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Abstract

In the performance arts it is now almost de rigueur for arts makers to include many media in what was once a single, or at most dual media work; this is in part due to computing power being more available and software interfaces becoming more transparent and standardized. For the arts maker it is now possible to develop works in a media outside their training. This is especially so in computer based music, where a choreographer, actor or fine artist, for example, has access to equipment that allows them to create fully realized musical works.  

The product of this process is often of varying quality; the most successful works offer a developmental process and consequent result that expands the musical oeuvre. One reason for this success is that the musical works are often created as an adjunct to a work primarily expressed through another medium. Another reason is that the compositional processes used are that of another medium and there is rarely a more than intuitive understanding of typical music composition practices. 

This paper discusses aspects of poly-media art making and the possible reasons for the development of successful works. It then explores the processes used in collaboratively developing the works of three choreographers and computer-based composers and the resulting music. 

1
Introduction
"Poly-Media" is a term I have chosen to create a distinction from "Multi-Media". Here poly-media art making is considered as a collaborative system in which all collaborators, such as composers, video artists, choreographers, actors and writers contribute to the final product by interacting collaboratively throughout the development process to the eventual presentation of the work. This system is distinct from a "multi-media" approach where the different aspects may be developed independently and the marshaled towards the end of the development process. 

I am taking collaborative processes between composers and choreographers as the models discussed here.  Both music and dance share significant commonalities:  they are expressed over time; they are primarily performance arts practices; and most importantly, they share gesture as one of their fundamental processes, in music, it is a sonic gesture, in dance, it is a visual gesture. The most common and obvious instance of this relationship between the sonic and visual gestures of dance and music is the orchestral conductor, who uses visual gestures to guide sonic gestures. 

Choreography and music composition have many areas in common; the three areas discussed in this paper are Space, Time and Gesture, each of these attributes is discussed in greater detail later in the paper. Musical, or sonic, space may be considered as having two aspects, pitch and time. A subset is a of these two aspects, timbre, being a result of frequency interaction over very small time periods, and dynamic range is usually based on relations, developed and perceived over time, in amplitude between sounds within the performance of a piece.

Pitch space is usually considered as occupying a vertical dimension, it can be higher or lower; and time is usually considered in terms of the duration of either sound or silence. When these two aspects, sonic motion and time, combine they form a musical gesture.  



Figure 1. A Musical Gesture

For the perceiver, gesture in musical space exists because of an accepted set of paradigms. For example, when air pressure oscillates at many oscillations per second we interpret that as a 'higher' pitch than air pressure oscillation at fewer oscillations per second. This paradigm creates the illusion of a vertical space.

In dance, the gesture is made up of visual, rather than sonic, motion in a horizontal, not vertical, space. This horizontal space is the performance area as seen from an audience perspective. Duration, to borrow a term used earlier in describing the musical gesture, is the time a performer takes to traverse that horizontal space, and gesture is, again, the integration of the two. 

Laying the illustration above flat gives an indication of a dance gesture. Instead of moving the virtual vertical space of pitch, the dancer traverses the dancer moves in a horizontal space over time.


Figure 2. A Dance Gesture

These traditional boundaries may define and separate performance arts practices are blurring in current performance art making. One of the main contributors to this is the growing prevalence of computer technology in the performance arts. This relatively new device allows artists to develop a communally known, at least at the surface, fulcrum from which collaborations may develop.

2
Collaboration 

Many forms of art making is now reliant on, or at least heavily influenced by, computer technology. Authors use MSWord, choreographers use animation programs such as Poser or Life Forms, visual artists use Photoshop, film-makers use Final Cut Pro, music composers and performers use Logic, to name just a few of the softwares available. 

The computer is an increasingly affordable instrument, at least within this social context. It offers an extraordinary degree of apparent facility to be expressed, and it allows an unprecedented integration and combination of artistic media. This integration is developing from a 'multi-media' phase, where different arts practitioners are coincidental in the creative process, to a phase where works are created with all aspects of the different media used being generated in concert. This process is often based on an ongoing collaborative system, where all parties work together as a troupe, or a system where all parties remain in close creative contact throughout the development process. The aesthetic underlying this generative model is based on an understanding, either spoken or not, that the collaborators are at least knowledgeable in and have an investment in, a variety of fields.

This knowledge is a result of the collaborators developing a significant bank of experience as an audience, or as a practitioner, in a variety of creative styles. For example, a musician may be required to perform in a dance or dramatic work, a director may comment on a musical work, or a composer may comment on and influence the development of a filmic work. These are examples of a poly-media creative process; these comments are valued by the participants when creating the work both a critical and in a creative sense. A public example of this process is Critical Mass, presented on the ABC Television on Sunday afternoons. Here arts journalists and practitioners in differing art forms engage in critical discourse on recent performances or presentations, even though the performance or presentation may not be in their personal field of expertise. 

An example of a work using multi-media is Gauguin: A Synthetic Life, a dramatic work performed by Chamber Made Opera at the Fairfax Studio in Melbourne 2000. In performance, the visual aspect was, in my opinion, confused and lacked the power, or beauty, that both the set and video images contained individually. For example; conflicting colors and shapes were used, in some instances the image was projected onto two or more set shapes, resulting in confused focusing and distorted images, and occasionally the blend of colors between the video image and set resulted in an unexpected and incongruent color being seen. This was a result of the participating set, video designers not collaborating through regular, and frequent discussion to explore the effect of the physical space and its colors used on the projected image and vice-versa.
Opposing this is the presentation of Scenes of the Future from the Past, performed by NYID (Not Yet It's Difficult) at the Office Space Car Park, Melbourne, in 2001. Here continual dialogue between the director, set and lighting designer, video maker, actors and others other involved in aesthetic decisions, gave a close integration of each of those elements. This process produced a poly-media work, where the impact and value of each element was dependent on its integration in the whole.   

Rice Paddies, performed as part of the Melbourne International Festival in 2001, is another example of the interactive and collaborative process. Here a single idea, 'put a rice paddy in an urban setting', was the generator of any text, movement, music, sound effects, set, costumes and props. The work was developed through discussions with the set designer, composer, director and the instigator. In these discussions possible ideas relating to the social, political, and artistic resonance of installing 'a rice paddy in an urban space' were explored and selected for development or discarded. After a broad framework was devised, actors and musicians were introduced and a similar process was carried out. From the resulting conversations performance concepts were developed and finally rehearsed, re-appraised and then presented in performance.

The collaborative systems considered above range from exclusive to inclusive. The results of such processes have a profound effect on the audience, ranging from a performance where the audience's exclusive role is to view it, to a performance where the audience interacts fully with the performance. These effects are a result of the authoring process.

3
Space

Unlike the static arts, where continuous review is available to the perceiver, performance arts are rooted in time; therefore, they rely on the memory of the perceiver in their expression.  Within this frame, the dance and installation arts provide a link between purely static, or visually based, arts and the purely temporal, or narrative based, arts. Installation type presentations involve motion (by the perceiver), are (usually) non-textual, and are technology based, be that technology mechanical or electronic. Dance performances involve motion (by the performer), are (usually) non-textual, and are human based. These, very general, areas of possible convergence offer a link between the static and temporal arts. Of course, the definitions static and temporal are blurring rapidly as the development of poly-media presentation evolves and various art forms converge, perhaps to engender new, or at least fresh, modes and methods of artistic expression. 

The diagram below offers an indicator of the overlaps between the purely static and the purely temporal arts. 


	Visual based (Perceivable instantaneously or at the viewer's discretion)
	Narrative based (Perceivable only at the creator's/interpreter's discretion)


Figure 3. Overlaps between static and temporal arts

Within the headings "static" and "temporal" exist the corresponding areas "literal/textual" and 'non-literal/non-textual". Literal/textual arts, such as painting or, for the most part, drama, prescribe the perception of the work to a high degree.  The use of a denotative system such as language or representational visuals outlines for the perceiver the context of the expression quite definitively. For example, it is difficult to believe that Hamlet is not the King of Denmark, Shakespeare tells us that he is, or that Vermeer's "Head of a Girl" is not just that. Any further interpretation is made within the framework prescribed by the author. When the author uses such a well-known and apparently intuitive system the role of memory in perception is contained, no longer requiring the perceiver to interpret outside of the denotations prescribed in the work. 

On the other hand, non-literal/non-textual arts exist outside such well-known and intuitive descriptive systems. This requires that a set of systems be invented and imposed by the perceiver from which to base any interpretations of the work. This is especially so when the perceiver is not as well versed in the accepted systems and conventions of the particular art form as they are in lingual/representational systems.  

Ii is in this aspect that both music and dance have fundamental commonalities. Kate Stevens et al (Stevens, et al 2000) describe contemporary dance as "communicative and expressive; it is visual, spatial, temporal, kinaesthetic (sic); it is sensual, affective, evocative, dynamic, and rhythmic". Excluding visual and kinaesthetic these aspects can be attributed to current computer or electronics based music compositional/performance practices. When commenting on current ideologies behind Laban Movement Notation (L.M.A.) Lisa Sandlos describes L.M.A as currently encompassing "Body, Effort, Shape, and Space (B.E.S.S)" (Sandlos, 1999). Sandlos goes on to describe Shape according to L.M.A as 

"about the way the body interacts with its environment.  There are three Modes of Shape Change: Shapeflow (growing and shrinking, folding and unfolding, etc.), Directional (Spokelike and Arclike) or Shaping (molding, carving, and adapting)". (Sandlos, 1999)

and that Space

"involves the study of moving in connection with the environment and is based on spatial patterns, pathways, and lines of spatial tension.  Space Harmony acts as a framework for Space, Effort and Shape in the form of established scales of movement within geometric forms.  These scales can be practised (much like a musician practices harmonic scales) in order to refine and broaden one's range of movement.  By practicing the Space Harmony scales, an individual's preferences in movement (functional and expressive) may be revealed" (Sandlos, 1999)

These descriptions can intuitively be transferred into descriptions of music making, both as a or performer, and as a composer. This is especially so in the age of computer and electronically based music. An example of the role of space as a vital force in music is given by Cathy Lane (2000), who describes music as having

"often incorporated space as an compositional element in addition to the usual parameters of melody, harmony, rhythm and texture, it is only with the onset of music mediated by loudspeakers that the movement and positioning of sound has become easier and more widespread. Some of these compositional uses of space could be said to be deliberately mimetic of experiences that we have of kinds of space outside music". (Lane, 2000)

such as the physical/visual space occupied and composed with through choreography. Lane continues to draw relationships between the sonic and physical spaces. 

"I shall refer to this as spatial mimesis [which in] acousmatic composition results in the positioning and movement of sound in the virtual space between the loudspeakers in a way that is based on, reminiscent of or represents different aspects of our perceived, conceived and lived experiences of space". (Lane, 2000)
Lane then describes

"Stockhausen’s Gesang der Jünglinge [as] a famously cited example of the compositional use of space. In playback it utilizes (sic) five groups of loudspeakers surrounding the audience, of this, Stockhausen says “The speed of the sound, by which one sound jumps from one speaker to another, now became as important as pitch once was. And I began to think in intervals of space, just as I think in intervals of pitches or durations.” (Lane, 2000)
attributing the quote to (Cott, 1974: 87)
Here the non-visual stimuli of the sound are equivalent in presentation to the visual stimuli of the dance. 

4
Time

In the temporal arts there is a profound reliance on the memory and observational skills of the perceiver; it is impossible to review, or to choose the path of perception in performance or temporally based presentations. In observation, it is essential that the perceiver be able to appraise the salient points in the performance, their internal relationships, and their relationship to the whole. This process is made through the interactions of the short-term memory, where the relationships between consecutive actions is developed and understood, and which, according to Andrea Polli, an installation and multimedia (her description) performance artist, "holds its contents for 3-12 seconds and has a limited capacity (5-9 items), [and is] the location of awareness of the present." (Polli, 1998). This is the area of consciousness where relationships between consecutive events is developed and understood. In a musical or dance work it is where the understanding of the purely internal structural elements of the work is made.  

As the short-term memory develops an internal structural understanding of the work, the long-term memory develops broader structural and semantic understandings of the work. This is also where the perceiver makes the relationships to external events and where a knowledge base through which the performance is filtered and interpreted is developed.

An example is the work Underground, choreographed by Kate Denborough and composed by Myles Mumford in Summer 2002, based on terrorist gas attacks in a Tokyo subway in 1994. In the work there is a significant and obvious visual representation of the events that is quite easily interpreted when the context is outlined. This outlining allows the perceiver to access relevant semantic memories regarding the events discussed in the work. The choreography itself is less definite as a description of the specific inspiration for the work. What does become apparent however is the horror of seemingly random violence, especially when the perpetrators are invisible and unknown. Without program notes defining an understanding of the work, the perceiver is required to first interpret the physical actions of the dancers, contextualize them within the work, and finally make relationships to external events known to them.

An example where short-term memory is a major aspect in the understanding of a work is choreographer Anna Smith's Red Rain (Smith 1999) Here there were no indications from the choreographer of how to perceive the work. The audience instead had to develop an understanding from relating, perhaps unconsciously, the small-scale events in the work. Here a series of inter-related, yet individually coherent, visual events created a greater whole. 

In their description of the development of Red Rain Stevens, et al, relate that the "dancers commented on the extraordinary amount of information they needed to retain while working with [the] new and demanding movement material." (Stevens et al, 2000)

If experienced dancers, versed in the intricacies and symbolism of modern dance, were unable to develop an understanding of the systems and processes without a great deal of denotative information, and repetition it is fair to assume that a perceiver without this information has little chance in developing a satisfying understanding in one viewing.

However, this was not the case. When viewing the work the perceiver was able to develop a deeply personal and quite probably unique interpretation of the piece. This interpretation gave understandings developed from weaving together the remembered parcels of the action that had coherence in the short-term memory. These understandings then came to develop meaning not denoted by the actions of the dancers or the descriptions of the choreographer. This resulted in a deeper, ineffable experience of the work.

The music accompanying Red Rain was Ghost Opera for String Quartet and Pipa, by Tan Dun. In the process of developing the performed work, Smith used the music as a structural glue for the choreography she composed. This was done after much searching for appropriate music and then many hours spent accommodating Dun's music. It was not a case of developing music to or with a choreography; or developing a choreography to a music, but of finding a score appropriate and useful to the intents of the choreography.

By relying less on an unfolding denotative narrative and by avoiding the denotative qualities employed by Denborough, Smith's work came closer to an installation work in philosophy; here the temporal structuring is less essential to the character and final apprehension of the work and the audience controls, in this case subconsciously, the perception of it. 

Installation and multimedia artist Andrea Polli describes her artistic work as to 

“design models for the display of information in time that can be understood and navigated by a range of audiences. [… It] explores conceptually the relationship between physical space and the virtual space of the mind."(Polli, 1998)
She sees 

"motion as similar to the experience of consciousness [, where the] moment acts as a glimpse of timelessness, an impression, that can never be examined through the linear progression of time." (Polli, 1998)

The concepts Polli explores include areas such as: that objects or spaces can contain a history or memory; and that memory can be accessed through movement, either virtual or actual. It is in this area, memory, that links between installation arts, music and dance can be explored. 

Another indicator of the developing link between performance and installation arts is the Japanese troupe Dumb Type, described by Jen Ford (1999) as "an eclectic mix of [dancers, composers,] architects, graphic artists, video directors, sculptors and computer scientists." who also rely heavily on electronic technology. When reviewing [OR] Ford describes their work as bordering

"performance art and art installation, [It is a] multimedia study of the body's interface between new medias and technology. … In fact, Dumb Type's experimental visual theater seems to denounce the extent to which technology stitches these two elements together.[In performance it is] like watching a surreal flip-card sequence."
This is a case where differing art forms, and their differing uses of space and time, coalesce to create new developments in the practice and where computer/electronic technology forms the fulcrum of the interactions. 

5
Gesture 

In many ways choreographing a dance piece is similar to composing a music piece. In conversation Jeff Pressing once described Jimi Hendrix as embodying a "one to one mapping of physical and sonic gesture". In Hendrix’ physical and musical improvisations it is impossible to imagine one without the other, it is an example of an intrinsic and coherent relationship between movement and music being expressed. 

The musical gesture usually implies some kind of change over time. This may refer to pitch, frequency of attacks, changes in timbre, density and so on. It is the area of sonic composition that draws attention and creates senses of impetus, narrative, expectation and resolution. The movement gesture relies on similar attributes: position in vertical or horizontal space, speed of motion, changes in perception (brought about by either changes in the orientation of the dancer(s) or different lighting states), number of dancers seen, and so on. 

It is the gesture that creates the emotional resonance, or expressiveness, for the perceiver. 

When discussing expressiveness in movement and dance for the purpose of developing more useful computer based interactive systems, Antonio Camurri, and Riccardo Trocca, see that

"[a] gesture or a sequence of gestures can be performed in different ways and nuances, in order to convey different emotional and expressive content. The gesture “raising a hand” can be performed, for example, with different velocity and/or shape nuances of the trajectory." (Cammurri and Trocca. 2000)

This is an attempt to formulate a set of movements that generate a predictable response in the perceiver.

Carol L. Krumhansl explored the relationship of cognition and the emotions caused by music, with particular attention to how the "dynamic aspect of musical emotion relates to the cognition of musical structure" (Krumhansl 2002 p.48). In the paper Krumhansl discussed an experiment exploring the relationship of dance and music using Balanchine's choreography to the Minuetto from Mozart's Divertimento no. 15.

"One group of participants only heard the music. A second group only saw the dance. A third group both heard the music and saw the dance. All groups made real-time judgments of when sections ended, when new ideas occurred, and the amount of tension and emotion expressed. [The results] suggests that … temporal organization operates in both music and dance, and that the two artistic forms are closely coordinated" (Krumhansl 2002 p.48).

Krumansl's accompanying graph, shown below,.

[image: image1.emf]
(Krumhansl 2002 p.49).

shows remarkable similarity in perception of emotional states, regardless of the input to the participant. Emotional states such as amused, contented and happy showed a high degree of agreement between the participants at the times within the piece when it may be assumed the authors intended to generate that particular response. 

"In addition, the participants judged the emotional quality of the stimulus. [… These] judgments were remarkably similar across the conditions. …. Analysis of the music and dance suggested a number of features that may convey the shared emotional qualities. These include the tempo of the music and dance, melodic and choreographic gestures, and the high degree of symmetry and regularity in both music and dance. Additional factors may be the pacing of segment endings and new ideas, and the experienced contours of tension and emotion. The finding that music and dance can express such similar emotional qualities suggests nonaccidental relationships between music and bodily movement." (Krumhansl 2002 p.48).

That similar emotional responses to the larger scale structures of music and dance are observable indicates an intuitive recognition of sonic and physical gestures.  However, the search for a set of characteristics in dance that define a specific emotional interpretation or response is an extremely difficult, and potentially fruitless, task as these elements acquire different meanings depending on their contexts. 

Camurri and Trocca's research into developing computer based recognition of the affect of small scale physical gestures within a particular context may best be based on interpreting the larger scale gestures then reinterpreting the smaller scale gestures within that context.   

6
Collaborations Between Choreographers and Composers 

Here three dance performances and their accompanying scores are discussed. The School of Dance at the Victorian College of the Arts commissioned each performance, using a professional choreographer and either an experienced or student composer/sound designer.  

6.1
Lydia Teychenne (composer) and Rebecca Hilton (Choreographer); the King 2001

In this work the composer and choreographer explored ideas surrounding Elvis Presley as a performer and socio/cultural phenomenon. Much of this exploration was done intuitively in the rehearsal process, discovering the more defined notions as the movement was being made and sound score developed. 

Prior to creating the choreography Hilton wanted to explore the idea 'Elvis'. This came from a love of the music, an interest in the history associated with the performer, and a desire to explore his performance style. While there were specific aspects of these two elements that were to be explored when developing the choreography, much of the final product was the result of ideas evolved during the choreographic process.

During this process Hilton discovered the best attributes the dancers could bring to the performance, such as their youth and energy, and developed ways of exploiting those attributes. 

When developing the sound score Teychenne spent much time in rehearsal observing the evolving choreography. From this she developed a broad temporal scheme for the composition based on the movement sections and then composed to each of those sections within that scheme. Within this process a great deal of attention was paid to the smaller, individual gestures of each dancer and their impact on the gestalt.

Hilton and Teychenne had long discussions prior to developing any of the work in situ; in these discussions they developed a template from which to begin the creative process.   While Hilton had some specific ideas from which to develop the sound score it was left to Teychenne to create a cohesive score that supported the ideas within the template both musically and philosophically. This role developed into a more collaborative interaction as Teychenne introduced sounds and structures not previously considered by Hilton. From here the role became similar to that of a composer.

This composition process was as interactive as the choreographic process. Hilton and Teychenne discussed the sound score between themselves and with the dancers to develop broad themes and areas of musical interest. Hilton and Teychenne also worked together in the sound studio to develop the details of the score. This was done from incorporating the discussions, from memory of the movements and using a stopwatch to get timings. While much of the composing was done to the choreography there were occasions where the choreography was altered to suit the score. 

In performance the King represented the shambolic nature of Elvis's later documented performances.  The score lurches through metaphoric sound fields setting up a tottering sonic and metaphoric rhythm. It seems that any one sound field is not given time to develop before it is subsumed by a new sound. This creates a sense of unfulfilled cadence reflecting Hilton's view of 'Elvis'.

The sound score when heard without the choreography reflects these qualities; its loose structure leaves much room for the imagination to fill in the gaps delivered by the iconic, and at the same time metaphoric, sounds used.

5.2
Miles Mumford (composer) and Kate Denborough (choreographer); Underground. 2002

When composing for Underground Mumford spent a short time discussing possible music to use in the performance. At this time Denborough had not considered any themes to develop or explore, nor had she fully considered using an original score for the piece. She did however present some music she thought she may want to work with. After a few weeks Denborough, Mumford and another choreographer convened to discuss the directions of the work so far. Here it was discovered that an underlying theme to the movement, and what was influencing Denborough in developing movements, was terrorist attack, in particular those carried out in a Tokyo subway in 1994. This subject matter had come about as a result of a book Denborough was reading at the time. 

At this point Mumford compiled some recordings of subways and 'emergency' sounds such as sirens and radio broadcasts into a sound score for use in rehearsal. This then came to be a template for the score and a reference for the choreography.

During this time the choreographic process was  similar to that sometimes used in musical composition. Here different elements were ordered and re-ordered to discover the internal relationships between ideas.  When the structure of Underground was developed the first section was considered first, prescribing the unfolding of the subsequent sections. 

In performance Underground was quite episodic and, unlike the other pieces discussed here, had a very strong narrative. While this may not have seemed a predictable outcome of the processes outlined above it is the result of a specific event being used as inspiration for the work. Mumford described the score as "a service to the dance" and this very much the role it played in performance. At times it seemed to disappear from the overall experience. This feat was accomplished through a great deal of sensitivity to the entire work.

The score itself does not have this quality, instead it develops its own sense of narrative and resolution. Having the structure of the choreography as a springboard allowed the development of a piece that has integrity of its own.
5.3
Roger Alsop (composer) and Don Asker (choreographer); Playback 2002
In the work Playback my role as composer was to develop a sound score and to create and then project text during performance. Developing the sound score was similar to the previous two examples; it involved viewing the evolving dance and presenting resulting audio for use in rehearsal, then adjusting the audio to reflect the developing needs of the work, as expressed by the choreographer and the dancers. 

Where it differs is that no structural timings were considered, nor was there any attempt to make obvious connections to the dancers actions. Instead sounds that reflected the developing moods of the piece were offered. These moods, as expressed through the score, then became persuasive agents in generating the choreographic aspects of the work as the choreography adjusted to the needs of the audio.

Asker's choreography was very much a collaborative process between the choreographer and the dancers. Here the dancers were creative agents, generating material within a prescribed mood, and, to a lesser extent, developing the structure.  The larger scale movements of the dancers were used to reflect these areas of exploration, with, to a large extent, the dancers filling in the details themselves. 

The same could be said for the sonic compositional process, which involved the dancers through recording their voices telling personal stories and reacting to their interpretations and impressions of the sound score. This resulted in a work where the boundaries between the choreographer, the composer and the performers were blurred. This process resulted in personalizing the performance for each dancer and, hopefully, then for the viewer. 

The ideas to be explored in Playback revolved around the interactions of children in a school playground setting. Within this setting issues such as gender identity and relations, peer group fluctuations, memory, loneliness and separation, and authority were interpreted. This interpretation was done through the dancers' actions, reflecting their understandings of these concepts.  

When performing Playback, projected text was used to reinforce the sentiments presented. This placed less stress on the choreography or the score to provide a structural element for the audience. The result was a piece in which all elements: movement, sound and text, played equal parts in delivering the overall work.

This means that when heard in isolation the score is too amorphous to grab interest early in the piece. For this reason listening to the piece requires a form of listening in which attention to the finer details, developed over a long period, is essential. 

6
Conclusion
The process of composing music specifically for another medium, especially the performance based and, to a lesser degree, non-textual and non-narrative ones, is becoming more established; this is particularly so in the electronic and computer based compositional systems and cultures. One example of this process, although not always from the electronic or computer based culture, is the career 'film composer', whose works might only be heard in conjunction with a visual and textual based presentation.

  The sonic product of this process may be of varying quality, and while such explorations and compositions may not be fully pleasing or , the persistence of this genre of musical composition is creating a very interesting set of new paradigms and aesthetics in sonic works. These paradigms can be expected to broaden as composers develop greater skills in creating collaborative works, and as their audience acquire the appropriate, broader, apprehension skills through exposure to poly-media art making.

As the art making practices and systems of composers, or choreographers, filmmakers, playwrights and so on, blend and mesh with other makers the development of these new paradigms will become commonplace.
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