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1. Introduction

In this work we will present the actual stage of our ideas for an analytical theory for videomusic 
defining it using as basis the concept of hybridization. We will begin by introducing the concept of 
videomusic, and then what we understand as hybridization and how it could contribute for an analytical 
theory. We will debate with Jean-Pierre Moreau’s ideas concerning videomusic analysis presented in his 
recent dissertation (Moreau, 2018), and we will end this article testing our own approach presenting an 
analysis we have made of Philipp Geist Angel Audio/Video RMX (2002).

2. Videomusic

Videomusic is a hybrid audiovisual genre originated from the merge of electroacoustic music and 
video art/experimental cinema, in which both visual and sound images create a united and inseparable 
whole. Historically, it was related to the works of experimental cinema from both the first and second 
half of twentieth century,1 the video art,2 and film productions such as the ones from the French 
Radio and Television Network3 Service de la Recherche (Langlois, 2012).4  The Service de la Recherche 
has, historically and aesthetically, a special role in our research. It was subdivided in four main groups, 
all of them idealized and created by Pierre Schaeffer : the Groupe de Recherches Musicales (GRM), the 
Groupe de Recherches Image (GRI), the Groupe de Recherche Technologique (GRT) and the Groupe d’Étude 
Critique (GEC)5 (ibidem). Through Pierre Schaeffer’s direction and management, all those groups acted 
together to produce a corpus of audiovisual works that integrated the recently created Musique Concrète 

1  Filmmakers like Walter Ruttmann, Mary Ellen Bute, Oskar Fischinger, Norman McLaren, Abigail Child, among others (Lima, 
2011).
2  Bill Viola, Nam June Paik, among others (Lima, 2011).
3  Office de Radiodiffusion Télévision Française (ORTF), today the Institut National de L’Audiovisuel (INA - https://www.ina.fr)
4  The Service de la Recherche was created in the 60’s by Pierre Schaeffer at the French State radio and television station 
(ORTF – Office de Radiodiffusion et Télévision Française). According to Philippe Langlois, those were the filmmakers, among 
others, who worked at the Service de la Recherche, Groupe de Recherches Image: Piotr Kamler, Peter Foldès, Robert Lapoujade, 
Jacques Rouxel, Gérard Patris, Peter Kassovitz, Walerian Borowczck, Jacques Demeure (Langlois, 2012, p. 282).
5  Music Research Group, Images Research Group, Thecnological Research Group, Group for Critical Studies (Langlois, 2012, 
p. 281).
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with visual images for films made especially for the French television network. Their relationship is quite 
meaningful to the history of videomusic, especially regarding that particular integration fulfilled in works 
like those from filmmaker Piotr Kamler and the composer Bernard Parmegiani,6 Robert Lapoujade and 
François Bayle,7 Jacques Brissot and Pierre Schaeffer, 8 Piotr Kamler and François Bayle,9 among others. 
Besides experimental filmmakers’ works, like Norman McLaren’s, we consider that those films produced 
by the Service de la Recherche give us the most direct link to videomusic’s historical background. After all, 
they were consciously and directly created by merging sound images created by electroacoustic music 
(through the bias of Musique Concrète) and the visual ones, from the films.

According to the composer Jean Piché, vidéomusique (videomusic) is a

[F]orm that appropriates itself of all digital means of production, both regarding 
the [visual] images and the sound. It is a hybrid that frees both images and music, 
a poetic vision open to the imaginary. (Piché, 2003, p. 48).

Piché also considers that the hybridization that originated videomusic fundamentally based on the 
digital technology, nourishing “its expression with the artifice of manipulated image, just as electroacoustic 
music is justified by the transformations of sound”  (Piché, 2003, p. 49).

The composer Vania Dantas Leite had a similar opinion regarding what she used to call música-
vídeo (Dantas Leite, 2004).10 According to her, digital technology made both visual and sound images 
compatible while fixed (created, stored, processed) in the same non-perishable medium; the sum of 
“audiovisual language and sound language” made possible by that technology, has created, according to 
her, a new genre that have “little or no similarity to the audiovisual developed for the cinema, television 
or the traditional concert stage” (ibidem, p. 47).

In our opinion, instead of emphasizing on its technological bias, videomusic is an audiovisual hybrid 
form originated within the scope of electroacoustic music productions in which visual and sound images 
form a unified and inseparable whole. As mentioned above, we consider its origins in connection to the 
practices of experimental cinema, video art, concrete and electroacoustic music during the 20th century.

Regarding the formalization of analytical approaches for videomusic, that is considered a hybrid in 
ours terms, it will bring particular consequences for the development of a theory. It will also present, as 
we will realize below, some distinctions between our research and Jean-Pierre Moreau’s: as we believe, 
they are both complementary, but different. Probably using them together (a hybrid?) will point out to 
a powerful analytical strategy.

6  L’Araignélephant, 1968 (https://youtu.be/wseDVcfopKE), Labirinth, 1970 (https://youtu.be/ijnTkBWu-b4), por exemplo.
7  Trois Portrait d’un Oiseau qui n’Existe Pas, 1963 (https://youtu.be/zu2cFUI8lQg).
8  Objets Animés, 1960 (https://fresques.ina.fr/artsonores/fiche-media/InaGrm00807/jacques-brissot-objets-animes.html).
9  Coeur de Secours, 1973 (https://youtu.be/DzzCH2WrbVM).
10  Music-video. Dantas Leite’s concept encompass many kinds of artistic genres that make use of visual image (i.e., projected 
or exhibited paintings, video, film, light, projected photography) altogether with electroacoustic music, be it acousmatic, 
mixed music, live electronics, among others. She distinguished each of them in five different categories, or as she name it, 
five modalities. What is named here and elsewhere as videomusic (Piché, 2003; Couture, 2010; Lima, 2011; Moreau, 2018) is 
considered by Dantas Leite as the third modality of música-vídeo.



Série Congressos da TeMA Vol. IV - Teoria Musical no Brasil: Diálogos Intercontinentais (2021)

Marcelo Carneiro de Lima – The Concept of Hybridization as a Contribution to the Analysis of Videomusic

77

3. Hybridization

We start from the notion of hybridization as a contribution to both creation and analysis of videomusic. 
However, in our view this notion is not exclusively linked to the materiality of the technological medium, 
but also to sociocultural, economic and political processes that engender them. Due to this reason, we 
adopted Néstor Garcia Canclini’s concept of hybridization. He considers it as “sociocultural processes in 
which structures or discrete practices that used to be separate, combine with each other to generate new 
structures, objects and practices” (Canclini, 2013, p. XIX). He states that

The word hybridization seems to be flexible to name not only the blend of 
ethnic and religious elements, but also the products from advanced technology 
and modern or post-modern social processes. (ibidem, p. XXIX).

According to Canclini, the hybridization can occur as a “non planned way or as the unpredicted result 
of migration processes, touristic or economic and communicational exchange” (ibidem, p. XXII). It can be 
the result of a collective or individual actions, “not only in arts” but also “in daily life and in technological 
development” (ibidem). It happens as a process of knowledge reconversion (ibidem, pp. XXII-XXX): when 
former practices, or places, or professions are transformed to be able to deal with new uses, new 
activities, new demands. As he wrote,

Where we used to have painters and musicians, now there are designers and 
disc jockeys. The hybridization, in a way, became easily and multiplied itself when 
[creation] stopped to depend on long times, handmade or erudite patience, 
but in the ability to generate hypertexts, fast audiovisual or electronic editions. 
(ibidem, p. XXXVI).

Hybridization deals with modern intercultural mixtures that have been happening all over 
the world especially during the process of globalization. It became a reality in our daily lives since 
“consumers combinatory faculties had grown” (ibidem, p. XXXVII) owing to a marked modern cross-
cultural interrelation between people, government and cultural industry. It is part of other connected 
processes: the deterritorialization and reterritorialization (ibidem, pp. 309-326).  Briefly, according to 
Canclini that uses both concepts distinctively than Gilles Deleuze and Félix Guattari,11 deterritorialization 
and reterritorialization are two movements: the first one towards the relocation of frontiers, relations, 
cultural productions; the blur of those frontiers, the blur of the feeling of belonging to some specific 
place (nationality, region, community, and so on). The second reframes the local meaning pertaining to 
those productions and relations, giving (bringing back) them a local, but renewed, signification. Despite its 
conceptual complexities, which will not be deeply discussed here, we can retain from them the notion 
that the processes of hybridization cannot always exists without contradictions, social frictions, resistance, 
conflicts of interests and disputes. Some of them arise due to segregation, new sociocultural inequalities, 
or the possibility to provoke reactions (ibidem, p. XXXI).

On the other hand, Canclini dismisses some of his critic’s claims that suggested that hybrids, as studied 

11  Deleuze, G., and Guattari, F., 1980.
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by biologists from 19th century and 20th century first ages, meant sterile organisms and/or implied the 
notions of purity and impurity. Those critics assertions, of course, would raise questions such as if there 
are any kind of cultural processes that could ever be considered pure, or if it would ever be possible 
to talk about a sterile culture. What would the notion of pure mean in a sociocultural, sociological and 
anthropological debate? Canclini answers those questions and critics in a pragmatic way: 1. Biologists 
have already proven that not all processes of hybridization generate sterile organisms; on the contrary, 
there are also fertile hybrids (ibidem, p. XXI); 2.

The linguistic (Bakhtin; Bhabha) and social (Friedman; Hall; Papastergiadis) 
constructions of the concept of hybrid are different from the biologists and 
essentialists’ speeches about identities, authenticities and cultural purity. On the 
other hand, they contribute to identify and explain multiple fertile alliances (…). 
The few written fragments about the history of hybridizations evidenced the 
productivity and innovative power of many intercultural mixtures. (ibidem, p. 
XXI-XXII).

In this way, we consider here the debates around the hybrid as part of an artistic and as a sociocultural 
phenomenon that has nothing to do with the old and unfortunate racist and endogenic biological 
discussions of the past. On the contrary, to talk about hybridization is to, at the same time, talk about 
sociocultural and artistic diversity, subversion of imposed norms, counter-hegemonic struggles, resistance, 
and creativity in a world that have been facing, for more than thirty years, an in-depth globalization 
movement. 

In our dissertation (Lima, 2011) we considered the concept of hybridization as a special force 
that engendered the birth of a new artistic production: the videomusic. Thus, the hybrid could not be 
considered as a mere superposition of two or more different parts, but as an inseparable whole that 
could no longer return to its initial phase: it is impossible to isolate the constitutive parts of a hybrid 
without destroying it. There are some empirical facts that could reinforce this idea:

1. For those who experienced an artistic hybrid event or phenomenon, had perceived it in a whole 
and not in a segmented way: in the case of the videomusic, both sound and visual images will be 
experienced as one and only image, as a unit;

2. There are no hierarchical part or parts in a hybrid production. As claims Christine Mello (2008) in 
relation to the video-art, one of the new consequences in media art is that we perceive its constituent 
elements (in her case languages, in ours visual and sound images)

(…) not in its particular contexts, or as specific messages, but directed towards 
its borderlines and its processes of hybridization, as a way to escape from 
the language’s epicenter, as a decentralized state of communication between 
medium, as a set of interconnected circuits. (Mello, 2008, p. 28).

3. The videomusic composer is influenced by, as everyone else, the continuous and dizzyingly 
audiovisual culture in which at least western societies are submerged. This is of a special interest while 
analyzing how processes of hybridization work in the creation of videomusic, both in terms of its technical 
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and aesthetical problems: which tools, which strategies, and specially how the composer’s mind operates 
in planning and realizing their work.

There are two concepts that help us support those points above: transensorial perceptions (Chion, 
2002) and reversibility (Merleau-Ponty, 2006).

The first was devised by the French composer Michel Chion (2002) to describe human perception 
as a byproduct of all five senses acting as a whole, which each of them lends its own perceptual channel 
to the other. That is how we experience the world. “In other words”, he says, “to talk about transensorial 
is to remind ourselves that it would be a mistake to think that everything audible is just an audible thing, and 
say that the senses are not entities closed in themselves” (ibidem, p. 57).

For Merleau-Ponty (1964), the reversibility deals with the connections between the body that senses 
things and the things that senses the body; or as David Morris puts it “to see something is to inherently 
also be a being who can be seen” (Morris, 2010, p. 143). According to Terezinha Petrucia da Nóbrega, 
reversibility “is about communication between different senses, like groping by the eyes, the touch as vision by 
the hands, always related to the motricity, the capacity to get ourselves in motion” (Nóbrega, 2008, p. 145).

Both, transensorial and reversibility concepts are connected to our approach towards hybridization in 
relation to videomusic: the inseparable images (sonic and visual) as an emulation of how we perceive 
the world; of perception as a corporeal experience of the world; perception as a unit. This will have 
special consequences when formalizing a theory for videomusic or, to be more precise, a theory that 
helps us develop the tools we will need to analyze it. It is also important considering the term image in 
a broader scope.

4. The sound is also an image

“The eardrum is a screen ” (Caesar, 2008, p. 1).

In our view videomusic presents itself as a hybrid between sound images and visual images. The 
notion of sound as an image has already been discussed elsewhere (Saussure, 2011/1959; Bayle, 
1993; Chion, 2002; Caesar, 2008). Images are a construct of our own imagination that are made 
possible by our own daily experiences in perceiving the world, both in a conscious and unconscious 
way. To François Bayle (1993), based on the semiotics of Charles Sanders Pierce and the studies 
of Pierre Schaeffer, the image-of-sound, or i-son, is a new object originated by the concept of 
image. The image, as he says, is a “reductive model” of the adopted tripartite notion adapted to 
the listening experience (Bayle, 1993, p. 94). That tripartite notion is: first plan, the sensory-motor 
appearances (ouïr, hear in a casual way); second plan, the attention to the pertinences (écouter; 
listen); and the third plan, the correspondence (entendre; hear to understand something). According 
to Bayle, it is “through the circularity and its continually recurrence (Pierce), that this audible 
tripartition accomplished the function of making us ‘comprehend’” (ibidem). As in Pierre Schaeffer’s 
sound object,12 the i-son owes its existence thanks to the sound recording technology. “The i-son is 

12  Schaeffer, 1966.
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linked to the sound trace imprinted on a recording media, ceasing to be a simple reproduction or 
representation of its source and acquiring an imagetic status, an appearance” (Lima, 2018, p. 237).

This new capacity [the sound recording technologies] (almost contemporary to the emergence of 
photography and cinema) will be useful to our notion of image as a reductive model to the appearance. 
(Bayle, 1993, p. 94) 

To Ferdinand Saussure a sound-image is “a psychological imprint of a sound” (2011, p. 66).

The psychological character of our sound-images becomes apparent when we 
observe our own speech. Without moving our lips or tongue we can talk to 
ourselves or recite mentally a selection of verse (…). (ibidem).

Bayle and Saussure, despite of their different approaches towards the concept of sound-image, 
reinforce our intention to use the term image in relation to both sound and vision. Chion’s transensorial 
and Merleau-Ponty’s reversibility concepts also help us in this matter. The notion of image is beyond 
the idea of "what can be seen"; it could be extended indefinitely, especially if we deepen ourselves on 
philosophical studies, which, needless to say, it is not the purpose of this article. Nevertheless, it was 
necessary to present a comprehensive notion of the concept of image, even if briefly, since it helps 
us reinforce the concept of videomusic as a hybrid and will be important in the development of our 
analytical approach.

5. Videomusic, an art of montage

 The origins of videomusic are related to the art of montage such as it is treated and considered 
by the film productions’ and Musique Concrète’s compositions. Sergei Eisenstein presented two main 
aspects to be considered when making a film: the shot and the montage (Eisenstein 2002/1949, p. 15). He 
named shot the “photo-fragments” (Ibid., idem) of the nature recorded by the camera; as for montage he 
considered as the ways in which each and every photo-fragments are combined (Ibid., ibdem). Departing 
from Eisenstein’s five basic models of montage – Metric, Rhythmic, Tonal, Atonal13 and Intellectual (Ibid., 
p. 79-87) – from which all his films were made, filmmakers from all over the world, specially from the 
classical era, developed their own strategies of creation. Critically or otherwise, Eisenstein’s models and 
theories influence the audiovisual productions worldwide until today, including the videomusic ones.

Pierre Schaeffer did not have a particular concept for the term montage, which was imported from 
the theories and practices of the cinema. In his description of Musique Concrète compositional methods 
he wrote:

[I]t is made up of preexisting elements, taken from any sound material, noise, 
or musical sound, then composed experimentally by direct montage, the result 
of a series of approximations, which finally gives form to the will to compose 

13  In the portuguese edition of his book Film Form (A Forma do Filme), the fourth method of montage was translated as 
atonal montage. In the american translation published by Harvest Book and Hancourt this fourth method is named overtonal 
montage. We will use the portuguese translation here.
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contained in rough drafts, without the help of an ordinary musical notation, 
which becomes impossible. (Schaeffer, 2012, p. 25).

Schaeffer added later in the same book: “[t]he only precise way to create music out of even the 
least complex of sound objects is in fact montage” (Ibid., p. 175). The same thing applies for videomusic 
productions: despite the new digital forms to record and work with sound and visual images, it is by the 
use of montage that we compose it. Montage is present in the microscopic level of its production and 
the macroscopic one: from the grouping of small particles (recorded or synthesized) for the creation, for 
instance, of a composite one,14 to the construction of phrases, processes and forms.

While composing videomusic our actions aim to combine (in a sense of assemblage or montage) 
those small compositional unities, what we call audiovisual blocks (Lima, 2011), which are also created 
by montage in order to produce those largest ones: phrases, sections, and, in short, the whole work. We 
named those actions compositional montage.

There are two main reasons for this nomenclature: 
1. Beside the fact that it can be suited to many artistic practices (literature, film making, choreography, 

architecture, music composition, and so on), all possibly created by a compositional action that 
can use montage as a technical means, in videomusic it helps us emphasize the relation between 
composition (as in music composition) and the montage (as in film montage) per se (Lima, 2011, 
p. 142); 

2. It reinforces “the transdisciplinary aspect of videomusic, the hybridization between those compositional 
(and montage) procedures coming from electroacoustic music practices and the video’s montage 
(composition) techniques” (Ibid., idem).

Jean-Pierre Moreau (2018) also treated videomusic as an art of montage. He made the same 
connections we did in relation to videomusic: connections between montage practices from both the 
cinema and Musique Concrète (Moreau, 2018, pp. 24-38). As we, he also linked it with a transdisciplinary 
action, in which many artistic disciplines in favor of “new hybrid practices” do not differentiate themselves 
from each other, and are integrated by means of montage (Ibid., p. 34). He also noted that the term 
montage, for many of the filmmakers from de first half of the 20th century, specially Dziga Vertov and 
Walter Ruttman, had a relation to musical composition: its structuring elements, such as repetitions and 
counterpoints, were at the service for their montage practices (Ibid., p. 30).

To Moreau, videomusic was also a relational art form (Ibid., p. 40) made possible by what he calls 
interdiscursivity (ibidem, p. 46). With that he meant the relation between two medias (sonic and visual 
ones) within time. According to him (ibidem), this differs from intertextuality (a continuum from text to 
text) and intermedia (hybridization practices among arts). The temporality is what differs interdiscursivity 
from both of them (intertextuality and intermedia) and is produced by montage.

Our opinion differs from Moreau’s regarding the role of hybridization in the creation of videomusic 
works, but we concur with montage as an inherent part of its compositional actions. As we will present 
later, this will be of special consequences regarding the analytical path we are taking.

14  Like a cell in Schaeffer’s typological nomenclature (Schaeffer, 1966, p. 454).
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6. Audiovisual blocks

Audiovisual blocks (Lima, 2011, p. 72) are videomusic motivic unities, its molecules. The strength of the 
audiovisual blocks is in being the result of a process of hybridization that fuses morphological, spatial, 
temporal aspects (among others) coming from originally separated visual and sound images altogether. 
As the result of a process of hybridization, the idiosyncrasies of those two isolated (sonic and visual) 
images meld together, and what emerges is a new and autonomous entity, the audiovisual block. As 
motivic unities we can trace a parallel from them to Pierre Schaeffer’s sound objects;15 nonetheless, the 
blocks are not the result of an exercise of epoché, as the sound objects are. There are (at least for now) 
no strategies designed for the categorization or the description of the blocks, not even a suggestion 
for a new perceptual model. On the other hand, the audiovisual blocks are of great importance to the 
development and formalization of an analytical approach for videomusic.

Audiovisual blocks are created by compositional montage, in particular those that are developed 
from the notions of vertical and/or horizontal relations among sound and visual images. The vertical 
relations that form audiovisual blocks are what we call vertical composites (Lima, 2011, p. 73). Their 
main aspect is simultaneity, like, for instance, (audiovisual) impulses or synchronized attacks:  a causality 
behavior, when seeing implies listening to what is been seen, and vice-versa.

In general, the vertical composite induces the use of jump-cuts, that is, abrupt 
jumps or passages between takes or scenes. In this case there are clear rhythmic 
implications, in which the continuous flux of images, fast successions, are created 
by tiny cuts, short fragments of time and interactions between them through 
compositional montage. (Ibid., p. 73).

Vertical composites are related to Michel Chion’s concept of synchresis: “the spontaneous and irresistible 
weld produced between a particular auditory phenomenon and a visual phenomenon when they occur at 
the same time” (Chion, 1994, p. 63). It is a neologism created by combining two words: synchronism 
and synthesis (Ibid., idem). However, even if the superposition of sound and visual images does not 
necessarily imply the development (and perception) of synchresis (Ibid., ibdem), the vertical composite, 
does. It is a construct created to provoke simultaneity and events that happen simultaneously both in 
technical terms – sound and visual images are assembled in such a way that they occur at the same 
time – and perceptually – the audio-spectator (Chion, 1994) will perceive them as one and only event, 
occurring at the same time; one being the cause of the other. Some examples of vertical composites 
in videomusic can be found in Modell 5 (Hentschläger ; Langheinrich [Granular Synthesis], 1994-1996), 
Angel – Audio/Video RMX (Geist, 2002), Preparação Para Se Ouvir Dois Pierres (Lima; Freitas, 2010) and 
experimental films like Dots (Mclaren, 1940).

In horizontal composites there are no protruding synchronization between visual and sonic images; 
sometimes there is no synchronization at all. This kind of construction can even be done separately: sound 
and visual images created in different or parallel moments; sometimes we can perceive them behaving 
as they are progressing simultaneously in different directions, or behaving at a different time rate; other 

15  Schaeffer, 1966.
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times they develop altogether towards the same point in time, creating an idea of conclusion, of an 
outcome. It is also possible to create and perceive a directional and/or spatial morphological parallelism 
between images in this kind of block, as if an audiovisual dissonance occurs. Nonetheless, this (supposed) 
parallelism creates the particular sign for this hybrid object, which in its turn, and for an analytical 
purpose, will be representative of its distinctive character. One special aspect of this kind of composite 
is that it has a floating dramatic impact on the audio-spectator, sometimes creating expectation or 
tension (postponed resolution, or a tendency to climax and the following outcome), sometimes a kind 
of hypnotic or dreamy static aura. In a sense it could be related to Andrei Tarkovski’s (1998, p. 78) idea 
of the time inside the frame in disagreement to the Eisensteinian theory of montage.  Two videomusic 
examples in which audiovisual blocks were created using horizontal composites are Domingo (Caesar, 
2003) and Obra (Dantas Leite & Pinto, 2002).

The concept of audiovisual blocks reinforces the idea of videomusic as a hybrid, which in its turn 
leads us towards some hypothesis concerning an idiosyncratic analytical approach to it. It will be of great 
importance for the development of both strategies and a theory to analyze this form of art production. 
We strongly believe that the theory devised by Jean-Pierre Moreau, which adapts the Temporal Semiotic 
Unities (UST in French),16 to work as an analytical tool for videomusic associated with our own approach, 
can enrich the way we have been trying to unveil the essence of those hybrid images and how they 
relate to each other in videomusic works.

7. Analytical strategies

Jean-Pierre Moreau (2018) presented a theory for the analysis of videomusic based on the Temporal 
Semiotic Unities (USTs). He soon realized that it was impossible to use the UST without any particular 
adaptation to an audiovisual medium. The UST were created to deal with recorded music, especially the 
electroacoustic one. Indicating that, in its origins, the UST did not take the visual images into account, 
and certainly not even the relation between visual and sonic events. For that reason, in a four-year span, 
Moreau developed a series of distinct categories based on UST to be applied to videomusic analysis, 
not only enriching the way we can approach this corpus of works, but it is also useful in helping creative 
and compositional processes in audiovisual realm.

For Moreau, videomusic is an interdiscursive artwork (Moreau, 2018, p. 46),17 a term he created in 
substitution for intertextuality and intermedia, since both of them do not take into account the temporal 
character of videomusic, as we have mentioned above.

However, to represent the relationship [between images] in a videomusic 
work it seems both the terms intertextuality and intermedia miss its particular 
temporal character. This notion is essential in order to comprehend a videomusic 
artwork: expression whose material in itself is the product of the relationship 
between various medias, but which is mostly a temporal art. This temporal art 
was born from the meeting of many discourses held by a series of assembled 

16  Unités Sémiotiques Temporelles (Delalande et al., 1992-2016).
17 Interdiscursivité
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[visual] images and sounds [montage]; a multiplicity that is unified by the audio-
spectator from his or her own perception in time. We propose to name it 
interdiscursivity. (Moreau, 2018, p. 46).

It is “the space created by the interrelation of both medias [visual and sonic] that is the carrier of semiosis” 
in videomusic (Moreau, 2014).18 The inter prefix, meaning something in between, is what leads Moreau’s 
conception; it is also what differs his approach from our own.

Based on the possibility of a complementary action, our main strategy here was to attempt uniting 
our own ideas with the UST’s adaptation made by Moreau, concerning videomusic analysis. We define 
the audiovisual blocks as the result of a process of hybridization; those non-targetable audiovisual units in 
its unfolding processes in time became the basis of our own analytical approach. From it, everything that 
happens in audiovisual realm (in the case of videomusic) is not the simple result of two independent, 
but contiguous, interactions: sound and visual images. As we wrote in 2011,

(…) videomusic presents itself as a hybrid between visual and sound images 
that do not articulate themselves only as the sum of events from their significant 
similarities and contradictions, but create, through the processes of hybridization, 
a unique and undivided product (…). (Lima, 2011, p. 44).

Videomusic aesthetical experiences are only possible by perceiving the audiovisual development in 
time as a whole: not as music and visual images, two different medias, relating with each other as the 
result of their temporal simultaneity or superposition, but as audiovisual blocks. This can be observed in 
Philipp Geist’s work Angel Audio/Video RMX (2002) that we will analyze in the next section of this text.

Moreau proposes three stages for the analysis of videomusic: a) Segmentation; b) The categorization 
of those segments; c) The creation of an analytical representation for videomusic (ibidem, pp. 239-
263). According to him, segmentation and categorization are two different ways to apprehend the 
same perception. The difference from one segment to another occurs in relation to the perception of 
differentiations in adjacent narratives. “After performing segmenting actions within an artwork, we can now 

examine a complementary one which consists in categorizing those [segments] that were obtained” (ibidem, 
p. 243). Moreau’s UST adaptation for videomusic provides the categories to be used in the analyses of 
each segment.

On the other hand, our strategy is divided into six actions based on predefined point(s) of view 
(Delalande 2016, p. 46); these actions are:

• An audio-vision approach (Chion, 1994) based on an induced esthesic (Roy, 2003);
• The choice of the analytical tools;
• Segmentation;
• Graphic transcription;
• Data interpretation.

18 http://presentcontinu.com/vers-les-unites-semiotiques-temporelles-intermedias/.
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7.1 The Audio-Vision approach

According to Michel Chion, the situation that encompasses all audiovisual reception should be named 
audio-vision (Chion, 1994, p. xxv). The reason for this is the fact that when watching a movie, television, 
or a Youtube video, we are not just seeing but also listening to them; we are experiencing an “audiovisual 
combination – that one perception influences the other and transforms it” (ibidem, p. xxvi). This is also, of 
course, what happens in regard to videomusic, with the difference that in it the “audiovisual combination” 
creates an amalgamation so deeply formed that something else emerges: an indivisible hybrid.

Stéphane Roy (2003, p. 27) comes up with an induced esthesic approach for the analysis of acousmatic 
music, and implied that some hypothesis could be formulated beforehand regarding some pertinent 
traits from the neutral level (Nattiez, 1990).19 We will use the same strategy regarding videomusic analysis: 
an induced esthesic in order to devise some pertinent traits while audio-visioning the work in order to 
extract some data for further analysis.

7.2. Analytical tools

Since we are working with video digital files (.mov, .mkv, and so on), we require tools that allow 
us to audio-visualize the work in order to help the segmentation of the videomusic in its perceivable 
parts, drawing the analytical graphics that will describe each segment, underlining certain morphological 
aspects, writing down insights. There is at least one software that allows us to work in this way: Pierre 
Couprie’s EAnalysis (Couprie, 2010). We will also need to relate color changes in the visual domain with 
spectral changes in audio. Video-Color Analysis (König, 2010), DaVinci Resolve (Blackmagic, 2016) and Sonic 
Visualiser (Cannan et al., 2010) have been chosen for this task. Finally, a combination of the Reaper DAW 
(Frankel; Schwartz, 2005), Mtuner VST Plugin (Meluzin, 2009), and Musescore (Schweener et al., 1999) 
were used for rhythmic transcription.

7.3. Segmentation

The segmentation took into account both the induced esthesic approach and the changes in structural 
aspects, such as rhythm, saturation-tension perspectives, and space information, to mention a few. 

We also start from segmentations and categorizations, looking for ways to describe the processes 
of hybridization and the hybrids in themselves: the audiovisual blocks. Next, we created graphic 
representations in order to organize the data we will analyze (another heritage from acousmatic music 
analyses).

7.4. Transcription

The graphic transcription creates a visual representation of the interrelations between its parts, 
segments, and structures allowing data interpretation. In our view, it must be as simple as possible, 

19  For Nattiez, the neutral level is the work’s trace, its immanent level. “[T]he symbolic form is embodied physically and 
materially in the form of a trace accessible to the five senses”. (Nattiez, 1990, p. 12).
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avoiding complex data structures that would make it difficult, or even impossible, to retrieve any useful 
information. On the other hand, extremely simple transcriptions cannot give us the necessary amount 
of information, thus we need to properly analyze the work.

We used the graphic design presented by Moreau in his dissertation as a first level of representation 
in Angel transcription, summed with our own for the morphological representations created from 
the analytical strategies devised to learn about the structures of the audiovisual blocks, their rhythmic 
constructions, textural imprints through their light-color-harmonic spectrum, among others.

The act of transcribing audiovisual events as graphical representations enables the verification of 
pertinent traits (Delalande 2016, pp. 135-148) in videomusic works. They should be related to the 
audiovisual perception in audio-visioning experience we have as audio-spectators, and then crossed with 
data that could be qualitative-quantitatively obtained in order to fulfill an analytical discourse.

7.5. Data interpretation

This last phase is a comparison from all data retrieved from audio-visioning the work, its segmentation 
and transcription, and the data obtained by the tools used to be then interpreted in order to create an 
analytical text. The analytical discourse will be related to the point of view (Delalande 2016, p. 46) chosen 
as the starting point for the analysis: for instance, a central question, which in this case was what are the 
basic elements that allowed a process of hybridization to take place in the creation of the hybrid work under 
study.

This is how we approached Philipp Geist’s Angel Audio/Video RMX.

8. Angel Audio/Video RMX

The selected Philipp Geist’s videomusic to be studied here was composed in 2002. It lasts three 
minutes and twelve seconds (3’12”) without the end credits, or almost three and a half minutes 
(3’28”) with them. According to Geist and Viola Fissek (2009),20 Angel “transcends traditional audiovisual 
conventions, especially those of the music video”.

The work is an experimental and new ar tistic interpretation of a concer t 
performed by Angel, a musical pairing of Ilpo Väisänen (Pan Sonic) and Dirk 
Dresselhaus (SchneiderTM). (…)

The material point of departure for Angel AudioVideo RMX was a recording of 
this concert with a handheld camera. Geist cut this footage up into tiny video 
frames, so that the sound was also fragmented and reassembled. This type of 
rearrangement is often used in the electronic music scene when doing a remix: 
artists interpret and transform the work of other musicians in order to create 
something new. Angel Audio/Video RMX is characterized by a distinctive type of 
interaction between image and sound, unlike the traditional process of creation 
for a music video, in which appropriate images are chosen to accompany the 

20  https://vimeo.com/3867554.
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piece of music. It is true that in this kind of audiovisual remix, the sequence of 
sounds is determined by the video editing, but the procedure is nonetheless 
based on an equivalent status for image and sound—since each editorial 
decision was based on both the audio and the video tracks (…). (Geist; Fissek, 
2009).

What Geist did was exactly the creation of audiovisual blocks extracted from the material he 
captured with only one device – the handheld camera – and used them as the basic motivic unities 
to his composition. All visual content came from the still images, and the sound was the result of the 
splitting fragments from the raw audiovisual material. There were no distinct phases to the creation of 
the material: audio and visual images were captured at once and then split in several small parts for 
latter edition. Angel is probably one of the most explicit examples of this sort of production technique, 
one that unfolds the main potential of videomusic compositions. In it, as should be expected by the 
description presented in the above quotation, prevails the vertical composites to the creation of those 
audiovisual blocks. With this in mind, our first and main strategy to analyze the hybrid construct in Geist 
videomusic was to reveal how the final blocks (those used in the composition) were made from the raw 
material (the handheld camera recordings) and assembled in order to compose Angel. This strategy, per 
se, was an important step towards the reinforcement of an analytical theory for this medium. 

It is important to reassert that a hybrid work, following the perspective presented by Canclini, is the 
result of processes of hybridization. This means that in order to analyze it we should understand how 
those processes took place: for instance, which aspects/elements/events/material behavior facilitated its 
establishment, or how was the path towards the weld of both images. One of those aspects, a technical 
one, we already know: the composer’s intention to only use the audiovisual material recorded at once 
with his handheld camera. His intention and action were certainly the main aspect for the instauration of 
the process of hybridization. Also, his composing methods, his choices and the way he approached them 
had an important impact to the explicit hybrid creation.21 The question now is how to devise a method 
to analyze a work having the hybrid perspective as its fundamental strategy.

8.1. First analytical level

At this stage our first question was: what is the most prominent aspect of Geist’s videomusic? In 
Angel the motoric character prevails. With that we meant a fast-rhythmic structure made by iterations 
of successive abrupt attacks of noisy granular mass, blinking lights and colors, impressions of continuous 
change in visual space – with its distinct and rapid variations in both framing and depth information – 
and pitch, all articulated in an aggressive manner. For this reason, the rhythmic structure was the first clue 
to investigate the ways in which the audiovisual blocks were created and the videomusic form unfolded. 
After many failed attempts in making a graphic representation of Angel’s foreground to aid our analysis 
(Figure 1), we decided that its surface rhythmic structure could be best graphically represented from 
a simple musical notation score (Figure 3), even if it is an audiovisual work. This representation could 
help identify foreground relations and also more complex structuring units such as motifs, phrases (if 

21  His electronic music production approach.
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any), sections, or even deep connections that could have possibly enabled audiovisual transformations, 
textural changes, and so on.

a)

b)

c)

Figure I – Three failed attempts to represent Philipp Geist's Angel Audio/Video RMX (Geist, 2002): a) 
separations in frame number per images (sonic and visual); b) space and movement transformations in 
time; c) using video frame images to segment the work. They proved to be unpractical to transcribe a 

videomusic work.

It was necessary to find a practical way to notate Angel’s rhythm. Doing so manually in a note-by-
note basis seemed to be an unproductive task, so it was necessary to find an automated method. Two 
methods were  devised: the first one detached Angel’s sound images from visual ones to use the first as 
an input to an audio plugin created for pitch analysis. To do that, we used the Reaper DAW.22 Both the 
video file and the aforementioned plugin were inserted in the same track. Since this DAW deals with 

22  DAW – Digital Audio Workstation. – is an audio/midi software used to record and mix music.
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video as if it were an audio track, it was not necessary to digitally detach audio and visual images from 
the video file.

a)

b)

 Figure 2 – Geist, Angel Audio/Video RMX: MIDI transcription in Reaper. a) MTuner, b) Reaper MIDI and 
audiovisual tracks.

The chosen pitch analyzer plugin was MTuner from Melda Production company. 23 It detects audio 
input and analyzes it as MIDI data. It is possible to output the MIDI data and record it in another 
Reaper’s track (Figure 2). The recorded MIDI information generated from Angel was an approximation 
of the pitch and rhythm content from the audio presented in the videomusic digital file. It could be then 

23  Available as part of the company free bundle (https://www.meldaproduction.com/MFreeFXBundle).
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exported as a MIDI file to be read by a music notation software. To create the music notation from de 
MIDI file we used Musescore 3 (Schweer et al., 1999) in its free version. The software was configured 
to read the MIDI file generated in Reaper having the demisemiquaver (  ) as the quantization unit. The 
metronome tempo was set to 60, and the measure to 6/8; the piano score with its two staves served as 
the template to write the rhythm down (Figure 3).

Figure 3 – Geist, Angel Audio/Video RMX: rhythmic transcription from Musescore 3 (page 1).

Those parameters used to configure Musescore were chosen due to the data retrieved from two 
of Davinci Resolve’s 24 tools: a simple frame-by-frame counter and the scene cut detector. Checking 
each frame, we realized that Angel was assembled in almost frame-by-frame steps, in a 25 (24.99) 
frames per second (fps) configuration. This meant that each sound and visual image in Geist videomusic 
changes synchronically approximately twenty five times per second. This is almost the demisemiquaver 
quantization in the M.M. 60, 6/8 measure used as Musescore’s configuration.25 All that meant that the 
audiovisual blocks created in Angel were built as vertical composites in a frame-by-frame manner. There 
were exceptions, in a duration of just a few milliseconds, in which visual images freezes while sound 
articulations continue. Those instances of horizontal composites occur in the end of some phrases, 
especially when a suspension in a quasi cadenza manner is intended (Figure 4).

Yet, Davinci Resolve’s scene cut detector automatically created cuts between points where it detected 
audiovisual amplitudes tending to zero, which happened immediately after each audiovisual attack-decay 
pair in a micro-structure level and, at the end of phrases and sections, in a macro-structure one. This 

24  A Blackmagic Company free video editor software (version 12.5).
25  Actually this configuration enables 24  per second. Necessary adjustment should be made, or we could just accept the 
approximations the software does, as in fact I chose to do.
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tool reinforced not only the visualization of Angel’s motoric character mentioned earlier but also the 
importance the rhythmic organization had, as a structuring strategy for this videomusic composition.

Figure 4 – Geist, Angel Audio/Video RMX: DaVinci Resolve scene cut detector. Each green line represents 
one cut (almost one frame). Here a global view of the cuts in the videomusic is presented (vertical 

lines), while every three visual frames (above) are shown in sequence.

We also confirmed the frame-by-frame structure using MatLab (Mathworks, 1994) video player tool 
(Figure 5). Davinci Resolve and MatLab video player counted 5208 frames in Angel. This can be viewed 
on the bottom-right of each image shown in Figure 5.

The importance and the prevalence of the rhythm as the structuring parameter for this videomusic 
composition was confirmed from those retrieved data assuring that the majority of its audiovisual blocks 
were built as vertical composites. This encouraged the use of a notated score and reinforced the chosen 
method to represent the audiovisual rhythmic structure perceived in the foreground.

The rhythmic (music) score and the data obtained from Davinci Resolve tools allowed us to realize 
how the rhythm was created and its importance as a major force in the process of hybridization. It was 
also a decisive factor for the next phase of the analysis: the videomusic’s macro formal segmentation. 
Despite the fact that Angel’s foreground structure was created in a motoric-aggressive manner, perhaps 
related to some noise or IDM music productions,26 it has in fact followed a traditional path in devising 
its compositional method. The rhythmic structure in its frame-by-frame steps was used to create 
macro-structured level blocks in a phrase-by-phrase relationship analogous to an antecedent-consequent 
construct. Phrase groups, in its turn, were organized in Angel’s three sections (a, b, c), besides a short 
introduction (the six initial bip sounds from second 14 to the 20th).27 However, the delimitations of the 
sections were possible by analyzing variations in audiovisual texture: the increasing and decreasing of 
tension by means of granular accumulations on sound associated with light and color stress.

26  Hohner Comet’s No Name (2012) or Autechre’s C6 Deep Thread (2016). IDM is the abbreviation for Intelligent Dance 
Music (Reynolds 2012, p. 1049 (epub); Dayall; Ferrigno 2012, p. 4 (https://www.oxfordmusiconline.com.ez39.periodicos.capes.
gov.br/grovemusic/).
27  Short sinusoid attacks (B3 pitch). Seconds and minutes from now on will be notated with double quotes and single quote 
respectivelly; i.e., 14” (second fourteen), 1’20” (one minute and twenty seconds).
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 Figure 5 – Geist, Angel Audio/Video RMX frame-by-frame in MatLab video-player. 5208 frames 
detected (bottom-right).

Watching Angel in slow motion in Davinci Resolve timeline helped us to realize its subdivisions, both 
in its phrase structures and sections. In EAnalysis software each phrase could be then delimited in each 
beginnings and endings using numbered marks; the videomusic general transcription could then be done 
also in EAnalysis (Figure 6).

The three sections in Angel have, altogether, sixty-four (64) phrases: 19 in section a, 26 in b, and 19 in 
c. This conventional symmetrical arc is the first surprising statement for this videomusic.

In Figure 7 it is possible to perceive the increase in tension as a result from the decreasing spacing 
tendency among each audiovisual block. In section’s a phrases those blocks are more spaced from each 
other, and in the last section (c) they are close together, almost melding as in TV’s static noise. The tendency 
to compactness helps in raising the tension. It is precisely the crescendo tendency in tension from section 
a to c that represents Angel’s macro-form (Figure 8). Using Moreau’s classification, it should be said that 
the global process in Angel is a P3, meaning increase of intensity (rhythmical, color and light changes) and in 
extensity’s concentration: compactness as the result of the tendency for audiovisual iterations to become 
grains and grains to become noise, as in Denis Smalley’s attack-effluvium continuum (1986, p. 72).28

28  I am correlating the sound image of noise with the abstract for visual image for this particular videomusic work. The 
analog to the attack-effluvium continuum here is then the tendency to go from individual iterative and figurative audiovisual 
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Figure 6 – Geist, Angel Audio/Video RMX: global transcription in EAnalysis. Five layers (from top to 
bottom): video window, audio descriptors, phrase numbered marks, delimitations of the sections and 

audiovisual blocks representation.

Figure 7 – Geist, Angel Audio/Video RMX:  sections a, b and c in DaVinci Resolve.

attack-decay pair to the effluvium (noise)-abstract one.
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a) b)

c)

Figure 8 – Geist, Angel Audio/Video RMX: excerpt of sections a, b, c: increase in density.

P1

P2

P3
P4

P5

P6

P7
P8

Figure 9 – Moreau’s eight processes table. Left tends to concentration (P2), right diffusion (P6), up 
strong (P4), down weak (P8). Abscissa is extensity, ordinate is intensity (Moreau, 2018, p. 247).
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According to Moreau, a process is a “time profile perceived as something oriented towards a direction” 
(Moreau, 2018, p. 246). Moreau devised eight processes according to the pair intensity-extensity and 
their concentration or diffusion status. P1 extensity tends to concentrate and decrease in intensity; 
P2 the matter tends to concentrate and there is no change in intensity; P3 extensity still tends to 
concentrate and the intensity increases; P4 extensity does not change and there is still an increase in 
intensity; P5 there is a gain in intensity and the matter is diffused; P6 there is no variation in intensity and 
the matter still diffuses itself; P7 intensity decreases and matter still diffuses itself; P8 intensity decreases 
and extensity keeps the same (Ibid., p. 247 – see Figures 9 and 10).

Figure10 – Geist, Angel Audio/Video RMX: global audiovisual tendency of temporal structure using 
Moreau’s processes classifications (P3). The big diagonal arrow (P3) means that the process is taking 

place for both sonic and visual images (Moreau, 2018, p. 209).

8.2. Second level of analysis

At this level of the analysis a detailed description upon the audiovisual blocks, phrases and sections 
took place. There was an attempt to a thorough analytical transcription aiming for the morphology 
of those blocks and phrases, the textural and tension relation according to the compactness level of 
audiovisual images taking into account the tendency to the effluvium mentioned above. A connection 
between the increase in audio granular density and visual chromatic distribution (the percentage of 
gradation from the grey scale to the color one) is the index of increasing tension: attack-effluvium 

continuum.
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As shown in Figure 11, Angel’s form could be summarized as an index of increment in density-

tension factor, as I will call from now on. For instance, if a random scale from 0 to 1 is to be adopted in 
order to measure the degree of the attack-effluvium continuum, 0 meaning no tension at all (no events 
whatsoever), and 1 maximum density-tension factor, section a will present a factor of approximately 0,7, 
section b of 0,9 and section c 1,0.

Besides the overall rhythmic tendency, local events should be taken into consideration. The phrases, 
as already mentioned, were created from iterative audiovisual blocks, each block of approximately 1 
frame in length. The distance from each block to the other, associated with the space information from 
the visual images (including differences in color, camera angle, the figurative or abstract prevalence), will 
inform us the degree of tenseness of each phrase. The sound spectral occupancy and the prevalent 
tessitura will also give us information regarding the phrase or section tenseness. 

Figure 11 – Geist, Angel Audio/Video RMX: approximate density-tension factor in Angel’s form.

Phrases on section a tend to be sparser than in section b; and section c is the maximum tension, 
achieving the effluvium state. Both sections a and b materials have prevalence for figurative stroboscopic 
visual images and grainy-pitched sounds. In a there is a tendency to overlap phrases from the middle of 
the section to its end, even though the stretto-like structure, prevalent in section b, will happen only at 
the end of section a, anticipating the next one (Figures 12 and 13). The stretto-like structure presents 
itself at the beginning of section b, also accumulating noisy-stroboscopic events with the grainy-pitched 
ones. It can be perceived the increment in darker color (sometimes also lighter) and the abstract visual 
material. Since the grey palette prevails in Angel (mostly black and white), the presence of red and green 
generate an immediate contrast and tension to a specific scene. We used the software Video Color 

Analysis to confirm the color palette increment from one section to the other (Figure 14).

As shown in Figure 14, section b has increased it density-tension factor. However, if we take into 
account the brightness differences between a and b, section a is brighter than its successor. The brightness 
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differences were another resource used to segment Angel. To check this parameter properly a spectral 

centroid audio descriptor was used. It automatically analyzes the spectral content in the audio material 
and plots a line. EAnalysis uses Chris Cannan and Jamie Bullock Vamp Plugins audio descriptors to 
compute this kind of data. The result can be seen in Figure 15. 

a)

b)

Figure 12 – Geist, Angel Audio/Video RMX: sections a and b. Phrases successions on a and stretto-like 
structure in b.
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Audiovisual (AV) high 
pitch attack.

Effluvium with pitch.

Noisy AV abrupt attack Effluvium.

Abrupt AV attack AV rhythmic phrase

Attack graduated with 
iterative segment (a 
variation of UST’s con-
tracted-extended)

AV rhythmic attack 
phrase downward

AV attack serrated 
(with pitch).

Inverted phrase with 
continuation.

Chock-rebound. Iterative.

AV attack with Pitch 
downward.

Iterative with down-
ward pitch

AV noisy downward. Iterative counterpoint

Figure 13 – Some graphical representation of the audiovisual blocks we design for this analysis.

a) b)

c) d)

Figure 14 – Geist, Angel Audio/Video RMX: colors read by Video Color Analysis software. Numbers of 
tracked RGB colors (the middle big number), and the percentages of color distribution among the 

work. a) credits; b) section a; c) and d) two instances of section b.
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Figure 15 – Geist, Angel Audio/Video RMX: sections also delimited according to their brightness. The 
higher the picks, the brighter the sound is. Sections a and c are slightest brighter than b. In its turn c, 

due to the noise content, is brighter than a.

Due to the noise content in the audio data, section c, according to the descriptor, is the brighter. This 
corroborates the process under development in Angel, its tendency towards compactness and higher 
intensity. Also, c increases the effluvium in audiovisual with rapid stroboscopic visual changes, a prevalence 
of abstractness and noisy sounds (Figure 16).

Figure 16 – Geist, Angel Audio/Video RMX: two moments in section c: increase in color palette and 
tendency to abstraction.
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Most of Angel’s depth information is provided by the visual images. Despite the stereophonic mix, 
the sound does not assume any particular spatial progression (Roy, 2003). Visual images, in its turn, vary 
from foreground to background, close up in one of the musicians or to the wall, full shot, a plenty of 
variations in the visual angles, and despite of the character of the still images, a perception of movement 
can occur. Likewise, tonal separation, the tendency from figurative visual images and abstract ones, and 
the stroboscopic impression helps creating depth information (Figure 17).

Section c reaches the effluvium state by accelerating each audiovisual block attack, uniting each one of 
them in a dense mass that occupies extreme sonic-visual saturation generating audiovisual noise before 
its liquidation at the end. The two passages below give us a general idea of the rapid flux (effluvium state) 
from an audiovisual block to the other at Angel’s last section (Figure 18).

 Figure 17 – Geist, Angel Audio/Video RMX: variation in depth information.

Figure 18 – Geist, Angel Audio/Video RMX: four different stills from section c. Variation in color 
distribution.



Série Congressos da TeMA Vol. IV - Teoria Musical no Brasil: Diálogos Intercontinentais (2021)

Marcelo Carneiro de Lima – The Concept of Hybridization as a Contribution to the Analysis of Videomusic

101

In addition to confirming the rapid passage from one audiovisual block to the other at the end of 
section c, which is the result of the increment in the noisy-stroboscopic perception, and with an increase 
in the rough and harsh texture, it is also possible to visualize, from each sonogram (below each video 
stills) a raise in the density of sound due to the enlargement of spectral content. It is possible to make an 
analogy for the visual images to the increment in sound density in section c. It can be done by comparing 
the raise in the number of tracked RGB colors and its distribution. The changes in depth information on 
visual realm also contribute to the harsh stroboscopic effect.

8.3. Summing up

Table 1 sums up the analysis presented above.

Table 1 – Resume of the analysis.

ANGEL AUDIO/VIDEO RMX – Philipp Geist (2002) – 3'28"/3'13" (dur)

FORM

Three sections  
(a, b, c) preceded by 
a short introduction 

(6 bip sounds:  
pitch = B3)

Overall Tendency Attack-effluvium continuum

Number of Phrases 64

Audiovisual Blocks

Origin of the  
audiovisual material

Handheld camera 
footage from  

Angel's duo concert

Audiovisual blocks 
content

Short audio bursts and 
visual image stills both 

simultaneously cut from 
original footage and 
assembled as vertical 

composites
Noisy-stroboscopic 

granular masses
Compositional main 

procedure
Continuous accumulations from single monophonic 

sequences of audiovisual blocks in creation of 
phrases to dense stretti structures towards effluvium 

state. 
Section a 19 phrases Tendency from 

monophonic to 
polyphonic structure

Bright

Section b 26 phrases Polyphonic Less bright
Section c 19 phrases Effluvium state Brighter

9. Final remarks

Fissek and Geist (2009), as quoted above, have already explained the basic ideas regarding the 
process of hybridization for the creation of Geist’s videomusic: the use of both sound and visual images 
captured at the same time by the handheld camera, cutting the “footage up into tiny video frames, so that 

the sound was also fragmented and reassembled” (Fissek; Geist, 2009). This was the fundamental technique 
adopted in order to immediately produce audiovisual blocks as vertical composites. This approach is 
tangentially related to the basic problem envisaged by the soviet filmmakers from the beginning of 
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the 20th century regarding the sound movies. Eisenstein, Pudovkin and Alexandrov (1985/1928), in 
their short text, expressed their worries concerning the damage sound could cause to (silent) film 
montage technique. Their solution, at least a provisory one, was a “contrapuntal use of sound in relation 

to the visual montage piece (…)”. A vertical composite, in contrast, creates audiovisual blocks that are 
in diametrical opposition to the soviet filmmakers’ statement. In Angel, the montage is not a question of 
visual narrativity supported or reinforced by sound counterpoint, but literally a way to compose with 
blocks of sound and visual images altogether. This way of thinking/working exemplifies, on its own, the 
process of hybridization: how sound and visual images became an inseparable unit and not just two 
complementary presences.

Also, as Fissek and Geist put it, the type of rearrangement of the recorded materials, the way the 
montage has been done, was as it has been in electronic music since its beginnings. In Geist’s videomusic, 
both the idea of an electronic/electroacoustic approach to montage, to the creation of audiovisual 
blocks as cells and fragments in a Schaefferian way (1966, p. 454) are, as we call it, the shared residues, 
or the characteristic traces of one medium present (perceived) in another. Those shared residues are 
in fact indexes, not only of hybrid products themselves, but of the processes of hybridization that have 
taken place in the formation of the hybrid. The residues should be taken into account when analytically 
approaching a videomusic work.

With those concepts and notions in mind, our effort was to establish a method to analyze Angel 
without separating sound and visual images, and finding a common ground to draw our conclusions 
from. The idea of audiovisual blocks helps in our attempt: first it is a completely different way to describe 
the materials and the narrativity created in an audiovisual work. It is not fitted to all genres of cinematic 
or videographic productions, but those in which the audiovisual relations do not aim to a conventional 
story telling or theatrical structures. As in some strategies for music composition, those audiovisual 
blocks are intended as the smallest unit, or as a motif from which the narratives are build. Audiovisual 
blocks are the strength of this kind of hybrid artwork.

We departed from the notion of the hybrid as a point of view, as the ground to build our analysis; 
this could be considered as our ideological basis. Angel is a limit case in videomusic production. To our 
research, analyzing it was a mandatory challenge in order to keep developing an analytical theory for this 
medium. That is the main objective of this paper. Other theories were studied as part of the debate we 
intend to establish around videomusic analysis. We are in debt to them and to all of their authors and 
hope that our work can contribute to the research on hybrid art productions.
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