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The kaleidoscopic lens of history, contemporary and past: aid to
viewing translation of architecture into music.

As opposed to biological, ecological, ethnological, or other forms of diversity, which
may well be addressed by other delegates at this conference, there is a straightforward
view of diversity taken in this paper, namely that of a variety, or multitude of different
sample types taken from populations of music and architectural types, where sample
strength, size, randomness, variety of sample and so on help validate any conclusions
reached. Furthurmore, as will shortly be explained, as this research has developed,
wider ramifications have implicated a greater diversity of ideas and concepts than was
at first envisaged.

The aim is to find a correlation between architecture and music and
specifically find some way of taking the language of architecture and translating this
to music, also the other way around. Whilst some of the terminology used fits a
statistically quantitive approach, it was decided at an early stage to adopt a qualitative
approach, which I felt better suited the topics involved of aesthetics, the mechanisms
of translation, related topics of semiotics and philosophy and other broader, both
macro and micro, topics of ontology, physics and cosmology. An area that has been
currently concerning me is to do with a subtler, maybe softer and wider understanding
of architectural objects in space, other than just elements, doors, windows, walls,
ceilings and so on, together with the concomitant understanding of sound spaces.

So, architecture has become more than just building and constructed artefacts
in and around buildings. It has become more concerned with sociology, city or urban
spaces conjoined with buildings, abstract notions related to art, science, the mind,
people, and for me a sometimes forgotten entity, animals and creatures, in fact every
aspect of the universe that is affected, which with a theory I developed in relation to
this research, the Total Field Theory (TFT) (Gover, 2020c), actually does mean the
whole universe. So, in the context of this conference’s brief the field of study has
become diverse, and vast.

Returning to the subject of diversity of sample type, it is my intention to study
and write music in relation to a spread of architectural and musical styles, which I
have started. I would like to play you some small samples. An easy inference is that
there are cross relationships between period styles of say early Italian and English
music, the Renaissance, the Baroque, Modern and Post Modern architecture and
musical genres.

Finally, before getting to playing the samples, another aim, intended to extend
the diversity of the research approach, is to explore different ways of writing and
producing the music, classically, experimentally, electronically, aleatorically (using
chance methodology of dice throwing and other means) and by other stratagems, so
that if the results hold up, whatever that means (for the moment, just seeming to ‘feel’
right as defined by the philosopher and psychologist Eric Dietrich (2016)), it may be
held that there is some substance to the connections between architecture and music.

So: some brief examples. I would like to start with a Bartok Small Prelude,
which was triggered by the word Bartok encountered whilst reading about the
architect Stephen Holl’s design for his Stretto house (1991) as based upon Bartok’s
Music for Strings Percussion and Celeste (1936). Here the word Bartok is semiotic
and within my developed sense of architecture and music.



The sound file is here:
\BFE-RMA 2020\STE-001.wav (played by Aleksander Szram 10.01.2020).

And the first page of the score is here:

Bartok Short Prelude
Grant Gover

Inspired by reading about Steven Holl's Stretto House
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Musically, there are modernistic elements such as Stravinskian, or perhaps
rather fancifully, Bartokian atonalism, as might be represented in modernistic
architecture, staccato rhythm which could be a repetitive architectural motif and the
Poulencian instruction for the pianist to lean first to the left then to the right (Rogé,



2004; May, 2019). This shows a syntactic spatial orientation such as might occur in an
architectural design or space, as well as a hint of humour as occurs frequently in Post
Modernism (Nuri, 2013).

Another example is a renaissance type piece called Pieta written for two viols
and a viola da gamba (as can be seen in the first page of the score illustrated), an
emotional response to Michelangelo’s sculpture of the same name (1498-1500), in the
idiom of the time yet through a modernistic lens. Towards the end, a line is traced
from the figure of Saint Mary across her clothes and the device used by Michelangelo
to traverse a volume of space and get over the trick he employed of size and
perspective where Saint Mary is larger than life, leading to the outline of Jesus’s left
arm. This linear approach could be seen as slightly modernistic and architectural at
the same time, where lines form an essential part of architectural drawings. The
illustration is taken from the score introduction:

hitp://www italianrenai ssance.org/michelangelos-pieta’

Michelangelo's Pieta, 1498-1500

The score first page illustration follows:



Score
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The sound file is here: ..\Compositions\Sound\Pieta.wav

Another piece written in the same vein, yet differently, is 4 Walk Around
Oxford Late at Night. Similarly: where an emotional response is evoked by the direct
confrontation of rounding a corner at night to see the uplit sight of the Radcliffe
Camera building, together with the use of conventional scoring. Differently: because
the various architectural styles were evoked in an integrated way, covering as one
listener put it ‘four hundred years’ of history and perhaps in a complex way as
represented in the initial score instructions: ‘sparkling with a complicated baroque
swing’, 5/4 rhythm and long initial phrase. Here the means of translation is direct, as



justified by my theory TFT and resonant of different time period styles, musically and
architecturally.

The sound file is here: ..\Compositions\Sound\A Walk Around Oxford late at
Night amended as tutorial with Paul Patterson 28.10.2019.wav

The first page is here:
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This provides a taste of the diversity of means by which I intend to justify the
relationship between architecture and music. The concentration is more upon the
contrast of different style periods. Other compositions explore more the means of
making the music which implies a greater emphasis upon means of translation.

One example is: Folkestone Bandstand (2019) which utilises architectural
drawing methodology, aleatoric dice throwing and other predetermined parameters to
assist with setting timbre, texture, perspective, layers, events, instrumentation and
other musical features. It is considered that this demonstrates part subjective
emotional interpretation of the parameters and part determination by the architectural
outline and embodiment of the bandstand itself, so here there is evidence of
architecture in music in several ways: empirically, architectural draughting
techniques, abstractly and semiotically. There is a start to get away from a
personalised interpretation of architecture.

Part of the Folkestone Bandstand score is shown here:
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The sound file for this is: ..\Compositions\Sound\Folkestone Bandstand
Experimental.wav

Translated into a conventional score, as the first page shows the overall shape:



A detail of which is:
where the instruments’ outline can be seen following the bandstand’s template shape







