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Abstract

Despite the ever-increasing interest in scholarly research on metal, the sonic
investigation of metal songs remains essentially neglected. My study aims to

contribute to the musicological investigation of metal. In this regard, my study is an

analysisof four of Finnish symphonic metal band
most recent studio albums, Dark Passion Play (2007) and Imaginaerum (2011). These

four songs aitmagnmeunar efi @beon [ oos emaghaerumte r mai d
AThe Pokée BRaeddDdakPassionPlay) ; and fAMeadowsakof Hese
Passion Play).

|l show how Philip Tagg®os icspecifinallydasigned®rthenal yt i
analysis of popular music T aids in the contextual reading of the selected Nightwish

songs. I n addition to Taggods model souridboeimpl oy /
two of the analyses, in order to uncover how in-studio sound effects influence the
aesthetics of a song. Taggds modelmusemeso mpass
or museme stacks and their connotations of the analysis object (AO) is compared to

that of other material (interobjective comparison material or IOCM), in order to

establish shared paramusical fields of connotaton( PMFCs ) . Taggdéds model

high degree of intertextuality and genre is a deciding factor in selecting IOCMs.

I expand both Taggds model and Mauwbog.dns Vvi su
terms of Taggds model , I contextualise =eac
theoretical/philosophical discourses. Intertextuality plays an integral role in my
analyses. |1t is an essential and inherent pa
intertextuality in my thesis as it serves an additional role as an overarching theoretical
frame of reference. Furthermore, | expand the role of genre a la Umberto Eco, so that
genre serves as a fAroad mapo that informs an
communication) of meaning i n s$obndbox | add@angs . I
second perspective of the textual space: a view from above. This tilted view gives a
better idea of where the emitters and sound effects are placed within the textural

space.



I identify six main themes in the selected
fantasy, horror, violence, escapism, children and childhood, and nature. | show how
these six themes are intertextually connoted and how they complement and influence
one another to communicate meaning to the receivers (audience). Fantasy is an
especially central theme and features in all four of the selected songs. Escapism has
links with fantasy, fiction and nostalgia. Childhood and nature are associated with
escapism and fantasy, while horror is linked to Gothic horror and fantasy in the songs.
Violence has a connection with fantasy and the band communicates violence
differently from the violence associated with extreme metal subgenres. Thus, fantasy,
escapism, nature and childhood act as fAcount

These themes interact lyrically and sonically to create a unique listening experience

for Nightwish fans and other receivers across the globe. The themes are recurring and

in this way, the band creates a narrative link between songs. Thus, they actively
establ i sh, mai nt ai n a noeatesl NijghHtwosh enythbldge. ThHe a n d 6 s
Night wi sh 6worl dé creates a space where fans

in the experience of the bandds songs, whil e

My study is an example of a musicological investigation into the sonic features of metal

songs. It demonstrates the types of insights
Taggods model sheds | ight on the way in whic
popul ar cul ture i n gener adgsinpastioutr. INalsgrévealsi s h 6 s
how Al | ansouvddboxrcandbe utilised to demonstrate how in-studio sound

effects affect the aesthetics of metal songs.

Keywords: NIGHTWISH; PHILIP TAGG; ALLAN MOORE; SEMIOTICS; POPULAR
MUSIC ANALYSIS; INTERTEXTUALITY; HEAVY METAL CARNIVAL; FANTASY;
ESCAPISM; HORROR



Contents

Chapter 17 INtrodUCTION ...ccoe i e e e e e eeeaans 1
1.1 Background and rationNale...............uuuuuiiuiiiiiiiiiiiiiiiiiiiii 1
1.1.1 Metal studies: Origin and treNdS...........ccoeveeeeiiiieiiiin e e e e e 1
1.1.2 The fAnew.mus.i.C0l.0.g.¥.0 .. 5
1.1.3 Popular MUSIC @NaAlYSIS ......ciiiieiiiiiiiiiiiie e e e e 13
1.1.4 Metal and MUSICOIOQY ....ccooveieeeeeeeee e 16

1.2 Starting point of the research and connections to previous studies................ 18
1.3 Research problem and ODJECLIVES............uuiiiiiiieiiieeee e 21
1.4 Research design and methodology ..............uueuuuiiiiiiiiiiiiiiiiiiiieees 23
1.5 Value 0f the r€SEAICN.......ccoi i 26

1= o = T YRR 27
2.1 A short biography of Nightwish ..., 27
2.1.1 The first phase (1996-2005) ..........cciiiiieeiiiiiiiiiee e 27
2.1.2 The second phase (2007- ) ...ccoeeiiiiiiiiiiieeeieeeeeeeeeeeeeeee e 30

2.2 Between a rock and a hard place: A definition of power metal and symphonic

IEEAL . 32
2.2.1 A definition and succinct history of power metal...............ccccoeeiiiiiiiinnennnns 32
2.2.2 A definition of symphonic metal...........cccccovviiiiii 35

2.3 Nightwi.s.hd.s....di.0m. ..., 40

\Y



2.3.1 The songs of Ni g20@5w.i..s..h.0.s.....f...1..r...s40

phase

2.3.2Thesongsof Ni ght wi shds s-¢.c.o.nd..phas.ed43 2007

2.4 Nightwish 6 s cont r i bantther mfluénoe omagherdands............. 52
Chapter 37 Methodology ...cooveeiiiiii e e e e eaaans 54
3.1 Popular music analysis and the musical analysis of metal ..............cccc.vvveenn. 54

3.2 An overview of the analytical models selected to aid in the musical analysis of

Ni ght Wi S DS .00 Sttt 64
3.2.1 Philip..Tagg.bs..met.hod. ... 66
3.2. 2 Al |l asounabox.MO.0.[.8.0.S ccccoomiiiiiiiiiiiiiiiiiiiiieieeeeeeee 76

Chapter 471 Circus of Death: Musical manifestations of horror and the uncanny

INA S C ar @ a0 e 81
4.1 Background and theoretical framework ..., 81
4.1.1 BACKGIOUNG .....utiiiiiiiiiiiiitiiiiiteet e 81
4.1.2 Theoretical-philosophical framework...................eueeiiiiiiiiiiiiis 83
4.1.2.1 Metal and NOITOF .......cooiiiiiiiiiee e 83

4. 1. 2.2 Met al and Mi.k.ha..l...Ba.k./h.t.l.n.68%

4.1.2.3 Karen Hal noné.s...fAhe.awv.y..me.t.a8B

4. 1.3 Key questions that go.wv.e.r.n..t.h.e1l

4.1.4 The form str.uc.t.ur.e..0.f...i.Sc.a.r.e.toa

4.2 The INFOAUCTION ... e e 94

4.2.1 The semitone clash and SNULIE.......coovieiieiiee e 95

carni

carni

anal ys



A.2.2 TR I ONG e e 98

4.2.3 ChromMALiC INES ..oeeeeeee e e e 100

4.2.4 The Pedal POINT ......uuuiiiiiiiiiiiiiiiiiiee bbb 105

4. 2.5 The Acreepy c.hi.l.dr.en..s.i.ng.i.ngd6trope

4. 2.5.1 ACreepy children..s.i.ngi.ng0l07r ope i

4. 2.5.2 Childrenodés vo..c.es..i.n..Ni.gh10&i shoés

G B N 1= o)V ) PSS 111

4.3.1 The fAcreepy c.hi.l.dr.en..si.ngi.ngdltrope

.32 HaAIP oo 113
N N o T I o (=Y (ST TR 115
4D T VOIS e e e 116

451Thelyri cs and Anette Ol.z.onbs...v.oc.allltost ume

4.5.2 PEUAI POINT ....uuiiiiiiiiiiiiiiitiii e 121
4.5.3 SEIMITONE ...ttt e e e e e e e e e e s 122
Y o =T 015103 o] (o 123
4.5.5 THEONE ..ottt e e e e e e e e e e e e e e e e e 124
4.6 The Bridges and GhoSt DANCES...........ccouvviiiiiiiiiiiiiiiiiiieieeeeeeeeeeeeeeeeeeeee e 126

4. 6.1 The Il yrics and Mau.c.a....Hi.et.al.ad23g

4.6.2 Musemes and SOUNd EffECES .....ou i, 129

4. 6.3 AHeavy .me..a.l...c.ar.ni.v.a.l.0....... 133

Vii

vocal



4.7 The fARec.ap.d.t.ul.at i 00O . iieeeenn.. 136

T I 1= =t o1 (o o [ 1O 137
4.8.1 SEMIONE ClASNES ... e, 137
4.8.2 CNIrOMALIC INES ..eeeeeeeeee e e 138

4.8.3 The fAcreepy c.hi..dr.en..s.i.ng.i.ngd38trope

4.8.4 The (PIPE) OFQAN.....iii ittt e et e e e e e e e e e e e e e 139
4.8.5 The DArrel Organ.........ccoooviiiiiiii e e 139
e I @ ] o 1111 o o P URR 140

Chapter 571 iHer e, weary travell er, rest your wan

ATurn Loose t he..Mer.mai.dS.O .. 142
5.1 Background and theoretical framework .............cccoooeeeiiiiiiiiiii e, 142
5.1.1 BACKGIOUNG .....ceiiiiiiiiiiiiiiiiiieeeeeeeeee ettt 142
5.1.2 Theoretical-philosophical framework...............ccccoooviiiiiiiiiee, 144

5.1.2.1 fACelticityo and t he..s.angd%441lri sh

5.1.2.2 The songo6 soudgeapg.h.e.L..t..i.....\We.s.L. 850 n

5.1.3 Key questions that govern th&lanalys

5.1.4 The form structur e ..aof...l i.T.u.r.n...158 o0s e t h

5.2 The lyrics and Anet.t.e..0l.z.ond.s..vbdd al cCos

5.3 CltiC CONNOLATIONS . e e e et e e e e eaaens 166

5.3.1 Modality: Chord progressions with YVII and the dominant minor............ 166

viii



oI I 0 1Y (U 01T 0] SRR 169

5.3.2.1 LOW WHISHIE ...t 169
5.3.2.2 BOANIAN ...t 169
5.3.2.3 Steel String aCOUSHIC QUITAN..........ccovvviiiiiiiiie e 170

5.4 The Spaghetti Western C-SECHON ........ccceeeiiiiiiiiiiie e 171
5.4 1 WRISHING . ..ceiiiiiiiiieeieeeeeeeeeeee et 173
5.4.2 Harmonic progression: 110 IV ......ccoii i 174
5.4.3 SNAIE AIUM c.ceiiiiiiiiiiiiiii ettt e e e 174
5.5 Other fantasy coONNOtAtiONS.............uuuiiiii i e 177
5.5.1 Hardanger fiddle..............cooviiiiiiiiiiiiiiiiiiiiiieeeeeeeeeeeeeee e 177
5.6 CONCIUSION ... 181

Chapter6i AiThe end: The songwriterés deado:

t he PendiUl Ui e 183
6.1 Background and theoretical framework ...........cccooeoei 183
6.1.1 BACKQrOUNG ......ccoiiiieeie et e e e e e e e e eeeaaes 183
6.1.2 Theoretical-philosophical framework............cccccceeiiiiiiiiiiieie e, 185
6.1.3 Key questions that govern the
........................................................................................................................ 190
6.1.4 The form structure af..idThe. P09t
6.2 AWhite Lands..af...Emp.alt.hi.c.aao.........192

I nt

e

analy

and

6.2.1 The Iyrics and Guy...El.l.i.0t.1.6s19% o0c al

iX

c



6.2.2 CONNOLALIONS .....coiiiiiiiiiiiii e 193
6.2.2.1 Horror and the UNCANNY ..........uuiiiiiie e e e e e eeeaens 193
6.2.2.2 The fantastiCal .............ooovviiiiiiiiiiiiiieeeee e 199
6.3 AHomeo: Lyri cs..and..c.o.nnot.a.t.i.o.n.s 200
6.4 NAThe .. .RacC.d .l CO e 204
6.41TheVersesod6 | yrics and t he..s.0l.0i1.5.12840 vocal
6.4.2 Tom Williamsbés mo.n.ol.o.gu.e..and206onnot a
6.5 fADar k Pas.s.i.on..Rl.ay.O. ... 209
6.5.1 The Il yrics and Maucr.ka. . Hi.et.al.a®d09 vocal
6.5.2 CONNOLALIONS .....cooiiiiiiiiiee e 209
6.5.3 The Iyrics and Anet.t.e..Ol.zonob86vocal
6.5.4 CONNOLALIONS ....cceiiiiiiitie ittt e e e e e e e e s e e e e e e e e 217
6.6 AMother & Fatheroo....Lyri.cs..,and.c?220notat.
6.7 CONCIUSION ....ceiiiiiiiiete ettt e e e e e e e e e 222

Chapter 7T AnSailing the waves of [the] past 0: No

AMeadoWs® aWfe . ..o 224
7.1 Background and theoretical framework ... 224
7.1.1 BaCKQrOUNd ......ccooviiiiiiii e e 224
7.1.2 Theoretical-philosophical framework...........ccccccoiiiiiiiiie, 226
7.1.2.1 The role of place and SPacCe ...........ccovvviiiiiiiiiii i, 227



7.0.2.2 NOSTAIGIA. ..o eeaees 230

7.0.2.3. ULOPIB co ittt 232

7.1.2.4. The gospel choir and the heavenly..........ccccccviiiiiiiiiiiiiiiiiiiiiiiieee, 233

7.1.3 Key questions that govern..t.h2a34

7.1.4 The form structur.e...a.f...| fi.M.e.a..d.o. 2885

7.2 The lyrics and Ane.t.t.e.0Il.z.o.na.s...v 236

AR 10151 7= o = U USPPPPPPIN 247
7.3.1 Irish Celtic INSTrUMENTS ......coooiiiiiiiii e 247
7.3.2 Modal chord progreSSIONS .........ccvuuuiiiieeeee e e e e e e e e e e eeeeanns 248
7.3.3The mMINOr K&Y ...ccooiiiiiiiii 249

T.ATRE NBAVENIY ... 251
T4 L INSITUMENTS ..o e e e e eennns 251

A A R I L= T g o PP PP 251
7.4.1.2 Tubular bells, bell tree, and the Glockenspiel............cccccoeviiiiiiinnnn. 253

7.4.2 The gospel ChOIN.........oooiiiiiie 254

7.5 CONCIUSION ...ttt e e e e e e e e e 259
(@] [ 11 5] o] o 260
REFEIENCES ... 272
DISCOQIAPNY ... 301

Xi

anal ys

of

al



List of figures

Figure 3.1: An espundbgxl.e...o.f... Mao.r.eob.s.......79

Figure 4.1: Museme la( " Two notes and y.au.6.v.e..g.0t.9a vill
Figure 4.2: Museme 1b i Jaws-theme: semitone shuttle shark motif....................... 96

Figure 4.3: ExcerptfromJaws ( AMai n Titl eso0o): se.mi.t.o®9%e shut
Figure 4.4: Museme 2ai Vi ol iani 266 frourt h in bar..898( AiDi ab
Figure 4.5: Museme 2b1 T h e v iimihished @ifthginbar4...........cccooccis 98

Figure 4.6: TritonesinJaws-s c or e ( i Ma.i.n....T.i.t.L.e.s.0.)........... 99

Figure 4.7:Museme 3a( M The Phant om .o.f...t.h.e..Qp.e..a00)

Figure 4. 8: The chromatically descending mo

Phant om of .t he..Op.el.aQ . 101
Figure 4.9: MUSEME 3D ...cooviiiiiiiiiii 101
Figure 4.10: The v i ldmatic knéinlmars 1-13 ..........viiiiiiiiiiiieee e, 102

Figure 4.11: Transcription of the second sec
Batman RetUrNS (1992) ......couiiiiiiiiiiiiiiiiiiiieeeeeeeeeeeeeeeeeee ettt 103

Figure 4. 12: |l ntroductory .bar.s..of..AEDNOEry of
Figure 4.13: Mel Gdgdb&hat.d.Es.b.r.y..o0.f..1.helld
Figure 4.14: Museme 3ci The Ver sesod6 repeating chiddmati ca
Figure 4.15: Museme 4 1 The tonic pedal point oON D.........ccooovviiiiiiiiiiiiiieccicee e, 105

Figure 4.16: Transcribed first eight-2lbars o
ti mecodebé6o®&v@Boas hear.d..on..t.he..al.bum. 112

Xii



Figure 4. 17: Two tritones in the harp

BOOK! / Ob llil@. Ll S0t 113
Figure 4.18: Main theme of Themes (1)-(5).....ccuuuruiiiiiiiiiiiiiii e 115
Figure 4.19: Third relations between home key and tonicised key areas............... 116
Figure 4.20: Excerpt of the Link Themes melody ...........cooovviiiiiiiiiiiiiiiiiiieieee, 122
Figure 4.21: Diminished fifth and perfect fifth pattern.................c.ooooeiiiiiieen e, 125
Figure 4.22: Tritone in the melody of the Verses........cccccccvvvvviiiiiiiiiiiiiiiiiiiiiiieeeee 125

arpeg:

Figure 4.23: Hietalads great regi s.t.et28sl i des

Figure 4.24: The piccolo, Glockenspiel, violin and keyboardé staccato theme...... 129

Figure 4.25: Batman-t heme i n fABat man .\V.eur.s.u.s..1.hel30Ci r cus:

Figure 4.26: CirCUS theme ........ccoiiiiii e e 132
Figure 4.27: Rhythmic motif in Ghost Dances 1 and 3 ..........ccccccviiiiiiiininenneennnnns 132
Figure 4.28: Arpeggio on the Notes D-F-A-C........cccooiiiiiiiiiiiicie e 137
Figure 4.29: T h e v i lwdmaticadlyddescending lin€...........coovvvivviiiiiiiiiiiininennnn. 138
Figure 5.1: Soundbox diagram of Instrumental (1): Front View...............ovvveeeeeen.n. 157
Figure 5.2: Soundbox diagram of Instrumental (1): View from above .................... 158
Figure 5.3: Vocal melody of Refrain (1)........cceuvviiiiiiiiiiiiiiiiiiiiiiiiiieieeeeeeeeeeeeeeeeeeeee 159

Figure 5.4: A sound wave gr ap.h..of. . ;40.T164n

Figure 5.5: C-section woodwind theme and brass echo..........cccccccvvviiiiiiiiiininnnnnn. 172

Figure 5.6: The whistled melody ... 173

Xiii

Loos



Figure 5.7: The chord progression from i to IV in the C-section .............ccccceeeeeeenne. 174

Figure 5.8: The first four bars of the snare drunm

Y O 1 T T o = 0 o P UP T PUTPPPPPPRPTP 174
Figure 5.9: A transcription of the Hardanger fiddle part in Instrumental (3)............ 181
Figure 6.1: Museme 17 Pedal point ON D.....coovvvviiiiiiiiiiiiiiiiiiiiiieieeeeeeeeeeeeeeeeeeeeee 193
Figure 6.2: Museme 21 Semitone MOVEMENT.........cccoeeeeeiiiiiiiiiiee e e 194
Figure 6.3: AThe Stanwars.i.a.l...Ma.r.c.h.o...f.r.o 196

Figure6.4:Reducti on of Wagnetmdifs...A.T.a.r.n.h.el.moloa

Figure 6.5: Museme 31 Tremolo StHNGS.......coovviiiiiiiiieeeeeeeecce e 197
Figure 6.6: MUSEME 5T TIONE ....coiviiiiiiiiiiiiiiiiieeeeeeeeeeeeeeeeeeeeeee e 210
Figure 6.7: Museme 6 T ChromatiCiSM...........coovviiiiiiiie e 211
Figure 6.8: Museme 77 Semitone clashes .........cccccovvviiiiiiiiiiiiiiiiiiieeeeee 212
Figure 6.9: Piccolo and flute FUNS ..........oiiiiiiiiieee e 212
Figure 7.1: Thes o | o wvmotd dnithe @lmim recording ...........ccovvvvvvviiiiiinennnnnn. 237

Figure 7.2:.The bass dr umbés (a)bnthe heoording..p..a.t..t..e.r..r237

Figure 7.3: The bass drumébés rhythmic23attern

Figure74:. Transcription of Ol z o msécson.v.o.c.a.l24lmel ody

Figure 7.5: Soundbox diagram of the first four lines of Verse (3): Front view......... 243

Figure 7.6: Soundbox diagram of the first four lines of Verse (3): View from above

Figure7.7: The epil ogueds r hyt.hmi.c..mot.i.f..2d/nd var

Xiv



Figure 7.8: The rising soprano lines in Refrain (2), (3) and Outro (1)

XV



List of tables

Table 4.1: The for m.s.t.r.uct.ur.e..of..nScaRet al eo
Table 4.2: The themes and motifs in the Bridges and Ghost Dances .................... 126
Table 4.3: Musemes and gestures in the Bridges and Ghost Dances.................... 129
Table 5.1: The form structur.e...of... . ATui58 Loose
Table 5.2: Comparison between | ines from two
BOY OS RO.BIO e 155

Table 5.3: The lyrics and corresponding phrase structures of Verse (3) and (4).... 162

Tabl e 5. 4: Har moni cLpopegr ebhei.bas.mandfBur n

Table 6.1: Literary refer.ences..i.n..Ni..ggbt wi sho
Table 6.2: The form structur.e..,.of..AnTh#80Poet a
Table 7.1: The form struct.ur.e..of..iMe238ows of
Table 7.2: A comparison between the first two lines of Verses (2) and (3)............. 244

XVi



Chapter 171 Introduction

1.1 Background and rationale

My study focuses on selected songs by the Finnish symphonic metal band Nightwish.
Symphonic metal (see Chapter 2.2.2), as the name suggests, contains features of
Western art music (choirs, symphony orchestras, acoustic instruments or a digital
keyboard that can produce orchestral sounds) and metal (distorted electric guitar
sounds, tremolo picking, blast beats). | aim to undertake a semiotic analysis of
selected songs of t wo of N i g-krigtv istsdio Glbumsn @ark rece

Passion Play (2007) and Imaginaerum (2011).

My choice o f t his band i s primarily | ocat
international metal scene as the symphonic power metal band that is credited with
Apushing the genre al/l the way to the mains
Furthermore, as a classically trained musi ci
was a gateway for me to explore other metal subgenres since | heard their song

ANemoo in 2004

1.1.1 Metal studies: Origin and trends

There has been an increasing interest in the academic study of metal since the 1990s

(Hickam 2015:5-6). It is clear from numerous sources that three eminent publications

that saw the light in the 1990s played a crucial role in the founding of scholarship on

metal (see Scott & Von Helden 2010:ix; Hickam 2015:6; Brown, Spracklen, Kahn-
Harris & Scott2016:8-9) . These publications ar éleasyoci ol o
Metal Music: A Cultural Sociology (1991, reprinted in 2000 as Heavy Metal Music: The

Music and its Culture) , Donna Gai nes 0s Teen&O Wastpland:| i cat i
Suburbia's Dead-EndKidsand musi col ogi st RobRuntingWtl| ser 6s
the Devil: Power and Madness in Heavy Metal Music. Keith Kahn-Har r i s6s boo
Extreme Metal: Music and Culture on the Edge (2007) is an influential and more recent

publication (Brown et al. 2016:9; Hickam 2015:6).

The main difference between Wal serdés ed993 <co

publications from the 1990s is that Walser uniquely includes the analysis of sonic

1



parameters as part of his contextual, musicological inquiries.*We i nst ei n6s book
response to claims from a variety of sources including the media and the Parents
Music Resource Center (PMRC) that metal has i almost exclusively i associations
with aggression, violence, destructive behaviour and Satanism (Weinstein interviewed
in Hickam 2015:9; Weinstein 2000:1-3). The PMRC was especially preoccupied with
me t a | @& and tlamred that metal promotes (among other things) suicide, violence
and promiscuity (Weinstein 2000:249-250) . Wei nsteinds publicat.i
a subculture and from a sociological standpoint. She focuses on the contextual

aspects of metal, without a detailed analysis of sonic features.

Donna Gainesds book details her (sociologice
a type of subculture following the rise of teenage suicides and specifically, teenage

suicide pacts in the 1980s (Gaines [1991]1998:6-9) . Gai nes0s mayeri al
submitted for the purposes of a doctorate in sociology in 1990 and was later published

as the book in 1991. In the book, Gaines mentions the role of music and specifically

of metal in the teen subculture she studied, but i like Weinsteini she does not analyse

specific sonic features of metal.

The continual i ntensifying interest iA metal
bi bliographyo that comprises a |ist of arti
compiled by sociologist and author Keith Kahn-Harris (Khan-Harris 2009). This
comprehensive list is an indication of the increasing number of metal studies and plays

a crucial role in furthering the development of metal scholarship (Brown et al. 2016:10).

Brian Hickam is the current editor of the list of contributions that has since been

renamed as the Metal Studies Bibliography Database or MSBD (Brown et al.
2016:10).%3

Studies on metal had grown so significantly between 1990 and the late 2000s that a
conference for studies on metal was held in November 2008 in Salzburg, Austria. This

1 Wa | s eutpitsincludes popular music studies and also research on a broader range of musical
genres and styles.

2 The MSBD lists contributions up to and including 2012. The reason for the backlog may be that the
sheer volume of (new) contributions is difficult to keep up with (see Hickam 2015:5-6).

8 https://www.ucmo.edu/metalstudies/metal_studies_home.html
2



conference (Heavy Fundametalisms i Music, Metal and Politics) was the first
international conference of its kind (Scott & Von Helden 2010:ix) and has occurred

annually since 2008. The idea that metal research is a legitimate field of study was

Aseriously entertainedo for the Hierarchitcal t i me

conference that had neither a keynote address nor divisions governed by subject.
Subsequently, the fieldi met al studi eso was B®r n (Brown

After the official establishment of metal studies, the pioneering and watershed pre-

et

2008 studi es on met al wer e, i n Wei nsteinos

(Weinstein 2016:25). The International Society of Metal Music Studies (ISMMS) i a
society dedicated to the study of metal i originated in 2013. This society has its own
peer-reviewed journal called Metal Music Studies (Brown et al. 2016:10). In the
following paragraphs, | provide an overview of the trending topics in research on metal.
It is apparent that studies which focus on extra-mu si c al |, or rather
Philip Tagg ([2012] 2013:22) calls it, aspects of metal make up the vast majority of

academic research on metal.

A collection of papers presented at the 2008 conference was published as The Metal
Void: First Gatherings (2010), edited by Niall W.R. Scott and Imke von Helden. These
contributions focus on a wide range of topics such as metal phenomenology and
existentialism, the role of race, racism, gender, identity, mythology, religion, suicide
and alcohol abuse, as well as politics, ethics and sociology (Scott & Von Helden
2010:v-vii). The topics of these papers emphasise that most (if not all) of these papers

are interdisciplinary studies.

The (interdisciplinary) papers presented at the first international metal conference in
Salzburg may be regarded as representative of research on metal during the time
period between Wal serods 1993 publ aperadlsb on
give a very strong indication of the trending themes in research on metal before 2008.
When the majority of other scholarly publications on metal, during the same era (and

even more recently), are examined closely, it is evident that these mostly

‘For Gerd Bayer (pa&dnttaSar @gviding men far ini@rdisciplinary studies was already
made fAobviousodo by the disciplinary backgrounds of
(musicologist with training in art music and jazz among other things).
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interdisciplinary publications provide integral and invaluable information on the
paramusical aspects of metal music. These studies include extensive research on
met al 6s fan base (see Arnett 1996), Asubgenr
the development of the genre (Christe 2003) and the metal music industry (Bayer

2009; Wallach, Berger & Greene 2011).

Similarly, Sam Dunn, Scot McFadyen and JessicaWise6 s i nf | uent itthed docun
Met al : A He adb a(2006¢ fochises speaifically @ ythe sociological and
cultural aspects of metal. It provides a glimpse into the metal world: the musicians,
their views on the metal music industry and the ideologies they espouse, and live
performances at festivals, as well as the fans. It includes a substantial number of

interviews with metal musicians and their fans.

Other academic research on the paramusical aspects of metal include research on

gender, extremist ideologies and nationalist themes (Wallach et al. 2011), identity,
performance conventions related to race, politics, culture and American history

(Pillsbury 2006:xii), as well as geographically specific studies (see Bayer 2009).

Another very popular feature of metal studies i and numerous interdisciplinary studies

based in other disciplines i is the study and interpretation of metal song lyrics.> Two

i sol ated examples are Bruce Fri desatonofthed Warr
lyrical representation of gender and themes in the Canadian heavy metal music of
1985-1991, as well as Adam Rafalovichoés articl

the lyrics of 603 songs from 16 popular metal bands since the 1990s.

Studies on the lyrics of metal songs tend to concentrate primarily on specific metal
subgenres, namely black and death metal. This trend may, in part, be ascribed to the
often controversial content of the lyrics in these genres (e.g. Satanism, death,
substance abuse and violence). Few studies i whether conducted by musicologists or

literary scholars i have been conducted on non-black or non-death metal lyrics. Two

5In his introduction to the book Analyzing Popular Music (2003), Allan F. Moore asserts that the analysis

of the lyrics of popular songs was initially introduced into academic research as part of literary studies

that investigate these lyrics as poetry or, more specifically, the extent to which they could be regarded

as such (Moore 2003:11). Simon Frith (1988:117-118; 1998:176-1 7 7) attr i but es it he dAprc
as Moore calls it i of pop as poetry to a specific period in the history of popular music. Examples of

at i sts (®onfgwingerso) associated with this period are
Dylan.
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examples are Kai Lei kolads 2009 study of th
bands to show dif f er en't met aphors of deat h, and Lint

focuses on the lyrics of the Swedish band Falconer.

Overall, analysts tend to approach song lyrics as something separate from the

soundscape (which encompasses all sonic features including studio effects, not just

musical sounds); in other words, this type of research usually comprises a close

reading of the lyrics without an emphasis on the performance of those lyrics and how

they interact with other soni oundseapes.dllises or
practice has its roots in neo-Marxist approaches that trended in popular music studies

during the 1980s. These types of studies were popular before the focus of research
shifted more t o dienatlseiinfluarice onfe atnh en gfdnceom armuy 6 (s
section 1.1.2).

It is evident from sources such as the Metal Studies Bibliography Database and the

recent publication by Brown et al. (2016) that the vast majority of academic research

on metal has a social and/or cultural focus that concentrates mainly on the
examination of paramusical aspects.®Andy Brown differentiates b
Acul tural 6o as he notes that there is a Aqual
from that of fAa soci al |uraloabstheticomorthy of studyis k t opi
its own right o0 Latérnonm recett@ublitatichgtha) trace the origin

and development of and trends within metal scholarship include those by Andy Brown

(2011), Gérébme Guibert and Jedediah Sklower (2013) and Brown et al. (2016).

1.1.2 The Anew musicol ogyo

The tendency to focus more on the paramusical dimensions (social and cultural) of
metal has its roots in the establishment and development of the so-c al | ed fAnew
musi cologyo of the 1-%rBefgentfielda poputal musicstsidies.h e t he
In his iconic publication Contemplating Music: Challenges to Musicology (1985)

Joseph Kerman continued the debate on music

6 Sociological research on heavy metal music tends to favour two types of approaches, namely studies
about the social reactions that metal has provoked (for example, the so-c al | ed fimor al pani c
studies on metal subcul tHamiseslendtleneso; Hj el m, Kahn
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We Got Into Analysis and How to Get Outo pub
analytical approaches for being stereotypically formalistic and positivistic, ignoring the
deep rooted cultural nature of music. He called for a higher premium on research that
does not rely on a wor kos internal struct

scholarship that was critically informed.

Ni chol as Cook describes Kermanébés view as f o

Kerman created the vacuum that was filled I
Musicologydo (Cook & Everist 1999:viii). Mus
to what Kofi Agawu describes as a concern wi
a pieceo, while ignoring other matters | ik
meaning (Agawu 1997:299). Agawu descri bes 1

approaches as follows:

To escape the dilemmas of formalism, you must attach the patterns you have
observed to something else: a plot, a program, an emotional scenario, a
context, an agenda, a fantasy, or a narrative. You must, in other words,
problematize the gap between the musical and the extra-musical. The findings
of formalist analysis are like a severed phallus; ideally, they should be re-
attached. It was in this anti-formalist climate that the so-called "new

musicology" emerged (Agawu 1997:299).

Cook and Everist (1 1999: vi) broadly describe t he d
musi cologyo as a reaction to musicological p

of the work is imbued with an authority that remains tacit and unproblematic:

[M]any musicologists have sought to resolve ... uneasy tensions through an
unquestioning adherence at all costs to some fixed theoretical point; not just
Schenker or Marx, but Adorno, Benjamin, and even Dahlhaus have acquired
the status of authorities who do not require (and maybe do not admit) question

or challenge (Cook & Everest 1999:v).

The Auneasy tensiono in the quoted paragrap
Everi st i dent i f i-aittal $tamde vapdethe délydo-day eptadtice of
musicologyo (1999:v).



Since the publicat i on of Co o KRethlinkidg MEsic €1099)s dragtsioners of

Anew musicologyo emphasize that the study o
thus never fhHAneeorafgiocalkon(R2E0&45)KMugiowas/isnol 9 9 3]
longer viewed as an autonomous realm and musicologists attempt to understand and

explain music as a social construct which meant a shift in importance and attention

away from the score to the social context wherein a musical work was/is composed.

Notions like the authority of the composer, the authority of the musical text (or score,
if it is available/exists in the case of popular music), canons, universality, et cetera, are
guestioned and chall enged WMaore i2003:5). MTike A new
challenging of these notions in music scholarship and has its roots in post-

structuralism which in turn may be described as

a group of methodologies which go beyond the seeking of solutions in the ways
cultural products and practices are structured. This is an aspect of a wider
cultural shift in industrial society, a paradigmatic change conveniently known

as 6postmoderni smd (Moore 2003:5).

The finew musicologyd takes the broader conte
account, i.e. the biography of the composer, the state of mind of the composer, the
socio-political climate, et cetera. Thus it is not uncommon to find interdisciplinary music

studies with links to, for example, anthropological, psychological or sociological

studies (as was seen in the discussion on metal research previously in this
Introduction). Feminism played a crucial part in broadening the musicological field by

creating other possible approaches by which to view musical texts. Griffiths credits

feminism as being an extra-musical filter through which music could be seen (Griffiths

2010-2011).

John Covach highlights the fact that feminist perspectives could also be employed in
the academic courses lectured by musicologists who do not specialise in the field of
feminism which in turn aided in the redesigning of North American university
curriculums after the 1980s (Covach 1999:454). Musicologist Susan McClary is well

known for her ground-breaking work in the field of feminist musicology.

In this regard, Philip Bohlman asserts that:

7



[the] different domains within the study of music [...] no longer simply co-exist,
but rather interact to change the spatial construction of the field. No domain is
spared from the approaches of its discursive cohabitants 1 say, historical
musicology from analysis, ethnomusicology from history, or music theory from
culturalcontext s 0 ( Bohl ma4B6).1993: 435

In this way, the scope of research questions has broadened significantly, with

previously unquestioned canons and unexamined terrains increasingly explored in
musicological scholarship. It also means that topics that previously ibel ongedod t o
certain field or discipline could be examing¢
(in my opinion), in a more holistic exploration of topics or research subjects. The call

for a newfound acceptance of approaches borrowed from other fields and the

knowl edge they bring to the field of musi Cc
statement that A[u]lnless there is place for

musicol ogy wi |l be sorely i mpoWeer20@iT®.do ( Ros

Anot her consequence of Anew musicologyo that
that the gaps in and boundaries between the different approaches to ethnic, art and
pop music were blurred and <cl osed.areldli chol a:
et hnomusicologists nowdo (Cook 2001) further
boundaries. A possible contributing factor in the closed gaps in the approaches to

different musical styles is the more inclusive vocabulary brought about byth e A new

musicologyo. Dai Griffiths states that there
Acontemporaryo in contemporary musi c. Thi s
cl assical musi c, but also music of fdehe pre:
Asonic art [ .. . ] fol k, jazz, rock and worl d

(2001) has made a similar observation in The New Grove Dictionary of Music and

Musicians:

Several developments in the late 20th-century academy i notably a suspicion
of historicizing teleologies and the re-evaluation of the distinction between
Acl assi cal 0 ainstimulatedeecagrationuolfl diatonic tonality as a
living tradition. Perhaps the most important trend in practical harmony at the
beginning of the 21st century is the reintroduction of contemporary music, in

the form of folk music, jazz, show-tunes, rock, and so on, into manuals of
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practical harmony, in both Europe and North America, in the service of
compositional and improvisational as well as analytical training (Cohn
2001:873).

Ot her types of current music are included in
as another development within the Anew music
the study of classical and non-classical music as equally legitimate fields of study with

equally legitimate analytical methodologies associated with it i a welcome change as

this scenario was not always the case. As tF
musi coO encompasses vari oufsponpuusliacraol isnt yfl peesp ul
underlines the plurality of this phenomenon
historical sense may refer to something inferior (it is of the people, the commoners),

but with the influence of other ideologies and shifts in power structures (he mentions

postr evol uti onary America as an degitamatmdgoe )o,n et h e
(Middleton 1990:3).

What is very salient are the ways in which various approaches (especially essentialist

approaches) engage with popul ar musi c; t hat
through comparison with something el se, an
ter mmMmigge when used in the context of popul ar

connotations as in Western art music. In popular music, genre is flexible and it
Aextends beyond the fact that a given song
in the intersection of several of them; genre can change from performance to

performanced (Hamm 1995:380) .

The shift i n meaning of the terms WAcontemp
scholarly interest in Ahigho and Al owo (fo
legitimate fields of study. Two examples of the inclusion of popular music into
academia are The Oxford Companion to Popular Music i published as early as 1991
T by Peter Gammond and, more recently, The Ashgate Research Companion to
Popular Musicology (2009) , edi ted by Derek B. Scott. The
and Al owo0 musics are equally |l egitimate fie
popular music studies (and thus research on metal) exhibit the same kind of
sociological and cultural foci as those engaging with analyses of art music within the

Anew musicol ogyo.



The inclusion of approaches drawn from other fields in music scholarship was/is not

always embraced with acceptance and it has sparked (sometimes heated) debates

within the field of musicology (Korsyn 2003:15). Kofi Agawu was one of the first
musicologists to highlight these debates in his presentation Analyzing Music under the

New Musicological Regime at the American Musicological Society, Society for Music

Theory and the Society for Ethnomusicology (AMS/SMT/SEM) conference in 1995.7

In the introduction of his book, Decentering Music: A Critique of Contemporary Musical

Research, Kevin Korsyn states that A[o]ften schc
methods onlysolongastheydo not have to rethink their owr
some examples of renowned musicologists whose arguments illustrate the different
ashecalsiti Aihostile camps and embattled faction
conflicting viewpoints of SusanMc Cl ary and that of HfAone of [ h
Pieter C. van den Toorn, as well as Lawrence Kramer, an advocate for the priority of

music in musicological studies, and Gary Tomlinson (Korsyn 2003:15).

Interdisciplinary studies may encourage a productive interaction between music and
other disciplines, but Georgina Born (2010) identifies certain pitfalls concerning the
integration of diverse disciplines. She explains that the different disciplines in
interdisciplinary studies are approached by 1) integrative-synthesis, where
Aantecedent disciplineso are integrated i n
of thought from the disciplines are integrated; 2) subordination-service, where the
disciplines are ranked according to subordination; and 3) the agonistic-antagonistic
modewher e the fiantecedento disciplines form a

to its 6antecedent disciplineséo (Born 2010:

Within this framework of music scholarship that tends to favour interdisciplinary

studies, there has been a trend to conduct interdisciplinary music research where the
emphasis is no | onger on the investigation
to/role in other disciplines. Subsequently, the reduced role of sonic features has
resulted in (lopsided) musi col ogi cal studi e

(Viljoen 2012:73). This phenomenon is also visible in popular music studies:

7 Published in 1997 in The Journal of Musicology, 15(3).
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[A] disciplinary chasm is reinscribed between musicology and popular music
studies, the latter associated firmly with sociology i such that any concern to
trace the mutual mediation of musical sounds and social processes is placed
outside the conceptual bounds of musicology. At the same time there is a
refusal to take seriously the challenges issued to this dualism by popular music
(Born 2010: 214).

Popular music studies, as mentioned in the quote above, has its roots in sociology and
is subsequently open for interdisciplinary approaches. Popular music scholars in
general, and metal scholars specifically, seem to approach their topics or research
subjects from an entirely sociological
brought with it much needed changes and improvements, the overemphasised cultural
angle in metal research deprives the music scholar from delving deeper into its sonic

features.

In current art music studies, some scholars reassert the prominence of the musical
text; for example, Lawrence Kramer and Martina Viljoen. Viljoen describes the value

of musical analysis within the framework of current art music studies as follows:

The methodological misnomers of postmodern musicology [...] suggest
however that a semantic study of music may involve a complexity of aspectual
concepts incorporating and even exceeding all the various matters traditionally
associated with the construction of musical meaning. This leaves room for both
the formalist purity of the now so disfavoured structuralist approach, and for a
more liberating musical hermeneutics (Viljoen 2012:90).

Art music scholarship is reasserting the importance of the musical text meaning; that
is, the sonic features of compositions. This reassertion of the musical text also
translates into a newfound interest in musical analysis within the reconfiguration (see
Born 2010) of the discipline of musicology. A need for reconfiguration is not unique or

restricted to art music as this need is also expressed in popular music discourse.

Invaluable contributions have been made in metal scholarship to establish the field
from its conception in 2008. The topics and methodologies are interdisciplinary; in this
way reflecting trends in other research that involves music, but the very scarce

musicol ogi cal research on metal s soni
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have not quite caught up with trends in popular music studies in general (as | have
shown in the previous paragraphs). This notion is supported by Keith Kahn-Harris who
recently stated steb[m]tto bmadvaldpingswithoud referencefito
popul ar mu s i ¢ n-Bldrris d20EL.251-252). Khis means that the
musicological examination of sonic features do not enjoy the same attention as in

popular music studies.

Deeper, more detailed musi col ogi cal [
together with current interdisciplinary approaches may provide a more holistic,
substantive academic representation of
through its sonic features. It is specifically in this regard that my study aims to
contribute by providing detailed analyses of selected songs that are further
contextualised by productive theoretical/philosophical frameworks.

A more substantive examination of metal soundscapes may even benefit studies with

a primary focus on lyrics:

Analysis of heavy metal lyrics must be informed by figurative and contextual
interpretation rather than by a literal reading. Lyrics are not intended to be
tightly integrated systems of signifiers, although there are exceptions to this
rule. Most lyrics are best understood as a loose array of fragmentary and

suggestive signifiers (Weinstein 2000:34).

In this regard, aspects of a soundscape can communicate figurative information and
meanings. Weinstein further asserts that no specific element of a soundscape is
privileged above the rest, not even the voice that acts as the carrier of the lyrics
(2000:34). The total sound (or soundscape) merits attention (Weinstein 2000:34). This

statement highlights the importance of the performance of the lyrics as something that

nvest,]

met al

interacts with other sounds within a songods

l yrics as i ndependent Apoemso: Al a] ny

lyr i

empowered by the heavy metaWesoshedn@QWeish at €

underline the need for and importance of the musicological analysis of metal

soundscapes.
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1.1.3 Popular music analysis

The relationship between the finew musi
score analysis of popular music has provoked a (in some instances, heated) debate
which has been at the forefront of music studies since the 1990s. It is clear from some
earlier popular music studies that analytical approaches associated with Western art
music were employed to analyse pop and rock songs, country music, folk music, et
cetera. Although these analytical approaches were familiar ground for music scholars,
some authors strongly discourage their application to popular music.

Robert Walser and Susan McClary question the productiveness of using formalist
analytical methods designed for analysing art music. They call for a reconfiguration
within the discipline of musicology (McClary & Walser 1990) and propose closing the
gap between popular music studies and musicology by integrating (traditional)
musicology T and thus art music i with the sociological and/or cultural (contextual)

approaches of popular music. In this regard, Walser (1993) argues that traditional

col ogy

analytical models fail to exptlpaticularhstorccal i | | u mi

moments or to probe the power relations

1993:58).

Like McClary and Walser (1990), David Brackett asserts that the academic enquiry of

popular music should not focus only on the interpretation of the music (songs), but

i mj

al so funderstand why we interpret d199]i ven s

2000:201). He, like McClary and Walser and true to the Zeitgeist in which his book
was published, places much emphasis on the re-evaluation of musicology, and he
demonstrates how analytical methods derived from established Western art music
analytical models may prove to be inadequate in the study of popular music, as a way
to introduce his alternative methods (Dibben 2002:142, 144).

John Covach notes that Amusi col ogi sts al

as being interesting in their own righto (1 1999: 454) . Taking
Covachoés 1999 chapter was written over
representative of the thoughts associated with a particular time in Western music
historiography, this may be posited as a possible reason why some music scholars

investigated/analysed popular music in ways associated with Western art music: it was
13
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done to legitimise an academic interest in popular music. Ironically, a 1997 collection
of essays edited by Covach and Graeme M. Boone titled Understanding Rock: Essays

in Musical Analysis, seems to be an example of such legitimation:

[T]hey seek to prove the worthiness of rock music by locating within at least
some of it a number of already prestigious traits, such as organic unity, formal
complexity, and resemblances to European classical music. The main purpose
of this volume thus appears to be the reciprocal legitimation of rock music and
modernist analytical techniques (Walser 2000:355).

For Walser, this also holds true for the study of metal music (1993:58-59). Links
between popular music and works by the so-called Great Composers were also
highlighted and established to increase the value and validity of popular music

scholarship and thus also metal scholarship.

In a later publication, Covach advocates for other methods of studying popular music
rather than traditional art music approaches. Although he does not see Richard
Mi ddl et onds appriooa mdre spesificdlly, anprobkermagic i Covach
refers t o Mi ddl et onds Vi ewpoints on t he e X

approaches associated with Western art music to further elucidate his own:

The general conclusion that Middleton comes to in his critical survey is that
popular music simply cannot be studied in the same way as art-music; scholars
applying traditional methods to popular music produce distorted readings.
These readings emphasize harmony, melody, and form, but neglect what are
often key components in popular music i components such as timbre, rhythmic
structure and its subtle deviations, and expressive pitch deviations (Covach
1999:461).

In this regard, Middleton identifies three factors that contribute to rendering art music
approaches associated with whatineffeetvec@)I | s A m
terminology; (2) notation and methodology; and (3) the development of musicology
(Middleton 1990:104-1 0 7 ) . Firstly, the tewmicol ogy oi ma
be a fruitful vocabulary to describe elements and nuances of art music, but it is an
Ai mpoveri shedd one when it concerns other mi
music. Terminology and the connotations it invokes are ideological in basis, since
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Athey always involve selective, and often wu
what music iso0o (Middleton 1990:104). This 1in

meaning and that which we regard as. fAival ueo

Secondly, Middleton ascribes the tendency to
be easily not at edo t o what Philip Tagg ca
1990:104). This methodology leaves no room for less obvious aspects and nuances

of music that cannot be seenin t he scor e. Fur t hretrrmoaiet,y oi nplt e
the emphasisin t he score as being fAthe musico and
skills are required which, in turn, suggest that all listeners hear the same things when

listening to music. This is not the case for people listening to the same kind of music

and thus it would be an inaccurate assumption made about people listening to other

kinds of music (Middleton 1990:105). The third factor is located in the development of

a specific type of music (Western art music):

The construction of a Oclassical o repertor)
construction of a new audience ... and both were legitimated by a historical-
aesthetic vision stressing the gradual emergence of music as an autonomous,
transcendent form with cognitive value (it opened a window on Truth, rather

than simply providing social pleasures; Middleton 1990:107).

Studies that focus only on formalist analysis or sociology instead of the sounds of
popular music may alienate both the consumers and makers of popular music (Fast
2000:52). The study of popular music may call for a mode of thinking that combines
both the possibilities that the formal analysis of music offers (as suggested by Viljoen),
aswellascontextsensi t i ve i nterdisciplinary approaches
(as suggested by Born). This call for a new mode of thinking is not a recent idea; a
number of authors, as early as the 1990s, have mentioned the inclusion of sound into

the scope of popular music research.

Kofi Agawu hinted at the possible fruitfulne
an end but as a means to an endo (1997:301)

~

analysis can be compatible with the vast possibilities offered by the anti-f or mal i st 0 n¢
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musicologyo and thus al so WOthehexamplgswflhawr mus i
sonic features are included in popular music studies can be found in the works of Allan
F. Moore, Richard Middleton, David Brackett, Robert Walser, Nicholas Cook and
Susan Fast to name a few. Although Middleton is wary of notation-centric analytical
methods, he does not condemn referencing the musical score when analysing popular

music:

Clearly the application of notation-centric methods to popular music may be
problematical. Of course [...] many forms of popular music have been and are
notated. To that extent, the difficulty is not an absolute one, and it can be
legitimate to make use of such scores as exist (Middleton 1990:106).

| use scores in my study as a tool to aid in the investigation of soundscapes as per
Philip Taggbés model . Il n this way, aniei nvest
the sounds of the songs) and other sonic features (whether notated or not) remains
the central focus of my study. | shortly describe Taggods mod:

discuss it in detail in Chapter 3.2.1.

GeorginaBor n describes the diversity in music s
the sub-disciplinary boundaries signalled in current debates about moving beyond the
terms musicology, ethnomusicology, popular music studies, the sociology and
psychol ogy of music and so on to a new, i nt
206) . Borndés call for an fAintegratelder&usi c
McClary 1990). Either Born takes too much credit for the idea of reconfiguration and
integration, or it should be regarded as a comment on the (incomplete) state of the

reconfiguration and integration of the field of musicology in this present day and age.

1.1.4 Metal and musicology

An extensive literature review shows that despite the increased interest in the
academic study of metal, the sonic dimension of songs has not received much
scholarly (and specifically musicological) attention after Walse r 6 s (1993) i

contribution. This notion is echoed by Brown, Spracklen, Kahn-Harris and Scott in their

8An earl i er v e rl%97 article wab puBlishadvioy Music Theory Online in 1996, 4(2).
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recent publication (2016) that investigates current trends in metal scholarship.
Although they are few and far between, a small number of scholarly works or
publications explore the sonic features of

contribution to metal scholarship.

Susan Fastés 2001 book on Led Zeppelin is a
is one of the first books in heavy metal scholarship to focus on a single band/artist. In

the Houses of the Holy contains the analysis of musical and sonic detail in order to
Abetter understand how the music works as p:
but does not include a discussion of music analysis as a main topic. Fast believes that

sound is a fcritically importanto factor in
she combines conventional musical analysis with a contextual reading of some of Led

Zeppelinbs songfisc ulot uhriaglh lsiigghnti ftihccanceo of th

While there are those who may think that musical sound is not a primary locus
of cultural meaning in popular music or that sound "transcends" culture, it is my
belief that the sounds are critically important to the construction of meanings.
It is this musical construction of meaning, in conjunction with visual imagery,
the use of the body in performance, and the discourse that was created around
the band by fans, the rock press, and band members themselves that | explore
in the pages that follow (Fast 2001:10).

Musicologist Harris Berger utilises musical analysis in conjunction with an
ethnographic approach in his book Metal, Rock and Jazz: Perception and the
Phenomenology of Musical Experience (1999). His study is geographically specific as
he focuses on different music genres in the American state of Ohio.

Unl i ke Berger, GIlenn Pi | Damdgelncprposated: hdtadlicad i s ci p
and the Production of Musical Identity focuses on one band, namely Metallica.
Pillsbury explores identity, performance conventions relating to race, gender and

genre, as well as politics, culture, music analysis and American history (Pillsbury

2006 : xi i) . 't is fAa reSpease Fastdwo2b0akpap
well as Robert Walserod6s 1993 book (Pillsbury
seriouslyo and employs a modus operandi t hat

material cultural and is context-sensitive (Pillsbury 2006:xv).
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Andrew Copeds 2010 book on Bl ack Sabbath pro
Sabbathoés music and the sonic features of t|

songs. In this regard, Cope includes details of sonic features, the form structures of

songs, har monic progressions, et cetera, i n
(see for exampl e, Cope 2010: 11, 22, 111, 11
Sabbathds influence on many bands, hgeatdoes n

detail. He provides pertinent sonic information to show the similarities between Black
Sabbathés songs and other metal bandsdé song
study is that Cope shows how Black Sabbat h6s musi ¢ has suchésl uence
Nightwish in terms of the use of the tritone and flat second which has sinister
connotations (Cope 2010:42, 51, 124).

Ross Hagen is the only contributing author of Metal rules the globe: Heavy metal music
around the world (2011) which provides some insights into the sonic features of
Norwegian black metal. He gives a description of the chords, intervals and playing
techniques favoured by Norwegian bl ack met al

soundo, but he does not provs.de detail ed mus

1.2 Starting point of the research and connections to previous

studies

A number of interdisciplinary studies have touched on Nightwish and/or their oeuvre.
The topics of these interdisciplinary studies range from fantasy themes in some of
Ni g ht waongslkLacas 2009:153-154), the Finnish music industry and the influence
of geography in Finnish music (Jarvi 2008), and the discourse on metal in different
types of written Finnish media (Lukkarinen 2010) and marketing.

Toni-Matti Karjalainen, Laura Laaksonen and Antti Ainamo focus on marketing and
entrepreneurial aspects such as how personal (band) ideology plays a role in the
visual identity of metal bands from Finland (Karjalainen & Ainamo 2011a; Karjalainen
& Ainamo 2011b); the role of visual meaning creation and the creation of symbolic
value (Laaksonen, Karjalainen & Ainamo 2009a; Karjalainen, Laaksonen & Ainamo
2009b); cultural export and entrepreneurship (Laaksonen, Karjalainen & Ainamo
2009b); the application of the entrepreneurial effectuation theory to analyse
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musicianship as a form of entrepreneurship with regard to Finnish metal bands
(Laaksonen, Ainamo & Karjalainen 2010a; Laaksonen, Ainamo & Karjalainen 2011);
and the entrepreneurial passion of a number of metal bands (Laaksonen, Ainamo &
Karjalainen 2010b).

Toni-Matti Karjalainen has published extensively on different aspects of marketing that

include Nightwish as an example or that focus on Nightwish specifically. Karjalainen

has published numerous books and journal articles on Nightwish as an example of the

branding of heavy metal bands and has presented a myriad of papers at conferences

around the world (see Karjalainen 2017a;Kar j al ai nen 20176b) . I n te
second phase out put, h e presented a paper
commercial aspects of the Imaginaerumc oncept of Nightwisho (Kal
which he focuses on the intent of the band and Tuomas Holopainen, the marketing of

the Imaginaerum concept, as well as possible topics for further studies (Karjalainen

2012). Karjalaineni nvesti gates the role of narrative i
Nightwish community (2016:59-78).

All the contributions | have mentioned above feature Nightwish in their research,
whether as the main focus of the research or one of the examples being studied, but
none of them provides detailed analyses of sonic features. It should be noted that none
of these authors is a musicologist, which may explain the absence of detailed
musicological analyses or the interpretations of sonic features in their contributions as

discussed above.

|l nvestigations into Nightwishés | yrics have
such studies are a conference paper that investigates emotion in the lyrics and music

of four Ni ght wi sh songs fdrsecond btyidtih phasds,e b and
although none of t hese s ongslmagimaranualbans on t
(Efthemiou 2013), and an article that investigates eight different types of metaphors in

t he band6s second phase al buDark Passioe ®laye d i n

(Sampoerna & Silitonga 2014:300).° Neither of these research outputs incorporates

°The four songs that Efthemiou (2013) i Wishmastege);s i n hi
ifEver DOneey & v @ark Passion Play);and fMaster P aDark Pagsion RBay)e e d 0 (
The first two are from the bandbés first stylistic pha
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analyses of the songs6é soundscapes. Furtherr
do not provide any detail of their analytical process. Their article is a linguistic
investigation and not a musicological one, which may explain their exclusion of musical

detail.

|l vo Cotebds research essay @dhepitandteefentuuny Edgar
and Walt \8bng of Mgselfthave influenced and shaped two of Ni ght wi shds
longestsongsi The Poet and DRatkPassoaRlayul amd f{Song of M
(Imaginaerum) . Cot eds essay includes some referenc
songs, but he does not provide det aiitliesd anal

beyond the scope and purposes of his literature-oriented essay.

Anot her publication with a focus on |iterat
intertextual fantasy references i n Ni ght wi ¢
provides valuable i nf or mati on in this regard, It d o e

soundscapes for additional intertextual references.

It is evident that most academic research pi
primarily interdisciplinary studies with no detailed (musicological) analyses of the
songs0 soundscapes. However, a few studies
sonic features of some of the bandds songs,

detail.

| n hi s Laduston de la emusifue metal et de la musique classique, Nightwish et

l es voi x chant ®e s(2008) sceiolagist CytileBrizdrd exanmanesdhree

vocal styles (the Astandardo singing voice,
voice) used i n Night varaels besveemthem and chanadtersd r a w s
found in the compositions, so that these vocal styles act as the representatives and

interpreters of the characters (Brizard 2006:115). Although his article includes a

discussion of sonic features, it does not include adet ai |l ed analysis of
soundscapes. Brizardds study focuses on song¢

using these different vocal styles, whereas my research pertains to songs where

Anette Olzon is the female vocalist.
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His doctoral thesis (2011) explores the combinatorial dimension of symphonic metal

i n Nightwisho6s mu s-anthrogolggicahapproashesoHe arguesthab

a musical art work is a continuous process
Ar esur r exvety dsteding énty translation; Brizard 2 01 1) . Brizardods st
the emitters, receivers and the songs as well into account as he investigates, among

other things, by means of a questionnaire, how receivers experience certain aspects
ofsongssuch as A Ghoesot (Lsoevee BScioz6a0).d 2011: 623

Sami Bomands thesis (2007) explores the type
Ni ght wi-erdgth studib albuins from 1997-2 0 0 5 ; in other words t|
phase songs. Boman collects data by means of MATLAB technology (Boman

2007:30). Furthermore, he compares the tonal structures of the audio files to graphic

visual material gained from creating MIDI files of the songs in order to determine

whet her the songso tonal structturesegBomanor r esp
2007:30). In this regard, Bomanés research o
structur es of phsdegongs ofihis delécted Nightwishtsongs (2007:44-

63, 66) which may prove valuable in terms of my musicological study of selected

second phase songs.

Both Brizard (2006, 2011) and Boman (2006)
period 1997-2004; i.e. the band 6 s pfhiarset out put . ThebDaki or e,
Passion Play (2007) and Imaginaerum 2011 albums lie beyond the scope of Bri zar d

and Bomandés research.

It is evident from the existing research on Nightwish that a musicological study which
centres on a detailed musicological analysis ofthe sonicf eat ur es of the ban
phase output in general, and the Dark Passion Play and Imaginaerum albums in
particular, has never been undertaken. Thus, my thesis aspires to contribute to

research on Nightwishds musi c.
1.3 Research problem and objectives

| aim to undertake a contextual, semiotic analysis of selected songs from two of
Ni ght wi shds mlegth studie allumg: DafkuPladsion Play (2007) and

Imaginaerum (2011). In this regard, | analyse two songs from Imaginaerum and two
21



songs from Dark PassionPlay: A Scar et al aginge@m)a,ptfefurdn Loose
Mer mai ds o (ntapirmgrumg tr B The Poet and t heDaRendul u
PassionPlay) and fAMeadows of BakdPassion®lay). CHese fotire r 7,

songs are representative of two albumsdé main

The four selected songs have a multitude of intertextual links to other songs and

genrest hat communi cate certain sonic associ at.
receivers (audience). I n this regard, Phil i

music analysis may prove to be a productive analytical tool. It allows for a very high

levelofi nt ertextual ity as Taggods met hpadofhiss depe

process of interobjective comparison; see Chapter 1.4) to explore how meaning is

constructed and communicatedinsongs.l n addi t i on twbich$eavgs@a® S mo d ¢
the primary music-analytical framework in my analyses, I utilise Al an

conceptualisation of the soundbox at relevant points in two of my analyses to illustrate

how the aural staging of instruments and vocals as well as studio effects influence the

meaning of those songs.

The following research questions underlie my study:

What i nsight s nirdeyobjdetivé domparisoh gigjdy 6 s
In what ways do the aural staging of vocal soloists, other instruments and
sounds within the textural space influence the soundscapes and ultimately
inform the meaning of the selected songs?
T How <can Ta gigéssa theosydoé gestural connotations i elucidate
meanings generated by stylis®ic plurality
1 How do the sonic features of the selected songs, the lyrics and the vocal
costumes of the soloists interact to constitute meaning?
1 Whatinsi ghts may Al |l an F. orvbobtherseuddbox gigdnnc e pt u a |
terms of a visual representation of the aural staging of instruments and voices
as well as what the effects that the studio manipulation of sound have on the

aesthetics and meaning in regard to selected Nightwish songs?

10 For example, in Ni ght wi shds ar r an g e miénandia,aHe uilleana pipesSglap thd i us 6 s
melody in their rendition i an Irish Celtic instrument obviously not associated with Finnish music.
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1.4 Research design and methodology

In terms of academic research on Nightwish, very little or no attention has been paid
to the sonic aspects of the bandodés output.

selected Nightwish songs by drawing on a range of fitting, productive theoretical-

phii osophi cal model s (for exampl e, Mi khail B a
carnival, intertextuality and Karen Hal nono:c
and Mooreds music analytical model s i n ordet
selected Ni ght wi sh songs. Taggos met hod may pr

Ni ght wi sh songs ar e hi glsdundbok pravides d oleartisual | and
representation of the textural space at any given moment in the songs (see Chapter
3.2.1; Chapter 3.2.2).

Philip Tagg (1979) applies a commutation method that he specifically adapted for

popular music analysis. He borrows the idea of the museme ( it he b amusical uni t ¢
expression which in the framework of one given musical system is not further divisible
without destruction of meaningo; 1979:71) f
Tagg regards the size and nature of the museme to be flexible (Middleton 1990:189).

He argues that once the meaning of museme stacks (musemes heard simultaneously)

i's established, the Asyntactic analysis of
hierarchy (Tagg 1987:292).

Taggods met hod cent r e sntembjectime comparisoa @agg [B042] c al | s
2013:229, 238). In this process that relies heavily on intertextuality (see Tagg [2012]
2013:238), the analyst identifies musemes in the analysis object (AO) and compares

it to those in other soundscapes or interobjective comparison material (IOCM) in order

to establish paramusical fields of connotation (PMFCs; Tagg [2012] 2013:229-230).

His hypothetical substitution elucidates content rather than segmentation:

For any musical message [...] the analyst carries out substitutions of the various
constituent elements and parameters, with the aim of discovering how the
Ameaningd of the message is changed. As this

mostly concerned with elucidating content, rather than with segmentation as
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such: his technique is a way of confirming or falsifying interpretations of

meaning gained by other means (Middleton 1990:180).

Taggbds met hod i | fitutiand aorecdrreng parameters suchb as tempo,

dynamics, lyrics, instrumentation, a different performer, et cetera, affect the overall

meaning of the song (1987:292). His method provides a means by which to illuminate

the Arelative distinct i vaaleketesments (@hgthm, tmbre,r t anc e
et cetera; Middleton 1990:180).

My applicati on metliod tB the delecped Nightgvighdsengs may show

how musical parameters (tempo, instrumentation, et cetera) influence the meaning of

the musical materi al . Taggbdbs approach provi
aspects of performed music (including music on a CD) that is not shown in the score

such as timbre. A method of analysis that includes timbre will be very useful to show,

inter alia, how the use of different vocal techniques (clean vocals, jazz style vocals,

techniques and a sound associated with musical theatre, et cetera) and what Tagg

calls the fAvocal dapg [2012h 20a3:360f375pin thei Nightwish  (

songs that | selected, may contribute to the meaning of those songs.

Taggdbs method al so encompasses s.inlthisregaxda mi nat i
Taggos met hod moves beyond a ¢l ose readi ng
performance of the lyrics by including dialect, accent, timbre, idiom, et cetera, as
Aparamusi cal tvyplagy[201R] 26X3Y0)e s sTiherse (i y@es amu s i ¢
of expressiono may aid in the establishment
songo6s magyf2012]@018:270).

One of the features of Taggdéds model is that
of how in-studio sound manipulation can affect the reception of a museme or museme

stack. In this regard, l utilise Al | an F. Mooreds views on the m
how it affects the aesthetics of a section o
different sounds of a song intersect in a textural space which he calls the soundbox.

His idea of the soundbox enables the analyst to identify the manipulated sound, where

it appears within the soundbox; how it interacts with other features within the

soundbox; and how it influences and/or determines the aesthetics and overall meaning
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of a section or song. | provide more detailed descriptions

respective models in Chapter 3.2.1 and 3.2.2.

Even though Taggds model could be cons
describes it in his recent publication ([2012] 2013) and especially, his ideas of
interobjective comparison and hypothetical substitution are ideally suited to analyse
the four representative songs that | chose, as these songs are highly intertextual and
stylistically pluralistic. His interobjective comparison is explicitly designed to analyse a
vast number of intertextual gestures that include, but are not limited to, sonic gestures
(Tagg [2012] 2013:238). In this regard, his method is ideal for the analysis of the high

level of intertextuality in the selected Nightwish songs.

T a gsgnéthod is not specifically designed for the analysis of metal song soundscapes
such as, for example, Robert Wal sser 6s.
as it is an inclusive mode of analysis that does not favour specific styles or genres
within the broad framework of (Western) popular music, which of course, includes

metal.

In addition to Tagg and réépeoctiveendodels, | draw on a broad range of
theoretical-philosophical frames of reference These frameworks include Mikhail
Bakhtinds theorisation of the me(hapterd))
Karen Haldeano$ Aheavy metal carnival o

creates a liminal space where both the audience and performing artists partake in a
communal act of degradation in order to be rejuvenated (Chapter 4), critical writings
on A Ce (Chapteri5) thedinfluence of place and space (Chapter 7) as well as

respective critical reflections on nostalgia and utopia (Chapter 7).

Al t hough Ta g bidhsservesoad ¢hé prithary analytical framework in my
analyses of the selected Nightwish songs) relies on intertextuality through

interobjective comparison, it serves an additional role as the theoretical underpinning

i der ed

Never

carn

wher e

of my analysis in Chapter 6. In addition to this expansiono f T a g g 6nsy readingse |

of the Nightwish songs also offer a speculative dimension to his more structuralist

method of analysis.
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1.5 Value of the research

My study aims to contribute to metal scholarship. Furthermore, it aims to contribute to
a specific type of metal scholarship where the perceived sounds are the main focus of
the study. | hope to provide a basis for future research where the semiotic analysis of
the soundscapes of songs is used as an investigative tool within a contextual
framework as applied to popular music, and more specifically to metal music. My
study aspires to contribute to musicological research on the soundscapes of a sample

offour  songs from Nightwishés recent output.

26



Chapter 21 Nightwish i A short biography of the band, their

idiom and their legacy

As a starting point to my analysis of selected songs on the albums Dark Passion Play
(2007) and Imaginaerum (2011) which I present in the following chapters, this chapter
focuses on a biography of Nightwish; definitions of both power and symphonic metal;
a discussion of Ni ght wi shds i di omastynash posit

exploration of Nightwishdéds influence on symp

Since detailed biographical information is readily available on the internet and in Once
Upon a Nightwish: The Official Biography 1996-2006 (2008) by Mape Ollila, the
biographical section in this chapter willnotbeanin-dept h study of the ba
Rather, | provide a summary that outlines their most important milestones up to and
including the release of their Imaginaerum album in 2011. The short biography also
includes the key stylistic elements of the music and self-reported influences on

TuomasHo | opai nen, t he whtarardi8ote lyntsti n song
2.1 A short biography of Nightwish

Ni ght wi s hds wundetsipadin twmphgsed) rmamely 1996-2005 and 2007 up
tot he present . T phasebupotfedtses new elenerds that are unique
tothisphasesuch as I rish Celtic instruments and a

| explore these two phases in section 2.1.1 and 2.1.2 respectively.

2.1.1 The first phase (1996-2005)

Nightwish is the brainchild of songwriter and lyricist Tuomas Holopainen. The idea of

a music project was born around a campfire a
Pyhajarvi, Ki t e e, Finland, in the summer of 1996,

decided on only later (Biography2 0 15) . Hol opai nendés original i
which plays acoustic fimood musico ( as h efrorted Iby & female ocalist

(Biography 2015). He r e, Aimood musico refers to music

emotions. Philip Tagg uses the term Amood

composed and produced Ain anticipation of fi

1982b). The @A mood nnkuswictéhs of illim music is signific
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music as Hol opainends aim specifically in t
produce music that is highly inspired by film music scores. He mentions James Newton

Howard, Hans Zimmer and Vangelis as his biggest influences (Nightwish i Tuomas

Holopainen on his top three musical influences 2013) and in my opinion, Danny Elfman

should also be on this list. The founding members of the band are: Tuomas Holopainen
(keyboard and piano); Erno AEmppuo Vuorinen

Nightwish produced their firstthree-s ong demonstration recording
never of fici al & 2008M=®46)e ahe esongs off @é Idémionstration
recording ar e: AThe Forever Mo ment s o, A NI
Holopainen (composer and lyricist of all three songs of the first demonstration

recording) describes these songs as follows:

We just did that three-song demo that turned out pretty nice. Three songs of

acoustic guitar, flut e, Tarjabs vocal s, keyb
and Anna-Mari Pekkinen, played the flutes. Everything Nightwish originally

strived for can be heard on that demo. It was a huge personal accomplishment

(Holopainen in Ollila 2008:46).

Holopainen notes that the songs of bands such as The Gathering, The 3™ and the
Mortal, Children of Bodom, My Dying Bride a
songs (Ollila 2008). Stratovarius (a Finnish band) i s

musical influence for the Oceanborn album (Biography & facts 2017).

Drummer Jukka Nevalainen joined the band in
length demonstration recording i the first aloum recorded at the new Huvikeskus

studio in Kitee T resulted in a record deal with the metal record label, Spinefarm

Records and was released in 1997 as their first alboum, Angels Fall First (Ollila

2008:50-5 1 , 53) . Their first sreleaget m Finlamddnel Car p e
November 1997.

Bassist Sami Vanska joined the band before the recording of their second studio
album, Oceanborn. Oceanborn was released in 1998 and also features acoustic string
instruments and flutes (Nightwish: Oceanborn lineup 2016). The album is described

as fAsignificantly mor e p oAngels Fall FirstgBiodrapipyr of e s s
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2015). With the joining of Jukka Nevalainen on drums, Sami Vanska on bass guitar
and Turunendés operati c v ocignalidedtyntakeacoustc al s o
mood music could no longer be realised. Holopainen explains why the band chose to

move from acoustic mood music specifically to metal music:

The acoustic stuff gave way to metal partly because Jukka and Emppu had a

metal backgpound and we all dug bands 1like that [
music got a bit boring in the end. We tried to find more facets to what we were

doing. Additionally, we realized that Tarj aos:s
that the contrast is just too extreme 1 the music must also be grand to suit a

voice like that (Holopainen in Ollila 2008:52).

As Holopainen suggests in the quote above, Tur unends operatic VOi C:¢
reason behind the b aonpovies meialn(alse rsdeiReeas 2016; s hi f t
Nightwish and band member split-ups 2017). Holopainen considers Oceanborn to be

their first album, since to him, the Angels Fall Firsta | bum Awas meant only
(Biography & facts 2017).

Wishmaster was released in 2000 and after the conclusion of the Wishmaster world

tour, Tarja Turunen appointed Marcelo Cabuli (owner of NEMS Enterprises and
Turuneno6s future husband) as her personal
appointed as Nightwishds manager and dami A
(Ollila 2008:125, 147-151, 153-154). Nightwish released their first DVD (From Wishes

to Eternity i Live) in Finland in 2001. This DVD conft
recorded on 29 December 2000 in Tampere, Finland (Idsge 2003; Limited editions of

Tampere concert 2001).'! The DVD also includes bonus material, e.g. interviews with

Holopainen and Turunen, music videos, et cetera.

Mar ko AMarcoo Hietala (bassist and vocali st
permanent band member for their fourth aloum, Century Child, which was released in
2002 (Rees 2016) . Th Endbfénnodedce) wasaateasedlin 2D0B D (

Uldsge writes under the pseudonym fiStor mhel mo.
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and contains (among other things) a documentary, selected songs performed live and

music videos.

Century Child was followed by Once in 2004. The last concert of the Once tour was
played on 21 October 2005 at the Hartwall Arena in Helsinki. A live DVD was made of
the concert and it was released in 2006 under the title End of an Era. After the concert,
Tarja Turunen was dismissed from the band via an open letter which was also posted
on the bandds website on 213, 213Q274p thedepaBuweO 5 ( OI |

of Turunen coincided with the conclusion of

Although the remaining members of Nightwish are associated with other musical
projects, the year 2006 can best be described as a hiatus from touring and performing
with Nightwish. Even though a new (female) vocalist had not been appointed, 2006
was allocated to the composition of the songs for the next full-length Nightwish album,

as well as the search for a new female vocalist.

2.1.2 The second phase (2007-)

Holopainen stated in an interview that the band had time to find a new female vocalist
until January 2007 (Interview with Tuomas Holopainen 2007). In the same interview,
he elaborated on the voice quality that the remaining members were looking for in a

female vocalist (Interview with Tuomas Holopainen 2007):

The only thing that we knew at t hat point W
another similar singer to Tarja. We did not want to have another classically
trained, operatic singer because we thought that Tarja did her thing so well.
She was really, really good at what she did with her singing, performance and
interpretation in her own way thatthere woul dnét be anybody on the
would do it equally good. And even if she would have been really good, she
would have always been considered like a cheap copycat of Tarja. So we just
felt that the fairest thing to do was to find somebody who would sing in a

completely different way, but who would still have the power and the emotion.
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| t was announced on the bandds website on 2

replace Turunen as the female vocalist’?The first single (fAEvao)

Dark Passion Play was released on 25 May 2007. According to the official Nightwish

website, the singlebs entire European reven

foundati on name HNightwighi ie FirsA sirgle dram upcoming album
announced! 2007). The Dark Passion Play album was released on 28 September
2007.

The official release of the second and final aloum with Olzon, Imaginaerum, was on

30 November 2011 in Finland. Olzon was hospitalised during the Imaginaerum world

tour and thus she could not perform during the American leg of the tour. On 1 October

2012 it was announced on the bandosiwauebsi te
part ways (Nightwish & Olzon 2012). Floor Jansen (ReVamp and ex-After Forever

vocalist) replaced Olzon as a session musician for the remainder of the tour.

10 November 2012 saw the world premiere of the Nightwish movie, Imaginaerum,
written by Stobe Harju and Tuomas Hol opainen
includes music from the Imaginaerum album, as well as reinterpretations (by Petri

Alanko) of songs from the album.

In a press release on 9 October 201371 whi ch can be found ©n t he
Nightwish stated that the band has become a six-piece band with the (permanent)
joining of Floor Jansen as the new female vocalist and Troy Donockley on low whistles,
vocals and uilleann pipes. Donockley featured on the albums Dark Passion Play and

Imaginaerum as a session musician.

Ni ght wi shds | at deadgth studoraldumendiess Fdrms MbstiBeautiful
was released on 27 March 2015. This album was the first featuring Floor Jansen as
Ol zonds replacement. For the purposes of thi
second phase (Dark Passion Play and Imaginaerum) will be examined as both these

albums feature the vocal contributions of the same female lead vocalist, namely Olzon.

PAAnette Ol zondo is the stage name used by Swedish si
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2.2 Between arock and a hard place: A definition of power metal and

symphonic metal

Ni ghtwi shdéds first phase can be characterised
| provide a definition of power metal and symphonic metal in sections 2.2.1 and 2.2.2

respectively.

2.2.1 A definition and succinct history of power metal

Power metal (a subgenre of heavy metal) originated in Europe during the 1990s. It
servedasat ype of fAplace holdero for traditional
during the grunge period (Dunn&McFadyen2 01 1) and can be regarde
to the harshness of death and bl adescribeset al 0
power metalasasubgenr e that is fAbased on nostalgiabo
of traditional metal (Dunn & McFadyen 2011). Since power metal is not an extreme

subgenre of heavy metal such as death metal, black metal, metalcore or deathcore,

very little research and scholarly attention has been given to the subject (see Metal

studies bibliography n.d.).

The characteristics of power metal include i but are not exclusive to T the following
(Dunn & McFadyen 2011; Kegan 2015:12, 30, 242, 266):

1 The hallmarks of traditional metal (extended guitar solos, anthemic choruses
and stupendous basslines);

Clean, usually high-pitched vocals;

A clearly identifiable melody and the music is very melodic;

Double bass drumming patterns with accented snare drum beats;

Double bass drumming with a double kick;

Large-scale song arrangements; and

=2 =2 A 4 A -

The lyrics and song titles are influenced by history, fantasy and mythology.

A strong link exists between power metal and traditional European culture, with the
former drawing strongly on the latter; for example, the utilisation of folklore, poetry and
mythology in lyrics and band names (Dunn & McFadyen 2011). The inclusion of
fantasy, mythology and poetry in power metal is rooted in traditional metal, since
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guotidian references to these themes are made in numerous songs (Sharpe-Young
2007:251; Bukszpan [2003] 2012:43). In this regard, Rainbow vocalist and lyricist
Ronnie James Dio played a key role (Dunn & McFadyen 2011; Sharpe-Young 2003:8).

Kai Hansen, guitarist, vocalist and founding member of both the bands, Helloween
and Gamma Ray, 1is seen as fAthe godfather
asserts that Ronnie James Diods fAway of

of

was left to imagination. It was like painting picturesinsomeone el seds heado

interviewed in Dunn & McFadyen 2011).

Deena Weinstein credits Dio with being one of the vocalists (together with Ozzy
Osbourne, Geoff Tate, Eric Adams and Rob Halford) who is especially revered for his

powerful voice, eventhoughvocal i sts are considered ia

st ol

(

not

than | ead guitari st-$26). ThisMeoiion that ¢he guitalls0i® 6f: 1 2 5

higher importance is challenged by bands such as Led Zeppelin where the interplay
between Jimmy Page (guitarist) and Robert Plant (vocalist) becomes a type of
Amusi cal di al og4®,and(réhaviiten @Here the gudar and vocal
melodies are interchangeable (Steve Harris interviewed in Dunn & McFadyen 2011).

Power metal musicians developed the role and importance of the vocalist even further
with the inclusion of classically trained or influenced singers in bands. The clean, vocal
style of power metal singers can be traced back to Judas Priest frontman, Rob Halford

(Dunn & McFadyen 2011). Martin Popoff describes Hal f or d as a #fAcl assi

vocalist (Popoff interviewed in Dunn & McFadyen 2011) and Halford attributes the
development of his boundary shifting vocal style to technology i or rather the lack
thereof (Halford interviewed in Dunn & McFadyen 2011). He regards the absence of,
for example, inner-ear on-stage monitors as a reason for the sheer volume of his vocal
lines (Dunn & McFadyen 2 0 1 1) . One can argue that as
Halford is equipped with the necessary technique to adequately project his voice (with
the aid of a microphone) over a screaming crowd, drums and guitars and to keep the
correct pitch, despite the lack of inner-ear monitors, a scenario that Halford describes

in an interview with Sam Dunn (Dunn & McFadyen 2011).

Helloween i a German metal band formed in the 1980s i are considered to be the
Af ounders of Ger man HualweerdHistory2Q1d.Speednmetal&s| 0
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a metal subgenre that focuses on speed and a more bombastic sound, with ties to the
New Wave of British Heavy Met al of t he
formative albums Keeper of the Seven Keys Part | and Part Il are considered to be the
most influential albums in modern power metal (Helloween: History 2017), contributing
to a faster, more aggressive approach to power metal music (Dunn & McFadyen
2011). The band is named as the forerunner of bands such as Sonata Arctica and
Stratovarius, both from Finland (Dunn & McFadyen 2011).

Just like the interplay between the electric guitar and vocal lines influenced the
soundscape of power metal, the interchangeability of the guitar, and the electronic
keyboard laid the foundation for the explosion of the subgenre (Dunn & McFadyen
2011). The two musicians credited with the further development of this combination
are Swedish guitarist Yngwie Malmsteen and fellow countryman, keyboardist Jens
Johansson (Dunn & McFadyen 2011). Both these instrumentalists are well known for
their virtuosity and classical approach to heavy metal music. Malmsteen is heavily
influenced by Antonio Vivaldi, Johann Sebastian Bach and Niccolo Paganini
(Legendary rock guitarist cites Paganini, Bach as influences 2013), while Johansson
lists Bach, Beethoven, Bartok and Stravinsky as his main classical influences (Putaux
1999).

The central role of the keyboard and its shared spotlight with the lead guitar and vocals

1980 ¢

is a key el ement of songs from Nightwishos f

prominence may be linked to the power metal influences that are audible in

Night wi shdés first phase songs. I n the bandods

still feature in most of the songs, but the orchestra shares centre stage with these
instruments and the orchestra is even at the forefront at times. Nightwish (with
Holopainen as composer), has taken symphonic metal to new heights with the
inclusion of a full symphony orchestra that features on all three of their second phase
albums to date. The band has also broadened the scope of symphonic metal from
metal music with (sometimes superficial) symphonic features to a soundscape where
the band and orchestra create what can best be described as well-balanced,
integrated Afilm music metal 6. The | es

make room for the inclusion of other instruments that have shaped the soundscapes
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of some of t hsuchlastmedibeann pipes lpve whistle, tin whistle, violin
andthesorna (i n AArabesqueo).

2.2.2 A definition of symphonic metal

Symphonic metal is a metal subgenre that combines traditional metal music features
such as electric guitars, the bass guitar and drum kit, with instruments associated with
classical music (Kegan 2015:264). In some instances, as is the case with numerous
Nightwish songs, especially from their second phase, an entire orchestra and/or choir
features in symphonic metal songs (Kegan 2015:264). The combination with
Acl assical 06 creates a unique sound that

term Asymphonico is added t o eg$thdescrbasoregs

t hat include orchestral or symphongecericel e men

designationo rather than fAsymphonico as

symphonic power metal or symphonic black metal. Examples of symphonic metal
bands are Dimmu Borgir (symphonic black metal), Epica (symphonic progressive
metal and symphonic power metal) and My Dying Bride (symphonic doom metal on

the Evinta album set).

The incorporation of elements of Western art music is not unique to metal. A number
of bands from the 1960s and 1970s (such as Yes, the Beatles, the Moody Blues,
Genesis, Pink Floyd and Deep Purple) combined rock and pop elements with
instrumentation and arranging practices associated with Western art music (Covach
1997:3), signalling the birth of art rock, progressive rock or symphonic rock i three
terms that are often used interchangeably. This fusion of rock and art music afforded

a new compositional standard to rock music and instilled the music with a type of

cl asssiecraloulsnesso that is often crlP9:4)cAl sed

of

a

tenet of this pretentiousness was the (in

style of musi c was a fAmodernd brand of

studied by future generations (Covach 1997:4).

The orchestra also has ties with the notions of opulence, high culture and hierarchical

structure. The use of orchestras in film scores can be traced to 1930s Hollywood where

film music composer Max Steiner (known for the scores of King Kong and Gone with

the Wind among others) who employed the sound of a full symphony orchestra as a
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Al uxury, but al so a nec2008:%1). The dammande lofethe 1 9 3 0 s O
orchestra (a construct with its roots in the past and which eminates a type of historically

imbued power) lend studio heads in Hollywood the opportunity to, in turn, imbue their

films with a type of dominance through the f
history (Slobin 2008:11-12:

[FJrom the beginning, the orchestra i the most complex of all musical
ensembles T was often explicitly (and even more often, it would probably follow,
tacitly) regarded as a social microcosm, a compact mirror of society. The
orchestra, like society itself, was assumed to be an inherently hierarchical entity
(Taruskin 2005:290).

The way in which the orchestra was incorporated into 1930s Hollywood film scores to

l end a type of Adominanced or i mportance to
reminds of the way in which elements from Western art music was incorporated into

popul ar music to add Aseriousnesso to the

paragraphs.

Another example of the fusion of art music aspects with popular music is thrash metal
band Me t ad perfanaadce with ithe San Francisco Symphony in 1999.
Ni ght wi shds use of symphonic elements is not
which the band features, but their incorporation of film music-inspired elements sets
them apart from a plethora of other bands in the symphonic power metal subgenre. In
fact, their sound palette has changed and evolved so dramatically from their first
al bums | i ke Oceanborn and Wi shmaster that th
i ndi stinguishabl e d phase butpet. Hoawed/ées , s e chen bandaod:
themes | i ke fantasy which are stil]l a key s
songs, still has its roots firmly in power metal ideology (fantasy, make-belief,

mythology, joy and positivity).

Instrumentation and arrangement practices are not the only aspects of Western art
music that is incorporated into popular music styles. Certain aspects of opera have an
influence on rock songs such as the sheer duration of songs and elaborate stage sets
in the songs of bands such as Genesis (with Peter Gabriel as lead vocalist). These

aspects are also visible in metal in terms of the duration of some metal songs and
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elaborate set designs during live shows (for example, the organ pipes or boat that
Nightwish displayed during their Imaginaerum tours; Covach 1997:4). The temporality
of metal songs may also have a link in the endeavour to separate metal from
Amai nstreamo genres | i ke pop as | onger songs
signifying i a amtaii n s t,r efaanot h e rctoimme,r afdh®iven fAexcl usi

Aundergroundo.

Anot her remnant of oper admayberocdtediathevwcalsn poplL
of some symphoni c meomaihstahcasncthssisallysranedyssgers
front mainstream symphonic metal (in other words, less extreme symphonic metal
than, for example, symphonic black metal which fuses black metal with
instrumentation associated with classical music) bands. In the case of classically
trained female-fronted bands, in addition to being symphonic in nature, their music
may al so be | ab el Symphonit meta m.da).tEkamplas ef baamds with (
operatic female vocals are Nightwish (with Tarja Turunen from 1996-2005 and Floor
Jansen from 2012 until present), Within Temptation (with Sharon den Adel) and Epica
(with Simone Simons). Some female fronted bands include interplay between operatic
vocals by a female singer and death growls, usually by a male singer. This technique
is referred to ass fidecaadmygie egadedtsaeasonio feature
that supports the traditional notion of gender roles (Weinstein 2016:21; Symphonic
metal n.d.). Examples of Beauty and the Beast vocals can be found in the music of
Epica, After Forever and Nightwish (among others).

FIl oor Jansen not es tfbormte dd heloe®r moth f gmalee a
description of the particular sound of different bands (Ni ght wi shés Fl oor J
about time that people stop referring to bandsa s f f e ma | 2015%, sincenthee d 0

are significant differences between the vocal styles of, for instance, classically trained

Jansen and Angela Gossow, previous lead vocalist of the band Arch Enemy. Gossow

primarily uses growling as her singing style. Moreover, it does not necessarily follow

that classically trained vocalists will singinanifoper ati co styl e. For
Simone Simons (Epica) and Tarja Turunen are classically trained, and their
contributions to their respective bands are

effect of their voices differs enormously, as Simons is clearly a trained soprano who
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prefers a more fApopularo sound approach, w h
overtly operatic on NPghtwishdéds first two al

Women6s Vvisibidastyimnmanrey at a sneasstream Byemphénfcace 0 o
metal bands has its roots in the more prominent and active role women played in rock
music-making during the 1990s (Weinstein 2016:20). The prominent role of women in
symphonic metal suggests a shift in the power and position of women in metal as
artists and consumers of the genre. This shift in power is visible in (a) the attire of the
majority of women who front these bands and also in (b) what could be described as

the general sonic features of more mainstream symphonic metal.

Contrary to the image of the male-dominated metal bands of the 1970s and 1980s as

wellast he Agboidtdcehs so (as Deena Weinstein calls
videos from the 1980s, women in mainstream symphonic metal generally tend to cast

themselves as elegantly-dressed heroines (Weinstein 2016:20). Her e, t he wom
attire and role in the band are not meant for objectification and the male gaze, but

rather for the female gaze as these front-women emanate confidence and skill which

the female members of the audience may find deeply empowering (Weinstein
2016:20-21).

Ni ght wi shéds former vocalist, Tarja Turunen,
While she was a member of the band, she usually dressed in long-flowing dresses or

coats. In her interview with Sam DunnonNight wi shdés rol e in the deve
metal (and specifically symphonic power metal), Turunen points out that she was

definitely not the first front-woman in symphonic metal, but that her voice quality (and

her considerable skill, which she does not mention) as an operatically trained soprano

set her (and also, in my opinion, the band) apart from others in symphonic power metal

(Dunn & McFadyen 2011).

Sociologist Sam Dunn credits Ni dghetwwaytoshb wi t h
ma i n st Dena &kicFddyen 2011). This notion is significant, as it is not only the

banddés unique sound that reached mainstream

13 Comparative examples: Sharon den Adel (https://www.youtube.com/watch?v=4ifTjdKrTPw), Simone
Simons from timecode 206460 ( ht-TXi xolZk) avdvvarjayTaruneru b e . ¢ o m/
(https://www.youtube.com/watch?v=L08I0QbOQ78).
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and position in the band as an equal to her male counterparts. This type of equality in

the band reflects women6és general shift in p
post-feminist combination of self-fasser ti on with the notion of
her omhnach underl ines that A[ mai nswnmllenmiom met al ¢
does not reverse metal 6s traditional gender
balance of power between received roles and their performers (Weinstein 2016:21).

Al t hough Turunends i mage as an eqhbahasisounter
roots in a genre that is traditionally male-dominated and associated with hyper-
masculinity may have proven ground-br eaki ng t o the bandbés newf
fan base, Finland (where the band is from) is known for gender equality (see Miettinen,
Basten & Rotkirch 2011:471) . The bandds choice of having
possibly has less to do with empowering women than an endeavour to create a sound
combination of traditional met al i nstrument

operatic soprano to target a (very lucrative) gap in the metal market.

Ni ghtwi shds i mage has, in my opinion, change
has had. Turunen exuded the image of an ethereal beauty dressed in flowing attire,
presenting a visual affirmation of the fant
lyrics. Ol zonds dress styl e, while still de
Turunenods, perhaps r ef | ewhilealsagshowihgea vifualemer 6 s p
sonic change in the bandds attempt at wha't
Arelhaunafter Turunends departure. Classical
wears skirts, but these skirts are made of leather, possibly playing into the idea of a
an A Ama zyetfemiaime-dype of female strength and power i an image that, at
times, contradicts wi t h t he bandoés -fiffopkyed dsEbmaad ICiek
(Endless Forms Most Beautifu)a nd A My {Eadless €arngs Most Beautiful).

The equal role of women in symphonic metal is (as | mentioned previously) also
echoed i n sohiefeaturess Weinstesn sees this equality in the way in which
neither the female vocalist nor predominantly male instrumentalists are dominant
(Weinstein 2016:21). The equality of genders in mainstream symphonic metal does

not erase the factor of gender within mainstream symphonic metal, but rather echoes
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thenacceptance |l lmy smimechl end women of the [posi:

position in postindust r i al e c o n stemi2@16:21). ( We i n

Ni ght wi shds blending of aspects of <c¢classical
with met al broadens the bandds fan base to
supporters while the culture-specific traditional instruments (like the sorna, uilleann

pipes and Hardanger fiddle) in some of the songs create the possibility for the band to
feature in markets that are world music ori e
general image of mainstream symphonic metal bands to include an equal yet

prominent female vocalist which broadens and diversifies the possible audience in

terms of gender.

| explore Nightwishés idiom and their | ink t
2.3 Nightwishoés idiom

As stylistic differences are the main reason for the crystallisation of two phases within
Ni ght wi shdés output, | explore the main featu
better illustrate the main developments and changes within each phase. This
discussion of songs from their first phase will be provided in section 2.3.1 and their

second phase in section 2.3.2.

2.3.1 The songs of Nigh®20%)shods first phase (

As | stated in section 2.1.1 of thiswhathapter
he calls acoustic i mo o d nfses section 2.1.1). The three songs on the 1996

demonstration recording i despite Turunends operatic, icl
songsiprove to hold truer to this ideal than ai
vocal style contributes immensely to set Nightwis h6s demonstration rec
from other examples of Amood musico. Her ope

Al i ghto and al most f@Atransparento vocal appr

some songs of the German new age music band, Enigma).

Turunendés operatic voice on the first two al
from other symphonic metal bands during the time the albums were first released. The

vocals of the songs from the Oceanborn album are especially high-pitched and
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technically demanding. Overall, the songs on Oceanborn pose greater technical

challenges than Angels Fall First. I n an interview during th
drummer Jukka Neval ai nen e x pmdsan Oceadborh drea t At h
very fast which, coupled with a thousand ho
the band to play as they were not very experienced at the time (Nevalainen interviewed

in Ollila 2008:76).

Turunen paints a clear picture of the technical demands and difficulty level of

Oceanborn in her interview with Mape Ollila:

That album i and that whole period in my technical development as a singer i

was a |l ot to deal with [é] there were parts
[ é] s ome ipkeer ttsh,e end of OPassion and the Opert
have problems singing that today, but back then i phew. It demanded
coloratura singing, you know [ é] And 6The |
extremely difficult as well (Turunen in Ollila 2008:77).

It should be noted that Turunen was around 21 years old at the time Oceanborn was
recorded and performed live. It is understandable that certain passages may have
been technically too demanding at that stage in her development and career.
Holopainen admits to the difficulties created by the very high vocal melodies,

especially in AStargazerso, claiming that h
singerds perspectl! Vueunef €pands lher op2ratid 8inging by.
performing a coloraturasect i on in the song fAPassion and

resembles the signature passage of the Queer
kocht in meinem Hi&éaMagioFute.i n Mozart és

Here, the coloratura passage creates an interesting colour effect and contrasts with
the accompanying distorted electric guitar, drum kit and keyboard. In my opinion, this
passage represents a type of fABeauty and t he
male voice is substituted with the distorted guitar soundandcont r ast ed wi th Tur

clean vocals. Turunen adapted her vocals for Century Child in the sense that her

14 Holopainen overcame these challenges on later aloums with Turunen and further, when the lead
vocalist was changed from Turunen to Olzon and later from Olzon to Jansen.
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approach is much less operatic than in Oceanborn. Holopainen explains that the
bandds more operatic sound wasDarkkRakstonRlag hi nd #
(Holopainen interviewed in Kastner 2008), in other words on Wishmaster. | do agree

t hat thd ama@ndnosr e specifisalthg Tsrlueesddiint
operatic after Oceanborn, but | believethat Tur unendés ti mbr eiallgind qual
higher-pitched passages) on Wishmaster and onward are still influenced by her

classical roots and training.

In keeping with Holopainen6 s or i gi nal acoustic music coONCE
Firsto, AThe Carpenter 0 @AngelsFalOHrst)bavelagoumd a Tr o
pal ette reminiscent of A mo1066recarded songs. Twas wel |
of the bandds | at er s drishgCeltic{nspined batlaes) draavioh vy , bot
the Amood musico idea. Thmaisdsg IMabimamam he os e
album sees lengthy sections that mainly the acoustic guitar plays while the low whistle

playsi nt er jected mel odi es. | n sark®assoa Play), ons of

the acoustic guitar features prominently.

The inclusion of the electric guitar creates room for new sound possibilities on Angels

Fall First and all subsequent albums. The electric guitar and keyboard play
interchanged soloson Angels FallFirst( f or exampl e,t hen SieAa qR)e.t ulrm
songs both the guitar and keyboard play the melody ( f or exampl e, i n fATut
lending equal importance to these instruments. The interplay between the guitar and

keyboard developed fromthe us e of Adual g suchtas Iros Maidbny b and

Scorpions and Judas Priest.

The combination of the guitar and keyboard was taken to a new level of virtuosity by

guitarist, Yngwie Malmsteen and keyboardist, Jens Johansson even though they were

not the pioneers of this (interchangeable) combi nat i on of i nstrument s
primary influence when he was writing the songs for Oceanborn was the Finnish power

metal band, Stratovarius (Biography & facts 2017). This may be a reason for the more

dominant role of the keyboard on this album, as keyboard legend Jens Johansson was

the keyboardist of Stratovarius during the time that Oceanborn was composed. The

interplay between the keyboard and guitar is a key feature of manyof Ni ght wi shoés
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phasesongssuch as AGet hsemaneo dendcdesSacr amarcth i ofe
point in the fast and technically demanding

The increasing importance and integral role of the orchestrao n t h e lateealbung s

(Once and onwards) have a great influence on the traditional roles and musical
Aresponsibilitieso of the guitar, keyboard
songs. The greater prominence of the orchestra brings about more possibilities in

terms of the instrumentation and arrangement of the songs. Other instruments with

specific timbres can play solos that are traditionally reserved for the guitar or the
keyboard with its synthesised sounds within a band setting and orchestral percussion

can add to or substitute thedrum ki t 6 s contri buti on.

However, this does not mean that the solos performed by the keyboard and lead guitar
have disappeared al t og énde)dsrapriméedmpledfadorggve Sco
that features and almost exploits the different tone colours and contrasting
atmospheres that the interchanges between the orchestra and metal band can create.

This song is ten minutes long and the song is T as its title clearly suggests i greatly

influenced and inspired dryed iilsm nmuuts itche AbGhnodse
scale song. Ot her ex ampl ghAngels Rall | Fust) e MlFaappiatcs Mi
(Wishmaster) ; ABeauty &éntuy Bhild) Be dishthee @®nd t he Pend:!
(Dark PassionPlay) ; and # Sonlpagmderum)y sel f o (

The existing dialogue (a f eature that has its origin in

between the keyboard, lead guitar and two vocalists (who are also sometimes
engaged in a musical dialogue of their own) is expanded even further with the inclusion
of the orchestra as an entity with many parts that can engage in the interplay between
the existing band instruments (including voice), either as a whole or by utilising only

specific sections.

The bandds first i nstrument al track featur e:
the form of the song AEti2ineno. Since the d
BAWwWander |l ust o, fF@rmd varsIMé <00 aared efkcel |l ent examples of
power metal as all the key features of the subgenre are found in them: the syncopated rhythms with

strong accents on traditionally fAiweako beats that the

guitar; and fantasy references in the lyrics and song titles, et cetera.
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rel eased, AEti @i nendo comprises t htlee Afigelsir t h s«
Fall Firsta |l b um. AEti 2ineno does nostll featorestinathen | y r i
song. I n this context, Turunends voice is not
by means of the combination of language and sound, but as an instrument. Some of
thebandds al bums i n bot hpurslyigstrumentalitrackssichase s c¢c on
A Wi t c h dAngems §all Fi(st) and a few songs on albums released during the

bandos second phase; for e XDarkn Passon Rlaypn s t of

A Ar agbueesdagifaerum);and @Al ma g imaginaerumi® (

Some of Nightwishés songs borrow el elthent s fr
passages in C-sharphar moni ¢ minor are used iAngelt he sol
Fall First) to connote an Egyptian soundscape to support the lyrics. This practice to

borrow sounds and el ements from other musi c

second phase, especially on the Imaginaerum a | b u m. AThedak Rssemder 0 |
Play) ; fil Weat s MBnaginkebum ; t he ballad ATurn Loos
(Imaginaerum) ; d ma g fi n alenaginaeum)(borrow elements from lIrish Celtic
musi c whi |l e Ifmayinaern)sirgws®ma sbundscape inspired by Arabic

music that features a woodwind instrument named the mizmar which sounds similar

to its Persian counterpart, the sorna (the instrument that features in the Nightwish

song).}”-1® The band does not shy away from using clichés and stereotypes in their

songs; in fact, their use of stereotypes is somewhat of a stylistic feature. The type of
orientalism suggested by the Irish Celtic el
Arabian-i ns pi r ed Mishan axanepke gf suehdstereotyping.

The orientalism in some of Nightwishd&s song:

soundscape most probably has its roots in the type of orientalism in some of, for

A version of ALast of the Wi ldsod with sungDakyrics a
PassionPlay. |t i éamadn |\widi me&irnend and I ndicabs | ead vocalis
as Jonsu, sings the vocal melody.

Al t hough Ni ght wErmllbss Born MdstBeaatifubfaillsrbeyond the scope of this study,
it is important to note that this most recent album also contains Celtic influences, as Troy Donockley
has been an official band member since October 2013 (as mentioned in section 2.1.2 of this chapter).

BTurn Loose the Mermaidso is the fAonly r edlightvshI| | ad on
I Imaginaerum track by track 2011).
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example, the Beatles songs such sitas(Ciavdchr wegi a
1997:4). This type of orientalism in popular music is, in my opinion, usually rooted in
the incorporation of instruments that are associated with music traditions and culture
practices outside that of West European music as is the case with numerous Nightwish

songs in their second stylistic phase.

Ni ght i9o9l6d6 s ong ANightwi sho includes the reacdc
by Hol opainen. The recitation of a poem 1is
oeuvre; it can be consideredt he f orerunner of the recitati
(Wishmaster) ; A The KMishnmastaa)y;e rtohe( AChri stabel 06 secti
B e a sCeriury(Child) ; A Bl e s sCenhtimeChild)h;i | d@r € e k Manceg);6s Bl o
and AThe Poe tulauniirk Passton Play)nas well as the extensive poem

i n ASong olhagindgrsng IWhen thé lyrical content of these songs is

examined closely, it becomes apparent that a recited poem features in both these

large-scale songs or in songs that are deeply personal to the composer.

Ni ght wi shds second phase songslikeassouadscagesar act et
which are reminiscent of specific scores by Danny Elfman and Ennio Morricone, but
the inclusion of a sound palette more akin to film music (one that features an orchestra,
a choir and larger-scale arrangements) hada | r eady been i ntroduced d
first stylistic phad4eegth albumgQ@entury Ghido(2002f, sur t h f
described as a concept album. The songs are bound together by the themes of
childhood, innocence and the loss of innocence. Holopainen describes the album as

follows:

Ités gonna include more of these "soundtracl
think. We have always had some soundtrack influences in our music, but now

therebs just even mor e. I al so wanna point o
far [é] Also my I|lyrics have a bit darker Vvi bt
with more hopeless and darker topics this time around; in fact, t he al bumés
atmosphere is quite dark and oppressive indeed, in my opinion (Lahtinen

2002).

Hol opainen credits Hans Zi mmer6s music as hi

of Century Child that are more reminiscent of film music. Other film score composers
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or scores that inspire him are James Newton Howard (specifically The Village) and
Vangelis (specifically 1492: Conquest of Paradise).

Century Child contains film score elements in songs such as the ten-minute song
ABeauty of the B e aosndaletteTihhstrendthierlednfurtber byrthe
implementation of the Joensuu City Orchestra (conducted by Riku Neimi), a choir
consisting mainly of members of the Helsinki-based St. Thomas choir, as well as the

GME Choir. The orchestra and choirs join the band for five of the ten songs on the

al bum, namel y: ABl ess the Chil do; ANREver

ABeauty of the Beasto.

The choir is introduced in the opening
awarded a very prominent role in the song. The song starts with the choir singing a

cappella and this phrase is repeated when the other instruments join in. The chair,

Dr e ¢

tr

acl

Turunends melody and the other band instrume

Sam Hardwick, a boy of about 14 whose voice is digitally altered to sound lower and

more mature. The song does not end with a perfect cadence in the home key, but

instead, the end of the song i s i thesecdndas

track. This transition links the ideas o f hope and salvation

hopelessness, sadness and the loss of innocence. The short length of the bridge may
also suggest how closely the two are related; how fragile the disseverment between
them is and how quick the change is effected from hopeful to hopeless, from innocent

to Astained?o. The choir al so features i

n

of the Beast o and the male voices in the

The role of the orchestra is even more prominent as the size of the orchestra is
expanded from about 35 musicians to a full symphony orchestra, the London
Philharmonic Orchestra. The orchestra features in nine of the eleven songs on the
album. The orchestral arrangements were done by Pip Williams. Williams describes

the process as follows:

It was important for me that it would not be just about over-dubbing a few
orchestral parts on top of a Rock band

also in the sense that the choir and the orchestra could be added naturally, so

[ €]

a b

n f

ot h

nt

Tu

that they dondédt sound pretentious or contrive
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The songs must be structured so as to allow the orchestra enough space. In

the end, the results were quite emotive (Williams quoted in Ollila 2008:226).
And also:

There is always a degree of compromise when mixing a Metal band with a large

orchestra, as itds such a huge sound, but al
end result [é] The main thing is that we hav.
Nightwish and the orchestra, and our cooperation could be even better in the

future (Williams quoted in Ollila 2008:227).

The increasing importance of the role of the orchestra saw an upsurge of possibilities
in terms of the creation of contrasting atmospheres, timbres, et cetera. Less emphasis
was placed on contrasts between dactyl and anapaest metre in later songs, as great
contrasts in different sections of songs could now be created by the orchestra. The
b a n a¢dnbination of the longer duration of songs, the orchestra and choir(s) as well
as film score elements (which are more prona
show clear influences of composers | i ke Dann
within their brand of a metal-symphony-orchestra-hybrid sound, maximises a certain
kind of screen music scoring practice and adds an even higher degree of theatricality

and bombastt o t h e inibahpovdebnsetal sound.

The Aheavi @istarted gyoitarnadd sometimes drum kit at the forefront;
sometimes in conjunction with almost growled vocals) in some songs on the
Oceanborn album (specificallyinsongssuch as #fANi ghtquesto; fADev
Oceano; fAThe Pharaoh Sails to Oriono; and AP
albums is achieved through the inclusion of the bass guitar, as well as the more
prominent and traditional role of the drum Kk
operatic vocals, as well as the inclusion of session musician Tapio Wilska (lead

vocalist of Finntroll in 1998 and current lead vocalist of Sethian) to provide vocals for

the songs AThe Pharaoh Sails to Oriond and |
support this fAheaviero sound. Power and nAdhe:
AWanderlusto), advewe@lrlevaoupl gcissiadcmed(tt hr ee ¢

Sino) are key f e atWishmasteraMarconretla offeialyjgned tleen

band before the recording of Century Child and thus this album not only includes bass
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guitar (as Hietala is a bass player ) , but also a newfound mal e \
of Al I Hopeo, ASl aying the Dreamero and cer
Aheavi est &entny Ghgldsandoane characterised by distorted guitar sounds,

as well as Hietall®ds nsdrSé amimg vdhe Dreamer 0.

Hi etalads ability to wutilise contrasting an
compositional possibilities such as a duet between himself and Turunen (as in the
banddés cover of Andrew LIl oyOpWehbe¢r ds BMhenP
between growling and clean, soprano vocals (Beauty and the Beast technique). The

interaction between these sound extremes not only serves as an effective colour

effect, but may also help to shape the musical meaning of certain phrases in the score

or in the lyrics. The band continues the interplay between male and female vocals on

all subsequent albums irrespective of which female vocalist is singing.

The main | anguage of Hol opainends | ymnecs i s
are found in Nightwishoés oeuvre. Song | yri

languages include:

1 ThefirstsectionT A Er @ ma a ji & a pAngels F4]l First, 1997);

1 The title of the fourth section A E&i n eird A L AngglsiFall Fist, 1997);

T AKuol ema Teke@ncel2004);ei | i jano (

T The poem read by John Two Hawks ®&nce,t he en
2004); and

1 The with-lyrics-v er si on of A L &ark Passion Plap, 2800AVi | d s 0 (

The first three songs mentioned above are in Finnish. According to a section of the
conversation about ACreek Maryds Bloodo on t

controversy exists over the actual language in which the poem is read.

2.3.2 The songs of Nightw)shbds second phase

Alr ef erences to Nightwishés second phase in n
features up to andImagmaetumail bgmt h&i ghnhddshos
length album Dark Passion Play, was released in 2007. The London Philharmonic

Orchestra plays in all the songs of Dark Passion Play and the choir parts are performed
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by Metro Voices, a London-based choir that specialises in the performance of film
music (Nightwish 2007a). Just as for Once, Pip Williams is the arranger of the

orchestral and choral scores.

The songs contain many film score elements (for example, the addition of an acoustic
orchestra and a soundscape especially remin
some of Tum Burtonds Gandhhe taditiooat roleoof thefmatalt asy f
band instruments has changed as | pointed out in section 2.3.1. This change is even

mor e pronounced and exploited i n t he band
Aborrowedo from other music traditions are &
output. Exampl es of such Aborrowedo instruments
especially on the Imaginaerum album,t he percussion in ATurn Lo
where traditional metal drumming techniques make way for ethic percussion as the

Irish Celtic bodhran plays a central role in the song and the Iranian (Persian) sorna in

AAr ab e(seg imaginaerum 2011:21).

Where the voc a | sound of Ni phlase wutpsithup $0 arsd encledmgl
Imaginaerum is concerned, Ol z oinmtser pr et ati on of Night wi shd¢
l ess influenced by <classical practices than
creates new compositional possibilities towards composing songs that require a more

Apopi shd sound oresempmyedhysirgerd assbomtedwith nousical

t heatre. The f or mer iDsrk Rassin Rialy)ewhile the Iatt&msa r ant h
devel oped to its Imaginheaus)t It shonld e Eakea inte aceoline 0 (

that a great deal of expressive detail in popular music is communicated through vocal

styles or techniques that are not notated in the score, that is, if sheet music for the

relevant song(s) exists in the first place. This notion also holds true for metal music,

and possibly even more so than for pop music. A versatile singer thus contributes not

only to the overaldl sound of the bandbés mus.]

musical meaning of their songs.

The b a n dvérsatility in style is not only audible in the vocalisations of Olzon and
Hietala, but is also found in the diverse and contrasting musical styles of the songs on

the album. These styles are:
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T Film musi c: AThe Poet and the Pendul umo
also features a gospel choir) is representative of film score elements in
Ni ght wi s h dos exampls the Danny Elfman-esque accompaniment
figures in AThe Poet and the Pendul umo

9 Traditional and neo-traditional Irish Celtic music: AThe | sl ander o ext!
influences and connotations as it features Celtic instruments such as the
bodhran and the uilleann pipes that session musician Troy Donockley play;

T Met al (Aheaseasection 223 undhe ADark Passion PI
AThe Poet and the Pendulum and AMaster Pa
sound where growling-inspired vocals and the band instruments are at the
forefront; and

T Other: AAmMarantho is reminiscent of pop m

to the Wolvesdo could well have been the i

Imaginaerum (2011), Nig ht wi s h 0 s -lengthh aburh, mayfbe ledarded as the

culmination of a new sound ideal that had already started to take shape in the songs

of Dark Passion Play. Itis a conceptalbum!| i nked to the bandbds fil
that tells the story of an elderly composer with dementia whose only memories are

flashbacks from his traumatic childhood, while his estranged daughter has to come to

terms with her strained relationship with her father, as well as his impending death.

Holopainen describestheal bum as their fAmost theatricalo
influenced by film music at the date of its publication since it was designed to either

exi st as an independent artwork or as an all
Imaginaerum (Holopainen interviewed in Nightwish: Tuomas presents Imaginaerum

to Musica Metal 2011).

The integral role of the orchestra continues
newfound sound ideal. Imaginaerumwas Ol zonds second (Barkbum wi
Passion Play being her first) which greatly aided the song-writing process as
Holopainen had a clearer idea of her vocal capabilities, range and potential. Songs

such as nNnScaretaleo showcase both her and Hi

On Imaginaerum, the lead vocal timbre shifts between masculine, feminine, growling,

screaming, soft, c¢clean vocals and belting. T
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is a lullaby which Hietala sings in Finnish and his approach to the vocal melody in this

song is significantly different from the fih
Rivero or the musical theatre qualities of T
ASlI ow, Loivisanspir&®ldowoy Jazz and the | atter styl
in Ol zonds sometimes fAbreathyo interpretatio
an alternation between the vocals respectively, by Hietala and Olzon, representing a

Adual bet weed ™Mbeé hBeNgldkisha tmag{naerum track by track

2011).

The placement of the Jazz-i nspi red ASI| ow, Love, SI owd bet
AGhost Ri ver o -tampdlrish Gedtic rotk-idspiuend Al Want My Teal
lendsi S| ow, L ospexial sighificarnee Here, the tempo, instrumentation and

overall atmosphere of the song are a stark contrast to the songs heard directly before

and after it. Drummer Jukka Nevalainen uses brush strokes to further connote a Jazz

sound while guitarist Emppu Vuorinen plays an improvised solo instead of a repeated

riff.

AScaretaleodo is littered with musical horror
film music and musical theatre elements. The Irish Celtic-i nspi red ball ad AT
t he Mer mains 0 a c o tdail e section t hat Hol opal
WesternishC-par t 0 ( HmterdgwediiniNightwishi Imaginaerum track by track

2011) and this section relies heavily on the brass section of the orchestra.

ASong of okbwtlyiedpifedbyi Val t Whi t mands potesan of t he
almost 14-minute song that is divided into four sections. The song contains a six-and-
a-halff- mi nute poem read by some of the bandods
Hol opainen descri besattehe@egsrmogq ad s ctalt eh afr isli tsiom a

i's meant to convey the i mpression tvVewed Aitodos

in Nightwish T Imaginaerum track by track 2011).

Ni ght wi shds more inclusive, un i-6t,&66),aawell nar rr at

astheideat hat t he b an dogsnottreprésant onlp ané uhgenre, plays a
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cardinal role in the bé&Mdther coptibutingefactorendy ac c e s
be the choice of a female lead vocalist, especially when Tarja Turunen was selected
for this role in 1996 and 1997 with the band
few female musi ci ans i narismaticprésencelandrherceataldé s st r
role in the band during the late 1990s and early 2000s played a role in redefining
womenos rol e i n met al I n gener al from sextL

musicians within the current metal community.

Karjalainen asserts that the personal experience of the songs weighs very heavily on

Nightwish fans, but despite the individualistic emotional experiences, the music and

t he Nightwish wo rcredted (mytholegy)piaspird étreng $eelihgs of

belonging and give comfort especially by addressing feelings of loneliness

(Karjalainen 2016:66).2° These feelings of belonging (to a tribe) are achieved by

means of connecting with others through key narrative characteristics that fit within the

larger Nightwish mythology and narrative (2016:66). Karjalainen points out that the
Nightwish Atribeo is not a typical met al con
exclusively metal fans, and many of their supporters do not consider themselves to be

Amet al headso (2016: 69)

2.4 Nightwish 6 s cont r i b u tandotiheir inthuenaes anather

bands

Nightwish is credited as being an inspiration to the following bands:

9 Visions of Atlantis from Austria;
1 Sonata Arctica from Finland (Sonata Arctica interview 2007); and

1 After Forever from the Netherlands (Elliot 2004).

19 Tarja Turunen elucidates this point by underlining the idea that supporters at both ends of the metal
and classical spectrum (Dunn & McFadyen 2011)enj oy Ni ght wi shds musi c.

20 Karjalainen (2016) specifically focuses his research on the Imaginaerum album, but his conclusions
hold true for the ban dC@msuryehild albura songs, ingarticular, lakeemard/0 0 2
references to loneliness. Examples of first phase songs that allude to or reference loneliness are:
i Get hs e nbeeamborn) (S wfa n h e &ceanborn)( ; i Wi s hWiahsnasen) ¢ @ Cr ownl es s
(Wishmaster) ; fADead B dWslimasteP o;e niidB 1 (e s sCenthneChiGhj | iIDegdd to the W
(Century Child) ; A For e vGemturyXChild)r;s OA NGnted 9 (@nd A RoOmaeht i ci ded (
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The bandbs greatest accomplishments and

typical power metal (and ultimately, heavy metal) soundscape by composing songs
with added icl @Dsm & MeFadyen 2OAL), amisallydeat(ring the vocal
contributions of a classically trained full-l yri ¢ soprano, t hen

soundscapes into a palette reminiscent of film scores and lastly, by including features

of Celtic and Arabic music in theirso n g s . Their addition of

of Heaveno), childrenés choir and mixed

cont

expar

a go

vV oi

| ayered or fiheavyo sound in some Mypanglsf dhnLars

horror in AScaretal eo.

Although the keyboard with all the sound possibilities it can create is a standard feature

of symphonic power metal, Nightwish i ige+wrd i ni ng metal -pi

Young 2007:274) i pushed the boundaries of the subgenre by changing the scope of
arranging, instrumentation, performance and sound possibilities with the inclusion of
an acoustic orchestra and more specifically, with their shift in sound palette to be
reminiscent of the film music scores by, for example, Danny Elfman, Ennio Morricone
and Hans Zimmer.?! The addition of the symphony orchestra may not be unique to
Ni ght wi shds music within the scope of

guality to their songs set them apart from bands such as Epica, After Forever,
Rhapsody of Fire or Delain. Tarja Turunenbs operatic vocal s

phase contribute significantly to their unique sound during this phase. Even though the
ineup of the band changed several ti mes

best vocal qualities the new female vocalists contributed are almost exploited by

onee

symph

dur i

dur i

n

n

Hol opainen to add to the bandbs ever evolvin
Il n this chapter, I outlined and discussed Kk
following chapter (Chapter 3) | discuss the analysis of metal and provide a detailed
description of Tagg and Moorebés music anal yt
selected Nightwish songs which, in turn, comprise Chapters 4-7.

2INi ght wi s h 6-pushing aomribtiony in terms of symphonic power metal do not, of course,

erase similar contributions in other metal subgenres,

Symphony on their S&M album.
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Chapter 31 Methodology

This chapter comprises two main sections, namely (1) popular music analysis and the
musical analysis of metal; and (2) an overview of the analytical models selected to aid
in the musical analysis of Ni ght wi shds song
music analysis, the contributions to metal scholarship in general, and the key
contributors who laid the foundation for musicological research within the field. In the
second section, | provide an overview of the selected methods | utilise to analyse
selected songs from t recent &li-lendth apbniswthas Wi s mo s
comprise the next chapters of my thesis), namely Dark Passion Play (2007) and

Imaginaerum (2011).
3.1 Popular music analysis and the musical analysis of metal

Metal scholarship has grown significantly over the last two decades and 1 as a
reverberation of t h ehe field @ncorporates krnowlddge gaydd

approaches from other fields to broaden the scope of research. Furthermore, the study

of metal 6s inherent i nterdi sci prleamrae sye nntaattuiro
very similar to that of queer studies, bl ack
[ Deena] Weinstein compares metal studies to

American studies, and queer studies, suggesting it arises out of a similar
political ferment over the politics of representation. As such, metal studies is
not a paradigmatic science but a study of a
multiple disciplines, multiple methods, and multiple theoretical paradigms to a

particular content (Brown et al. 2016:10-11).

This inclusive, broad-ranged approach to the investigation of metal makes ample room
for contextual research. The output within metal scholarship includes a wide range of
studies that focus on the sociological and anthropological dimension of the music, the
fan bases and metal scenes around the world, mythology, religion, gender and studies
that investigate the reception of metal. The great diversity in the characteristics of
metal music often brings about disagreements over which bands can be labelled as
metal bands and subsequently, over which music should be included in the broad

definition of metal (see Smialek 2008:16). This means that one scholar might define

54



the output of a band to be outsi de fom
their research, while others argue for its inclusion. Authors who have made significant
contributions to metal scholarship include (among others) Robert Walser, Deena
Weinstein, Jeremy Wallach, Harris M. Berger, Laura Taylor, Susan Fast, Imke von
Helden, Gerd Bayer, Andy Brown, Keith Kahn-Harris, Toni-Matti Karjalainen and Niall
W. Scott.

The number of studies on metal music has increased exponentially over the past few
years (see Introduction), but the overwhelming majority of studies do not place
significant emphasis on the sonic dimension of metal songs. The 2016 book Global
Metal Music and Culture: Current Directions in Metal Studies (edited by Andy R.
Brown, Karl Spracklen, Keith Kahn-Harris and Niall W.R. Scott) gives a good idea of
the type of research that is currently undertaken in metal scholarship, as suggested
by the bookds title. The editors of t

2016:11) echo Keith Kahn-Har r i sdés earl i er claim that

still greatly neglected:

This increasing distance from other forms of music scholarship is manifested
in what is undoubtedly the most critical weakness in metal studies as it stands:
the relative paucity of detailed musicological analyses on metal. There have

been very few studies of metal that have anywhere near the same level of

met al

his af

mu s i

musicological detail as appears in RobertWalse r 6s now quite dated wor |

Kahn-Harris 2011:252).

In this regard, Global Metal Music and Culture i ncl udes a sect.
t hat |

Musicologyd comprising three chapters

examination of compositional structures in some Black Sabbath and Judas Priest

on t

songs, how 1980s metal guitar i st s&6 approach to pl aying a

influences of neo-classical art music and lastly, the role of the sound engineer in the

definition of the timbral characteristics of classic heavy metal (Brown et al. 2016:12).

Possible explanations for the relatively small number of musicological writings that
include (detailed) musical analyses of the sonic or other musical aspects of metal

music were provided in the Introduction, where | show how the development of metal

scholarship was brought in line witht he devel opment of t he
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popul ar musi c schol arship i n gener al . The
borrowing of approaches from other disciplines in order to be more intertextual and

inclusive, brought about new research possibilities. Popular music (in broad terms),

tends to be approached mainly as a social construct, and although this is a crucial and

much needed outcome of the fAnew musicol ogyo,
critique through its sonic parameters as an art form is still grossly neglected, especially

in metal studies.

This practice is possibly borrowed from the field of ethnomusicology where i according
to Wim van der Meer i the focus of the research and researcher is on music as a
cultural construct, rather than music as art (Van der Meer 2005:64). Peter Brooks
notes a similar tendency in literary studies and states that the aesthetic is constantly
under mined by the i1ideological and political,
t he i de o l[utigpatetypldsingéa sense of the functional role played by the
aesthetic within human e XMarkus ¥enmne enderlieBtheo o k s 1 ¢

connection of both Aarto music and popul ar n

Music is an art that mediates sounds as well as experiences, and even if it is
difficult to understand how music actually achieves this and what the true
nature of these experiences i s: The aest heti
core aspect, and each and every approach to music, popular as well as
classical, needs to acknowledge its quality if it does not want to risk missing

what music is about in the first place (Verne 2013:1).

Recent developments in Western art music studies refocus on the investigation of
music in such a way that interdisciplinary approaches and schools of thought are still
available to the scholar, but the importance of the musical sounds are readdressed to
produce music studies where music is the topic. Susan McClary drew attention to the
issue with the exclusion of musical material in popular music studies more than twenty
years ago in her statement that Athe study
study of popular musico ( Mc CI| ar yny ifale9. What &n clearly be gathered
from her statement is that the study of popular music should include a study of the
soundscapes of songs. Including the sonic dimension does not have to come at the
expense of contextuality as this would be a step in the opposite (equally
counterproductive) direction and would result in distorted readings of the musical text
56



and other sonic aspects, as the one is dependent upon and influenced by the other.
The same holds true for the musical analysis of metal.

Richard Middleton also brought the lack of attention to the soundscapes of songs into
the spotlight during the early 1990s (Middleton 1993:177). The shift in focus to include
soundscapes in academic work that contextually situate these soundscapes can also
be seen in popular music studies. Susan Fast (2000:40) acknowledges the
contributions of Robert Walser, John Shepherd, David Brackett, Steve Waksman,
Sheila Whiteley, Richard Middleton, Paul Théberge, Timothy Taylor, Adam Krims, and
Susan McClary to this new direction within popular music studies; Philip Tagg and

AllanF.Moor ed6s work should al so be added to this

Any endeavours to reach a middle ground between focusing on the aesthetic and

ideological or political aspects of music and music-ma k i n g or Amusi cKki
Christopher Small (1998) calls it, necessitate suitable analytical modes of inquiry. In

the initial phase of popular music analysis, models from Western art music theory were
utilised. Their use can be explained by rese
understand the structures found in popular music and since many popular music

scholars were/are already familiar with that system, it seemed/seems like a logical and

valid choice. On the other hand, traditional theoretical methods of analysis were

applied to popular music to legitimise the academic interest in the subject (Walser

1993:58-59; Walser 2000:35). Nevertheless, traditional music analytical methods fall

short in the musical analysis of popular music or the experience thereof.

In this regard, Philip Tagg specifically points to the problem that emerges when the
focus of popular music analysis is on the notated score, as popular music was/is never
meant to be primarily consumed or stored in the form of a printed score (1982a:41).
Moreover, formal music analysis places too much emphasis on aspects such as the
songod6s form structure, themes and t&a&a&mati c
For Richard Middleton, traditional music analytical methods prove inadequate when
applied to the type of popular music studies where analytic decisions are governed by

the fiexperience of somatic movemento (1993:1

Il n an effort to avoid using Aformal o/ tradit.

popul ar music scholars are cautious of focus
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(whether seen on an actual printed score or heard and transcribed). This said, their
reservations do not lessen the necessity to include musical analysis in popular music
research. Adam Krims acknowledges the fisusp
music theory and analysis, but he claims that the need for music analysis is not

di mini shed by musicologistsd apathy towards
(Krims 2000:18).

Susan Fast also argues in favour of music analysis:

Analysis matters to me and the musicologists | have named because we
believe that important cultural work is being undertaken through the sounds of
popular music, not exclusively through lyrics, dress, attitude, artist biographies,
or the subcultural activity that might emerge around a style of music. Musical
sounds, in fact, work in tandem with these other attributes as a very important
site of soci al mea#dng [ €é] (Fast 2000: 41

Fastobdbs argument gives credit to the valuabl e
music subcultures, artist biographies, et cetera, but her argument places special
emphasis on the cultural importance of an investigation into the soundscapes of
popular music (and also metal music) within a contextual approach to music
scholarship.?2 Thu s, the HAcl ose r e amnsi2A0§:18pshouldnibes i c 0 (
broadened to include a close reading of the soundscapes of popular music. Traditional
analytical models limit the sonic parameters that are not included in the written score,
which leads to a call for other approaches that do allow for the investigation into
features of a song that do not appear in the score. Scholars who have made significant
contributions to the development of analytical models that include the analysis of
features that do not appear in the score are: Allan F. Moore, Philip Tagg, Richard

Middleton and David Brackett. Examples of other mainstream scholars who also

22 The musical analysis of popular music has the potential to alienate a large number of popular music
scholars and fans alike. A possible solution may be to relay the insights gained from these analyses in
a more approachable way (without compromising the integrity of the analytical endeavours) to scholars
and a wider spectrum of readers who possibly possess an encyclopaedic knowledge of the band(s) in
guestion, their music and their fan base, but who do not have the necessary music training to
productively use the insights gained through rigorous musical analysis.
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include musical analysis in their work are: Susan McClary, Nicolas Cook, John
Shepherd, Walter Everett and John Covach.

A deeper understanding of popular musi c6s structures and soun

researcher to better understand how music communicates what it communicates and

ultimately how i t means what it means ofr , as Tagg
communi cates what to whomo (Tdga $982a:40R The 2 ] 201
Ahowo in the previous sentence does not onl

ideas through, for example, the lyrics but also speaks to the way in which musical

gestures (such as the sonic features of a song that are not notated) are used to convey

meaning.2® Within this context, the breath taken by a vocalist at an unusual place in

the phrase, the guitar set to produce a distorted sound at a specific moment, et cetera,

is not only crucial to the enjoyment of the performance by an audience but also to the

overa | | meaning of the song. The Ahowo al so
Aparameters of expressiono ([2012] 2013: 22)
identifiable factors determining how music sounds and what it potentially
communicateso 01328gg [2012] 2

Mi ddl et onbds call for a Atheory of rhythmo en
not included in traditional musicological analysis methods of the time (Middleton
1993:177). The analysis of the sometimes very small musical gestures is vital in the
process towards the understanding of songs, their context and their meaning.?* Moore
and Taggbébs models include these gestures and
to be further informed by their context. Analysis, in the broad sense, not only sheds
light on structure, melody, timbre, rhythm, harmony, et cetera, but also on the creative
process itself, as wel |l as the mwwPepimusics | i nk

analysis n.d.). This also holds true for metal music.

28 Wilfrid H. Mellers has noted as early as 1973 that Awritten
improvised elements not the immediate distortions of pitch and flexibilities of rhythm which are the

essence (not a decoration) of a music orally and aurally conceivedd (Mellers 1973:15 quoted in

Middleton 1990:112).

24 Musical gestures in the performance of songs are not autonomous. They are part of and maintain a
systematic integrity (Middleton 1993:178).
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Musical gestures (with their affective, cognitive and kinetic implications) in the
performance of metal music not only contribute to the overall enjoyment of the
experience by an audience, but convey cues as to their meaning within a specific

context. Scott Burnham summarises (al a Al |l an Keil er) that @Amus
a description of itselfd ( Budestribedmeahigob ) . It
the whole (the songs) is greatly elucidated through the analysis of its constituent parts

by means of investigative tools that are specifically designed to do so. The musical

analysis of metal music is not simply legitimate and feasible; it is highly informative

and necessary. The investigation of the musical aspects of metal should be included

as part of a more contextual approach to metal studies. Philip Tagg highlighted the

need for and value of a contextual approach to popular music studies as early as the

1980s (Tagg 1982a:44).

This contextual approach does not necessarily exclude the musical score (if it exists
at all with regards to popular music); in fact, a contextual approach leaves room to
utilise the score as another, contributing tool to aid in the exploration of the contextual
meaning of songs and shoul d noeotr ob es terxhctl eugdye.d |
regard, the existence o f-traascriptions is greatdyrgenfepi ano .
dependent. The existence of a score depends greatly on how the songs were
composed. It is widely known that many bands have a band member who acts as the
main songwriter, while other bands compose their songs as a group in an almost
i mprovisational fashion while Ajammingo as i

fans alike. As such, the vast majority of metal songs are not notated.

In rare cases, typically where an orchestra is involved, the improvisation possibilities
for the orchestra members 1 although not necessarily for the band i are reduced
significantly, since there are many melody lines and harmonies to consider. This
phenomenon is mostly subgenre bound and is the case with some symphonic metal
songs where a full orchestra is employed instead of an electronic keyboard. In these
instances, the music is notated for the orchestra members and thus a master score
exists for these songs. In the case of Nightwish, the London Philharmonic Orchestra
and the Metro Voices choir play an integral role in the songs of their second phase.
Therefore, orchestral and choir scores exist for these songs, although these scores
have never been published and are not accessible to the public. In this regard,
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composer Tuomas Holopainen and arranger Pip Williams kindly agreed to full access
to these scores for the purposes of my thesis. As explained previously, these scores

will be utilised as a type of shorthand for the realisation of performance.

The next question that arises after the value and constructiveness of popular music

analysis and heavy metal analysis specifically, has been established, is: who should

undertake the task? Since the study of popular music has its roots in cultural studies,

it is understandable that many researchers on the topic hail from the fields of
anthropology, sociology or ethnomusicology. With the closing of the gap between

Ahi gho and Al owo musi cs and t he met hodol og
examination as a consequence of the reconfiguration of the discipline of musicology

to include ethnomusicological studies (Born 2010:208, 242), as well as the self-

examination process that redefined the discipline of Western art music theory (Neal

2005), the academic interest in the analysis of popular music gained momentum.

Many analytical popular music studies were/are undertaken by a group of academics

that Middl et omarsad | sMiidd lhétTaagrodpobrésealcle) .

is professionally trained music scholars who find themselves attracted to and

represented by popular music and thus their academic interest is firmly grounded in

their |l ove of tikeheypemos$i enasfliiddltetion 199¢9
practit i o nsech aséddam Krims are music scholars who also contribute to the music

they study by acting as producers, participating musicians, et cetera (Walker 2001).

The development of investigative tools that are specifically designed to analyse the

musical content of popular music also made this type of music more approachable

and Ai nterestingo t o previously traditiona
explains why he believes that it is essential for intellectuals to enter the field of popular

music studies and consequently, its analysis. He provides the following reasons
(1999/2000:79):

1 Itis alegitimate and essential field of study;

T It requires a position Aon the far sideo

Numerous metal scholars are fschoeédgeandfiingighsofmaetald t hei r
scenes and bands is a great advantage.
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1 The ramifications for musical studies as a whole are profound.

Understood in its historical cestabliske gotver Mi d d |
hierarchies between Ahigho or Al owd musics w
he underestimate the value and knowledge of theso-c al | ed -fisamcdh oWl o, i n
opinion, could be regardedasamiddle-gr ound bet ween the two pr oy
on either sides of Avernacul ar knowledgeo si
placed to stimulate spaceswi t hi n met al for some kind of s
Harris 2011:253). Furthermore, Middleton is defending the study of popular music as

a legitimate intellectual endeavour , worthy
argument and Ataseaa sncouragementdoamusic scholars to become

involved in the study and analysis of popular music.

When comparing the examples of music analysis in the existing contributions to metal

music analysisi Wal ser 6 s cont ¥ tolwhat haobeen donesin t@érms of

musical analysis in the broader field of popular music studies (for example, the work

of David Brackett, Philip Tagg or Allan F. Moore), it becomes clear that much less

extensive analyses have been done in metal scholarship specifically, than in popular

music studies in general. A possible explanation for this phenomenon may be rooted

in the obvious: that metal scholarship is a relatively new field of study. The field as

such had to be established firsontampomwaiye
changes in musicology in general to include knowledge and approaches from other

fields such as philosophy, sociology, linguistics, anthropology and psychology.

Another explanation may be rooted in the shift in academic interest and focus from

Al ocal 0 cultures and activities to a more
resistance to Western hegemony. In this way it ignores the study of metal in favour of

Astudi es o-focaltinhpact of himhom bunk, and electronic dance music
subcultures, scenes,andneo-t ri beso (Brown et al. 2016: 3) .

Despite the neglected musicological investigation into metal, some research within
metal scholarship does in fact include a closer examination of these aspects of metal
music. Examples of musicological research and writings of scholars who examine the

musical aspects of metal or whose work include musical analyses, are (among others)
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the work of Robert Walser, Glenn Pillsbury, Esa Lilja (2004), Susan Fast and Andrew
Cope.?®

Walser is regarded as a pioneer in the field of (contextual) musicological research on
metal. His (1993) methodology relies mostly on socially grounded conventional
musi cal anal ysis and contextual references.

operandi as follows:

First and foremost, it begins to demystify musical sound by linking the various
ways in which it is structured in specific genres and/or songs to the social.
Some traditional analytical techniques that are pitch-centred are used, but
these are combined with new approaches that aim to deal with other elements
of the music (Fast 2000:49-50).

In contrast to other analytical methods developed for popular music (for example,
those of Tagg, Moore, Brackett and Middleton), Walser applies his method specifically

to metal music.

The necessity of musicological research on the soundscapes of popular music holds

especially true for metal scholarship today. Similar to the call in the 1990s for
readdressing sounds in popular music studie:
understanding the socially grounded rhetorical devices by means of which [metal]

music creates its intersubjective effects; otherwise, the medium remains privatized and
mystified, i mpervious to cultural criticism
decades of writi ng about met al musi c and al most a
establishment as a discipline in its own right exemplified by an ever growing number

of studies, articles and popular writings, metal scholarship should include a more

detailed focus on the soundscapes of the songs examined. In other words, it should

not simply fikeep upo with music scholarship

%Wal ser6s 1993 publication was the first musicologi c:
remained the only musicological exploration of metal until 2001 with the publicationof SusaninFast 6s
the Houses of the Holy: Led Zeppelin and the Power of Rock Music and 2006 when Glenn T. Pillsbury

published his book Damage Incorporated: Metallica and The Production of Musical Identity. Erik

Smialek( 2008: 12) provides both these dates since the inc
metal scholarship depends on the genre definition of metal, meaning that some bands might be

excluded by some authors/scholars on the grounds that they are, in their opinion, hard rock bands and

not metal bands.
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endeavour to better understand the particular music it aims to serve and to use tools

that can aid to an improved description of what the receiver hears and experiences.

My study aims to contribute to this exploration of the possibilities that the inclusion of

popular music soundscapes could create by investigating the music of selected

Nightwish songs from two of Ni ght wi shds most recdark st udi
Passion Play (2007) and Imaginaerum (2011). To date, no study includes an in-depth,
contextual musical analysis of Nightwi shods s
method developed by Tagg ([2012] 2013) to explore the sonic features that construct

the respective soundscapes of the selected
strategies to identify and analyse the poietic and aesthetic aspects of the soundscape

that aid in communicating musical meaning from the emitter to the receiver.

As my thesis focuses on hypothetical performances in the form of recorded album
tracks, | examine (among other things) the way in which studio-generated sound
effects affect the aesthetics of the relevant sections and how the aural staging of
voices and instruments inform the songso6 or
Moorebs vVvisual r espundbox enrChagter i5 and 7. Géctioh 322 of

this chapter comprises my di sooaofthessoumdboxof Moor

3.2 An overview of the analytical models selected to aid in the

musi cal anal ysis of Nightwisho6és songs

The rationale behind the musical anal ysis o
the score is located in the need to better understand their music in a contextual sense,

to explore what their music communicates, as well as how it is communicated. With

this aim in mind, it will prove most fruitful to employ a variety of appropriate existing

analytical methods and to create a hybrid method that is suitable for the music to be

studied. This chapter shows how two complementary models serve as a means to
investigate Nightwishdés songs contextwually.
models developed by Philip Tagg and Allan F. Moore in greater detail in section 3.2.1

and 3.2. 2, whil e | briefly i1illustrate the a

example from Nightwishdéds oeuvre in section 3
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Keeping in mind that many of the selected Nightwish songs are reminiscent of certain

kindsof flmmusic( such as Danny EIlI fmanés scores for s
Enni o Morriconebs s c o bdlas-trifogy), a Blerogseraatiol e o n e 0 ¢
concerning the choice of analytical methods would be that no methods specifically

designed for the analysis of film music are included in the list for my study. The reason

that | deliberately exclude these models is quite simply that although some Nightwish

songs are reminiscent of film music, they were not composed to be film scores. As

part of the bandébés studio al bum, t hey were
visual material in the form of a film, although sections of some songs do appear in the
Imaginaerumf i | méds score. Of couilmagnaersn@buenwere ngs fr
composed for specific mtengtiilnsvithithe satmetide, buta n d 6 s
these songs were also composed with the release of an album with a dual purpose in

mind: an album that could function as a soundtrack to the film to be consumed together

with visual cues and as an independent full-length audio album by (first and foremost)

metal musicians to be consumed without specific visual cues. My study focuses on the

al bum and not on the banddés film or music Vvi

Even though the album recordings of the Nightwish songs that | analyse do not have
video footage of the different events of musicking, | argue (in the way of Middleton
1993:178), that a performance is the realisation of gestures and as such, an audio

recording is also a type of performance. In this regard, Allan F. Moore refers to

recordings as fdAvirtual performanceso, since
Anever t ook pl ace, or never coul d t ake p |
Ahypot heti cal perf or mance 0 rrmhaocesdotsomgs onbae t h e
studio album.

For the purposes of my study, | view the songs on the relevant Nightwish albums as
hypothetical performances, since the albums contain a compilation of musical
performances or fdeventso ( 8mabkpecifid@abe8at® ) t hat
specific time and made up of a multitude of gestures, even though the element of time

is not confined to a single fAtaXkudhermbre,a song

27 Christopher Sma | | refers to musical (AlORf8o@man we uatdtefi é
music is an activity and not simply a Athingo (1
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| do not approach the recordings of songs that | have selected as the performance of
the songs that may be deemed more important than other performances, but as a

performance of the songs.

In the remainder of this section 3.2, | investigate the analytical models proposed by
Tagg and Moore. As | explained in the Introduction and have maintained in this
chapter, certain aspects of musical performance (such as timbre, breaths taken by
vocalists, pitch inflections, et cetera) are not notated or even indicated in the score.
Regardless of the absence or presence of a score, however, if such aspects are to be

subjected to analysis, they would need to be approached in a non-traditional fashion.

Taggdbs and Moorebs models provide analytical

the investigation of these non-notated elements that play a vital role in the construction
of meaning and the reception of communicated musical cues during a performance,

whether live or hypothetical, in the form of a studio album.

3.2.1 Philip Taggbs method

Philip Tagg is a British musicologist who has published numerous books and articles
on popular music, as well as music semiotics. He is a co-founder of the International
Association for the Study of Popular Music. Tagg views the study of popular music as
an interdisciplinary practice (1982a:40) and he explains the importance of a contextual

approach to music analysis as follows:

Indeed, it should be stated at the outset that no analysis of musical discourse
can be considered complete without consideration of social, psychological,
visual, gestural, ritual, technical, historical, economic and linguistic aspects
relevant to the genre, function, style, (re-) performance situation and listening

attitude connected with the sound event being studied (Tagg 1982a:40).

After making his argument in favour of a more inclusive and interdisciplinary study of
music, Tagg, like some of his contemporaries, asserts that (traditional) musicological
Acontent analysisod is mostly absent or
analytical modus operandi is a hermeneutic-semiological method, designed
specifically to bridge this gap; 1t 1is

musical analysis and a sociological imprint within a contextual framework.
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Tagg provides a summary of musical parameters and factors that should be
considered during analysis as a starting point to the discussion and explanation of his

method (see Tagg 1979:68-7 0 ) . He summari ses this fAcheckl
examples as follows (1982a:47-48):

1 Time: tempo, metre, rhythmic texture, duration of sections within the music
being analysed (or the AAOO0O, the fAanal ysi
1 Melodic aspects: timbre, register, tonal vocabulary, contour, pitch range, et
cetera;
1 Orchestration: instruments, parts, phrasing, type and number of voices, et
cetera;
1 Tonality and texture: tonal centre, type of tonality, chord alterations, harmonic
idiom and change, et cetera;
Dynamics: sound strength levels, accents, et cetera;
Acoustics: venue, rever bdaceedmjiamin, HfnNextrane
Electromusical and mechanical aspects: distortion, delay, muting, mixing,
filtering, mechanical aspects pertaining to the performance by the

instrumentalist/vocalist, et cetera.

The shortened list of musical parameters above encompasses 43 features in total that
can be identified in any musical example. Anahid Kassabian avers that it is exactly this
|l ist of parameters that demonstrates how Tag
semioticians, as it provides a means by which to analyse every aspect (including
technol ogi cal mani pul ati on) of a fAmoment o o
(Kassabian [2001] 2002:24-25)Thi s di verse | i st makes Tagg
more inclusive and contextual than traditional analysis, as it examines all aspects that

contribute to and affect musical meaning (Kassabian [2001] 2002:25).

Tagg identifies eight types of paramusical expression that include aspects such as
sound effects, accent, dialect, timbre, voice type, programme notes, subtitles, font,

layout, props, gestures, clothing and make-up, types of movement and specifications

28 Kassabian is a former student of Tagg and she regularly credits him as one of the scholars who has
significantly influenced her research (see Nikoghosyan 2014).
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surrounding the performance such as the audience, venue and the location of the
performance ([2012] 2013:270). It is clear from this extensive list that many features
mentioned here were included in the analysis of a live performance. Depending on the
genre or style, performances can take place in venues that range from large stadiums,
small restaurants, clubs, auditoriums, to street corners and even abandoned

slaughterhouses.

Il n this context, performersd physical
kneeling on stage, clothing and images used in sometimes large-scale multimedia
productions have an importance that is irrelevant to the analysis of a hypothetical
performance in the form of an album recording. As the focus of my thesis is on two
studio albums, the aspects linked to the analysis of live performances mentioned here
will not play a role in my analyses of the selected Nightwish songs.

ReturningtoTagg 6 s ficheckl i st o as the first st

he describes serve as a guideline in terms of the accurate description of musemes

gestu

ep of

and ultimately museme stacks.?® Tagg defines musemes a s Ami ni mal uni

expr

prop

ssion in any giaad@)masnidc al isttyluead
rties in musico ([ 20ruddmesdiifers3ron2tBal of
mu s i ol ogi st Ch arl98} in tBeesengeghatdSse e (g la@usefies are
mu s i |l ogico specific to fAoccidental

def i

Following the identification of the parameters and sound effects in the AO, is an
investigation into the establishment of melody/accompaniment relationships. This step
entails a closer examination of museme stacks and its characteristic hierarchical
dualisms consisting of: (1) the relationship between the accompaniment and the
melody; and (2) the relationship between the bass and other voices of the

accompaniment (Tagg 1982a:53). Next, larger patterns within the musical process (or

e
e
c

ternary music mor phemes, a fNset of basic pa
c
n

ur r982

. Hi s

musi c ¢

ition of the term encompasses other mus

X1t is a Nneverctioal tdrosgh an i maghdprgr sccloe efds Y Aa@amgigt il

musical formo 183agg [2012] 20
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APMPO) ar e hiahniatermsoétde medus operandi, has the largest overlap
with traditional (formal) harmonic analysis (1982a:58).

Tagg notes that the analysis of intra-musical features such as thematic germination
and developments in popular music are further compounded by the addition of extra-
musical factors (lyrics or images), when the extra-musical elements are incongruent
with the intra-musical (1982a:59). The establishment of the intra-musical processes
and their relative incongruence with extra-musical factors as described in this

paragraph is the fifth step.

It is noteworthy that Tagg employs his method to analyse songs that are on a much

small er scale than Nightwisho6s in terms of
songs Tagg analysesrfamnddolnshABBAD sr dilFet i vel
of instrumentation and vocals: lead guitar, bass guitar, rhythm guitar, drum kit, lead

vocals, and sometimes a keyboard instrument, as well as backing vocals of usually

one to three parts. The simultaneous musical parameters are more distinguishable

than Nightwi shés use of a metal bandpastetti ng
choir, piano, keyboard and full symphony orchestra. In this regard, the scores as

graciously provided by Tuomas Holopainen and Pip Williams, aid tremendously in

identifying (and sometimes separating) sonic material. The availability of the score in

the analysis of selected Nightwish songs facilitates the following:

1 It saves a lot of valuable time spent on (sometimes inaccurate) transcriptions;
and
1 It provides clear and accurate information on musical parameters such as pitch,
i nstrumentation, registration, tempo and

that might lead to flawed or distorted readings.

It is not only the identification of musemes or museme stacks that is a key feature of
Taggdbs met hod. These structures occur si mul
pitches, et cetera, and thus musical meaning is dependent on both diachronic
sequencing and synchronic layering, where diataxis refers to long-term or narrative

ordering, and syncrisis to the extended present and the intentional arrangement of
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elements within this shorter-term timeframe (Tagg [2012] 2013:232-233, 385).%°
Simply put, it is not merely the identification of a museme/museme stack that is
important, but more specifically, where it occurs and with what the receiver hears in

conjunction with the relevant musemes.

As a first step in the analytical process, T
to identify musemes and they are further established by a process he calls
interobjective comparison. Interobjective comparisoncanb e expl ai ned as fid:
musi c by me ans of ot h er9). ihhiss imgliés thatTtaegy g 198
music/song/section in question (the analysis object or AO) is compared to music with
a similar style and functions (1982a:49). Therefore, and as | mentioned in Chapter 1.4,

interobjective comparison relies on intertextuality.

The aim of the said interobjective comparisoni s t o i dentify MfAsonic
between other musical objects or examples (interobjective comparison material or

IOCM) and the analysis objectthatispoiet i cal | y/ structurally remi
accordingly in the IOCM (Tagg [2012] 2013:230).3* Thi s simi l arity point
subjectivity of responseo between the AO an
evidence that heard musical structures communicate cues and details that are non-

musical in nature (Tagg [2012] 2013:229). These cues and details are linked to

semantic fields in which they create paramusical fields of connotation (PMFCs).3?

Tagg makes a clear distinction betmweseinc alhoe, t
specifically choosing to use oDfftenotatomare fipar a
intrinsically fApart of musical semiosiso as
musico (Tagg [2012] 2013:229) .

Songs, compositions, sections or phrases with similar musemes or gestures as the

AO are examined to compare the PMFCs. In this way, intertextuality becomes a

30 The extended present is the time-equivalent of an exhaled breath, a musical phrase or a short gestural
pattern (Tagg [2012] 2013:588).

31 In the case of sound effects, musical objects and the AO would be aurally similar rather than
structurally similar.

32 Particular sounds linked to specific semantic fields and ultimately to cultural contexts (Tagg [2012]
2013:229).
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strategy for analysis that greatly supports
regard, intertextuality wild!@ be wutilised, [
analysis (and Moor e 0 s the amdlyses ef sedeptgd| Nightwidn| e ) , f
songs in Chapters 4-7.

The fiestablished connectionso that resonat e
and here comparative examples (IOCMs) should originate from the same genre, style

or musical tradition as the AO (Tagg [2012] 2013:243-244). It should be noted that

Ai nstrument stereotypingo (such as the use ¢
to connote cultural or geographic Astereotyp
knowledge of the functonsandnuances of sounds within the @
type of stereotyping is only effective if the receiver is unaware of these sound factors

(Tagg [2012] 2013:306). This point will be especially valuable in the analysis of

Nightwish songs with clear Celtic sound connotatonssuch as AThe | sl and
Loose the Mermaidso (see Chapter 5) and dal V
Al nstrument stereotypingo can be |inked to

synecdocheodo (Tagg [2012] 2leilsdestdefided as:®**A musi c a

A set of musical structures imported into a
another (Adi fferento, Af oreigno, Aal i enod) m
el ements supposed to be typical atextt hat nAot he
of the fAhomeo style. By including part of th
allude not only to that other style in its entirety but also to the complete genre

of which that other musical style is but a part (Tagg [2012] 2013:524).

Genre synecdoches connote different times in history, geographical places, spaces
and cultures (paramusical semantic fields), through musical structures that are
Aborrowedo from the Aforeigno musi c tradi
identification of genre synecdoches in Nightwish songs that are examined in my thesis

may lead to valuable insights in terms of musical meaning in the selected songs that

33 A sign type used to identify particular music styles and connotatively detect cultural genres.
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feature a gospel choir and childrenbés choir,

musical cues, et cetera.

Inorder to fAtest o the accur iatergbjeativie compaeson, nsi g ht
Tagg advocates an investigative tool where musical parameters are altered (or

substituted) to determine how the changes affect the meaning of the chosen section

as a means to re-establish the meaning of the original section; a process called

hypothetical substitution ( Tagg [ 2012] 2013: 254) . Because
music is composed, their songs can be analysed productively by means of a type of

method which emphasises a very wide range of musical and expressive parameters,

as wel |l as the hypothetical Atestingo of t he

on musical meaning. Holopainen describes a central part of his composition process

as follows:
ltalwaysst art s with a burning desire to tel!l a st
with the emotional surge and subject matter.
by just Ajammingo, just playing and then woni

You have a story, and you try to find the right melody lines and chords, the right

l' yrics and instrumentation [...] | also met hc
written. Even if it all sounded perfect, like a perfect riff or chorus, | still wonder

if | should maybe use a different instrument. Does this song sound more like a

ballad after all? Could the time signature be 3/4 instead of 2/4? You need to

chall enge each part and play around with it.

(Holopainen in Nightwish 2014a).3*

This quotation highlights the degree of intentionality with which Holopainen composes
and it greatly emphasises the value of Taggy¢

banddbs songs in my study.

All the selected songs | examine in my thesis contain vocals (as do the majority of
Ni ght wi shds songs) and this aspect of the so
This means that it is not only the words of the lyrics and their meanings that are

significant, but also the perceived vocal performances of Anette Olzon and Marco

34 This quote is a transcription of the d 0 ¢ u me n duldtitley. 6 s
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Hietala (albeit hypothetical performances) themselves. The perceived vocal sounds

are what Tagg <calls the fAnonverbal aspects

encompasses a means by which to denote perceptions surrounding these aspects
([2012] 2013:343). Tagg claims that a

singer is acting or putting up a front.

personality as shown to or perceived by others through the medium of either prosody
orofthesi nging voiceo (npeziifetl By Tagy)O Tadg: refetsdto a

singerdés vocal persona as his/ her voca

Similar to the approach to instrumental sounds, vocal sounds are also analysed in
terms of their poietic (breathing, posture, register, projection, etc.), acoustic (timbre,
volume, etc.) and aesthetic properties. Besides these properties, four descriptors are
central to the analysis of the singeraé
356):

Persona descriptors: distinctive voices of known persons;

Demographic descriptors: social, cultural, ethnicity, age, gender, et cetera,
Psychological, psychosomatic and emotional descriptors: morality, attitude,
emotions, et cetera; and

1 Archetypal descriptors: personality tropes.3°

The vocal costume allows the singer to carry out a particular activity, to assume a role,

and to present/signal a specific identity to the audience (Tagg [2012] 2013:360).

Space, acoustics, the placement of instruments and vocals within the given recorded
space, et cetera, are studio-created for an album recording. The amount of
reverberation (or reverb) used in terms of particular sounds, instruments, studio effect
or all the sound-contributing factors in general, have an influence onther e c e i
perception of space and place. Reverb aids in creating a space that can be concrete,
mythic or imaginary (Doyle 2005:6). The receiver perceives the space between the
emitter and the receiver and between different emitters in terms of how much reverb

isaddedtot he r el evant sound. The | es ssound,vthe

%The distinctive voice of, for exampl e, Dol or es
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less depth the receiver perceives (Doyle 2005). Contrastingly, when more reverb is

added (Awetodo sound), the receiver perceives
space. T a gsgdéa of aural staging encompasses these factors that contribute to the

reception of sounds, the perception of space, depth and distance, as well as
parameters and features from his extensive |

any given moment in the music.

For Tagg, aur al s t Z&pgAcéng of ding comtenation of soumds,e s e

they vocal, i nstrument al |, musi cal , paramusi
Taggods i1 dea of aur aless twagtihn gS ehrdggeh sLnaotgal saspehot s
stagingo (2005:1), but he asserts that the

specifically entails sound recordings instead of a wider range of possibilities that
includes sound recordings ([2012] 2013:299). The examination of the aural staging of
a track, phrase or musical moment is valuable to the investigation of the selected
Nightwish songs as a closer look at the textural space (wherein certain sonic
Ahappeningso are combined with othémaypar ame
prove to be a valuable tool in an attempt to elucidate musical meaning in my readings

of the selected Nightwish songs.

In terms of form analysis, Tagg distinguishes between a chorus and a refrain in the
sense that chor wd @ snauieaandeareaisudilyssung dpy a group of
people (more than three people), while a refrain usually appears in conjunction with a
verse or verses (Tagg [2012] 2013:395) . Gen
stay the same, but they may differ slightly from refrain to refrain (Tagg [2012]
2013:395). All four of the songs | analyse in Chapters 4-7 have refrains, rather than

choruses.

The final step in the methodological paradigm that Tagg outlines is what he calls

ideological critique. After the analysis of musemes and larger sections, this final step

pertains to discovering how the emitter (the performer) and the receiver (the audience)

relate to and wunderstand the #dAimplicit i de
conveys within a cultural context. It is also during this stage that the role and effect of

t he Aproduct o, i ndustry, commer ce and soci

1982a:62-63). The focus in the ideological critique step shifts away from the analysis
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of the sounds and musical structure to their meaning in terms of the emitter, receiver,

industry, commerce and society, as | mentioned previously in this paragraph.

Il n conclusion, Tsemgigogical appeoach e¢ogethertwithcideological
critique as the ultimate step within his posited methodological paradigm (1982a:61),
can fAprovide some 1insight and whattis be&isg a bas
communi cathewbd® agaldd B . The Ahowo in the previ
specifically to the factors that he col | ecti vely call & musibab fApar
expresssucomoas ti mbr e, aur al staging, vol ume

speaks to the sonic cue with its associated connotation(s) that is communicated to the
receiver. It f ol l ows h wilhsene as h saluablé togl (nény appr o
analysis of the selected Nightwish songs: to better understand what is being

communicated in and through these songs, as well as how it is communicated.

Just as certain music-stylistic features are central to Nightwish 6 s i di om, <cert ai
and tropes inyHolcep airree wd & acleatdd onytholbgy. Itisa n d 6 s
specifically these themes and tropes that are used recurrently to create a narrative

that serves as a mental anchor fortheb and 6 s g | enbyaflfans; as pomnted out

by Karjalainen (2016:62, 66, 74), although he does not identify and discuss all these

central themes and tropes.3® In addition to my analysis of the soundscapes of selected

Ni ght wi sh songs, Il ut i | iethemeJamdtppesthatappka | t o u

in these selected songs.

Al t hough Taggdés conceptualisation of aural s
particular sound or sounds are heard within the textural space at a given moment in
the music, the visual representation of the material is not always clear to the reader.
Il n this regard, Al Il an $oundbdootiersa three-dintergsiomali s at i o
diagram of the textural space and where the sound(s) in question is placed or heard
within the famuoatcal moddlisevesdas augeful tool for the researcher

to better demonstrate to the reader where the perceived sound(s) is placed.

36 Also see Chapter 2.3.2.
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Tagg | argely agrees with the detsaundbex batf Moor
he does not agr anee fowthet téxturdd espace,ead the stereo acoustic
horizon is not rectangul ar a<irculah(@agd[20d2in A b 0 X C
2013:299) . N e v e rsbundbbxeroedes aMlear viseid sepresentation
(besides the shape of the box), of what is communicated to the receiver as
Atranscribedo by t heouadhoai gsadditiuee tMooTagg:
two particular poi nt sLadmsemyt haen aMigurerdd iindosfo A(T L
Chapter 5.2) and i Me a d o ws o f Figlite 7advireGhapter(7.2) respectively. At
these points, the two songso6 textur al space
hypot heti cal ceiling and fishamed soundlbax istnbti s r eg

visually or conceptually problematic at these two points.

32. 2 Al |l an Baundblaxor e 6 s

Allan F. Moore is a British musicologist whose extensive list of publications centre on
popular music, including numerous writings on the analysis of rock and other popular

music. He is also the editor of the very influential Analyzing Popular Music (2003).

Moore asserts that popular music tends to present with four textural layers. These
layers are (Moore 2012:20-21):

1 The explicit beat layer: Concerns the articulation of
the main constituentoftheigr oove o (the rhythmic Afeel o
1 The functional bass layer: Concerns the profile of the instruments that also help
to create the MfAgrooveo Jindarioushwaysti rootol e i n
position harmonies;
1 The melodic layer: Includes one or more melodies where the main melody is
al so the main articulator of a songds | yr

be found in this layer, particularly the instruments that help to identify the style

of a song. This | ayeoralsesao o&rthesidanhiuyg
and
1 The harmonic fillerlayer: Fi | 1 s t he Aregistral 06 space

Moorebs model of textur al ltha task ofsdenpfying the d e d a't
textur al | ayer s i songblthay tertd voibe detda a vasi mumiser of
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voices and instruments. The identification of the textural layers (and also the absence
of some layers in certain sections of the songs), will open the door to a better
understanding of the interaction between the layers and how their interaction
contributes to the perceived meaning of a song in its entirety or smaller sections within

a song.
Moore defines the soundbox as follows:

What is the soundbox? It is a heuristic model of the way sound-source location
worksinrecor di ngs, acting as a virtual spati al f
sources (Moore 2012:31).

He argues that the soundbox provides an effective way of examining what he calls
Asecondary domai nso ( 20 kandBo@ ¢nables anclosetIdole r wo r ¢
at for example timbre, gesture, their combination (see Tagg 1992 and Middleton
2000:108, 110), and even the possible aesthetic changes that the manipulation of
sound in a recording studio during the recording process can have (see Zak Il
2001).37 38 39 Another function of the soundbox is to provide a modus operandi by
which to contrive the textural space that a sound recording occupies (Moore 2012:30).

1]
—
(¢

Wh a 't Moore means by textural space i s

and this space can be both metaphoric and actual (2012:30).

Returning to Moorsudndboxdqaufoit reidt iecarr lafert,hene exp!

as follows:

Within this model, location can be described in terms of four dimensions. The
first, time, is obvious. The remaining three are the laterality of the stereo image,
the perceived proximity of aspects of the image to (and by) a listener, and the

perceived frequency characteristics of sound-sources (Moore 2012:31).

3" Tagg, P. (1992) dowar ds a si gn t yndalinantg,\R. &Baronm M.s(eds.)p Secomdo
convegno Europeo di analisi musicale, Trento: Universita degli Studi di Trento, pp. 3691 78.

38 Middleton, R. (1993)6 Popul ar music anal ysi s apBoputanMusicl@R)ogy: Br i
pp. 177-190. Reprinted in Middleton, R. (2000) (ed.) Reading pop, Oxford: Oxford University Press, pp.
104-21.

39 Zak, A.J. (2001) The poetics of rock: Cutting tracks, making records, Berkeley: University of California
Press.
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Al t hough t he maspmpurnogge olfo chast@alodaoedvhmtexceide s p
the viability of applying this method to pre-stereo recordings, his proposed method is
best applied to full stereo recordings (2012:31). In this regard, he highlights three

spatial dimensions of full stereo:

(1) Laterality: Since human hearing is binaural in both the experience of music and in

everyday life beyond the realm of music and recorded songs, this dimension appears

to be Anatural o and therefore requires | ess
dimensions (2012:31);

(2) Prominence: This pertains to degree of sound distortion (for example, the level of
reverb), as well as the relative dynamic | ev
sounds is inferred by ani d nlteweplr eamd idoeng roefe t.
and as such, the prominence dimension requires more interpretation that laterality

(2012:31); and

(3) Register: As the name suggests, registere ncompasses the fAheighto
ot her words, | tssp afiicpeods i (t2 0IN2 :i 3l )p.i tlcrh t er ms of
soundbox, high or bright sounds appear towards the top of the soundbox and low or

dull sounds towards the bottom. The placement of a sound within the soundbox is not
necessarily predtiwaltdée dpiutpoom, ikwt fAraact her i ts
governed by its timbre (2012:31).

Besides Taggdéds notion that the shape of the
sounddéxisemie shape (see section 3.1.2), ano
visual representation of the soundbox may be that the prominence dimension that

rests on distance is not clear in his 3-D renderings, as they provide a view straight

from the front. A sl i ght soyndboxowhieh l@imiolshow d o r e n
nChapters 5 and 7), may make t boandboxneores 6 dep
visible.

Al bin Zak 111 adds a fourth di mensi on, whi cl

four-dimension approach to sound mixing, namely narrative (Zak 2001:144). Narrative

indicates that the location of sounds within the soundbox does not necessarily stay the
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same for the entire track. The locations of sounds are further influenced by modern
recording technology which allows for sounds

Moore supplies examples of soundbox transcriptions and to demonstrate what it looks
i ke, I provi de one soufdboMoroa redsr iextaimpn esf:. Ar (

your head upo, below (Figure 2.3 in Moore 20

Figure 3.1: An exsaun@gboe of Mooreds

Both Moorebdés and Taggds methods proposed th
analysis of timbre and musical gestures and both these models also leave room for

the analysis and interpretation of the effects that in-studio sound manipulation has on

the perception and meaning of a song.*® Both analytical models provided and

discussed in this chapter are designed to be especially fruitful in a more thorough and

detailed analyses of popular music and their application to metal music (and in this

case, Nightwishés songs), may open the door

musical gestures, textural space, aural staging, connotation and meaning in metal

40 Middleton (1990) also mentions the implications of recording techniques and that they should be

taken into account in analysis. It can be argued that his model may be suited to address these

i mplications, but Moor eds me tludevdriatiorss ansl digoctions braught | v dev e
on by recording techniques.
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music 7 a genre that is still largely neglected in terms of in-depth and well-founded

musical analysis.

As mentioned in sections 3.1 and 3.2.1, Tag
between an analysis object (AO) and interobjective comparison material (IOCM). Tagg

notes that genre is a guiding factor in choosing appropriate IOCM. | argue a la Umberto

Eco ([1979] 1984; [1990] 1994) that genre is not just a deciding factor in selecting
appropriate comparison materi al; it is also
even further in uncovering established paramusical fields of connotation (PMFCs)

within Taggbdés model

The following four chapters see my respective analyses of four selected songs from
Ni g ht wDak lPassion Play and Imaginaerum a |l b u ms . In this rege
anal ytical me t hvisudl reprasantatioMaf the swndbox in Chapters 5
and 7) will form the overarching music-analytical framework of these analyses. The
music-analytical framework | propose in this chapter forms the basis of each of the
subsequent chapters. | present this overarching framework in conjunction with a

suitable theoretical-philosophical framework in each chapter.
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Chapter 4 i Circus of Death: Musical manifestations of

horror and the uncanny I n fiSc

4.1 Background and theoretical framework

AScaretal eo i s t he si xth t fleagthk studion albusi
Imaginaerum (Nightwish 2011b). The music and lyrics are written by Tuomas
Holopainen, while the arrangements for orchestra and two choirs are the work of Pip
Williams. The song features two vocal soloists (as heard on the album), Anette Olzon
and Marco Hietala, and it is scored for a 56-piece orchestra, adult mixed choir and
c hi | dr e fAtdrsthiscrégard, the receiver hears the vocal contributions of 32
membersof t he London based Metro Voices u
wel | as a c hthdYdungMusicsansd.dndon under the leadership of Lynda
Richardson i on the recording (Nightwish 2011a:21). The featured orchestra (with
Thomas Bowes as concert master) consists of members of the London Philharmonic
Orchestr a, titled the HALooking GI ass

2011a:22). The recording dates of the orchestral and choral parts are indicated
respectively as February 15, 2011 and February 18, 2011 in the scores. James

Shearman is the conductor.*2

4.1.1 Background

For the purposes of my thesis, | focus specifically on the independent album (see
Chapter 3.2) and | will not discuss the role that the song plays in the film in detall

here.*3

41 The information on the number of instruments, type of instruments and number of choir members is
supplied on the cover page of the orchestral and choir scores respectively.

42 The recording dates and name of the conductor appears on the orchestral and choir scores.

43 Future research that re-examines the songs selected from the Imaginaerum album in my study and

ar et

ght wi

nder 1

Or che:

their connection to and meani ng wistoteimayyielhisterestoght ext of

and valuable new insights. The filmés score 1is
adaptations of several of the songs on the Imaginaerum album.
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The song6s tthetpdsaEbleatmbsphdre that theaeceiver (the listener) can

expectinthesongas t he neol ogoi sine AaScpasediadlee ant it h

Afairy taleo. Holopainen sheds further 1 ight
I tds a song ciaolulre dv efirSsciaorne toafl evbet al | i cabds AENt «
it comes to the |lyrical concept. 1 toés all abo

in the closet and under the bed and all those reoccurring nightmares that |
personally used to have as a kid (Holopainen interviewed in Nightwish 1

Imaginaerum track by track 2011).444°

Hol opainends description and the song title
character wildl reflect darkness (thsandt i me a
monsters in the closeto), fear, horror, di s
hearing the song for the first time, the soundscape immediately pulls the receiver into
an ominous, sinister sound world within the first three seconds of the song. The
atmosphere in these three seconds is created by a double octave played in the bass
register of the piano (with a high level of reverberation) followed by a metallic,
Aot herworl dlydo sound most | ikely produced b
drum and a reverse scraped and then struck cymbal, probably a Chinese cymbal.*®
The unsettling atmosphere of the first few bars and overall eerie, horror-inducing

soundscape are perpetuated throughout the entire song.

“4Both the Nightwish and Metallica songs are about nig
is decidedly influenced by Danny EIfmands scores for
Holopainen points out in the quote, the main similarity b et ween fiScaretaled and AENt
terms of the lyrical concept, in other words, the notion of nightmares. A deeper investigation into this

claim, in the formofanin-d ept h compari son between the songsd | yri.
study.
%“The Metallica song fAEnter SandmanoThe3amdmanti astorye. T. A H«

about a child that is confronted with the tale of a vicious and malicious mythical figure, the Sandman,
which comes to children at night who refuse to go to sleep to scratch out their eyes. Sigmund Freud

argues that this story incites the uncanny by placin
(Freud 1919:7). Freud further |likens the chilionés fear
or what he calls the childés fcastration complexdo (!
feauture the Sandman character that has ties to the f

46 Reverberation (or commonly known as reverb) is a studio-created, environmental sound effect.
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4.1.2 Theoretical-philosophical framework

The soundscape in fiScaret addeef iescics ewitteld olyi
singing voices, harsh dissonances, tremolo articulation, chromaticism, et cetera.
These characteristics and techniques are strikingly akin to sounds and composition

techniques intimately associated with horror film music, and this connection further

est abl i s h e mtenddd ancamyatmdsshere.*’ As a setting for the nightmare-

scene, songwr i t er Hol opainen uses the idea of a

circusiscalledi Ci rque de Morgueo in the lyrics) or

ghosts, ghouls with Al imbs to | oseo0o, skeleto

witch-like sideshow character and other horrendous creatures are brought to life in the

songod6s sounds and Il yrics.

4.1.2.1 Metal and horror

Metal music has longstanding ties with horror images and their associated experiential

realms. Robert Walser (1993) gives a historical account of the connection between

met al music and horror. He ascribes metal 6s
to relay social critique through their music in ways which fans can understand and

even relate to (1993:158). The role of (American) horror films during the 1970s and

1980s was to Athreateno traditional Ameri cal
sexuality and the nuclear family (Walser 1993:161), as well as exhibiting aspects of

(American) lfethat are i ncongruent with traditional
These films show dysfunctions within nuclear families (Derry 1987:168); they highlight
Apaternal weaknesso (Sobchack 1987:183) to c
exhibit the increasing rejection of the traditional notion of sexual roles (Derry

1987:165). Metal music T during the same time period and beyond T also challenges

culture and gender stereotypes, social systems, religion as an institution, taboos, et

cetera. As Walser obser v e s , dark dide of ieavy metal is intimately related to the

dark side of the modern capitalist security state: war, greed, patriarchy, surveillance,

and controlo (Walser 1993:163).

7Sigmund Freud defines the uncanny as fithat <class of
l ong known to us, once ¥ery familiaro (Freud 1919:1
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Il n more recent schol arshi p, J os ephionWwWithmpki ns
horror is actively managed by media firms in order to exploit the overlap between

Aini che formats and consumer tasteso, -in thi
adol escent mal e demographicdo with horror an
seems that the demographic for more explicit, obscene and extreme metal, as well as

horror films has not significantly changed since the 1990s. Carol J. Clover and Karen

B. Halnon do not directly investigate a correlation between metal and horror, but their

respective research within two different decades of scholarship gives a glimpse of a
demographic that reflects the one posited by Tompkins (2009). Clover identifies

adolescent males as being the most represented gender in horror film theatres and

formal surveys ( Cl over 1992:6) . Hal nondés primary r e
2000s reflect an investigation of shock music and specifically shock music carnival.

She states that Ashock music carnival has a
per cent ma leavemer renjain prhobvious numerical and representational
minority in metal Ssubcultureso in the ti me
namely 2000-2004 (Halnon 2004:749).

I n terms of film music in general, i €ynmpki ns
chargedo compil ati on s cexistingtpopalar knssic, instead of i nc | uc
an originally composed score (although some films have both), in an attempt to
Ainextricably | inkd the experience ofima gi ve
or scene within a genre-specific style of cross promotion so that these songs can later
serve as a imusi cal souvenirso of t7R)e Thef gehren  ( Tom
specificity of this type of cross-promotion further highlights the similarities in the

reception of certain metal subgenres and horror, as well as their fan demographic.

Ni ghtwi shds music, although very far removed
content of nu metal, is no stranger to the horror film compilation soundtrack and metal
cross-pr omoti onal strategy. Two of Ni ght wi shods

soundtracks of two horror films, namely:

1 A N e nioR&sident Evil: Apocalypse (2004); and
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f AWi sh | Ha d Aldnein thenDamk (2@05).48

The song fANemoo a ltheaendfcredis ofl theefiin THeuQave r{2§05,
Bruce Hunt). Both Resident Evil: Apocalypse and Alone in the Dark are based on
survival horror video games.Byf ol | owi ng Tompkinsds (2009: 65
connection between niche-marketing, metal, horror and gender, one may deduce that
the combination of violent video games with horror and metal in these films and their
soundtracks is aimed at a predominantly male audience. All three movies mentioned
here are American made. AWi ®h areHdodot AnsAngeé
the bandds ekO4l alibbsmi nteresting to note tha

American horror film compilation soundtracks in 2004 and 2005 coincide with the

bandds i ncrityamnipopgarity in the MortH American market. Following
Tompkinsdéds reasoning, it can be argued that
(andinTheCaveb6s end credits) exactly, in order to

US and to bring them i at that time a European symphonic power metal band i to the
attention of the targeted local niche audience and ultimately to an international

audience (Ainternational 06 being beyond Europ

The use of metal music on horror film compilation soundtracks is a relatively new
phenomenon. These -@ail badnst coaank aifmr dilm establis
enable record companies and artists to release tracks that did not make it onto a full-

length album, to establish intertextual links between the songs and the experience of

the films, and to appeal to a targeted niche audience and market through a
combination of -nuhse cf rciogntbti nmavioemo (Tompkins
successful marriage of horror film imagery and metal music may be exploited and

further emphasised by record companies and film magnates alike, but it also speaks

to a subcultural affinity:

In the case of horror metal, horror film images are strategically designed to

correspond with and illustrate metal music's presumed cultural value. Matched

48 | heard ANemod for the first ti me nelsisuch @GsOMIV and | regu
VH1 as a high school and university student. Living in the small South African city of Bloemfontein |

was unable to locate the corresponding Nightwish album in local CD stores. The only alternative was

to purchase the Resident Evil: Apocalypse compilation soundtrack which was available in the first store

that | entered.
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with images of violence, madness, obscenity, aggression, torture, and
monstrosity, metalheads are given the chance to witness their favorite music
come to life on screen. Similarly, horror fans are pushed to associate their
favorite horror movies, characters, and concepts with the heavy metal sounds
of chunky, distorted guitars and pounding double bass drums (Tompkins
2009:75-76).

Death metal contains depictions of horror, although connotations with horror (or for
that matter, the sinister or fAdarko) is not
as both Robert Walser and Linda Badley point out by including examples of artists
who draw on horror themes outside of extreme metal such as Michael Jackson. The
connection with gore and horror is easily seen in the names of a myriad of death metal
bands, for example: Abated Mass of Flesh, Exhumed, Cannibal Corpse, Ribspreader
and Necrophagia, to name a few. Countless album titles, song titles and lyrics within
death metal also contain obvious references to horror in the form of death, torture,

necrophilia, et cetera.

The subject materi al for the majority of N
escapism, unrequited love, the beauty of nature and a quest to regain innocence

(among other things), and accordingly their music i and overall image 1 is far removed

frombei ng synonymous with the fAblood and gut sc
public mind alike. However, this does not m
song lyrics have never alluded to or overtly
and thischapt er aims to explore the darker shades

soundscape through the closer examination of

The connection between specifically death metal and horror-visuals was made popular

by the American band Mortician as early as 1996, when the cover artwork of their

Hacked up for Barbeque (1996) and Chainsaw Dismemberment (1999) albums were

inspired by the horror film Texas Chainsaw Massacre (Purcell 2003:43). The band also
Aconstantl yo uses s ouimdintharmggsqRrurcdl 200321)hor r or
Recent literature suggests a horror meta-theme in metal which serves as inspiration

for many metal and rock music videos (Badley 1995:2, 8; Walser 1993:10); for

exampl e, videos by Bl ack S adetfdn WeJcomktoiMge Coop
Nightmare; other videos suchas L2 2z Rockités fALeatherfaceo,
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Unt i | You Like I1to, the Ramonesd #nAPet Sema
|l nterestingly, al | the music vi daetohserif aste e
accompany songs that are performed by the respective bands on the soundtracks of

horror films (McPadden 2015).

4.1.2.2 Met al and Mi khai l Bakhtinds carni val

Natalie J. Purcell draws a parallel between death metal lyrics and horror films in the

sense that both media fiexplore the repressed
engagement and involvement of the fans in both cases, also makes room for fruitful
comparisons. Within the framework of horror films, the watching of horrific scenes may
beregarded as a Aform of playo (Purcell 200
embrace and participate in the ultimate taboo, namely finding gory, horrific and

disturbing cont ent icomedi:78). KinBingrconeetdyl in tReO agant
subversionanddistor t i on of soci al mores alludes to N
the carnivalesque as described in his seminal publication Rabelais and His World

(1965). Here, Bakhtin highlights the mediaeval carnival as a communal activity in

which every member partici pat es as i ts Avery idea embr
subsequently, there is no distinctive group of actors or spectators (Bakhtin [1965]

1984:7). During the time of carnival, the carnival is life as a means of escaping
everyday, Aof fi ci f1984:7-B)i HiseoricdlyB te&sts tare tinkefl b9 6 5

crises and in these uncertain times of strife, the carnival represents a utopia: change

and renewal after death (Bakhtin [1965] 1984:9).

The human body also plays a central role in the experience and expression of the

carnival spirit. Bakhtin notices a shift in the area of the body that is concentrated on,

from the upper part (the face and head signifying rational thought, morals, et cetera),

to the | ower part (the buttock®, sgggesalbks tt
heavenly and Adownwardso suggests wearth, t h
[1965] 1984:21). In grotesque realism, the lower part of the body is over-emphasised

and its parts are exaggerated, drawing attention to that which is usually kept hidden

or unseen:
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The grotesque image displays not only the outward but also the inner features
of the body: blood, bowels, heart and other organs. Its outward and inward
features are often emerged into one (Bakhtin [1965] 1984:317-318).

The bodily element is seen as very positive in grotesque realism as the body

symbolises both a cosmic character and being representative ofanallkp e opl eds body
The fAdegradationo of the body through grote
body and | i noklsl eictt itvee tame edd¢ r al body of alll
1984:19).

Natalie Purcell links body-based horror (relating to bodily wastes such as excrement

and vomit) to what she callsa mi r e p r i miinthisterye(in & time /lien bodily

wastes were not a source of shame) and the embracing of that which is shameful or
embarrassing in horror films, as well as death metal lyrics which permit a celebration

of that which is repressed and bestial (Purcell 2003:175). Emphasising the functions

and activitiesof t he | ower bodily stratum not only <c
by Purcell, but can also be reinterpreted in terms of grotesque realism and degradation

in Bakhtinds theorisations of the carnival,
eathand death and wultimately with renewal and
(and by extension death metal Ilyricso6) abili

acutely aware of his mortality:

In horror, man is made to feel his physicality and mortality (Waller 1987:6 in
Purcell 2003:175).

And

When life is boring, vitality slips away; when boredom is ameliorated with thrills,
man is reinvigorated (Dickstein 1984:77-78 in Purcell 2003:176).

4. 1.2.3 Karen Halnonés fiheavy met al carnival

Sociologist Karen Halnon focuses her research during 2000-2 004 o n Athe m

transgressive, shocking and otherwise carnivalesque contemporary Caucasian bands
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increasingly making it i nt o 4% Bhe dawsimanyt r e a mo
parall el s bet we en eBamidlandgnofesquei rahlsra and what shte h
calls fAheavy met al carnival o. Hal non argues
liminal space wherein individuals can experience a feeling of community, as the

experience of the music is not so much a spectacle as a shared activity lived by all, as

is the case in Bakhtinds interpretation of
40).%0

Within this liminal space, shock music musicians and fans alike transgress, distort,

subvert and mock societal norms andtrad i t i on s . Hal n o n-dlisnatmgo r Kk o n
properties and pro-communal nature of some of the most transgressive bands and

subgenres emphasises a more iposi ti veo outl ook on met al
subcultures and scenes. Her work stands in stark contrast to the canon of work
detailing metal s associations with, for exsé
suicide and substance abuse (Snell & Hodgetts 2007:430).

Communal comedy and the carnival-gr ot es que feature strongl
AScaretal eod, especially in the three Verses:s
includes overt horror-images in both the lyrics and music text, where there are sections

such as the Riffs that rely greatly on heavily distorted electric guitar sounds. Marco

Hietala uses a sound ideal very similar to the death growl in the Bridges and Ghost
Dances, but the songbés sound pal ethuteathers not
of a Danny Elfman-esque type of film music. The choice of this type of film music

sound interj ec t(seedsection 2.311) settiena where thedband is at the

forefront secures two links between the song and horror:

(1) The established link between metal and horror is called on and connoted in the

heavier sections and the versesd | yrics;

“Hal nondéds 2006 article features mostly nu met al bands
general and heavy metal carnival in particular. As mentioned previously, the bands mostly featured on
horror compilation soundtracks are also associated with nu metal (Tompkins 2009).

50 In my opinion, black metal corpse paint is both grotesque and theatrical, in this way adding a degree
of the carnivalesque to performances.
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2)The wuse of a film music sound palette cr
original/traditional horror film music scoring techniques and practices such as
the use of the semitone clash and shuttle, typical horror-music tropes,

articulation, et cetera.

The orchestra and choir also make it possible to capture the essence of circus/carnival

music with its chromatic string, brass or woodwind runs that is hinted at in earlier

sections of the song (chromatic lines) and later in the song an entire section of circus

music is included, cal |l edd 6tlived ) Braindlg etsh e( ttihmme
Dances (timbBodde) 406AF0oment i on eadter,ghe settinge us | y i
for the song are a dAdar ko, Aitwistedo circus
Dances describe the sights and sounds of t he
orchestrated and organised by the diabolical ringmaster (as portrayed by Hietala).>!

AiScaretaled contains references to the circu
palette more reminiscent of film music than circus metal as Holopainen draws
inspiration mainly from film scores. Other bands outside the circus metal subgenre that
have songs with circus-inspired themes are Kiss, Cold, Insane Clown Posse (ICP),
Dracovallis, Amber i anCibus Metal Mamidc alBumzoammameBa z ar 0 s

few.>2

As mentioned previously, the main circus sceneinfi Scar et al ed6 occurs i |
Bridges and three Ghost Dances (the latter exhibiting an A-B-A form structure). These
sections wrought with tonicisations, are the most similar to circus or carnival music
than the rest of the song, and include an unusual instrument choice of the harpsichord

instead of the fairground organ and exhibit a particular aural staging that highlights the

"The concept of the #fAtwi st édightwish.tndastdhere is anratite endtal i
subgenre inspired by circus music and circus-related themes called circus metal. There is no academic
research on circus metal as of yet, and reliable information on the subject is hard to come by. Some
websites do provide a definition of the subgenre. Key characteristics are: the incorporation of
Hammond-organ circus melodies; instruments such as the kazoo, accordion and/or keyboard; brass
instruments; and the tendency to suddenly shift from carnival music to a sound-ideal akin to that of
death metal. The subgenre borrows elements from jazz, 50's rock 'n roll, surf music, noise art, bossa
nova, techno and even exhibits Egyptian and Turkish influences (See Saad 2012; Hansen 2003).

not

2}

52 These examples do not include examples of bands whose shows may be regarded as carnivalesque
as pointed out by e.g. Halnon (2006). These examples include bands that use circus themes or the
concept of the circus in their music, presentation or imagery.
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role of the ringmaster within the comedic circus of horrors. This paradox combined
with the sections0d mutsagiang pamrd mditetr al, a@ura
speak to the communal laughter, death and rebirth, subversions and grotesque
realism in Bakhtinbés theorisation of the ca

serve as the theoretical framework for my interpretation of the Bridges and the Ghost

Dances.

Furthermore, the interpretation of these sec
heavy metal carnival and its theorisation wi
realism as framework. Within the contextof Hal nondés wor k, fiScaret al

interesting since the song is a depiction of a sideshow and circus in front of an
audience where they participate in heavy metal carnival, thus making it a carnival
within a carnival, but where the carnivals are inextricably connected and

interdependent to essentially form one carnival.

The analysis that | present in this chapter

and intertextuality is an aspect that | explore intensively in later chapters.

413Key questions that govern the analysis of

I n this chapter | i nvesebBQatemmbei maséedat ol
their corresponding connotations, and how they function to construct meaning within
the context ofréabBckegtglesti 8eseunderpin my

These questions are:

1 What cues do the emitters (the band, orchestra and/or vocalist) communicate
to the receiver in order for the latter to perceive the song as eerie, unsettling,
disturbing, dark or scary?
1 What is the source(s) responsible for the production of these cues (which
instruments, mechanical or kinetic aspects of sound production, et cetera) and
how are they communicated to the receiver?
1 Which musemescan be identi fi edhichiPMRCScabeet al e o

associated with the different musemes?
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T What uncanny or sinister gualities of t
analysing vocal or instrumental aspects that are not notated (such as timbre),
highlight (Tagg [2012] 2013:122, 134)?

T Towhatext ent can Taggods idea of aur al st a
acoustic space is created within the recording (especially in sections that
feature the vocalists), and how this created space informs aesthetics and
reception (Tagg [2012] 2013:299-303)?

T mwhat way do the vocalistsd vocal COSt ume
and how do they contribute to the overall meaning of the song?

1 In what way do the lyrics contribute to the meaning of the song?

4. 1.4 The form structure of fScaretal eo

The table below provides information on the basic structure of the song, key, tempo

and time signature:

Table 4.1: The form structure of WAScaretal eo
. Section | Sub-section5? Phrases | Time | Key Tempo
- - I ntroduction ( (13bars 6/8 D min Largo
) )
S | 5 1/8=166
=] S
-8 S Lull aby (-190 .09 2x8bars 6/8 D min Largo
E|E 1/8=166
Theme (1320614.6®& 1x8bars 4/4 D min Y4=166
Theme (2)-16281 4 1x8bars 4/4 D min Y4=166
(F min)
B .
@ (C min)
< g Theme (3)( 1 6 266 3D. 7| 1x8 bars 4/4 D min 1,=166
= (A min)
(C min)
Theme (4)1§49%.32 1x8 bars 4/4 D min Y=166
(F min)
53 These are the sub-sections as indicated and titled in the score.
% Henceforth, i Themeo written with a capital ATo will refer

melodic theme.
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(C min)
Theme (5)2§02H.45 1x9 bars 4/4 D min Y4=166
(A min)
(C min)
Link theme (1) ( 2 6 0286 O &| 1x4 bars 4/4 D min Y,=166
Ri ff (1-26@0236884(q1x8bars 4/4 D min Y,=166
Ri ff (2Pp06B8261) 3.l 1x8bars 414 D min 1,=166
n Link theme-2(0623)6| 1x4 bars 4/4 D min Y,=166
m g Ver se (2)65092 &3D7 2x8 bars 4/4 D min Y,=166
g Ri ff (3-B6(@136660) 1x8bars 4/4 D min Y4=166
Ver se (2B)04(23 ®107 2x8 bars 4/4 D min Y,=166
1x4 bars
Bridge ( 13)6 5(83 &34 1x8 bars 4/4 D min Y4=122
3 Bridge (2) ( 30 580 B 0. 9| Ix8bars | 4/4 BTmin | V=122
% 1x2 bars
o
7 Ghost dance (1) 2x8 bars 4/4 BT min Double
O % (40618064D. 30) 2/4 feel
o Ghost dance (2) 1x8 bars 4/4 G min Double
§ (464906H0) 2/4 feel
2 Ghost dance (3) 1x9 bars 414 BT min Double
@ (506 085.0438. 80) 2/4 feel
: Theme ( 6)5§4b4.35 1x8 bars 4/4 D min Y4=166
— é Theme (7)5450.43 1x8 bars 4/4 D min Y4=166
3 § Theme ( 8)6 q153%.53 1x8 bars 4/4 D min Y4=166
z " Verse (3) (606131x8  bars|4/4 D min Y,=166
o g 1x14 bars
< | >
o o Lullaby (2) (642x8bars 4/4 D min 1/8=166
g &

AScaretal edso form st r u-cefrainmoreverseshorasostructdiren e t y p-

that is associated with many rock and metal songs.>® The song does not have a refrain

55 |t should be noted that some fi e pico met al S 0 n gare straphicdfornt desige sathdér b i t  a
than the common verse-refrain or verse-chorus structures, f or exampl e fADeat haurado b
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or chorus as shown in Table 4. 1. By wusing -
structure can best be described as Introduct
of A and B and lastly, an Epilogue. As | mentioned in section 4.1.1, there is an
ominous, sinister atmosphere present throughout the entire song. The absence of a
recurring refrain with repeated |Iyrics to se
havemd radbutes to the receiverodés experience o
Thi s is further exacerbated by the #Astring
differences in phrase length, tempo, harmonic rhythm, surface rate, attack,
articulation, et cetera. However, the episodes and sub-sections form coherent sections

which, in turn, form a coherent narrative and meaningful whole.

AScaretal ed may be regarded as a sequence of
set of musical parameters, sound effects, connotations and atmosphere. The first

scene in the Introduction is created and governed by four musical structures with

semiotic properties (musemes), studio effects and a well-known horror trope that add

to the I ntroducti onds urdvwaedraaniodphere.elheinausicaluns et t
horror cues in the first thirQé&2&ho)baarse orfepe
and/or sustained semitone clashes and semitone shuttles, tritones, chromatic
passages, a pedal poi nt andr Thdsemuseméesoxwy of t h
simultaneously to form museme stacks which i together with studio effects and the

c hi I dr e nidndormvandisttapeshe perception of the Introduction and the section

directly following it, namely Lullaby (1, bars 14-29, timecode 0 6 218600 2 . 900 ) .

4.2 The Introduction

It has already been stated that the opening
musical structures (and sound effects) that exhibit semiotic properties, communicating

atmospheric and connotative information to the receiver.

Opet hbds ABl ackwater Par k o0; Dream Theater @& Irofi Oct avar
Mai denés fARi me of the Ancient Marinero.
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4.2.1 The semitone clash and shuttle®

AScaretal eo, i ni gignadute] startswwminobsly with & D 8he tomicnoé
home key D minor), which the low register instruments and the piano play. The
percussive fffoct ave on D (in the | ow r edlatsstther ) , Wi
most audible and distinguishable sound and timbre within the given textural space at

this point of the recording:

LA

(

biid
Figure 4.1: Musemela( A Two notes and yodYdve got a vill

The semitone clash appears in a wide variety of musical styles and genres, but its
reception and connotations are culture-specific (Tagg [2012] 2013:244). In other
words, individuals versed in different music (cultural) traditions perceive musemes
differently, as these musemes may evoke varying connotations in individuals.
Historically, in the Western art music tradition, the stark dissonance produced by the
semitone clash has long-standing connotations of pain, anguish, danger, sadness,
discomfort, horror, something frightening and tension. Other genres such as film music
also employ and exploit the connotative properties of the semitone clash, relying

greatly on the fAvertical o interval ds establi
di scomfort in its farget audienceds minds.

Il n Nightwishés AScaretal ed, vertical iand hor
the songdbs semiotic communication. The mai n

semitones in the song are the semitone clash and semitone shuttle. A canonised

musi cal example that contains Baws-themefyomes i s

56 A semitone shuttle is an oscillation between two pitches a semitone apart.

ATwo notes and y © 8 lohve orroged fromathe 2006 filmaThenHoliday.

5 Susan Fast (2001) demionenr alt @ s s ddmiwt ofmhe movements
significance and are oftentimes connected to gender in metal music.
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the 1975 film with the same title. The iconic shark Leitmotif in the Jaws-theme consists
of a semitone shuttle initially between the notes E and F:

Figure 4.2: Museme 1b i Jaws-theme: semitone shuttle shark motif

This semitone shuttle appears throughoutthef i | més soundtrack. The s
signify the approaching (or present) shark. The shuttle is oftentimes heard in

conjunction with dissonant, chromatic passages which the clarinet, strings and harp

play, the latter playing ominous-sounding dominant seventh arpeggio figures when the
sharkés first victim is attacked, as wel | a
sound of the semitone shuttle becomes inextricably linked to the shark.>® An excerpt

of the sharply bowed, i aatpeggic-figwesd chighliglat as | i n e

semitone clash that further intensifies the ominousness and terror:

be b:: b.p_

Py I ]
O = "4
y — i :;“L 7

Figure 4.3: ExcerptfromJaws ( iMai n Titl eso): semi®% one shu

The excerpt above exemplifies the effect of the combined use of the semitone shuttle
and semitone clash. Besides the tone clashes between F (bass) and E-flat, two
diatonic semitone clashes between E (bass) and D-flat, as well as a clash between E
(bass) and E-flat occur in the excerpt. The soundscape that Figure 4.3 helps create is

the build-up to the horrific attack where the semitone clash is used to further intensify

59 The fear and horror it inspires and its violent attacks, so much so that the serenity of the seemingly

Afsafed settings eiinstantlyreah time thenreceivemhears tleetfirst two notes of the

semitone shuttle. The ominous, sinister soundscape and atmosphere is created by the almost erratic,
Aficlenchedod, distressed sounding dominanttweeakandt h harp
F in the bassline as well as the distance in register between the harp and bass.

60 Copyright: Duchess Music Corporation, 1975.
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the experience of unease, discomfort and anx

and inherent Aconflicto is pushed tees®he | in

The conflict i n fAScar el3ni$ metiveed D and E-flab. Ghisc t i o n
semitone clash is played and sustained for a number of unequally divided groups of

bars during the course of the first thirteen bars and is technically only fully released in

the next section, resulting in a feeling of restlessness, unease and instability
throughout the entire Introductionit he recei ver 6s first connot a
song. The acoustic placement of the semitone clash further deepens the receiv er 0 s
experience of said semitone clash. The aural staging (i.e. placement within the

acoustic space of the recording) of the semitonec | ash at the Afront and
(i .e. fAcentre stageo), places emandatgpesf on t h
authority as the fimain featureo in the openi
Introduction. The contrabassoon also plays a shuttle between D and E-flat (long notes)

in the first hal f of t he [OntBaodthecaelliirotmle ar oun

second hal f, arouvh@28o mecode 0616. 30

The pianobés semitone clash is further compou
in the adult choir parts in the Introduction.®? The choir sings quietly on the open vowel

Afeed. Tmebraattbs taken by the 32 choir memb:¢
increasing volume and the ascending melody ¢c
the choir is not heard too clearly at first, although their sound is a looming presence,

a ghost choir, staged al mo st in the background for the
crescendocoupl ed with the string sectionds chro
something portentous is approaching or slowly rising to the surface.

8Anot her example of a semitone clash which can provid
the beginning of the theme song of the 1950s/early 1960s television series The Twilight Zone. It can be

argued t hat t he s emi t on eifgssoumdain shéd theme reang depists theuns et t |
supernatural, uncertainty, horror and ominousness as
score of the 2004 film Lemony Snicket's A Series of Unfortunate Events also contains examples of

semitone clashesands hut t | es, most notably in ATh@0 BAd BredifMmAn
Unpl easant I ncident InvolAdié®@oa Traind at timecode 008

2Fort hwit h, the adul t choir wi | | be referred to as 0
ficdkhri ¢nds choiro.
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4.2.2 The tritone

Another structure wit h  semi oti ¢ properties in the Intr

tritone (Museme 2):

ﬁm'
Figure 4.4: Museme2ai Vi ol in 206s raised fourth in bar

And

[

S

Figure 4.5: Museme2bi The violaso6 di minished fifth in

The articulation of these tritones adds to the ominousness and sinister character of
the section as the violas play tremolos and
to the sinister, dark and Aunder wor lodHey 6 has

interval 6s disson%nt, Aunstable soundo:

It seems to have been designated a Adangerous
developed his system of hexachords, and with the introduction of BT as a

di atonic note [é] at muc h ktnhaemes aonmie fitDii naeb oal cugsu i
musicao (fAthe devil in musico). However [ é]

dangerous only in a vertical sense [é] (WhitH

The (historic) connection between the devil and the tritone in Western art music has
been so ingrained over centuries that it is almost safe to assume that most people
versed in the Western art music tradition 7 which, of course, includes a myriad of metal

songwritersi areawar e of this connestitoncofimet@ati oon

63 The musical representation of evil or the devil is not limited to the tritone as harmonic or melodic

interval alone. A good example of where a tritone between key-areas is used to depict the devil is

Charl es Gawstr{l@®pwhere Faust 6 s mareanis Fkneajor and Me phi st oph-el esbs |
areaisBmajori whi ch makes Me pehidsetvoiplh eilne smufstihc 0 .
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devil is especially valuable for film music and metal composers alike, as both these
groups of composers rely on the audienceos

interval, while audience members that are aware of the imbued connection may

perceive a deeperlayerof meaning in a song. The tritone
is central to the interval s regular occurr
metal songs.

Horizontal tritones are not necessarily perceived as less threatening, unsettling or
disturbing. A good example is the Jaws-excerpt (Figure 4.3). The unsettling, horrific
soundscape of the shark-attack scenes is not only created by timbre, attack,
articulation, semitone clashes or a semitone shuttle; the figure contains a series of
tritones (which | i ndicate with the |l etters fiao to f

in countless instances throughout the fil mdés

Lf
u
|

Figure 4.6: TritonesinJaws-scor e (AMain Titl eso)

Other examples of unsettling, disturbing or threatening horizontal tritones exemplify

the following:

1) Obscenity and the banal as captured in the theme song of the television series
South Park by the American band Primus: The juxtaposition of children as the main

characters and the obvious adult-themed topics they (crudely) discuss and comment

on is captured in the almost off-k e y , Ahillbillyd theme song
destabilising, oscillating Ahorizontal o trit
line.

2) The science fiction connection in the theme song of the television series The
Twilight Zone: The tritone in the theme song alludes to the otherworldly, supernatural,

horror-inspired content of the series (Murphy 2006).
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3) The devil in metal music: The tritone is prevalent in death metal, underlining and
exploiting the tritoneds associations with
features in other metal subgenres. The band Black Sabbath influences other bands

such as Venom, Metallica and Arch Enemy in terms of combining dark lyrical material
andamkh soundso such as, for exampl e, the t
sounds (Cope 2010:33, 40-41). Other Nightwish songs that have unresolved tritones
are AThe Phar aolOce8nbarn) s N & ©s s Canthirg Chihand d
ASI ayi mae atm€entuly Child, Cope 2010:124).%4

(@
—~

4.2.3 Chromatic lines

Semitone clashes produce a highly dissonant sound (see section 4.2.1). Descending
chromatic lines (Museme 3) add to the dissonance of the Introduction throughout the
section. These lines are played in different registers, by different instruments and are
aurally staged to sound as iIif they are fHeve
contrabassoon play chromatic runs at opposite ends of the register spectrum. These

runs are based on the chromatic figure which the piccolo plays:

o fheiehebs

()

Figure 4.7: Museme3a( AiThe Phantom of the Operao)

This chromatic figure sounds remarkably akin to the famous chromatic motif from the

song AThe Phantom of the Operaodoc by Andrew LI

64 Cope (2010) focuses on how other bands are influenced by the techniques and practices as

employed and made famous by Black Sabbath. Cope only focuses his research on examples from

Ni ght wi shés first phase, when their music exhibited
power metal. Also, Cope names the examples of Nightwish songs and songs by other bands in his most

informative book, but he does not supply detailed musical analyses (or the timecodes where the
phenomena he refers to, occur) to support his arguments.
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Figure 4.8: Thechr omati cally descending motif from
AThe Phantom o the Operabo

Both the chromatic lines in Figure 4.7 and 4.8 are in the same key, starting from D and
endingonB-f | at. I n AThe Phantom of the Ogaed ao,

the repeated ascending and descending (parallel) chromatic figures which the organ
plays, capture the horror as a mesmerised Christine willingly follows the Phantom to

his lair under the opera house inatrance-l i ke st at e. | n Addthar et al

descending line is not repeated and inverted on the same pitches. It is heard only in

descending form and is transformed to start and end on different pitches other than D

and also in different registers. Al timough

fnScaretaled and the horror connotations

t

€

Operao is very plausible, it is also possi bl

of the Operad may not be deli ber at dudetb n

the circus scene that is sketched in the Bridges and Ghost Dances later in the song.

The chromatic motif is developed in the Violin 1 line where the violins play

chromatically descending three-note figures:

(X Jdg

Figure 4.9: Museme 3b

What is particularly interesting about the Violin 1 line is that the three-note figures are

chromatically descending, but the line itself is chromatically ascending:

65 Copyright: The Really Useful Group, plc, 1986.
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3 Largo . = 166
T

I
——

Figure 4.10: The violind®® chromatic | ine in

The chromatically ascending line is constantly undermined by a counteracting
chromatically descending movement. The inherent friction and turmoil of the line is
exacerbated by the articulation of the ascending lines with interrupted linear
chromaticism on the part of Violin 2 and the violas. The tremolo and trilled strings notes
coupled with the harpdés rolled di minished ch
depict increasing tension and Afrenzyod as tF
change in dynamics from mezzo piano to fortissimo. Furthermore, the phrasing of the
triplets in bars 3-7 is indicated in the score as one slur per bar, i.e. two dotted crotchet
beats under one slur. The phrasing in bars 8-13 differs in the sense that every
repetition (or sequence) of the three-note motif is slurred in bars 8-10 and no groups
are slurred in bars 11-13 (see Figure 4.10). This placing of the slurs creates the illusion
of the patterns occurring faster each time towards the end, which in turn, suggests a
spiralling effect (as heard on the recording), thus underlining the feeling of being

trapped.

Another example where chromaticism is used to create tension, unease, discomfort

and the idea that something is brewing ben
Transformsod by DannnesirEthefl992 fiim BatmancReturfiseThis u
song shows many similarities with AScaretale

the song (ti2nmeX2od)e i0s00BPoi |t on a -pitehdda | poi
chromatic passages which the violins play. The very high pitch, articulation and attack

result in a squeaky, nervous anderratics ound. The i bac&ughragthoendo s o
Abanging noiseo and clicking, w-opoflteersong ound a
to the second part of the song that startsataround ti mecode 161106. The

66 As indicated in the score.
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erratic nature of the first section coupled with the thickening of the texture, as well as
the crescendo, suggests that something sinister is approaching or brewing beneath
the surface. Ak i n t oyetfeBaticachrematic Ifigu@s undermi@e mo v i n

the static pedal point and vice versa, creating friction and tension.

The pedal poi nt on C is perpetuated in the
Transformso) whil e t-pitehedvsixth-shiftstisat apelresponsible r vy h i ¢
for the chromati c, s e ar-w-break-gubof-itsB uhadbabloedd
of the section. It should be noted that the sustained tritone in the last two bars of the

excerpt adds to the tension and sinister sound:

0 | | . |
i ' L » 5  —— ™ —  ——
)%3 o o = o
| r L e
R e
b ¥ |5 o E=
I'IE;I,} o (e < o o
= - = = =
Figure 4.11: Transcription of the second section of Elfmands ASel i na

Tr ansf or mBabmarf Retums (1992)

This track underscores the scene where Selina transforms into Catwoman and the
high-pitched violins may be the musical equivalent of a cat(s). In this regard, the

descending semitone slides mimic the sound of a meowing cat.

Another example of the effect of the confluence of a pedal point, high-pitched sounds
and this time, with added voice-effects is the score of the 1995 film Village of the
Damned composed by John Carpenter (Brownrigg 2003:126). The opening scene of
the film is underscored by tflateChrematictstiirgs i ser 6
passagesp BhFothewi sed sounds and fAclickingbo
of an old movie projector, dictate the distorted, supernatural soundscape and
atmosphere of the underscore, while whispering children make the soundscape even

more sinister and otherworldly .  Fr i cti on bet ween the fAmoving
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effects and the pedal point create tension, similar to the way a pedal point and

chromatic |l ines create tension in AScaretal e

The unsettling, ominous and destabilising nature of chromatic passages makes them
very popular in especially horror film scores. The following film scores contain highly

chromatic sections (Brownrigg 2003:122-123):

1 Psycho (1960), directed by Alfred Hitchcock, music by Bernard Herrmann;
1 Piranha (1978), directed by Joe Dante, music by Pino Donaggio; and
1 Halloween (1978), directed by John Carpenter, music by John Carpenter.

The track AChez Odmdmy fSminc Kentebd iA mMSeri es of
is also very chromatic but, inthiscase,c hr omat i ci sm i s used to unNc
rather than an ominous brewing or rising to the surface. The use of chromaticism in

popular music is, of course, not limited to film music. Death metal, in particular, exploits

the dissonance and tension created by highly chromatic passages. An isolated

example is | nc ®nward ttoi Golgdtha aldud (Maarat 2016). The
chromaticism in AScaretalebébso Introduction
also the circus. An iconic example of chromaticlines i n circus musi c i s

of the Gl adiatlikh so by Julius Fu

Figure 4. 12: l ntroductory bars of AEntry of

Figure 4.13: Melody of oiEntry of the GI| adiat

67 The examples are excerpts from the solo cornet (in B) part. Copyright: Creative Commons Attribution-
NonCommercial 4.0.
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The chromatically descendi nlg below)rransfarnm ini Scar e
Verses (1) to (3) in terms of pitch and rhythm to serve as a constant reminder of where
the nightmare is set, namely in a dark circus. The transformed chromatic line is a motif

that lies at the core of the Verses:

Figure 4.14: Museme3ci The Versesd repeating chromati ca

A variety of instruments play this mot-if, wh
esqueo chromatically descending piccolo |ine
chromatic figures in the Introduction, the chromatic motif in the Verses, as well as the
timbre of the relevant instruments (the oboe, clarinet, Glockenspiel and certain
strings), create a link with a carnival or circus, although the rest of the musical
backdrop does not signify a circus, leading to the conclusion that the receiver/audience

is not at the actual circus or carnival yet.

4.2.4 The pedal point

AScaretaled is in D minor and the double ba
(Museme4, @A NoO escapeo0)intbhenintrodocton:it oni ¢ ( D

N
T

¢ sler]

I
»'——T. T =
I

Figure 4.15: Museme 41 The tonic pedal point on D

The piano switches from D to A(1) and plays a dominant pedal point on this A (starting
from around timecode 0615.50), while the fir
onE-f I at ( 3) at around timecode 0015.50. The

constant D(1) in the Introduction.

In Western music, the pedal point creates tension. The harmonic pedal point and the
bell tone are very popular devices in the creation of mounting tension in the music of

especially thriller or horror related films and television series, or war films as is the
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case with many of Wi lliam Al wynds s-smeenes. |t

moments.

However, a pedal point is not always a static anchor that creates tension (see Hatten
2012) . Robert Hatten argues thattiiomaspme ped
point is an active agent of friction that counteracts and impedes the motion of other
voices, causing them to Astruggle to emergec
a new dimension to the uncanny experience of the pedal point, in the sense that it is
not merely creating tension by remaining static, but rather that it is deliberately
counteract i ng to&stape madd by ethep voiwres such as the largely
chromatically rising violin figumegtsls.ahed Vi ol
pedal points cause friction as they-notet ogeth
figures, undermine the ascending lines in the Introduction, resulting in a feeling of

entrapment with no hope of escaping what is to come.

4. 2.5 Thphy Bbiéeéedren singingo trope

The fifth musemet hat <connotatively contributes to tF
sinister sound, as well as that of Lullaby (1) and Lullaby (2, part of the Epilogue) is not

a musical structur e, bures in manyiféms,om tdlevisionoimpp e 0t h :
literature and in music; namely,theso-cal | ed Acreepy chCreepy en si i
children singing n.d.). This trope usually involves a child or children singing a nursery

rhyme or a simple melody resembling a nursery rhyme or lullaby eeriness is typically
created when the receiver hears the chil doés
functions concurrently with a sinister backdrop that is either visually created (as in

films, theatre and television programmes) or described in words, as is the case with

literature involving this trope (Creepy children singing n.d. and Creepy c hi | dr eno's
lullabies that will give you nightmares n.d.).

The experience of this trope as uncanny may be seated in the notion that these songs

are, in many cases, familiar (see Freud 1919:1-2) to the receiver; familiar in terms of

childhood, childhood fears and childhood dreams. The songs (or even simply the

sound of a child or children singing an uncomplicated tune) may be familiar to the

receiver, but the way in which these songs or tunes are presented in specifically a

horror film context, leads the receiver to experience the sound as uncanny. The
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experience of this trope is further compounded by the other musemes in the museme
stacks were this trope is heard. These musemes, such as the tritone, semitone clash,
semitone shuttle, et cetera, is familiar to the receiver as horror and fear cues as they
connote horror films and scores where these type of cues are regularly used and

exploited to incite fear and horror.

4.2.5.1 ACreepy children singingo trope in h

This trope appearsinJawsés soundscape in a scene where
chil drenoés song AThe Muf fin Mano while oth
background, signify i ng a fAsafeo, Awhol esomed environme
s h ar knitene sheitle. The chi |l dds singing is fia distrac

a n x i and iyi©exactly this deliberate misdirection that imbuesthes eemi ngl y fis af
and fAcal mo scene with an underlying anxiety

audi ence) fAisense what i s adbotknowbaplpiemk b¥0

Chil drenbds voices, whether physpopularhotanly i mpl i
in film, but also in literature, music (popular and Western art music) and television
programmes. The i nstances of childrends voices in
to an additional | ayer of me annthetroductiot, he s on
Lullaby (1) and Lullaby (2) is, of course, not the only signifier or museme in the sections

where it occurs. Rather, it shares a concurrent textural space with other connotatively

significant musical structures and cues which differ from the Introduction to Lullaby (1)

to Lullaby (2). In all three these sections, although in different ways, the atmosphere

and soundscape are decidedly ominous and sinister.

One of the first films to featur ehusaddingi | dr en
a new dimension of darkness and eeriness to the already disturbing visual material, is
Al fred HitchcocklhasBirdswéhErlorcrhod dfrielnmsi ng ARI ¢

off-screen, while a flock of crows gather on a playground.®® The sceneod6s fAcree,|

88 Thesongds | yr i cs therSeottithdotke & ooy A The Wee Cooper 06 Fifebo
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i's implied by the birdsdé i mpendildegwhwill i nevi

play there soon.

Alternatively, in Children of the Corn (1984), children sing at key moments in the film
to signify that danger is nearby or that something horrible is about to happen, therefore
not unli ke t he 3awsaiInKhildren bféghe Comotheicliildrén mommit
murder through the pictures they draw; another subversion, | would suggest, of a
typically harmless and innocent childr ends acti vity. Stan Link
actually points to an absence of childhood in the sense that the fimusical imprint of
children is confined to wordless voices of children in a quasi-choral chant, sounding
mor e cul ti s h(LinkBM52)c e tWodkxaspied above show how children

can either feature as targets (The Birds) of evil or predators (Children of the Corn).

In A Nightmare on EIm Street (1984) children sing an adapted version of the popular
nursery rhyme AOn@hodao,HBue klehiMydr ends sin
of a nightmare scene as the filmds antagoni ¢
dreams. Furthermore, it links night time not only to physical darkness, but also to
darkness on other levels. Otherexa mpl es of fil m music where ch
are used to create a sinister or otherworldly setting are readily available on the internet.

These include:

1 Poltergeist( 1982, @ACarol Anneds Themeo) ;
1 DarkWater( 2005, Altsy Bitsy Spidero);
T AHoi sGoltochuePs ®© at es of the Car i(200)anch: At Wo
1 The Dark Knight Rises (2012, US National Anthem which boy soprano C.J.
Coyne sings).
The Acreepy children singingo t rimsgredfims very

as its inherently subversive nature adds a new level to the depth of eeriness and
darkness to the disturbing storylines in horror flms.Chi | dr end6s singing vc
limited to the horror-genre but are also used in some film scores by composer Danny
Elfman, most notably those of Scrooged (1988); Avengers: Age of Ultron (2015); the
Sleepy Hollow theme (1999); the theme of the animated situational comedy The
Simpsons; and the theme of the film Nightbreed (1990). The latter sees a difficult

passage whi ch hoihs®ngscunliké thersienpliétis unison melody heard
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|l ater in the main titles. The chil dr ®etds cho

Sematary (1989) sings a polyphonic passage with semitone clashes that is more

challenging than people generallyas soci ate with childrends sor
4. 2.5.2 Childrends voices in Nightwishdés son
As mentioned previously, the singing childre

dissonance, chromaticism and a pedal point), form part of a nightmare scene located
in the first two introductory sections of the song and one in the Epilogue. Nightwish
have other songs where a childrenbés choir ol

songs include:

The poem read by Sam Har dwishrkaster,2006)Dead Bo
Opening lines of ADaOrke, ZDBMEst of Wonder so (
Sung and spoken parts by Guy EIlIliott and
Poet and t heDarRRasstuRlay, 20D7);@nd

T The childrends choir in AStor yallifromee, A Gho
Imaginaerum album (2011).

The digitally altered (modulated) voice of Sam Hardwick appears in the spoken parts
of ABl ess Céntugg Chid)i lachad (in the AChristabel 0 se

B e a sCerdury(Child). In both these songs,Hard wi ckds voice is altere
ol der , creating an interesting sound, ti mbr
spoken parts includes references to themes

altered voice (but retained childlike timbre), may portray an adult with the imagination

and expectations of a child, thus alluding to the way Holopainen sometimes sees or
describes himself or inversely, a child Afor
experience as if he were an adult. By altering the sound of a young boy to that of an

adult, the Athe childdsod sonic identity is s
not merely symptomatic, but becomes the very site of the transformation from

i nnocence tandiothiswagtheichilgren inthesesongsfit el | about a
outside their 38®8)l do (Link 2010:

Furthermore, the childrends choir and boy so

Ai nnocentd quality to the songs which, wi t hi
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more mysterious and ominous, rat her t han p
childrends <choir gives the song a decidedly
inclusion of c¢childrends voices in some of N i

of a child. Childhood, innocence and the loss thereof are the central themes of

Hol opainends | yrics whi c hself-areatedeand ptogagatech e ar t ¢
mythology.

Hol opai nends descriptions of | ost innocence
features greatly in his lyrics. The Dead Boy

PoemoO on the banWishmast&.0ThedDea |IBbyuisna metaphor for

Holopainen himself (see Chapter 6.5.2) and may represent the loss of innocence and

t he 0 dfeckildhbod. Masically and lyrically, the Dead Boy is portrayed by a boy

or boy soprano of around 12 years of age (
Pendul umo) or a boy of the same age reading |
i n ADead Bonydd s TPhoeenfboeat and t he Pendul umo) .

Thi s trope can be found i n numer ous songs
(Wishmaster) ; ADead t oCentunyeChiltyo;r | dBe a(lut y céntuyhe Bea
Child) ; ARoma@nte) ¢i d@be( Poet a nbarkPasseonPag)n;d udl Tuhmd  (
Heart | ObDak®assiomBlay) ( and fAEscapi shatkPdssiomnus tr
Play) . The Dead Boy is also an integral part o

personal song inspired by the poem of the same title by Walt Whitman.

In AScaretal eod, the childrenods choir sings
Introduction (bars 1-1 3, t i me c0o6d2e8 00)6 0aOnod L u | 28 (binyecofel ) 1 n |
062180002 . 900) to add the Acreepy singing chilc
inthe first two sections of the song. I n the
welkk nown nursery rhyme ARi ng-soag, iRtally igninga Ro s e s (
touch of innocence and purity. Initially, the voices of the small children create a stark

contrast to the semitone clash, an agent of friction in the form of a pedal point and
Atrappedo chromatic violin figures, as i f t
place at the wrong time. At first, the inclusion of their voices may be argued to be a

Asofteningd or Aweakeningo of the concurrent
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The singing children may serve as a warning, signalling to the receiver that something

otherworldly and/or evil is approaching, similar to their role in The Birds, Children of

the Corn or Jaws. I n AScaretaleo, the chil drefeontés voi
as fAmaino figures or to the side where they
but temporarily out of harmbés way. Their pl
sound fAin the mixo with other souirmespheri t hi n
of unsettling and disturbing sounds, where they actively take part in creating the

eeriness. This eeriness is twofold as the children are either part of that which is euvil

(like in Children of the Corn) or ambiguous by otherworldly knowledge of something

At hat i nnocence cannot knowo, keeping it a n

the receiver in danger.

ARi ng a Ring 06 Roses0oO may also connote the
the Black Plague and its victims. Although the theory of a link between the rhyme and

the Black Death is now debunked (see Wilde 2016; Roud 2010), the connection

between the rhyme and the plague may very well still exist in popular consciousness,
possibly including receivergdgldrenési tdhot 006§s
delivery of this nursery rhyme in AScaretale
in such a way that it sounds controlled and measured and stripped of childlike freedom

and playfulness. The high level of reverb creates an echo effect and this, coupled with

the mechanical delivery of the rhyme gives it a spooky, supernatural sound.
4.3 Lullaby (1)

Lullaby (1), is also set in 6/8 time (see Table 4.1), this time clearly connoting and

mimicking a lullaby. A homophonic texturewher e t he chil drendés choir
replaces the intense dissonance and rich, thick, polyphonic texture of the Introduction.

The two key features of Lullaby (1) are the
of the harp.

4. 3.1 The Acmeeipygichgd dreope

A wordless lullaby which the Glockenspiel doubles, replaces the nursery rhyme of the

Introduction:
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Figure 4.16: Transcribed first eight bars of
21, timecO0dd500)288 heard on the al bum

The melody in Figure 4.16 is simple: the children sing it in unison and it does not have

chall enging or | arge interval j umps. Outsid
melody could very easily have been a soothing, relaxing bedtime-s ong. I n fiScar e
this melody is doubled by the Glockenspiel (simultaneously signifying an industrial

sound and mimicking a music box) and is interjected with harp arpeggios. Similar to

the appearance of 0ATh dawdl(see bection 4 &.h)oit isianif t he
the music of Lullaby (1) T harp arpeggios, music box, children singingi idel i ber at el
|l ooks away as tragedy approacheso (see Link
it appears complicates and undermines the seeming innocence of the wordless lullaby.

The seeming innocence of these sounds are a smokescreen as added reverb creates
depth/distance from the sound source (children) within the textural space of the
recording, giving it a far i asweanygwhicliviaroshels o wi s h o
immediatelyat t he conclusion of the section. I n Lu

of the vocal melody is not merely a sonic amplification of the melody. The mechanical,

automatic connotations surrounding the deliyv
boxYagai n adds a measured, mechanical air to t
of the lullaby further alienates it from chi

rather than a childrendés sChirgn ofithedCors.iThei | ar t
sound mani pul ati on, wordl essness o f t he Achar
performance associated with the connoted music box and its influence on and
connection with the childtekée bhBumbabyaaobdbomh
an otherworldly, supernatural sound and feel in the section. This ultimately leads to a

feeling of unsettling discomfort and unease.
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4.3.2 Harp

The harp plays arpeggio-like fragments in Lullaby (1). This instrument has
connotations with the heavenly, angels and healing(seeChapter 7. 4. 1) . I n
these fibeautifuld connotations are shlbvenoted
and nYheased effects. Danny EI fman uses the h
track fAThe Book! /Bé&tejuiteu(a comeslys horro sountdttaak. The

harp arpeggios in this song sound especially uncanny since they are based on two

tritone intervals indicated with brackets:

e 1T

(EESSS

Figure 4.17: Two tritones in the harp arpeg:(¢

AfThe Book!/ Obituariesbo

Besides the sound effects and mechanical aspects of the section, another striking

feature of Lullaby (1) is its harmonic structure. Contrary to the harmonic structure of

the Introduction, it is not based on pedal points. The chord progression in bars 21-25

or ti mecodéd 5 B A@YI-iIR i@ reminiscent of i-VI-llI-YWII, a common
progression that signifies fAhi @gh(RahROA2n&t and e
is popular with film music composers such as Howard Shore and Hans Zimmer.

Zi mmer is one of Hol opainenés favourite fil
plausible that the i-1lI-YVII-i chord progression in the Lullaby was inspired by the work

of Zimmer.

Al t hough the harmonic structure of Lullaby (
progression, it should be clearly noted that instrumentation, orchestration and
articulation play a deciding role in the perception or experience of chord progressions
by the receiver (listener). In this regard, the role of articulation and instrumentation in
Lullaby (1) in the construction of meaning in the section, can be examined by means
of T ahgpotidesical substitution. The orchestration of Lullaby (1) ensures that the
section is al most devoid of Adramao as one
instruments play in this section and articulation plays a major role in the overall sound

effect and texture. If the staccato and pizzicato articulation were changed to include
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exclusively long bowed notes or notes played for their full value, the texture would
become denser. As seen from the table above, the selected instruments are primarily
low-pitched instruments, except for the Glockenspiel and harp. If these instruments

were substituted with high-pitched instruments that play in top registers, the soothing

nature and nightt i me associations of the Lull aby (e«
sounding low-pi t ched i nstruments) mighd wvedmasigentof
original.

The sound and atmosphere of the Introduction and Lullaby (1) are created by a
combinati on of r amru ssoch es thefisemitone clash and shuttle,

chromatic lines and children singing, a pedal point and bell tones, as well as eerie

sound effects. Certain instrumentsodé articul
ti mpani and violas6 tremol os) comiciuees O wit ©h
connote the anguish, terror and horror brought on by the nightmare sequence. When

these sections of the song are considered in
a hypothetical audience, the soundscape pulls the audience or receiver(s) into the

dark, sinister world of the nightmare, with the music suggesting that both it and the

receiver are trapped. The fAcreepy children s
serve a dual purpose as a prophetic forewarn
cueso were heard already in the intastoduct o
Adi stractingo the audience, causing the rece

Here, the receiver is helpless; however, in a live performance setting, the role and

experience of the receiver may be completely different.

In this setting,the i h o fcrueers © and connotations are stild/l
receiver(s), but this time around it is a shared experience in a safety-in-numbers
setting. As seen in video recordings of the of the song, some audience members
capture the spectacle on their mobile phones, while others move their arms and
bodies, dancing to the sounds of the horror-circus. Here, the receiver can either
document the spectacle through a camera lens (limiting movement and creating
distance between the transmitter, receiver and other receivers) or participate in the

communal subversive Acel ebrationo in the fac
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4.4 The Themes

The typical swinging or rocking motion creat
abruptly interrupted by the faster paced Theme (1) in 4/4 time. The harmonic structure
of the first four bars of Them#éll-YlL¢hord s | oo
structure mentioned previously, and this time the instrumentation, orchestration and
articulation play acentralroleinma ki ng t he Themes sound fAepico
of Theme (1) the Ill chord is excluded and the VI chord is altered to VI® in order to
create a motion between D-D-C-D (i-VI®-YVII-i) in the bassline. The main theme

repeats five times in five respective sub-sections, namely Theme (1)-(5):

Figure 4.18: Main theme of Themes (1)-(5)

Although the tempo, home key and time signature stays the same, each new entry of

the theme has unique characteristics with regard to orchestration, voicing, harmony,
textureand articulation. The adult choir replac
plays a central role in creating different 7
electric guitar join in, in Theme (2).%° The drum kit plays hard-hitting, clashing crash

cymbals in Theme (3) while the downtuned electric bass guitar plays a very low A.

From Theme (4) all the band instruments are heard. The already dense texture is

further thickened by double bass/kick drumming (basic pattern consisting of two

groups of four semiquavers each), which also palpably increases the surface rate to
signify heightened tension, increased urgenc
the syncopated main melodic theme.

The double bass drumming and entrance of the distorted electric guitar create a dense
texture, making the relevant Themes sound
Themes section as a whole has a more fdepi

Introduction and Lullaby (1). Themes (2)-(5) contain tonicisations of F minor, C minor

69 Distortion/overdrive is an example of a special sound effect.
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and A minor (see Table 4.1). In terms of the home key D minor, these tonicised key
areas are related in the sense that their tonics are thirds apart:

. Min 3rd
A Min 3rd #
'I\:“ 1 I o [® ]
Y O [&]
L L
Maj 3rd

Figure 4.19: Third relations between home key and tonicised key areas

The third relations between the tonicised key areas are significant.”® In neo-
Riemannian theory, the relation between D minor and F minor is a RP-transformation;
between F minor and A minor is a PL-transformation, and between A minor and C
minor is a RP-transformation. The different types of third relations within the system
have different connotations as certain relations are more remote than others. In this
regard, the third relations here (RP-transformations and one PL-transformation) are

more remote transformations and therefore possibly connote the uncanny.

The pitches D-F-A-C also spell a D minor seventh chord, further underlining the

instability and dissonance of the section at a structural level. The tonicised F, A and C

mi nor chords can be connect edll-YVd-i)ihthesenBee pi ¢ 0
that the F minor chord is iii (with a lowered third on A-flat), C minor is VII with a lowered

third and A minor is a natural dominant chord (without leading tone). In these
instances, the | owered third gives the HfAepi

Themes section concludes just as abruptly as it started.

4.5 The Verses

Link Theme (1) announces the start of the Verses-section. The choir is completely
absent now and only a few orchestral instruments (low-pitched percussion and low-
pitched instruments such as the bass clarinet, bassoon, violas, celli and double
basses) play. The keyboard, voiced to sound like a harpsichord, plays the melody. The
receptionoftheB-secti on of the song (6306 42%x.r6sce)s,, dea pres

“Neo-Ri emanni an theory is a collection of ideas based
1998:167, 170-172). It plays a central role in the work of, for example, David Lewin and Richard Cohn.
An example of a popular music scholar that employs the neo-Riemannian system is Guy Capuzzo.
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on the lyrics, Ol zonds vocal cost ume, sound
semiotic properties that connote horror and the uncanny synchronically and

diachronically.

451Thel yrics and Anette Ol zonds vocal <cost ume

The lyrics of Verses (1) and (2) further underline the circus connection, together with
the fact that the audience s not at the fima

Once upon a time in a daymare

Dying to meet you, little child, enter enter this sideshow

Time for bed the cradle still rocks

13 chimes on a dead man's clock, tick-tock, tick-tock, tick-tock

The bride will lure you, cook you, eat you

Your dear innocence boiled to feed the evil in need of fear
Burning farms and squealing pigs

A pool of snakes to swim with, oh sweet poison bite me bite me

Il n this scene, the soundscape transports the
witch-like individual (as portrayed by Anette Olzon) sings about a subversive sideshow

where an innocent child will be boTheideh t o de
of a circus or carnival was already alluded to in the initial bars of the Introduction by

means of chromatic figures ansugepsahmtdrghifd,s. The
ghostly mani festations are not deterred by
safety is challenged and nullified: the terrifying nightmare cannot be escaped even

when the sun rises, as it is very comfortable haunting the poor victim in broad daylight.

The subversive use of daytime, something that should be safe and comforting, is

reminiscent of the nursery rhyme in the Introduction and the decidedly eerie air lent to

the melody of Lullaby (1).

The lyrics contain overt horror images, terror and superstition (the number 13 being
linked to bad luck). The sideshow is also associated with a bearded woman and a

1AL Il yrics quoted in this analysis werlLgicsr2@lb)r i eved fr
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snake eater (as seen in footage from the Imaginaerum film), as these characters add

shock-value and grotesque entertainment to the carnival or circus. It is unlikely that it

is a source of inspiration for this section
of the Operad motif in the I ntroduction an
Nevertheless, it is interestingtonote t hat Er i k, al so known as

Oper ao, in Gaston Lerouxd6s novel of the same
in sideshows) as the fAliving corpseo in fai
(Leroux [1911] 1987:345).72

Verse3)occurs | ater in the ARecapitul ationo se
recapitulation of the Themes in the shape of Themes (6)-(8). Verse (3) has the same
chromatically descending theme as Verse (1)-(2, see Figure 4.14) and Olzon sings it

in the same character singing, musical theatre-esque style as she did in in Verses (1)-

(2). The lyrics are:

Horde of spiders, closet tentacles

Laughing harpies with their talons ripping, sher-chrisss, per-vizzz

The pendulum still sways for you

Such are the darks here to show you, child in a corner, fallen mirrors, all

kingdom in cinders

Verse (3)6s | yr i-nducind ercaumter lvith spiderst amd another
version (also mythological in origin) of the femme fatale image, namely laughing
harpies with sharp, scratching talons; their ripping sound is mimicked by Olzon as she
sings the -ohosssdper-vii zlvezro while sliding from he

beginning of both words into her higher vocal register at the end of both words.”®

The |l ine AThe pendul um stil!] sways for youo
of Nightwishoés 2007 song AThe Poet and the |
Ashow you, child in a corner, fall enicallyi rror s
supported by the orchestrabés strings and the

accents on these words and their associated fantastical and horror connotations.

72 The novel was originally published in 1911 by Grosset & Dunlap, New York.

78 Harpies are mythological bird-like women or fi ¢ e n-tika heasts withwings6 ( Col eman. 2011: 45
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A[C]lhild in a cornero has obvious cammecti ot
The Afallen mirrorso have both fantasy and s
mirror in the fairy tale fASnow Whiteo and a
brings about seven years of bad luck. Both these connotations have negative

associations: one with a wicked and vain stepmother and the other, with misfortune.

The Verseso |lyrics have clear ties with fant
fairy tale i even more horrific than many of the original versions of some famous fairy

tal es. Further mor e, the connotations associ
happiness, future possibilities, hope and e\
as a blood-thirsty femme fatale. The stereotypical relationship between a woman and

a child is also challenged and subversively presented. Stereotypically, a woman is

seen as a caregiver and nurturer of small children, but conversely a woman is the

hypot heti cal chil dés greatest t hreaihgai n t hi
heightened feeling of tension and helplessness in the receiver/audience. Although

references to both a bride and a femme fatale are made in some Nightwish lyrics,

these two themes are not directly linked in other Nightwish songs.”

Another instance where a chromatic line has a definitive purpose is where Olzon sings
the word Adaymareo in Verse (1). At this po
descending motif serves as a highly ironic counter-melody to the vocal line which
Olzon sings and it is indicated in the score that this chromatic motif (see Figure 4.14)
should be played Acomedically sweeto. At thi
descends with chromatic inflections. The seemingly sweet and joking descending line
is in direct cont r ast to the dark picture painted by
delivery of the countermelody actively intensifies the horror, instead of undermining it.
Ol zondés delivery of the vocal mel ody and |

experience and reception of the Verses.

“This is not the only instance in Nightwishds (Hol oy

femme fatal. I n fact, the trope of fithe sireno featu

phase songs suchas i E| v e nAngelsrall Fist); i Th e SOnceg it Wi § h maWigthmastér); (

iDeep Sil en Wishinastep;! eadred fHGEreo sStcQmire) Songé with references to either

a bride or a Abridal bedod are fANight wi shoAndelsBa® 6 de mon

First) ; A She iWdshnmaster)S;i nadhd A Whoever [BnkPasgpePlayhe Ni ght o (
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When Ol zonbés vocal approach in AScaretaleo
delivery of the fantasy ballad ATurn Loose t
coupled with comfortable and style-sensitive slides between pitches in the jazz
i nspired song fiSI| owhard-bitiing seSGibneafsbnges u @lv eans i MS o0 n ¢
of Mysel f o, AlLast Ride of the Dayo or AStor
uni que approach to AScaretal eo. ,distever- she ¢
exaggerated Ascoopso between certain melody
slides occur between main pitches. These chromatic slides also underline the
perceived cruelty of her persona in this song and her harshness is demonstrated
through screeching and cackling in other | ines
in pitch brought about by chromatic slides also inspire unease and discomfort in the

receiver.

Her Ascoopingo technique to suggest chr oma
descending |lines that occur throughout #AScar ¢
the song. She incorporates a very Athroatyo

following examples) that creates a scary and ominous sound, for example:

I Arimetomeetyou | ater o; and
T ASqueaidgsd ng

She usesopianngo to p ai suth as ¢he wsaending and rthers
descending intervals on the word fisqueal i ngc¢
and slightly nasal timbre to imitate the squealing sound made by a pig. Another factor

that adds to the sound of Verses (1) to (3) is the manipulation of her vocal lines by

means of echo/delay effects. Reverb is added to the percussion instruments in the

eight-bar Riff (3) between Verses (1) and (2) to create depth/distan ce. Ol zondés vo
in the Verses ar e auandclenyt rsetda, g ebdu tt ot hbee andf dreodn
her voice also creates the idea of distance
level of reverb) tend to create the idea of being further away than fAdryer 0o sol
(sounds with a | ower tyettval oopl aeeemeb}). oThiher
supports the idea that this is not the main

horror scene that is to come.
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At the end of Verse (2, around ti mecod @4 B.608&).,100l zon repea
Abite me, bite meod and these bars serve as a
(2). It is clearly audible on the recording that her voice is digitally altered by means of

a repeat echo delay. The sound and atmosphere of the short link is achieved through

the sound modulation (flanger/phaser) of the accompanying instruments
(approximately 1000 Herz) and a midrange fre
t he words fAbite meneit(satiered). Gtddiowwrgatetl soend dffectss t  t |
have, according to both Philip Tagg and Allan F. Moore, a direct effect on the
aesthetics of a song or section. The digital
accompaniment in these bars create an eerie, ominous, post-human and otherworldly

sound and atmosphere. The repeated fAechoeyo
highlight the feeling of being trapped in the nightmare i a feeling/image that is created
throughout HAScaretal eo03 (Tahreo wcrnodh ctliuBedoddd e 69 GV
has a short four-bar link with clearly audible sound manipulations and effects, similar

to the effects found in the link at the end of Verse (2).

Ol zondés vocals in the Verses ar glyrdserhblew er ed i
character singing which, in turn, is associated with musical theatre where special
attention is given to diction, timbre and timbre changes. The addition of musical theatre
style singing further strengt hentbat carhle bandé
described as theatrical. Furthermore, it supports the fantasy themes that dominate
Imaginaerumés | yri cal content and it speaks to tl
back to Hol opai nerhedesmusical theatreeelemdntg, as welb as the
circus music elements found in other parts o
and genre boundaries beyond film score, exotic (Celtic and Arabian), power metal
elements and sound palette, which ultimately contribute to symphonic metal in its

entirety.

4.5.2 Pedal point

Link Theme (1), Riff (1), Riff (2);2.L3i6nkdoThe
and 380BA.1160) are based on a tonic pedal poi

75 Examples o f

such
Garde@nmnse);abd 0

S gs ar Angel &dll Eissty 1 S a 5 g @peanban); i De a d
Hi er Obce)an Hopeo (
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pedal point is not scored in the Link Themes. These sections can collectively be

regarded as a transitional section where the orchestra moves to the background to

make room for the prominence of the band.
attention is on the distorted sound of the downtuned electric guitar. Here, the distorted

electric guitar sound captures the darkness of the nightmare, making the soundscape
evenmorebass-l aden, anchored and Atrappedo. Added

in Riff (2) gives it a metallic, industrial sound, thus creating a link with the

Gl ockenspields metallic, industrial sound in
serve to prepare a new setting in the nightn
Olzon.

4.5.3 Semitone

The semitone shuttle between D and E-flat indicates that the regularity (albeit
syncopated) and fAepicnesso of the Themes i
establishes a connection with the Jaws theme (see Figure 4.2) and creates a link with

t he foesegtuabelntroduction:

Figure 4.20: Excerpt of the Link Themes melody

The semitone shuttle occurs over an aurally suggested pedal point in both the Link

Themes, although the pedal point is not literally visible in the score. Even though the

pitches and oscillation pattern are the same, the reception of the Jaws-theme and Link

Themes melody is decidedly different. Besides the obvious difference in register 1 the

hi gher of the two pr e#s themaobtlobyioub iafiuant@l facters s fnda
are rhythm, tempo, attack and instrumentation. The Jaws theme suggests the

movement of an unseen danger approaching, as the semitone shuttle begins slowly

with aupdolwawi ng motion where the Adowno (E)

l onger than the fAupo (F).

As the tempo increases the initial uneven duration of the quavers are evened out and
the attack of the shuttle becomes more agiteé

of the shuttle in the Link Themes stays constant and the sound of the quavers and
122



semi quavers are fAevenly spacedo from the star
much | ess fs clawsyhemet butatms doeb aot imply that it does not
communicate its own brand of uneasiness. With the absence of the other musical
factors that gave rise to the unsettling feeling and sinister soundscape of the
Introduction, the semitone shuttles in the Link Themes sound less ominous, but their
oscillating, unstable nature hints at an inherent uneasiness and restlessness in the
Links. The most striking feature of the semitone shuttle in the Link Themes is the
instrument on which the shuttle melody is played, namely the harpsichord i another

factor that suggests that the Link Themes are anything but ordinary.

4.5.4 Harpsichord

The harpsichord feature s i n numer ous met al songs; for e
Bel ongo by Peccat um, Dark Moorés fAEternityo
these three songs, the harpsichord connotes
harpsichord features in many uploadson YouTube as the main inst

songs about hauntings or vampires, very similar to the type of songs that feature the
organ.’® 77 7® These kinds of songs oftentimes mimic characteristics of Baroque music
and its use in the examples couldconnot e fAan earlierd or fAanot he
Ti meso fr dheOthér® ,f iallmng with the Amysteryo (

conspiracy theories) that many people ascribe to moments in history.

The harpsichord also features in film music. An example of a film score track where

its sound is used to connote fidarknesso and
AEnter the Family/ Sand Wor BeetRjuigenTde ariginelr om t h
score is also composed by Danny Elfman, a composer whose work may have
influenced AScaretaled (see sections 4. 2.3,
1991 film The Addams Family (music by Marc Shaiman) features the harpsichord to
support t he -divem(thdugh,comedic) ptooof the film. In the score of the

dark comedy Le mony Snicketds A Ser i @04),admposenf or t ur

76 https://lwww.youtube.com/watch?v=kOPxmgKI7Yc
77 https:/lwww.youtube.com/watch?v=GbeOJU2Scag

8 https://www.youtube.com/watch?v=JCK1KVsfopk
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https://www.youtube.com/watch?v=kOPxmqKl7Yc
https://www.youtube.com/watch?v=GbeOJU2Scag
https://www.youtube.com/watch?v=JCK1KVsfopk

Thomas Newman uses the harpsichord sound to
the track while the instrument provides a
vampires or a vampire inthe waltz-l i ke accompani ment in the ro
Party®drfamo B8t ok e r(1®32; nidgicaby Wdjciach Kilar).

When the instrumentation of fiScaretaleo is ¢
the harpsichord instead of the almost expected Hammond or fairground organ, adds
an interesting sound quality to the circus-themed song.”® The harpsichord sound
features significantly in the Link Themes and later in the Ghost Dances. The
harpsichord sound is produced by a digital keyboard that could easily have produced
the organ sound, thus leading to the conclusion that the harpsichord may have been

chosen for i1its unique soundOds connotative pr

The harpsichord typically signifies another time, another place, through its ties with

Baroque music. It sometimes transports the receiver to earlier times in history as its

sound is intimately associated with the Barc
with horror, darkness and vampires entaygl edt al
and horror, since the harpsichord is used as

or vampire-themed songs. In this way, the subversive Circus of Death is further linked

with horror and the otherworldly (or rather, underworldly). Furthermore, the

instrument s al most Ametallicd tone may be
metallic sounds throughout AScaretal eod. The
signify atype of belks ound whi c h, i n turn, could connot e

Agreayardo.

455 Tritone

Besides the distorted sound of the electric guitar, another very prominent feature of
Ri ff (2, ti-hé8ade R61Bh@0stringso6 saxatchoed b

and pizzicato patterns. These patterns highlight the tension between the semitone A-

79 A barrel organ plays unaccompanied at the end of the Epilogue.
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flat and A-natural, respectively representative of the diminished and perfect fifth
intervals above D:

12Z. ’_|

B

L < —— — I ——
o

Figure 4.21: Diminished fifth and perfect fifth pattern

The diminished fifth interval between D and A-flat (indicated with a bracket in Figure

4.26) is an enharmonic translation of D to G-sharp and possesses the characteristic
tritone sound, making the sound of Riff (2)
temporary but f | eet i nigplaton, thdnbtes/Afilgti A-ndtueali A-0 st a't
flat (AT-AY-AT) may also reflect the alteration in key between D minor and F minor that

occurs at pivotal moments in the song. The RP-transformation between D minor and

F minor signifies the uncanny and the otherworldly, magical (see Webster 2009:239-

240) or fantastical as it cyddrsn oNoensd,r oaurso NAp rd te
AHedwi gds ThemeodHairn yt hPeo t220e0r1 afnidl mt B® Phi | 0s o

A tritone appears in the melody of the three Verses which | demonstrate below with

the lyrics at the beginning of Verse (1):

P A 1 — = I

Once u - pon a time in a day-mare

Figure 4.22: Tritone in the melody of the Verses

This melody has a similar turn on #Zl-?-él (G-sharp-E-F) t o the mel ody of

T h e m&-&-B{G-C-B-A-sharp-F-sharp-G) where the #zf- 2/'- 3/; turn is on A-sharp-F-
sharp-G (A#-F§-G).

8%0Jamie Lynn Webster cites the inclusion of a celeste
Themed as key connotative features to respectively <c
(2009:507).
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4.6 The Bridges and Ghost Dances

The Bridges can be hedadld7 .a20 ta mk ctoldee t3HOrde2e 8@
ti mecode5®38.88d.0 The Br i dg ecan ba weahtified by thet Danc

following melodic themes and motifs as found

Table 4.2: The themes and motifs in the Bridges and Ghost Dances

Section Melodic theme or motif

Bridge (1)

Bridge (2) . o
e e
@" X ll;n& 4 d 7 I 4 ¥y 1 I
)

Ghost Dance (1)8! e ~ -

Ghost Dance (2)

3]
Ghost Dance (3) AL P —
D] | ! T

As shown in Table 4.3, the two Bridges are in D minor and B-flat minor respectively,
while the Ghost Dances have a ternary form structure with Ghost Dances (1) and (3)

in B-flat minor and Ghost Dance (2) in G minor.

81 Ghost Dance (1) and (3) has the same melody (theme) as the Verse (1) to (3).
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