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Abstract


Musical	composition	shows	how	autonomous	forms	emerge	from	elements	
that	 carry	 no	 inherent	 meaning	 —	 pitch,	 rhythm,	 and	 motivic	 figures.	
Through	 repetition,	 variation,	 and	 structural	 feedback,	 these	 materials	
generate	 coherent	 patterns	 that	 cannot	 be	 reduced	 to	 the	 elements	
themselves.

This	essay	transfers	that	insight	to	the	dynamics	of	discourse.	A	discourse,	
too,	 is	 shaped	 by	 pre-semantic	 patterns	 that	 organize	 its	 flow	
independently	 of	 conceptual	 content.	 In	 the	 interplay	 between	 these	
patterns	 and	 the	 semantics	 of	 a	 conversation,	 a	 characteristic	 signature	
comes	 into	view	—	 the	 form	a	discourse	assumes	when	 it	 approaches	 its	
own	nucleus.


The	Emergence	of	Form


Musical	composition	shows	how	forms	take	shape	from	elements	devoid	of	
meaning	 —	 pitches,	 rhythms,	 and	 motivic	 figures	 —	 through	 repetition,	
variation,	 and	 structural	 feedback.	 What	 emerges	 is	 a	 shape	 whose	
coherence	far	exceeds	anything	the	individual	materials	could	imply.

Discourse,	 understood	 as	 the	 dynamic	 interaction	 of	 divergent	 positions,	
gains	 its	 form	 in	 a	 comparable	 way.	 Its	 shape	 does	 not	 arise	 from	 the	
meanings	of	isolated	statements	but	from	the	architecture	of	its	transitions,	
its	 arcs	 of	 tension,	 and	 its	 rhythmic	 shifts.	 The	 emergent	 signature	 of	 a	
discourse	—	denoted	here	by	Ω	—	 is	 shaped	by	 the	 same	principles	 that	
generate	musical	 form:	 relations,	 variations,	 teleological	drift,	 and	cyclical	
evolution.	At	 the	core	of	 this	unfolding	 lies	 the	 triadic	structure	A1–B–A2,	
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whose	recurrent	interplay	functions	as	a	principle	of	form	in	both	classical	
and	modern	musical	structures.


Two	Orders	of	Art


Arts	can	be	divided	into	two	broad	orders.

There	 are	 sign-based	 arts,	 whose	 elements	 carry	 conceptual	 meaning	—	
song,	 literature,	 philosophy	 —	 and	 there	 are	 form-based	 arts,	 whose	
fundamental	units	possess	no	semantic	content:	instrumental	music,	dance,	
architecture.	 Painting	 stands	 between	 these	 poles:	 representational	
painting	aligns	with	the	sign-based	arts,	while	abstract	painting	belongs	to	
the	realm	of	form.

The	 elementary	 building	 blocks	 of	 this	 pre-semantic	 order	 are	 abstract	
figures	 —	 intervals,	 motives,	 rhythms,	 tempi.	 They	 signify	 nothing	 and	
denote	 nothing,	 yet	 they	 generate	 structures	 of	 striking	 clarity:	 arcs	 of	
motion,	points	of	rest,	fields	of	tension,	architectural	unfoldings.

In	 this	 tension	 between	meaning	 and	 pre-semantic	 configuration	 lies	 the	
key	 to	 understanding	 how	 music	 can	 serve	 as	 a	 model	 for	 the	 inner	
movement	of	discourses.


The	Architecture	of	Discourse


A	discourse,	too,	unfolds	on	two	levels.	There	is	a	semantic	level,	composed	
of	 arguments,	 concepts,	 and	 inferences;	 and	 there	 is	 a	 pre-semantic	 level	
that	 provides	 the	 inner	 architecture	 of	 the	 exchange	 —	 a	 mesh	 of	
transitions,	 tempi,	 lines	 of	 intensity,	 and	 rhythmic	 condensations.	 It	 is	
within	 this	 mesh	 that	 meanings	 take	 shape.	 Presemantics	 structures	 the	
flow,	while	semantics	provides	the	substance;	only	their	interplay	generates	
what	we	call	meaning.


A	discourse	therefore	develops	neither	linearly	(A1	→	A2)	nor	dialectically	
(thesis	↔	antithesis),	but	triadically,	in	a	recursive	sequence:

A1	→	B	→	A2	→	B	→	A1	→	…	With	every	iteration	the	constellation	shifts;	
the	cycles	generate	variation,	 tension,	and	unfolding.	Such	recursive	work	
on	 form	 is	 a	 familiar	 principle	 of	musical	 composition	—	 and	 represents	
one	of	the	strongest	structural	analogies.
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Musical	Analogies


Consider	 the	sonata	 form.	 It	opens	with	 the	exposition	of	 two	contrasting	
themes	 (A1	 and	 A2),	 leads	 them	 through	 conflict,	 variation,	 and	
transformation	 in	 the	development	—	 the	 role	of	B	—	and	 returns	 in	 the	
recapitulation	to	a	reconfigured	or	stabilized	version	of	the	beginning.

The	 fugue	 unfolds	 through	 a	 sequence	 of	 rigorously	 defined	 steps:	 A1	
appears	 as	 the	 subject	 (dux),	 A2	 as	 the	 answer	 (comes),	 joined	 by	 a	
countersubject	or	transformed	material,	while	B	performs	the	contrapuntal	
working-out.

In	 the	 rondo,	 a	 structural	 center	 recurs	 cyclically	 (A),	 while	 B	 and	 C	
introduce	 contrasting	 fields	 without	 neutralizing	 the	 underlying	 impulse.	
Here	 the	 teleological	 drift	 is	 less	 linear	 and	 less	 conflict-driven,	 moving	
instead	in	circular	pathways.

Variation	techniques	stabilize	a	core	that	persists	through	continual	change	
—	 much	 like	 long-standing	 theoretical	 debates	 in	 which	 a	 fundamental	
problem	is	revisited,	reinterpreted,	and	reshaped	over	many	years.


Jazz	and	Improvisation


Modern	forms	such	as	jazz	open	dynamic	fields	of	interaction.	A	harmonic	
framework	—	the	function	of	B	—	provides	the	shared	structure	over	which	
different	voices	(A1	and	A2)	improvise,	while	Ω	emerges	as	the	momentary	
shape	 of	 the	 whole.	 The	 structure	 is	 spontaneous,	 situational,	 and	 yet	
guided	by	invisible	constraints.

In	 free	 improvisation,	 every	 formal	 prescription	 falls	 away;	 nevertheless,	
lines	 of	 intensity	 arise,	 patterns	 cohere,	 points	 of	 rest	 appear.	 A	 pre-
semantic	order	takes	shape	in	the	very	act	of	interaction,	an	order	in	which	
the	triad	often	becomes	visible	only	in	retrospect.


The	Raga	as	Energetic	Field


A	particularly	striking	parallel	to	the	discourse	triad	appears	in	the	classical	
art	music	of	India,	in	the	tradition	of	the	ragas.	A	raga	is	not	a	composition,	
not	 a	 fixed	 sequence,	 and	 not	 a	 “form”	 in	 the	 Western	 sense.	 It	 is	 a	



4

qualitative	mode	—	a	musical	field	of	possibility	with	its	own	atmosphere,	
its	own	logic	of	motion,	its	own	inner	temporality.

Every	 raga	 possesses	 a	 characteristic	 configuration	 of	 ascent	 and	descent	
(aroha	 and	 avaroha),	 of	 emphasized	 and	 silent	 tones,	 of	 typical	 contours,	
micro-intervals,	and	ornamental	gestures.	Added	to	this	is	an	anchoring	in	
cosmic	rhythms:	some	ragas	belong	to	the	twilight,	others	to	the	night,	the	
monsoon	season,	or	to	specific	moods	such	as	longing,	joy,	or	contemplative	
stillness	(rasa).

A	raga	 is	 thus	an	energetic	 field,	constituted	not	by	external	prescriptions	
but	by	inner	necessities.	It	comes	into	being	through	performance	—	in	the	
dialogical	 play	 between	 musician,	 material,	 and	 moment.	 The	 musician	
does	not	compose	the	raga;	he	unfolds	it,	becoming	the	medium	of	a	space	
of	movement	that	carries	its	own	ontological	weight.

The	decisive	point	 is	 that	a	 raga	does	not	possess	 its	 shape	 in	advance.	 It	
gains	 its	 form	 in	 the	 very	 act	 of	 occurrence:	 by	 being	 traversed,	 varied,	
modulated,	guided	into	characteristic	arcs	of	intensity.

In	 this	 respect,	 the	 raga	 stands	 particularly	 close	 to	 the	 teleodynamic	
signature	Ω. 
Like	 a	 discourse	 that	 unfolds	 through	 the	 triad	A1–B–A2,	 a	 raga	 finds	 its	
shape	not	through	external	prescriptions	but	through	the	immanent	logic	of	
its	 own	 material.	 Its	 movements	 are	 neither	 arbitrary	 nor	 strictly	
determined;	they	follow	an	inner	drift,	a	structured	freedom	that	becomes	
visible	 only	 in	 performance	—	 only	 in	 the	 passage	 through	 time,	 in	 the	
living	act	itself.

The	 raga	 is	 a	musical	 system	 that	discovers	 itself	 in	 the	very	 act	 of	being	
played	 —	 and	 in	 this	 self-discovery	 it	 becomes	 the	 sonic	 sibling	 of	 the	
discursive	Ω.


Parallel	and	Difference


Taken	together,	 these	musical	correspondences	reveal	both	the	parallel	—	
and	 the	 decisive	 difference	 —	 between	 musical	 form	 and	 discursive	
dynamics. 
Music	can	shape	its	forms	through	pre-semantic	means	alone;	discourse,	by	
contrast,	depends	on	semantic	substance.
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The	Signature	Ω


Against	 this	 background,	 the	meaning	 of	 a	 discourse’s	 signature	 becomes	
clear:	Ω	 is	not	a	 synthesis,	not	a	 compromise,	 and	not	an	abstract	middle	
position.	It	is	the	emergent	form	of	the	entire	triadic	movement	A1–B–A2.	Ω	
arises	from	the	mediation	of	the	positions,	from	their	shifting	relations,	and	
from	 the	 pre-semantic	 order	 that	 opens	 the	 space	 in	which	meaning	 can	
appear.

In	 the	 interweaving	 of	 pre-semantic	 form	 (A1–B–A2–B–…)	 and	 semantic	
substance	 (concepts,	 arguments),	 and	 in	 the	 emergent	 figure	 Ω	 that	
integrates	both	levels,	a	kind	of	order	appears	that	is	neither	purely	rational	
nor	merely	aesthetic	—	the	musical	signature	of	a	discourse.

Ω	 is	 the	 figure	 in	which	 a	 system	 approaches	 itself.	 It	marks	 the	 point	 at	
which	 the	 dynamic	 of	 the	 discourse	 yields	more	 than	 its	 elements	 could	
ever	 prescribe:	 a	 form	 that	 signifies	 nothing	 and	 yet	 allows	 meaning	 to	
emerge.



