-134- 4. Analysis of affect in popular music

Fig. 8  Table of musemes in the Kojak theme
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2g. General sonorities
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3. Contrasting motifs
3a (melody, b.15-17) 3b (accompaniment, b.15-17) 3¢ (bass, b.15-17) 3d (bass, b.14)
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4b (trombones, timpani, traps) and 4c (timpani, traps, electric guitars, electric bass, double
bass, tuba, piano) are rnusemes or episodic markers of finality.

Inaudible on the recording used for this analysis were: 2a2, 2d2, 2e2, 3e (see §6.1.4.1, p.167).
For other comments on the transcription process, see 85.4.2, p.0118, ff.

As will be apparent to the reader after perusal of the Table of Musemes (fig.8,
above), almost all musical material in the Kojak theme is derivable from a limited
number of basic ideas, the only exceptions being the first note of the piece in the
bass part (the ab of m4a and the only minor sixth) and the crescendo plus finality
marking of the last chord (m4b, m4c). Each of these musemes occurs only once.

Having defined the musemes of our analysis object, we will now proceed to discuss
their meaning one by one, concentrating on the aurally distinguishable ideas and
using the techniques of interobjective comparison and hypothetical substitution
presented earlier. However, before we do this we should state that the piece has a



