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dance and might preserve something of its original identity, these two sensory planes now 
meet to affect each other and to create a new identity from their meeting.

The film music theorist Claudia Gorbman queried whether

the music “resembles” or . . . “contradicts” the action or mood of what happens 
on the screen . . . Is there no other way to qualify film music which does not lie 
between these opposites but outside them? . . . It is debatable that information 
conveyed by disparate media can justifiably be called the same or different. (1987, 64)

Instead Gorbman proposed the concept of “mutual implication,” music and image work-
ing together in a “combinatoire of expression” (1980, 189). Meanwhile, again with regard to 
film and music and driven by human perceptual capacities, Michel Chion proposed the 
useful concept of “transsensorial perception” that cuts across the usual boundaries between 
the senses. He referred to these senses as “channels” or “highways” more than “territories” 
or “domains.” Thus, the visual can convey the aural (even if the visual dimension is still 
central) and vice versa:

Silent cinema, in the absence of sync sound, sometimes expressed sounds better 
than could sound itself, frequently relying on a fluid and rapid montage style to 
do so. Concrete music [musique concrète], in its conscious refusal of the visual, car-
ries with it visions that are more beautiful than images could ever be. (1994, 137)

Nicholas Cook’s Analysing Musical Multimedia (1998) puts forward a general theory 
of how potentially all different media—music, words, moving pictures, dance—can work 
together—in theater, commercials, film, and music videos. In keeping with his empha-
sis on issues of denotation, Cook proposes metaphor as a viable model for intermedia 
interaction and, with “enabling similarity” at its root, the possibility of the “transfer of 
attributes,” which results in the creation of new meaning. He draws from the linguistic 
theory first proposed by George Lakoff and Mark Johnson in 1980, influenced by cognitive 
science’s discoveries about the nature of mind. According to their theory, given “enabling 
similarity,” we can map across two conceptual domains and understand a target domain 
in terms of a source domain. For instance, we can understand love (target) in terms of 
war (source) within the metaphor “Love is war” because the two concepts have attributes 
in common: they involve more than one party, and, in certain circumstances, love can 
absorb from war the concepts of conquest, strategy, and siege. But the metaphor, Lakoff 
and Johnson would say, “gives love a new meaning” (1980, 142).6

Aside from his application of linguistic theory in assessing a multimedia work as “a 
distinctive combination of similarity and difference” (1998, 98), Cook puts forward three 
basic and potentially overlapping models of multimedia interaction: conformance, where 
there is direct congruence and no element of incompatibility, a concept associated with 
theories of synaesthesia; contest, a more dynamic concept indicating essential contradiction 
and potential for irony, the media “vying for the same terrain, each attempting to impose 
its own characteristics upon the other . . . each medium strives to deconstruct the other, 
and so create space for itself ” (103); complementation, a kind of midpoint between these 
two extremes. In what he terms a relationship of contest, Cook proposes that there can be 
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a sense of relationship through opposition, connection despite major disconnection, as in 
punning (which is often introduced between visuals and music in commercials), but the 
issue of connection/disconnection can arise in far less connotationally loaded contexts, 
where there is loud music to very gentle dance, strong movement to soft sound and so on.

As an example, in Fokine’s first Firebird solo (in The Firebird, 1910), there is a clear 
relationship of conformance: light Scherzo orchestration and a bird in flight, and the 
magical bird-woman dancing to music that draws upon a long Russian tradition of rep-
resenting otherworldly characters chromatically. Yet, if we take settings of Le Sacre du 
printemps, perhaps burdened by its tradition more than any other dance score, we often 
find strong examples of disjunction (contest). Some choreographers have “renewed” the 
score through mockery and defiant humor, creating a conceptual clash as music and 
dance meet in the space between. In his 1980 Le Sacre du printemps (The Rehearsal), Paul 
Taylor introduced the crazy mix of cartoon detective story (set c. 1930) and modern dance 
rehearsal set against ancient rite (the score in the rattling piano reduction), though, in a 
reading that is fundamentally critical, he admits the callousness of his humor. For him, 
the literal point about the score as terrifying burden remains, resurfacing at the end with 
multiple “deaths,” of the detective story protagonists and, as they fall at final curtain, the 
rehearsal dancers.
 For a more detailed model of contest (extending from Cook’s theory), a good example 
is Mark Morris’s Dido and Aeneas (Purcell, 1989)—the brief recitative in Act 2, Scene 1 
when the Sorceress exhorts her fellow Enchantresses to join her in bringing about Dido’s 
downfall. Here, the contest involves not only music and dance but also the third medium 
of text. Nahum Tate’s text reads as follows:

The Queen of Carthage, whom we hate,
As we do all in prosperous state.
Ere sun-set shall most wretched prove,
Deprived of fame, of life and love.

Morris treats this passage with a mix of coded and automatically understood gestures. 
“Hate” (end of line 1) is juxtaposed with the opposite concept, “love/sex,” hand gestures 
hollowing out the core of the body and twisting into a circular path with left fingertips 
pressing down, under and up, trying to reach the right pushing up over the top of the 
circle. Later (line 4), “life” is juxtaposed with “death,” the gesture of ripping out the guts 
and slitting the throat. Of course, we might argue that Morris (who also danced this role) 
is merely enacting the real textual meaning “deprived of . . . life” here, except, within the 
same phrase, he matches “fame” and “love” straightforwardly, to the extent that we might 
easily forget or overlook the word “deprived.” Ironically, this unpredictable gesture to word 
response tends to make narrative continuity take a back seat, and we are more likely to 
read a series of distinct “word moments,” movement highlighting sung words selectively: 
as opposition to the simultaneous sung word, or opposition between one movement word 
and the next, or as opposition between “good” and “bad” words. But formal relations 
with the music (using the understood “up” and “down” spatial metaphor within music) 
also demonstrate opposition. The movement for “love,” so devious in its spatial mes-
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