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KAVEH - SNUFS m/ ONKL P

Kaveh feat. OnklP: «Snufs» (2013)
sample: Lalla Carlsen: «<Kokain»






_Ze8l Basement Jaxx: Jump’n’Shout (1999)
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Rain Down on Me (2003)
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Rain Down on Me (2003)
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One Day You'll Dance for Me,
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AneBrun

T ALLSTARTS WITH ONFE

The Light From One
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Ane Brun: «The Light from One» (2011)
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Pkologi-orientert persepsjonsteori

James J. Gibson (1904-1979)
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Persepsjon relatert til gkologi

James J. Gibson (1904-1979)
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Lawrence Shaﬁ,l:
Problems of Ph11

EMBODIED
COGNITION

LAWRENCE SHAPIRO
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The Indexical Hypothesis

The Embodied
Mind
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Mark Johnson

George Lakoff Lawrence Barsalou
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WE LIVE BY

Oppadgaende

Oppover
Nedadgaende

Nedover

GEORGE LAKOFF 3
AND MARK JOHNSON DR
WiTe A NEIW AT O

Dynamikk

Mark Johnson

Intensitet
George Lakoff

Oppover
Nedover



Vertikalitet

George Lakoff
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Ezxample 1: Verticality image schema




“The slide from «some» (E-flat) up to «where» (the octave) creates a tension, the felt
tension as we move from the lower pitch to the higher pitch and feel the strain and
increased energy required to reach the higher note”

Mark Johnson (2007). The meaning
of the body: Aesthetics of human
understanding. Chicago and London:

The University of Chicago Press. P.
Pz

MARK JONNSON

The Meaning of the Body

Some-where o-ver the
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We do not have a choice as to whether to acquire
and use primary metaphor. Just by functioning

ﬁ": normally in the world, we automatically and
e i unconsciously acquire and use a vast number of
THE FLESH such metaphors. Those metaphors are realized in
“‘u," our brains physically and are mostly beyond our

control. They are a consequence of the nature of
our brains, our bodies, and the world we inhabit.

George Lakoff & Mark Johnson, 1999, Philosophy in the Flesh.
The Embodied Mind and its Challenge to Western Thought. P. 55.



For young children, subjective (nonsensorimotor)
experiences and judgments, on the one hand, and

ni thae

; sensorimotor experiences, on the other, are so
: mTHE e regularly conflated — undifferentiated in
e s o o s experience — that for a time children do not
F distinguish between the two when they occur
together.

George Lakoff & Mark Johnson, 1999, Philosophy in the Flesh.
The Embodied Mind and its Challenge to Western Thought. P. 55.
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Literal vertical relations:

1) Staff notation

2) Vocal experience

3) The propagation of sound waves

Metaphoric verticality:

4) ‘Higher’ and ‘lower’ frequencies

5) ‘Higher’ and ‘lower’ perceived loudness levels of high and low notes

6) ‘Higher’ and ‘lower’ amounts of air used for high and low notes

7) ‘Higher’ and ‘lower’ magnitudes of effort needed for high and low notes
8) ‘Higher’ and ‘lower’ degrees of tension in producing high and low notes
9) The association of ‘high’ levels of emotional intensity and pitch at climaxes

10) The metaphoric state-locations of tones in pitch space

Cox, Arnie, 1999 The metaphoric logic of musical motion and space. p. 18f



PITCH RELATIONSHIPS ARE
RELATIONSHIPS IN VERTICAL SPACE

A
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Example 1: Verticality image schema

Zbikowski, L. M. (1998) Metaphor and music theory: reflections from cognitive science. In Music
Theory Online Volume 4.1



CONCEPTUALIZATION
The concepts on which an organism relies to understand its
surrounding world depend on the kind of body that it has.

BEGREPSDANNELSE
De begreper vi bruker for & forsta den verden vi lever i
avhenger av hva slags kropper vi har.

CONCEPTUALIZATION

The perceptual and cognitive mechanisms on which we as
humans rely to understand music depend on the kind of
body that we have.

MUSIKKFORSTAELSE
De perseptuelle og kognitive mekanismer vi bruker for 4
forsta musikk avhenger av hva slags kropper vi har.






Frontal
cortex

Functions
« Reward (motivation)
» Pleasure, euphoria
« Motor function

(fine tuning)
« Compulsion

« Perseveration

Nucleus
accumbens

VTA

Serotonin Pathways

Striatum

Substantia
nigra

-unctions

+ Mood

« Memory
processing

« Sleep

Hippocampus « Cognition

Raphe nucleus
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M. Guhn, A. Hamm, M. Zentner, 2007, «Physiological
and Musico-Acoustic Correlates of the Chill
Response», Music Perception 24/5.
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W. A. Mozart:
Pianokonsert nr. 23

(K488), andre sats, takt
1-20.

F. Chopin:
Pianokonsert nr. 1,

andre sats, takt 1-31.

M. Bruch:
Kol Nidrei (op. 49),
andre sats, takt 1-25.
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F. Chopin: Pianokonsert nr. 1, andre sats, takt 1-31.




Chill passage

Music Begins Excerpt Begins

LALLLLLLl)

Skin
Conductance
(Microsiemens)
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M. Bruch: Kol Nidrei (op. 49), andre sats, takt 1-25.
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Music Begins

Skin
Conductance
(Microsiemens)

W. A. Mozart: Pianokonsert nr. 28 (K488), andre sats, takt 1-20.




MUSICAL ANALYSIS

Our final question was whether the chill passages pos-
sess unique musical and/or acoustic characteristics. The
chill passages showed striking similaritiess First, all
three music excerpts were from slow movements (ie.,
Adagio or Larghetto). Seco

by the alternation, or contrast, of the solo instrument
(¢.g., I ., strings and wood

winds), and-—third—by a sudden or gradual volume

increase from piano (i.c., so/ N

ter a pano sodo and 2 com

t chill passage,
bined piano-orchestra section, 2ll the orchestral instru
ments suddenly and simultaneously come mn at a forte
volume level (measure 16), Likewise, during the Chopin
chill passage, after alternating piano and orchestra sec
tions, the orchestra and piano, :ngull‘xr. reach a forte Jevel
(measure 29). During the Bruch chill passage, after a soft
orchestral introduction and alternating cello and orches
tra parts, the loud cello-entrance is immediately followed
by a loud orchestral chord (measure 21), continuing with
the cello and the orchestra playing in combination.

Fourth, all chill passages are characterized by an
expansion in its frequency range in the high or low reg

- Juriy ssage, the violins play

t elodic line one octave higher than in the preced
ing phrase, during the Chopin chill passage, the double
bass section adds a lower octave, and durng
chill passage, the solo cello part leaps up an octave.

Fifth, all chill passages were characterized by h
jcally peculiar progressions that ;\‘xcn'.ulhm

TUSIT CITTUTRUT 1T stener; that is, in all three chill

sages, the music went through a harmonic progres-

sion that briefly deviated from a pattern that could have
been expected based on the previous section. In the
Mozart piece, this harmonic peculiarity is characterized
by chromaticism, a deceptive cadence (Neapolitan;
measure 18), and the use of tonicization preceding the
return to the original tonic. In addition, the orchestral
instruments that previously played overlapping lines
now play their lines concurrently, In the Chopin piece,
the peculiarity is represented by a modulat swell as
a sequence of harmonic progressions with a number of

chord inversions (i.c,, leading notes in the bass part;
measures 27-28), and finally the use of an augmented
V' chord (measure 29); elements that tend to create an
expectation for harmonic resolution, In the Bruch
piece, the peculiarity arises, in part, due to the constant
back and forth between the tonic (D minoe) and its
mediant (F mwjor), which lends 2 ce ambiguity
regarding the tonality of the piece. Then, during the chall
passage, this ambiguity is emphasized by directly juxta
posing the A (ie., the root of the dominant) and the

S -

L ALY LR T

mediant (F major) when the cello and orchestra play
sudden, thereafier, the
music, via a cadence, returns to the tonic (D minor). In

successive  entrances,;
all cases, these harmonic peculianities potentially create
thetypeof a icipation, or tension in the lis
tener that previous studies described (Sloboda, 1991;
also see Cuddy & Lyons, 1981; Krumhansl, 2000).

Finally, the chill passages are similar in that they are
characterized by a specific interplay of the melodic
harmonic progression. [n U w10 ! !
N < in the violins and clarinets, in
the phrase preceding the chill passage, is repeated dur
ing the chill passage, an octave higher in the violins,
Now, the same melodic line, due to the chromatic, har
monically different accompaniment, creates a different
listening experience, as the main melodic notes (A and
E sharp, measure 17) are suspension notes, whereas
they were harmonic notes before. In the Chopin piece,

¢ melodic line in the piano part is charac by
chromatic elements, particularly right at the beginning
of the chill passage. Importantly, the melody has a piv
otal harmonic function, as the melodic semi-tone step
from F sharp to F double sharp creates an augmented
V' of V chord, and consequently the G sharp, part of an
E major chord, becomes a suspension note of the subse
quent V' chord. In the Bruch piece, the melody of the
cello’s first (repeated) musical phrase starts on D, fol
lowed by a D minor chord in the orchestra. The second
musical phrase starts on G, accompanied by a G minor
chord in the orchestra. The third musical phrase—the
beginning of the chill passage—starts with an A, and
this note is followed by an F (1) major chord. Thus, the
large melodic line—D-G-A or i-v-Veuis,
accompanied by the according chords in the orchestra,
whereas this pattern suddenly deviates during the chill
passage. All in 2ll, it is thus likely that—during each chill
not the melodic line or harmonic progression
or change in volume or register by itself, but the combina
ton of melodic, harmonic, dynamic, structural, and
acoustic elements create a sense of deviation from the pre
vious pattern; and thus elicited the strongest responses in
the emotional and psycho-physiological domains, which
confirms the notion that these passages are, in compari
son 1o the preceding musical progressions, special.

at firse,

passage

Discussion

To our knowledge, the current research is the most

comprehensive study that continvously investigated
physiological responses to  experimenter-selected
music while simultaneously relating them to the sub

jective experience of chills, and, most distinctively, to
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ETODE:

24 respondenter

12 menn - 12 kvinner

Alder, gj.snitt = 25.5 ar (fra 20 t1l 40)
Standardavvik (S.D.) = 5.54

10 rekrutert fra Inst. for musikkvitenskap
14 fra andre steder

12 med mer enn fem ars musikalsk trening
12 med mindre enn fem ars musikalsk trening



ansmaling



4. Sigur Ros: |
5. Josh Groba



ansmaling



METODE:




U2

Nickelback
Dream Theater
Guns'n'Roses
First Aid Kit
Salem Al Fakir
Melissa Horn

D] Sammy, Yanou & Do
Celine Dion
Michael Jackson
Moby

Ocean Lab

Choir music: Grex Vocalis
Oslo Kammerkor

Indie pop: Coldplay
Kashmir

J. Sibelius
F. Chopin

Hans Zimmer

(Rap: | Twbum

azz: | Clocowork

RESULTATER (egenvalgt musikk):

Singer-
songwriter:

Electronic Dance
Music:

| Group/artist/comp.: | Title: | ME. |S/MT

Where the Streets Have No Name (live)
Lullaby

The Count of Tuscany

Sweet Child of Mine

Lion’s Roar

Astronaut

Kungsholmens Hamn

Heaven - Yanou's Candlelight Mix

My Heart Will Go On

Speechless

Lift Me Up (2006 Remaster)

Sirens of the Sea (Above and Beyond Club
Remix

Hidden Place
Time (“Inception”)
Plotten Tjoknar
Valseri

Afghanpop: | Veln [ Wb | 16 | 75

M.E. = Marker Entries = markerer (trykk)
S = Sex = Kjonn (Kvinner totalt=87, Menn totalt=59)
+5 = mer enn fem ars musikalsk trening (totalt=70)
-5 = mindre enn fem ars musikalsk trening (totalt=76)




RESULTATER (egenvalgt musikk):

Jan 3rd
1:47:25pm

Alle stedene med markerer ble studert og korrespondanse 1 gkning 1
hudkonduktansmalingen ble gradert fra 1 til 3 ut fra gkning 1 microsiemens 1
relasjon til det foregaende og den omkringliggende malingsresultat.

0 = null gkning
3 = en kraftig ekning



RESULTS (self-selected music):

Musicalfeature ME [ Resp. [ MSC.

1.6
1.7
1.3
1.4

| Highpitches | 39 | 14 |

Crescendos “

Rhythmic roove

Entrance of new element “
| 1B | 7

1.4

Increased rhythmic density
Musical theme

Expressive vocal
Suldenthythmicbreak | 9| 5 | 10|
Return o carlierdlement | 5| 3| 22|
TDecrescendos |4 | 2 | 70|
Descending melodiclines |3 | 1 | 16 |
Rhythmicdisplacement | 2 | 2 | 10|

M.E. = Marker Entries = Markgarer (Totalt:146)
Resp. = Antall respondenter
M.S.C. = Gjennomsnittstall for gkning 1 hudkonduktansmaling



Jan 3rd
1:47:25pm

Respondent: Mann, 21 ar, mindre enn fem ars musikalsk trenmg,
ikke musikkstudent. —

S: Celine Dion: «My Heart Will Go On» (1997)
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Respondent: Mann, 21
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Celine Dion: «My Heart Will Go On» (1997)



RESULTATER (forhandsbestemt musikk):

21 (av 24) (87.5%) trykket pa sensorknappen i lgpet av lyttingen.
17 (of 24) (71 %) trykket mer enn en gang.
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RESULTATER (forhandsbestemt musikk):

Artist/composer: piece (place/passage) |M.E. | M.S.C.| S.C.inc. | M.S.C.|Corr.
| 1. Christel Alsos: Finding Gold (0:22-0:27) | 8 | 08 [11(T:22) | 15 | 6 |
2. Christel Alsos: Finding Gold (0:46-0:52) | 9 [ 13 [12(T:22) [ 1.5 | 6 |
3. Christel Alsos: Finding Gold (1:18-1:25) | 6 | 17 |[8(T:22) | 21 | 5 |
4. Gustav Mahler Ada ietto (0 34-0:40) (7 [ 10 |9(T21) | 14 | 6 |

n-

- !!III
7. Sigur Rés: Vardd (2 58-3: 03)
8. Josh Groban: You Raise Me Up (3:16-3:20) | 5 | 14 [10(T:19) | 1.9 | 3 |

M.E. = Antall markerer (fra individuelle respondenter)

M.S.C. = Gjennomsnittstall for gkning av hudkonduktansniva ved markorer.
S.C.inc. = Antall gkninger 1 hudkonduktans ved de ulike musikalske
passasjene.

M.S.C. = Gjennomsnittstall for gkning av hudkonduktansniva ved alle
aktuelle gkninger.

Corr. = Antall sammenfall mellom markerer og ekning 1 hudkonduktansniva



1. Christel Alsos: Finding Gold (0:22-0:27) . 11 (T:22)
2. Christel Alsos: Finding Gold (0:46-0:52) : 12 (T:22)
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Christel Alsos:
Finding Gold

F
ZESSESS

of what we see

Musikalske virkemidler:
Oppadgaende melodisk linje og tonebevegelse,
hgye toner og ekspressiv vokal.




3. Christel Alsos: Finding Gold (1:18-1:25) | 6 | 1.7 |8(T:22) | 21 | 5 |

Christel Alsos:
Finding Gold

Am I get - ting close Do 1 drift a - way

Musikalske virkemidler:

Oppadgaende melodisk linje, hgye toner,
dynamisk gkning (cresc.), gkning i rytmisk
tetthet, dynamisk brudd og ekspressiv vokal.



4. Gustav Mahler: Adagietto (0:34-0:40) 14 | 6 S

GUESTAV MAHLER

ADAGIETTO

Gustav Mabhler:

Adagietto (Symfoni nr. 5 i Ciss-moll, IV, innspilt av New Philharmo
Orchestra)
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Musikalske virkemidler:
Oppadgaende melodisk linje, hgye toner og
ekspressive harmonier.



5 & 6 5. Coldplay: Fix You (2:35-2:37) 9 | 1.2 2.2
. . 6. Coldplay: Fix You (3:02-3:06 6 | 22 |6(T:21) | 21 | 6 |

Coldplay: Fix You

| — - —-———
S =

Musikalske virkemidler:
@kning i rytmisk tetthet, oppadgaende
tonebevegelse og nytt element.
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WA 7. Sigur Ros: Varid (2:58-3:03)
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WA 7. Sigur Ros: Varid (2:58-3:03)

Musikalske virkemidler:

Oppadgaende melodi og tonebevegelse, crescendo,
hgye noter, gkning 1 rytmisk tetthet, nytt element,
ekspressive harmonier.
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8 8. Josh Groban: You Raise Me Up (3: 16 3 20) 5 14 |10(T:19) | 19
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You raise me up, can stand on  moun - tains

Musikalske virkemidler:
Oppadgaende melodi, arpeggio, crescendo,
nytt element, ekspressiv vokal og hgye toner.







DISKUSJON:

Kroppslig spenningsbygging




KONKLUSJON:

Oppadgaende melodiske linjer og tonebevegelser var
et gjennomgaende musikalsk virkemiddel der

respondentene opplevde fysisk reaksjon, bade i
delen med selvvalgt musikk og delen med

forhandsvalgt musikk.

Dette forklares best gjennom deltagelse av
kroppslig bevegelse og vart proprioseptive
system i lytteopplevelsen.



