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Matt Steinbron (Louisiana State University) - Up, Up, and Away:
Schubert’s Portrayal of Extreme Distance in Ganymed and
Other Lieder
Nicole E. DiPaolo (Indiana University) - Marching to the Beat of a
Different Drum: Metrical Irregularity in Rachmaninoff’s
“March” Etude-Tableau in D, op. 39 no. 9
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Musical Topics, Stylistic Level, and Handel’s Cleopatra
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Keynote Address:
What Counts When You’re Counting Notes?
Ian Quinn
Yale University
Abstract In empirical studies of musical structures and behaviors, the results are
often highly dependent on the way the question is operationalized -- that is, how the
basic concepts and terms of the question are rendered concretely observable or
measurable. This problem will be illustrated with data from three repertoires: (1)
Sacred Harp singings in the Deep South and the Northeast, with a question about
relative pitch and absolute pitch; (2) Lutheran chorales from the period 1586-1627,
with a question about modal structure; and (3) Bach's chorales, with a question about
tonal harmony.
Ian Quinn is Associate Professor of Music in the Department of Music and Program
in Cognitive Science at Yale University. He has degrees from Columbia University
and the Eastman School of Music of the University of Rochester. Before joining the
Yale faculty, he taught at the University of Chicago and the University of Oregon. In
2008-09 he was a Residential Fellow of the Center for Advanced Study in the
Behavioral Sciences (CASBS) at Stanford.
Central themes of Quinn's work are music cognition and the foundations of
music-theoretic practice. His current work interrogates the historically resilient
analogy between music and language, with a particular focus on applications of
computational linguistics to models of harmonic syntax and to the problem of keyfinding. His earlier work in mathematical music theory deals with the classification of
the horizontal and vertical building blocks of music -- melodies and chords -focusing on careful critique of the models mathematically-inclined music theorists
have used in the last few decades. His theory of abstract (non-tonal) chord
classification was published serially in Perspectives of New Music as “General EqualTempered Harmony” and won the Outstanding Publication Award from the Society
for Music Theory in 2009. This article completes the project Quinn began with his
article "Listening to Similarity Relations," which won SMT's Emerging Scholar Award
in 2004. Related research in the mathematical modeling of voice leading, developed
with collaborators Dmitri Tymoczko and Clifton Callender, was published in Science in
2008.
Quinn edits the Journal of Music Theory and serves on the editorial board of the
Journal of Mathematics and Music, which launched in 2007. He is on the executive board
of the Society for Mathematics and Computation in Music, and was co-organizer
(with Richard Cohn) of SMCM's second international conference, which was held at
Yale in the summer of 2009. He serves on the executive committee of the Northeast
Music Cognition Group (NEMCOG), which meets several times per year in New
York, New Haven, and Boston. He also organizes the Yale-New Haven Regular
Singing (YNHRS), a weekly shape-note singing group.

2:00

Session III
Andrew Gades, chair

Matthew Bell (Florida State University) - Rhythm as Narrative in
Barber’s Piano Concerto, Op. 38
Ruthie Umthun (Indiana University) - Changing Emotions: An
Analysis of the “Emotional” Use of Adagio for Strings in Film
and TV
Alan Theisen (Indiana University) - Text, Harmony, and
Transformation in Frank Martin’s Sechs Monologe aus Jedermann
3:30

Coffee Break

4:00

Keynote address

Ian Quinn (Yale University) - What Counts When You’re Counting
Notes?
6:30

Dinner: Milano Pizzeria
(Directions on back page)

Abstracts
Temporality and Information Theory in
Webern's “Christus factus est”
Sarah Culpepper (Chicago, IL)
The unpredictable contains more information than the predictable. If every note
of a musical composition can be guessed based on previous notes, then no note in
that composition contains any new information; after all, we already know what the
next note will be before we hear it. Barbara Barry and Jonathan Kramer have argued
that this type of information content is linked with our temporal perception of music
– in particular, that the more information a piece of music presents, the longer that
piece takes to process and the longer its duration seems. If we accept this connection
between temporal experience and information content, a new potential emerges for
information theory as descriptive of temporal experience.
This paper uses information theory entropy – a measurement developed to
describe the information content of a radio transmission – to explore the perceived
passage of time in the first of Webern's op. 16 Fünf Canons, “Christus factus est.”
Over the course of this ternary work, we hear movement from pitch-based
organization and linearly-directed time to interval-based organization and lessdirected time – movement reflected by an increase in pitch entropy and a decrease in
interval entropy. This shift from directed time to less-directed time is also reflected in
the text, which describes a shift from a temporality in which causes necessarily
precede effects to a temporality in which these events may occur simultaneously.

Examining “Evidence”: An Inquiry into
Thelonious Monk’s Metrical Process
Michael McClimon (Indiana University, Bloomington)
Though rhythm is one of the most important elements of jazz, the underlying
metrical structure is often taken for granted. In most of the scholarly literature on jazz
rhythm the meter is seen only as a background on which other, more rhythmically
interesting ideas unfold. While it is true that a majority of what may be called
“common- practice jazz” (swing through bebop) is in common time, how this meter
is established is often overlooked. As a means of beginning to address the issue of
meter (as opposed to rhythm) in jazz, this paper provides an analysis of one of
Thelonious Monk’s most metrically complex pieces, “Evidence.”

to great effect in such films as Platoon and The Elephant Man. The Adagio has
also been used in television comedies (Seinfeld and South Park) as parody or to
juxtapose the idea of extreme sadness with something incongruently less intense.
But is there something in the musical work that makes it especially apt at evoking
sadness? And, despite the piece’s now widely accepted program of sadness and
loss, how is this piece experienced differently in the context of comedic parody as
opposed to a serious, grief-filled film scene? Is sadness actually evoked in both
contexts, or is the perception of sadness, in light of a listener’s knowledge of the
piece’s accrued program, experienced differently in the two contexts? I will address
these questions using Alf Gabrielsson’s theories of perception and induction, as
well as by examining relevant studies of music used to evoke or enhance emotional
experiences of films.

Text, Harmony, and Transformation in Frank Martin's
Sechs Monologe aus Jedermann
Alan Theisen (Indiana University, Bloomington)
Frank Martin (1890-1974) was one of the eminent Swiss composers of the
twentieth century, lauded by audiences and critics alike for works including Petite
Symphonie Concertante (commissioned by Paul Sacher), the oratorio Le Vin Herbé,
Mass for double choir, and his set of Ballades for solo instrument and orchestra.
Martin's mature compositional language belonged to no "school" and freely
synthesized disparate influences including French Impressionistic and late-19thcentury chromatic harmonies, neo-Classical rhythmic gestures, Medieval
polyphony, and techniques adapted from Schoenbergian twelve-tone serialism.
Perhaps due in part to this stylistic hybridization, Martin's music has not received
much attention from contemporary Anglophone music theorists as common posttonal analytical methodologies generally struggle with highly variegated harmonic
landscapes. Therefore, this paper will build on research by Billeter, Louer,
Massenkeil, and Tupper and examine Frank Martin's vocal work Sechs Monologe aus
Jedermann with a focus on how its composer fused harmony, tonal motion, a
predominately parlando vocal manner, and text to create a large-scale transformative
dramatic structure. Written in the middle of World War II, the Jedermann cycle is of
special significance since it was the first explicitly religious and philosophical
composition by the devout Martin since he solidified his mature style in the late
1930s.

Handel’s Cleopatra lends herself well to this character study because her motives
for seducing Caesar are, on the surface, ambiguous. An examination of dramatic and
musical evidence, however, reveals Cleopatra’s motivations for cultivating a
relationship with Caesar as chiefly political. This characterization, in Cleopatra’s case,
is achieved through incongruence among projected topical associations, stylistic level,
and surface-level dramatic information. Examples from Cleopatra’s music and
contemporaneous Baroque arias demonstrate that the relationship between music and
drama in the Baroque opera seria can be rich and revealing if the possibilities and
limitations of the genre are taken into account.

Rhythm as Narrative in Barber’s Piano Concerto, Op. 38
Matthew Bell (Florida State University)
The final movement of Samuel Barber’s piano concerto is undeniably daunting
to soloist and orchestra alike – and there can be no doubt that rhythm is its most
defining feature. Its relentless quintuple meter is both the driving force behind the
movement’s diabolical moto perpetuo character and the fundamental source of narrative
conflict. In fact, the unfolding of the entire movement can be understood in terms of
a dichotomy between a “2+3” and “3+2” division of the measure, evidenced by
persistent rhythmic ostinati.
I read the movement as a narrative corresponding to Byron Almén’s archetype of
Irony, and investigate questions of agency and narrative function in this somewhat
unusual example. In the first phase of this analysis, I focus on the interaction
between the two possible subdivisions of the measure, through which the meter is
eventually exposed as “artificial.” I then go on to consider the broader issue of genre
conformance, wherein the “concertante” interaction between soloist and orchestra
adds another dimension to our perception of irony.

Changing Emotions: An analysis of the “Emotional” Use of
Adagio for Strings in Film and TV
Ruthie Umthun (Indiana University, Bloomington)
Samuel Barber’s Adagio for Strings is probably best known in the United States
as being “the sad song in [film].” Indeed, scholars have noted the various ways in
which the associations of Adagio with sadness and loss have accumulated in
American popular culture over the years, especially through its use in radio, film, and
TV (Howard 2007, McQuinn 2009). Filmmakers have often exploited this association

Monk’s “Evidence” is particularly suited to such a study: its melody is sparse
and pointillistic, and most recordings feature a solo piano introduction with no
other rhythm section members helping to clarify the meter. In this paper, I use
Christopher Hasty’s (1997) approach to emergent meter to examine how the
expected 4/4 meter is uniquely created in this piece. Given the primacy of common
time and the high degree of syncopation in jazz, Hasty’s emphasis on varying
projection lengths seems superfluous for listeners already entrained to a meter.
Rather, the entrained jazz listener is more likely to experience meter as a fixed
background on which many varied rhythmic events take place. Hence, my analytical
model begins with Hasty’s approach, and then turns to Lerdahl and Jackendoff’s
(1983) metrical grid once the meter is firmly established. By examining “Evidence,”
I hope to show that neither of these approaches provides a complete picture of
metrical structure, but that a combination of both can serve as a starting point for
addressing the issue of meter in jazz.

Circular Saws and Doughnuts: A Speculative Theory of
Parsimonious Seventh-Chord Relationships
Enoch S.A. Jacobus (University of Kentucky)
The advent of the neo-Riemannian Tonnetz provided a welcomed fresh
perspective in our understanding of chromatic tonality. As a visual map of pitchclass space, the Tonnetz did what Roman numerals could not, namely to chart a
composer’s path through a number of possible parsimonious transformations. The
seventh chord has received far less treatment, even though its various qualities can,
and have been, connected through parsimonious transformations. Certain
treatments by Bass, Childs, Douthett and Steinbach, and Gollin have resulted in
worthwhile studies, but none incorporate all five commonly occurring types of
seventh chords.
This paper proposes a possible seventh-chord “map of parsimony,”
accounting for all five qualities of seventh chords. In the first part, I form seventh
chords from traditional, neo- Riemannian Tonnetze via the interaction of two triads
whose roots are a third apart, necessitating the need to account for diminished
triads in a strictly consonant space. Such a model provides for the generation of
two other two-dimensional maps of seventh-chord pc space, which, when
combined, create a three-dimensional model.

In the second part, I bring all of these notions back to the real world in some
passages of works by Chopin. My intention in this discussion is to provide a tool for
the analysis of seventh- chord mutation and a conceptual framework for composers
and improvisors.

Up, Up, and Away: Schubert’s Portrayal of Extreme Distance
in Ganymed and Other Lieder
Matt Steinbron (Louisiana State University)
Before the later nineteenth century, the principle governing nearly all earlier tonal
composition was monotonality, defined by William Kinderman as “a unified tonal
framework organized around a single tonic key.” Monotonality explains the bulk of
music written in the tonal common practice period, but some composers (notably
Franz Schubert) allow two or more keys to co-exist within the same composition,
each salient enough to render a monotonal understanding of the composition
problematic. Such uncommon tonal structures exhibit what is known as polyfocal
tonality, also known as directional and progressive tonality.
Schubert often uses polyfocal structures to portray some type of distance
(physical, emotional, and even mystical) by ending a song in a mediant related key
from where it began. In some polyfocal structures, Schubert deviates from mediant
keys by juxtaposing keys with little to no common tones. Examples of such distant
relationships include major keys a tritone apart and major keys a half step apart.
Schubert traverses these types of extreme tonal distances in Ganymed (D. 544), Der
Jüngling und der Tod (D. 545), Orest auf Tauris (D. 548), and other songs. In order
to navigate through these complicated structures, I will use a method of polyfocal
analysis that combines Schenkerian analysis with interpretive approaches derived
from the work of Edward T.Cone, Harald Krebs, and Patrick McCreless.

Marching to the Beat of a Different Drum: Metrical Irregularity in
Rachmaninoff’s “March” Etude-Tableau in D, op. 39 no. 9
Nicole E. DiPaolo (Indiana University, Bloomington)
Sergei Rachmaninoff conceived his Etude-Tableau in D, op. 39 no. 9 (1917), the
final work in the second volume of the Etudes-Tableaux, as a musical depiction of a
heroic Oriental march. Such a designation inevitably brings to mind some of the
musical characteristics that have come to be popularly associated with the march: a
prominent and straightforward rhythmic identity, metrical regularity, four-square
hypermeter and a fixed tempo are but a few of these. In Rachmaninoff’s Etude-

Tableau, however, these rhythmic and metrical conventions are almost immediately,
and at times persistently, undermined. My analysis examines how various musical
parameters within the etude act and interact, resulting in a piece whose metric
profile often deviates significantly from that of the aforementioned “march”
prototype, giving rise to a more malleable, abstract musical depiction, or tableau, of
a march.
Although I include the entire piece in my discussion, my investigation centers
upon the central B section, whose particularly unusual treatment of meter raises
several questions: Why did Rachmaninoff choose to notate the barlines as they
appear? Would a more normative, unaltered 4/4 barring scheme make musical
sense when superimposed on the passage? Are there harmonic, group-related or
other pitch events in the passage that mandate an irregular barring pattern? In
order to address these questions, I draw on a variety of methodologies, including
(but not limited to) the preference rules of Lerdahl and Jackendoff; William
Rothstein’s system of tracking hypermeter; and Schenkerian reductive analysis.

Colonizing Familiar Territory: Musical Topics, Stylistic Level,
and Handel’s Cleopatra
Greg Decker (Florida State University)
With few exceptions, there is a distinct paucity of modern analytical studies
regarding the association of music and drama in Baroque opera seria. Authors who
do mention these works restrict themselves to passing comments or assume that
they are inherently undramatic. However, in this paper, I contend that compelling
relationships between music and drama may be revealed if the analysis of these
operas is approached in a way that acknowledges the aesthetic principles that
influenced their composition. Solo arias constitute the chief mode of expression in
Baroque opera seria, and these musical monologues, through the intersection of
music and drama, reveal the personalities and motivations of the characters who
perform them. This paper, then, explores the manner in which structural and
expressive musical devices contribute to characterization in Baroque opera, using
the role of Cleopatra in Handel’s Giulio Cesare (1724) as a case study. To examine
structure, I use a reductive voice-leading approach and employ Willner’s concept of
tonal and durational periodicities in Baroque music (2005 and 2006). Musical topoi
are the primary expressive elements at work in the arias. The integration of the
structural, semiotic, and dramatic analyses (after Shaftel 2009) leads to hermeneutic
interpretation, moving from general associative indications to character-specific
meanings.

