrecordcompanies
releag remixesastheir own performanceentitiesasrecordsfor thegeneralpublic.
Finally, the DJ beconesa completeartistby addingbeatsor basdinesinto various
remixedpiecescreatinga sounda listenercould distinctly recognizeastheir personal
signature Thus,thetermd h o 8 & wasliornto reflecttherecognizablenusical
signatureof the DJworkingin thatspacgthed h o udsire@the event Once
synthesizerbecamdessbulky andmorereadily accessibléo the musicianathome
(ratherthanrestrictedto arecordingstudig, moreexperimentatiormndcreation
flourishedfor DJs Technoemergedasthe predominatingorce of the synthesized
developmentsvithin the danceandhousemusiccrazethatdefinedthe club music
experiencef the1980s.In Europe,lbizabecamedhedestinatiorcity to experiencdJs

practicingthis art of instrumentatrackscontinuouslyspinninganentirenight without
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pausefor endlessiancing To counterthe earler closinghoursof clubs,theé r a weres 6
createdthesewerepartiesfor all-night dancingwith a DJ who would keepthe music
shifting throughvarioustemposto build excitemenbr allow relaxationyet neverslow
thebeat.EDM genresknownas6 H o uoste@a r gregveubof thelocationsof someof
theseraves,andthetype of musiccreatedor usein thosespaces

Throughthe dominationof houseandtechnobeatsn EDM in the 1980s the
1990sbroughton the enrichmenbf EDM via variaion of technique®f the beat For
exampleDrumsn Bass i atylethatcombinesacceleratedrumpattens( A Br ea k beat s ¢
sampledrom the percussioronly sectiong A b r eobold furdk yecordswith half-
tempobasdinesinfluencedbyr e g ¢ arélduse afi f eon-fioor-pattern[that] is so
incredibly subgenredefiningthroughthe simpleusageof a consistenkick drumon each
individual quartem o t’ &his openedhedoorto manyEDM genreoffshoos suchas
trance progressiveandelecto. EDM consiss of the productionof music(therecord
producer¥andthe DJ creatingnewmusicfrom the samplesof musicalideascontinedin
the producedrack While two peoplecanbeinvolvedin this processmanyD J bexame
producerof their own trackmaterial. The setbecamea newly formedmusicalpicture
from the snippetsf borrowedsoundandcontainscontinuougnusicandflow evenwhen

thetrackchangesentralideas.The continuoudlow maintainedandshapedy theDJ

5> SeeButler, 21 for informationon PaulOakenfoldandDannyRampling

5 Butler, 23.

" Franz,Joshudlyler.fi R h y t amdformalAnalysisof ElectronicDanceMusic: Houseand Drumsn
Bass MA diss.,StateUniversity of New York, Buffalo, 2019.ProQuesDissertation® Thesesslobal.
64.
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betweerdifferenttracksis knownasa set,andgenerallylastsaboutanhour.i Asetis a
unity; notonly doD J éreateanunbrokenflow of sound theyalsominimizethe
distinctionsbetweertheindividual tracks,sothattheemphasiss onthelargerwhole
ratherthanits component$? Theway a DJ manipulats the tracksto seguefrom oneto
thenextdefinesthemasa composertherecouldbe anoverlayof bassandbeatsof oneto
link into the sameof anotherThemethodin which a DJ chooses giventrackfor a
specificmomentandaudiencewill controlandcultivatethe entireexperiencef the
musicin theroom.

Currentlyin theyear2020,theturntablesandmixersof DJsusedat the dawning
of EDM havebeenreplacedy computerandprogramghatallow the samefunctiorality
ashandson equipmentandrecords.Yet theideologyin creatingthe soundremainsthe
same andthesesoundgechniqueglefinethe auditorynoteswhich makean EDM track
recognizableSincean EDM setis composedf tracksthatcreatea continuoudlow of
sound the soundcanbe mixedin avariety of interestingways the endingof onesong
overlgsthe beginningof anotherpr the effectsof onetrackmorphinginto the bassof a
secondrackwhile amaincharacteristiof athird trackplaysoverall of it. Thereis a
volumeswitchto controleachtrackon the equipmeniavertical fader), anda volume
switchto controlthe audiolevel outputof eachtrackwhenbotharebeingplayed(a cross
fader). Eachswitchallowsvariedvolumecontrol of how onetrackleadsinto anothervia
soundoutput.The otherelementsof soundin the EDM trackarecontrolledvia

equalizersknownasEQs,which controlthe sonicfrequency(or highs,middles,and

8 Butler, 27.
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lows) of eachtrack. The EQsnot only allow certainaspect®f eachtrackto be
highlightedor distortedin someway, but alsoallow component®f thetracksto be
erasede.g.takingoutthebasdine, or ahigh-pitchedrepeatingsirenonly allowedin
certainmoment$. As technologycontinuedo evolve,artistsalsoinventnewwaysto
manipulateracks,suchasjet (which makesan ascendinganddescendingoundwithin
theE Q 6 ghaser(anothejet-like effect),flange(atime-delayeffect),andcrush
Thefinal hallmarkof an EDM setrequiresall tracksto maintainthe sametempo
by designandconstructiongachtrackd pulsefalls within a certainsamenesesf tempo
(10clicks or soof temporaldistance) A temposlidercontrolcanallow the DJ to
manipulatehetrackto matchaccordingly.The DJ mustalsosynchronizehe beatsof
eachmixedtrack exemplifiedby one(original) methodcalledslip-cueingtherecords.
Slip-cueingis doneby holdingarecordmotionlesswhile the playerrotatesunderneath
andreleasingherecordat the exactright momentsothatit attainsthe correctspeed
immediately With theinventionof the CD camethe adventof BPM technology(beats
perminute)which alloweda DJ to know the precsetempoof eachtrack availableto
sampleor which trackscontaineda similar beat Currentsoftwarehasfeaturessuchas
tempolock or syncbuttonto automaticallyseguefrom trackto trackwith nohuman
involvemert; appsalsoexistfor the everydaypersonshouldtheywish to beanarmchair
DJ. Thesetechniquesorm the bedrockof anEDM track,thereforetheinfluenceof EDM
on acoustiovorkswould be createdoy organicallyusingthe sametechniques.
Therecanbeothersonicfacetsto anEDM track Different typesof effects(or

EFX) suchasreverb,panningsoundfrom onespeaketo anothergechoesandothers
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Themethodin which the musicor tracksaresequencedandthe methodsby which the
tracksareseguedrom oneto anotherygive it arecognizabldlavor or identifying marker
dependingon the producerand/orthe DJ. The soundof the musicof EDM shouldnot
soundlike anacousticecordingof live musicians While someof the samplesor
elementsnayhavebeenrecordedvia alive performancer sequenceffom anacoustic
instrumentEDM favorsfinding newly designedsound, establishinghewelectronic
mediuns, anddistortiors of specificsound thatobscurerecognizablerganic
frequenges Anotherknownquantityof EDM is theremix: atrackin whichthe producer
andDJreimaginesomeelemenif the musicwhile maintainingthe samecorestructure
of theoriginaltrack In somecasesthe remix of atrackhasbecomemorepopularthan
theoriginal outputof the songmaterial. Aboveall, it shouldbenotedthat,ii F ®Jstheir
performancenterpretations atypeof improvisation.Theinterpretations evincedin
how the songsaremixedandembellishedluringthe set. This interpretations most
apparentnthet r ansi ti onséo.

Within therhythmof EDM thereis anenrichmentontainedn thetwo main
delineation®of thebeat Four onthe Floor andBreakbeatThis terminologyis knownby
thosewho createthe musicaswell asthosewho enjoybeingatarave.FourontheFloor
originatesfrom rock musicwherethe drummerwould give four solid beatsof the bass

drumto establisithe beatof anupcomingsong;this featureis heardin EDM whenthere

9 Egolf, EvaJ.ii L e a rProcessegsf ElectronicDanceMusic ClubD J SPhDdiss.,New York
University, New York, 2014.ProQuesDissertation® These<lobal.216-217.
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aresteadyquartemotebeatsfoundwithin therhythm of thetrack. Genresof EDM which
reflectthis includetechnoandtrancemusic.Breakbeatomesfrom themomentsn
acoustidracksof poprecordswherethereis a percussioronly section or wherethe
percussiord b r éomamnsthed b epatterdof thetrack Someof thefirst trackssampled
for thisusagearefromthel 9 7 @rie of the mostfamousexampledbeingAmenBrother
by the Winstons!® Generally thesebreakbeatsrespedup (in tempo)from therecording
wheretheyoriginated;in Drumsn BassEDM thetempois fast,whereasn Big Beat
EDM thetempois moremoderateFouronthe Floor tracksarerhythmically consistent
andstaticin therepresentationf the beat. Comparatively Breakbeatrackswill have
morevariationandsyncopationshroughouthe overallbeat.Also, Breakbeatvill feature
anentiredrumsettype of pattern allowing for color variationwithin thebeat Four on
theFloor usuallycontainsa significantandheavybassdrumbeatTherearealsomoments
whenthetwo genrescancommingle asin SpeedGarageEDM. !

While EDM continuego branchinto newandvariousclassificationsthis
documenwill focusonthebasicrhythmicpatternsasnotedabove,andthe generakense
of pulseof basicEDM. Both Fouron the Floor andBreakbeatretypically in duple
metergthe mosttypical being4/4), or somecombinationof two quartemotesevenly
divided by four 8th notes eight16thnotes,andsoforth. Thevariationof the beatcan
comefrom eithermakingthe beatuneven(sotwo 8th notesbecomea dotted8th anda

sixteenth)or from omissionof anygivennotesfrom a steadybeat(sofour 8th notes

10 Butler, 87.
11 Formoreonthis,readB u t | irdornitatsvefootnote6 on pg. 90.
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becomeawo 8th notes,arest,andone8th note).Also to be considereds the division of
anoverallbarof music If thereareeight8th notesin ameasureaccentouldbeplaced
onthe8thnotesl, 4, and7, thusgiving afeel of 3+3+2.If therearesixteenl6thnotesin
ameasureaccentsould be placedonthe 16" noteslocatedat 1, 4, 7, 10, and13, thus
giving afeel of 3+3+3+3+4.This asymmetricapatternstill workswithin theevenly
metricalspanof EDM by allowing theasymmetryto occurwithin abar,keepingthe
duplepatternpure.Lastly, therecanbe syncopatiorfoundwithin therhythmof EDM,
typically within the Breakbeapattern.The syncopationganbe ascreativeasdesiredoy
the DJ/producerbut still needto happenwithin the pureduplemeterof thedance,
allowing adancetto beableto find the pulsewithin their movemenno matterhow
creativethesyncopatiormightbe.ii S | wagidtidnsin the patternscancreateentirely
newperceptiongo the audiencewheresubtletyis avery powerfult o d? o .
Regardlessf which formatis usedto establistthe beatfor anEDM track, it is
definedby thetrackhavingaé | o- chythém (andharmonyto anextent)forms acyclical
repetitionso it is recognizablevhenit returns If therhythmandharmonywere
completelyvariedthroughoutthenit would not be definedasan EDM track. While many
popularmusicforms may usea cyclical basedstructure the existenceof theloop asan
instrumentalonly structuraldeviceallowsthedistinctionof anEDM work, andthatthe
repetitiveloopedrhythmsallow anEDM trackto unfold within this simplicity. A loopis
arepeatednstrumentalpatternwhich maybeasshortasonenoteto 16 barsof musig a

samplemight compriseanentireloop, or perhapsnmultiple loopsmight berotatingwithin

12 Franz,ii.
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thesametrack.A loop canbeanalyzedoy identifying the smallesinumberof repetitiors
of thecyclical material.

Thebeatis kingin EDM. i T lbeatis notonly heard,t is alsophysicallyfelt, as
well asenactedhroughbodilymo t i YdAnbassdrumor alow basssynthpulsemight
drive theoverallrhythmicloopedstructureof thetrack. Musicalexcitementanbe
enhancedby the DJ by marnipulatingthe basspulse,mostcommonlydoneby takingthe
entirebassbeatout andthenreturningit to prominenceThe DJ might removeall sense
of pulsecompletelywhich allowsthe dancersa momentof pauseor uncertainty then
reintroducesachelementwithin duplebarphrasesleadingthe publicinto the returnof
theprimarybeat.

A | BhectronicDanceMusic,nosinge i v o idenenatesjnsteadthetextureis
heterogeneousyith all the partsbeingmoreor lesse q u & While the beatis king, each
partcontributesequallyto the constructiorof the pulseandthe continuancef theloop
evenwhenthe beatis beingmanipulatedvith by the DJ. Instrumentatracksof EDM
allow eachelementto berecognizedndividually while contributingto thewhole.As
EDM is arecordedartform, thefoundationalaspect®of the constructiorallow eachlayer
to be recordedwithin a multichannefunction,thusallowing the DJ to individually
controleachlayerwith theaforementione®&Q andvolumesliders.ii Atheywere
mixing, | observed J éamstantlyadjustingfor harmonyandmelodywhile aligning

compatiblekeys.Theymadetheseadjustment$o avoid6 ¢ | a arhusisfaiux pas

13 Butler,107.
14 Butler, 109
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whichtheyassiduousha v o i  BJdaredonstantlylisteningto makesurethateven
thevolumemaintainsa steadystreamof output,neithertoo loud nor soft, butrather
maintainingthe senseof the musicasa consistenauditoryflow.

A talentedDJ canhavea mix of severakrackstha rhythmically,harmonically,
andmelodicallyseguesuccessfullynto oneanotherwhile manipulatingvariouspartsof
eachtrackto controlandenhancehe experiencef the public. EDM is arhythmically
consistentmusicwith loopsof differentlayersandtexturesin constanflux to createboth

similarity andcontinuancein amix of tracks.

B Egolf, 218
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CHAPTER IV
MACROANALYSIS :
PUTTING THE MUSICAL PIECESINTO THE BIG PICTURE

This chaptewill preseninformationwith abroadewviewpointwhichwill create
clarity in understandinghe piece.A chartof theentirework is provided.

To understandhe arcof the piece,certainaspect®f the musicmustbe
recognizedasan EDM-influencedwork, this compositionis driven by therhythmof the
threeinterwoveninstrumentaloices. It is alsodrivenby the harmonicallypropelled
rhythmwith steadycentraltoneswhich aremixedwith colorationchordsandsnippetsof
melodyandaccentuatetyy the preparedciano.lt is bothan EDM-influencedthreetrack
setandaclassicawork of threeinterconnectd movementsAs the piecemovesfrom IV
toV to I, onewould assumehatthearrival of | would beaclimax of thework, butas
thatmomentarrivesin therestatemenandremix of the 1stmovemenwithin the 3rd
movementjt is somewhatinderstateénddoes not arrivewith a senseof textural
importanceThis indicatesthatthework is a shifting texturalconstructiorof digital
musicin anacousticsetting,with appreciatiorof the shapesandmotionsit createsas
well asthe constansenseof pulsemaintinedthroughouthework to engagehelistener
in therhythmicmovemenbf the piece.Eachof thethreevoicesholdsequalswayin their
contributionto thewhole.SeeFigure4.1for athroughchartof therhythmicand

harmonicmovement®f the piece



36-46

47-72

73-84

85-100
101-122

123-142
143-150

1561-170

171-180

181-191
192-203
204-207
208-211
212-217

218-229
230-237

238-241

242-244

Rhythm
1st Mvt: starts Four-on-floor with
breakbeat touches

Breakbeat takes over as
downbeats disperse

Breakbeat with rests throughout
Syncopated Rhythm, though
downbeats maintained in some
form

Breakdown: Metric Modulation into
a triplet undefined section

Loop of opening measures

Smaller loops of repeated opening
material

Transition material

2nd Mvt: Big beat pulse
established via metric modulation

Ambient rhythm maintained,
acoustic fader-like

Rhythm becomes more audible as
it shifts into more orchestration

Rhythm fully integrated in the parts
Full Big Beat dominance

Beat is dropped

Beat echos in upper register

Quiet repetitions of Big Beat in
preparation to transition

Transition material

3rd Mvt: Breakbeat Intro into main
material of the movement

Four-on-the-Floor Funk
Introduction

Beat dropped

21

Harmony
E as | throughout, shifting primarily

to A as IV with coloration chords

Tonality shifts to A as IV

E (I) to A (IV) with coloration chords
Harmonic shifts to D (IIV) and then
B (V) setting up a deceptive
cadence (V into VI)

C (V) is reached and harmony
shifts between E (I) and C (VI)

Loop of opening harmonies

Smaller loops with repeated
harmony and coloration chords

E primarily, preparing the shift

2nd Mvt: starts with C (VI) but again
based inE as |

Harmonic coloration using B
harmonic piano preparation

Shifts through types of 7th chords,
maintaining E as |

Harmony broadens throughout
Full orchestration of 7th chords
Light chordal colors

E remains as |

Repetitions of 7th coloration chords
in preparation of transition

Transition from E to F# as |

3rd Mvt: F# is |, achieved as pivot
chord (F# in E as Il, and now as |)

F# bass line, audible preparation of
bass note in the piano LH

Shifts to D (VI)



MM. #

245-286

287-290
291-298

299-323
324-329

330-337

338-353

354-359

360-371

372-375
376-378
379-380
381-382
383

Rhythm

Shifts between Funk and
Breakbeat Syncopations
Breakbeat Hits

Rhythm obscured as it echos Big
Beat feeling of 2nd mvt.

Echo Remix of 2nd mvt.

Rhythmically undefined moment of
suspension

Shortened Loop of opening
material of 1st Mvt.

Remix of 1st Mvt. with 3rd Mvt.
Breakbeat interruptions

Four-on-the-floor Funk Dominant
Arrival

Shifts between Funk and
Breakbeat Syncopations

Breakbeat hits
Last Funk rock-out
Breakbeat flutters
Syncopated hits

Finish on downbeat of measure

Figure4.1l Chartof MainframeTropics
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Harmony
Main harmonic funk material

introduced: F# (I) to A Minor (lll)
D (VI) to B (iv) to E (VII)

F# Major 7th 2nd mvt. echo with
moving 7th coloration chords

Echo 7th chord movement

Shifts from G (ll) to G# (i) with
feeling of unknown direction

Shortened Loop transposed from E
to B; here B is established as |

B continues as | with transposed
loop and color chord interruptions

Harmony shifts between B () and D
minor (jii)

Shifts throughout melodic snippets,
maintaining B as |

D (Ill) to B (IV) to G (VI) to A (VII)

B () to D (iii)

Setting up deceptive cadence (V-VI)
G (VI) as suspended cadence

Resolution and Finish on B (I)

First, welook attherhythmicarcof the piecein broadsweepsshowingthe

rhythmic motionwhich shiftsbetweennfluencesof Four-on-the-Floor andBreakbeat.

Thebeatremainsconstantvith metricmodulation,and althoughit is easierto changehe

metronomdor the 1stmovemenbreakdowrmndthe 2nd movemenin orderto attaina

senseof the mainpulsefor thosemomentsa performershouldneverlosesightof the

primarytempoasconsistencyf pulsethroughouthework. A sequencehowingthe
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movemenbf rhythmicinfluencewould be asfollows: 1stmovementfour-on-the-floor
with breakbeatouches> breakbeasyncopations breakdowr> loopsof beginning
sections> transition> 2ndmovementbig beat> transition> 3rd movementbreakbeat
into four-on-the-floor funk > shorttransition> 2ndmovementecho> shorttransition>
1stmovementemix> breakbeainterruptions> 3rd movemenfunk andbreakbeat
syncopationandfinish. Thisis alook attherhythmvia thelensof EDM influence,but

i todlganinfluenceandclosestudyof thechangesn time signaturesaswell asstrict
adherenceéo keepingall metricalpulsesshouldberigorouslypracticed Since
instrumentakntrancevary andeachplayer contributego therhythmasawhole,every
playermustbe constantlyawareof the pulse(andthedivisionswithin it) andstudythe
scoreto knowwhentheyarerhythmicallyin unisonwith andwhentheyarenot. For
exampleJooking atmm. 65-68, theviolin andhornenterin m. 65 onthe samebeat,but
theviolin continueswith afigure matchingthatof the pianoRH while the hornholdsa
longernotewhich s followed by a melodicsnippetattheendof m. 66. Whereafor mm.
67-68 all threeinstrumentsaremostlytogethetin rhythm,with the pianoaddingsome
moving harmoniclines. Intimatefamiliarity with all partswill helpprovideall playersthe
bestopportunitiesor rhythmicsecurity.

If theharmonyweresequencedstherhythmit would beasfollows: 1st
movementE asl, shiftsto A aslV, colorationchords,deceptivecadence> breakdown,
C asVI to E asl to C asVI with coloration> harmonicloopswith rhythmE to A >
transitionF# minorll to E asl to A aslV to E, stepwiseanovementith D into > 2nd

movementC asVI to E asl with colorationchords> transitionE to A to F#asll pivot
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to F#asl into > 3rd movementF# majorto A minor Funkwith coloration> transition
F#> 2ndmovemenechoF#> transitionG major> Remixof 1stmovemenB asl into
> four-on-the-floor mixedwith breakbeatsowin B asl, funk is B majorto D minor >
syncopatedaolorationhits > finishing chordon B asl.

A moresparsénarmonicinterpretationis asfollows: 1stmovementE asl, with
breakdowrin C, E remix> 2ndmovementE > transitionpivot F#asll to F#asV into
> 3rd movementF#asV, 2ndmovemenecho> 1stmovementemixin B asl into >
3rd movemenoriginal materialand finish in B asl. Our macroview would be (if
harmonizedrom the beginning: 1stmovemeng& aslV > 2ndmovementE > 3rd
movementF#asV to B asl. In themostenlargedview, thewhole compositioncanbe
analyzedaslV-V-I. Again,thislargerview of all threemovementgrom a harmonic
standpointallowsthe musiciansanopportunityto evaluatetheir dynamicssothatwhen
thework arrivesin the 3rd movementt B majoraftertheremix of the 13! movementan
serveasadirectionand/orclimatic peakfor the piece.At the restatemendf the original
funk beatmaterialin B major(as! in m. 354 of the 3@ movement) Bateshasa clearfour-
onrthefloor fortissimofigure servingasa possibleclimax of therhythmicarcof the
work, thoughit continuesn celebratiorandpulseuntil theend.Also, theword
0 ¢ o | o hasbednusaddanytimesin thisdocumenin referencao harmonicchordal
hits andsyncopatednelodicsnippetghatoccurwithin eachmovemenbut notanalyzed
aspartof thekeystoneareasof the harmonicmovementthis is notto diminishtheir
valueaspartof theanalysisputto recognizeheyfunctionassteppingstonesn alarger

harmonicmovementndareorchestrate@ssuch.The melodicsnippetspr fragments,
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areimportantin thateachline canhavea directionwithin the compositionatonstruction
to aid therhythmicdrive of the pieceandeachperformershouldbe cognizantof this
function However,it is againrepeatedhatstrictadherenceo the scoreasmarkedhelps
thata balancebeachievedwithin eachpartif eachplayerpayscloseattentionto all
dynamicsandarticulations SeeFigure4.2 for anoveralllook of thework.
Regardingcompositionaprocessye havethe chickenor the eggscenariowhich
camefirst, harmonyor rhythm?Werethe harmoniedbasedn the noteE andexpanded
oncetherhythmwasset?Did the harmonychangdirst in athreemovemet arcandset
into everexpansivehythms?0r wasit all simultaneouslyonstructedn the process?
Sinceonly MasonBatesknowsthe possibleanswerdo thesequestionsif onewereto
undertakea piecewrittenin asimilar mannerponewould needto decice theseaspectof
rhythmic pulseidentity andharmonicvoicing beforebeginningto compose.In
contemplatiorof thewriting processit showsvia the orchestratiorhow the voicescan
shift thefocusof thebeat. Forexample et usexaminethe beginningof the piecevia the
primaryfour-ontthefloor influencedbeat.In mm. 1-4, the hornandpianoareshortsingle
8" noteson the downbeatsvhile theviolin is 8" noteoff-beatsyet eachareplayingthe
sameE4. With thehornandviolin patternsexpandingin m. 3 to addthedominant7th of

E (noteD) into the mix.



1st Movement
Silicon Blues

Measure#: 1-72

Harmony: Eas|
Main Shift to A as IV
Coloration Chords
Throughout

Rhythm: Four-on-the-floor first
established then moves
to Breakbeat

Easl
\Y,

Harmony:

Rhythm:

73-84

Deceptive Cadence
CasVitoEas|

Metric Modulation
Triplet Feeling
Loss of pulse

Four-on-the-floor shifting

to Breakbeat

85-122

Harmony Loops
Repetitions
Easl

Rhythm Loops
Repetitions
Original Feel

Figure4.2 OverallFormof the Work.

123-142

Transition
Easl

Transition

Preparing Metric

Shift

2nd Movement
Marine Snow

143-217

7th chord shifts
E remains as |

Big Beat EDM
Pulse maintained

as Bass occasionally via 8th notes

drops out

Big Beat

3rd Movement

Greyhound
218-229 230-290
Transition F#as|
Eto F# via Funk harmony set
F# pivot chord F# as | to A minor
F# asiiinto| as iii
Transition Four-on-the-floor

Metric Modulation Funk established

F# as |

Breakbeat

291-323

Echo Remix of
2nd mvt
7th chord colors

Echo Remix of
2nd mvt

with Breakbeat color Big Beat Shade

Four-on-the-floor
Funk

324-329 330-353 354-383
Harmonic Remix of 3rd Mvt
Suspension  1stand 3rd  Funk
Harmony Basl
Basl
Rhythmic Remix of  3rd Mvt
Suspension  1stand 3rd Funk
Opening  with
breakbeats
Basl
I
Remixes Funk with
Breakbeat
Finish

9
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By m. 5 theviolin transitionsto an8th notepatternwhich oscillates betweerthe
root, 5", anddominant7th of E, while the hornandpianomaintainthe downbeaton E
for 2 measureandthenshift to the off-beats simultaneouslyhe downbeatarebeing
playedon E by theviolin within the 8th notepattern.By m. 9, while theviolin continues
the 8th notepatternthehornmovesto thelV asA in the off beatsandthe pianoplays
boththe E ondownbeat@andthe A on off beats This compositionatechnique
demonstratethe constancyof the beatwhile shifting it throughoutthe partsaswell as
subtly modifying harmonicvoice-leading,while neitherlosingany steamin rhythmic
drive nor simply movingin a stepwiseverticalmotionfrom onechordto thenext.In
examinatiorof sectionssuchasthis, Batesclearlydemonstratehis high level of
compositionakkill, andonein which the compositionstudentcouldgainmoreinsights
into practicesof writing in this style. The simplicity of the preparation®f the piano
shouldbe noted;generally worksfor preparecpianotakean extensiveamountof time
andinvolve manyfacets;thesepreparationsakeabout3 minutesto setand30 secondgo
remove.Theseareutilized wisely to allow the pianoto remainaurallyasanacoustically
recognizedjuality, sowhenthe preparationgnterin the performancethelisteneris
perhapsat first deceivedasto their source.

Foranymusicianundertakinghis work, the constanuseof the metronomen
practicemustbe embracedThegoalis notto performin amachinelike manner gvenif
thework hasovertonesf computerandmainframesn thetitles andprogramnotes but
to understandhevalueof eachvoicein the contributionto the creationof therhythmic

constructionto comprehendhateachvoice playedasarticulateds equalin importance
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in creatingthetextureof the piece,andto createmusicwithin theseparameters.
Typically, performerdn achambegroupwill makedecisiongegardingthe primary
materialat any given point, especiallyhow to makesurethatthe material is alwaysin the
foreground.

With thisin mind, the metronomeébecomesaninvaluabletool in establishingeach
p e r f o wndeestad@dm@f beatplacemenandhow Batesusesthoseshifting and
blendingbeatplacement$n the developmenbf overallmotion of the pulse,or having
snippetsor tonesthatarea building block within amomentof harmonicmovementFor
the performerssimply adheringto theinformationof the scoreasopposedo the
traditionalprocessf decidingvoicing, textures andpulsedirection, will allow themto
focusontheessentiahndprimaryrhythmicdrive. This allowsthe compositionto be
whatit isd ashifting EDM trackthattakesthelistenerthroughdifferentimagesof digital
andoceanianusicalpulsatingideasin a senseof mixing the club with the classicaln a
chambemvork. As such,the performersarecreatinga historically accurateperformance,
albeitavery recenthistory.

All musiciansaandcomposershouldbecomencreasinglyawareof othergenres
of themusic.This couldincreaserersatilityandemployabilityin anevershifting world
of thearts it alsoallowstheclassicalworld to openthe doorsto newaudiencanembers
who might hesitateto attenda traditional Westernart musicclassicalconcert.This trio
championBate$effortsin exposingthetraditionalclassicakudiencdo different

soundscapesy infusingold musicideaswith currenttechnologyandforms.
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CHAPTER V
MICROANALYSIS :
WHERE BATES TURNS INFLUENCE INTO INGENUITY
Havingdiscussedhe hallmarksof anEDM track,thedocumenwill focuson
MasonB a t éMairiframeTropicsin orderto seehow he createsanacousticcomposition
inspiredby anEDM set It is neitheran EDM-patternediece,noris it only aclassical
instrumentatrio for violin, horn,andpiano;rather,throughhis intimateknowledgeof
bothgenresBatesusestheideologyof EDM to createa work of ingeniousconstruction.
This analysisfocueson theindividual elementof EDM, majorandminor, which Bates
choosego re-imaginefor this work. The analysiss from the vantageooint of each
elementandlooksateachelementindividually ratherthanawhole analysigwhichis
containedwithin the proceedinghaptey. In looking attheseelementsthe process
behindhis composingoecomeglearerandilluminateshis uniqueapproacho musical
creation
TherearesharedcomponentbetweerbothEDM andMainframeTropics A set
of EDM is acontinuoudlow of tracks thetrio is athreemovementhroughcomposed
work thatdoesnot breakbetweemmovementd$utis connectedvith a rhythmicalshift
into eachalternatingmovementEachelementontributesequallyin anEDM track;in
thetrio eachinstrumenal partis importantandno partcontainsad me | thathygblights
it asmoreimportantthanthered. Rather they contributeto the whole of the pieceby

maintainingtheir structuralidentity throughstrictadherencéo the markingsin the score
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EDM doesnot getharmonicallyor melodicallydiverse it maintainsa steadyflow of
harmonythatis tonally centeredevenif it doesnot havead h o key thatis instantly
recognizableThereareno significantvolumeshiftsin EDM or in thetrio, primarily
sinceall threeinstrumentscontinuallyplay without pausingfor anylengthof time greater
thanafew rests.An EDM trackmaintainsa steadybeat the trio couldbe playedwith a
metronomeclicking throughout Eventhoughthe breakdowrin thefirst movementand
theentiresecondnovementreslowerascomparedo the BPMs establishedor boththe
1stand3rd movementsthe slowerpulsesarebothaccessestia metricmodulatiors that
aremetricallyeven EDM is not melodicallydominantandhassnippetsof musicallines
assamplesthetrio alsodoesnot havea melodicallydrivenconstructionvherethe
melodydelineateshe form, but rathermultiple snippetghathelpform the harmonic
movemenbf thepiece. In this chaptertheindependentlementsareexaminedn further
detail It shouldbe notedthatwhile someexamplef the scoreareincludedto illustrate
theanalyticalideas theanalysigs bestunderstoodvhile viewing thefull score In
addition,individual in-depthchartsareprovidedfor therhythmandharmony

microanalysebeforeeachsection Figures5.1and5.2 respectively.



Rhythm

Measure

1-24

29-36

37-46

47-72

73-84

85-100
101-122

123-142

143-150

151-170

171-180
181-191
192-203
204-207
208-211
212-215
216-229
230-237

238-241

242-244

31

Description
1st Movement- Opening Four-on-the-Floor Set Pattern with Breakbeats

scattered in via the preparation in the Piano RH Clicky Sounds

Steady beat drops out, pulse is maintained by Breakbeat patterns in all
instruments

Pulse is maintained by 16th note patterns throughout all the instruments;
the rhythm is constructed in a straightforward manner

Pulse is now auditory; while downbeats are covered by one instrumental
voice in some fashion (except m. 61-62), syncopation of rhythm is
dominant; opening Four-on-the-Floor now segued into Breakbeat

Breakdown: pulse is lost through metric modulation and movement from
duple to triple meter. M. 82-84 build up excitement to next section

Loop, complete repetition of opening 16 measures

Smaller loops: mm. 25-28 is mm. 101-104, mm. 37-46 is mm. 105-114 in
exact repetition; then an embellished loop of mm. 51-58 in mm.115-122,
where the beat patterns are more expanded

Transition: 16th note patterns which echo Four-on-the-Floor beat,
shifting to 8th note patterns in m. 137 to prepare metric modulation

2nd Movement- piano sets Big Beat influence with dotted quarter/
quarter/eighth note rhythms for steady pulse throughout movement

Ambient Suspension; pulse is maintained via the preparation in the
Piano LH, making it a faded pulse

More notes added with Piano to bring back a steadier sense of pulse
Marked Warming Section; pulse is now clearly orchestrated

Rhythmic Expansion of Big Beat into moving 16th note patterns

Beat and Bass drop out, momentary suspension

Echo of Pulse as written in high treble clef of the Piano

Simple rhythm, preparing the transition

Transition; metric modulation being prepared via shifting time signatures

3rd Movement-opening material is Breakbeat with bass hit in preparation
of Piano LH

Four-on-the-Floor Funk Rhythm first being introduced

Beat is dropped, pulse suspended



Measure
245-248

249-253
254-256
257-265
266-282
283-286
287-290

291-298

299-323

324-329

330-353

354-358
359-364
365-367
368-371
372-375
376-378
379-380
381-382
383
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Description
Four-on-the-Floor Funk

Light Breakbeat Syncopations

Four-on-the-Floor Funk

Light Breakbeat Syncopations

Four-on-the-Floor Funk, (the beat drops out m. 276 but returns to funk)
Light Breakbeat Syncopations

Syncopated Hits

Four-on-the-Floor becomes obscured by ties over barlines in preparation
for Transition into Echo Remix of 2nd movement

Echo Remix of 2nd Movement, Big Beat mixed with Breakbeat
Syncopations

Rhythmically undefined moment; pulse is lost

Remix: 1st movement loop of shortened value with Breakbeats
interruptions

Four-on-the-Floor Funk returns

Beat and Bass drop out

Four-on-the-Floor Funk

Beat and Bass drop out

Syncopated hits

Four-on-the-Floor Funk with heavy accented bass
Beat and Bass drop out

Syncopated hits

Ending downbeat hit

Figure5.1.RhythmMicroanalysisChart

Rhythm

As statedearlier,the pulseof anEDM setis primary,andthetriod sonstruction

reliesonthe pulsecreatedoy the written rhythm. Batescreatesa mixed form of Fouron-
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the-Floor andBreakbeatpbutd o e snair@tainduplemeter;yetthelisteneris notaware
of thedifferenceof the metersunlessperhapsheywereto danceto it. (SeeFigure5.1
for anoverallchartof the microanalyss.) Thefirst movementSlicon Blues setsthe
rhythmfor this acousticsetof musicthatfollows. Thetempois givenasquietly
propulsiveanda BPM (or metronomemnarking)of 138 to the quartemote.Thefirst four
measuresavel6 total beatsthe quartemoteis the beatandthe measuresredivided

3+4+3+6(seeMusical Example5.1).

Musical Example5.1 Mm. 1-4 of MainframeTropics®

By placinganinstrumenton the downbeat®f certainmeasureghe musicsounds
likei tiMaguplemeter,butit is actuallymuchmorecomplex Thehornandpianoboth

play on all the beatsuntil the 6/4 measureprovidingthefirst momentof suspendinghe

16 Bates,Mason. MainframeTropics. California: AphraMusic 2011.
https://aphramusic.com/collections/chamber/products/mainfteopécs
Scoreexcerptrintedwith permissiorfrom AphraPublishing
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