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ABSTRACT

The influence of studies of musical agency has been increasing in the field of music
theory since the publication of Edward T. Cone’s book The Composer’s Voice (1974). Indeed,
recent publications by scholars such as Robert Hatten and Seth Monahan demonstrate that
musical agency continues to be a topic worthy of investigation. These authors focus on the
function of agents within a piece, but have not explored the way agents arise in music. In this
dissertation I work toward filling this lacuna by developing a theory of musical agency that
explores the following questions: (1) How do virtual agents emerge in music? (2) What is the
relationship between agency and narrative? (3) Can virtual agents influence music at levels
deeper than the surface?

I propose that the concept of musical intention provides music theorists with a possible
answer to this question. Action Theory, a robust subfield active in philosophy and sociology,
views intentionality as a focal point in research on human agency—tesearch that deserves more
attention in studies of musical agency. Following assertions by action theorists Donald Davidson
and Alfred Mele, I argue that an entity only attains the status of an agent when it performs an
intentional act. With respect to music, then, I outline six categories of intentionality that can offer
support to an agential hearing: gesture, contradiction of musical forces, unexpected event,
conflict, repetition/restatement, and change of state. Further, I suggest that certain passages of
music can be interpreted as intentional acts performed by virtual musical agents.

I begin by reviewing the literature surrounding Action Theory in philosophy and
sociology, and Agency in music theory in Chapter One. After defining each category of
intentionality in Chapter Two, I investigate how the categories of intentionality interact with

recent theories of musical narrative and Schenkerian analysis in Chapter Three. To demonstrate

XiX



how my insights apply to analysis, I examine Beethoven’s Bagatelle Op. 126, No. 2 and
Mendelssohn’s Song Without Words Op. 30, No. 6. These two analyses also serve as an
introduction to the way in which my methodology is applied in analysis. In Chapter Four, I use
the categories of intentionality in combination with both narrative and Schenkerian analysis to
develop an agential reading of Schubert’s Piano Sonata in A, D. 959. My agential analysis adds
nuance and additional layers of understanding to Hatten’s (1993) and Charles Fisk’s (2001)
readings of the work. I suggest that two agents are present at the beginning of the movement, and
I investigate how these agents act throughout all four movements of the piece. In the first three
movements, the two agents are in conflict with one another, and by the end of the fourth
movement the two agents achieve a synthesis that resolves their conflict. Not only does an
understanding of intentionality in music clarify earlier work on musical agency, but it also
provides opportunities for richer interpretive analyses. To conclude my dissertation I suggest
possible avenues for further investigation, and I briefly apply my methodology to a passage of

post-tonal music.
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CHAPTER ONE

OVERVIEW OF THE DISSERTATION AND EXISTING LITERATURE

1.1: Introduction

Language that personifies music currently enjoys a well-established presence in both
formal and informal discussions of music. It would not be out of place, for example, to hear an
instructor of a theory class state that “the leading tone wants to go to tonic,” attributing a desire,
or will, to 7. Similar metaphorical statements can also be found in scholarly publications, even
when the focus is not on developing such an interpretation of the music. In a recent issue of
Music Theory Spectrum, for instance, Mark Richards expands on James Hepokoski and Warren
Darcy’s conception of the medial caesura by arguing that there are degrees to which that
phenomenon can be obscured in Beethoven’s sonata-form compositions. Although Richards’s
article is not overtly metaphorical, language that personifies the music creeps into his description
of Beethoven’s Piano Sonata, Op. 111: “Within TR, a vigorous dialogue between the melody and

9]

bass leads to the start of a cadential function in A} major [...].”" Richards anthropomorphically

attributes agency to the melody and bass by characterizing their interaction as a kind of dialogue.
While such agential language is commonplace in discussions of music, a theory that explores the
myriad ways in which virtual musical agents arise in music has yet to be developed.

In this dissertation I work toward such a theory of musical agency that can be used to
interpret tonal music. More specifically, I investigate the following questions: (1) How do virtual
agents emerge in music? (2) What is the relationship between agency and narrative? (3) Can

virtual agents influence music at levels deeper than the surface? To suggest an answer to the

! Mark Richards, “Beethoven and the Obscured Medial Caesura: A Study in the Transformation of Style,”
Music Theory Spectrum 35/2 (Fall 2013): 182.



first question, I will draw on a robust field of study in philosophy called action theory, where the
concept of intention plays a crucial role in defining whether an entity is or is not an agent. To
investigate the second and third questions, I will explore two works in conjunction with two
theoretical perspectives: narrative in Beethoven’s Bagatelle Op. 126, No. 2 and Schenkerian
analysis in Mendelssohn’s Song Without Words Op. 30, No. 6. These two analytical vignettes
will also allow me to begin to shed some light on the third question, an endeavor I will continue
in a detailed agential analysis of the entirety of Schubert’s Piano Sonata in A, D. 959. I have
chosen to concentrate on piano music of the common-practice period for three reasons. First, by
choosing a repertoire that is played by one performer I limit the number of physical agents
involved in the work. Second, although only one performer is involved, the piano offers rich
possibilities for multiple lines to be played simultaneously, a situation that occurs to a lesser
degree in pieces written for other solo instruments. Third, Schenkerian analysis plays an
important role in my methodology, so repertoire that falls outside the scope of the common
practice is not considered in detail in this study, although I do undertake a brief speculation in
post-tonal matters in my concluding chapter.

In the remainder of this chapter, I will provide an overview of relevant existing literature
on agency both within and outside of music. In Chapter Two, I will introduce my theory of
musical agency, which relies on six categories of intentionality that represent events in music
that have the potential to evoke agency. I will define and offer several examples of each category
of intentionality, endeavoring to show how each category suggests agency. In Chapter Three,
two shorter analyses will demonstrate how the categories of intentionality developed in Chapter
Two relate to existing modes of analysis. Chapter Four provides a detailed agential analysis of

Schubert’s Piano Sonata in A, D. 959. Building on the work of Charles Fisk and Robert Hatten, I



show how the categories of intentionality introduced in Chapter Two support the emergence of
two oppositional agents in the first movement who continue to struggle against one another in
movements two and three. At the end of movement four, a sense of resolution is attained when
the agents work in synthesis to achieve a unified existence. In Chapter Five, I conclude by

suggesting several avenues for further investigation.

1.2: Agency Outside of Music

1.2.1: Overview

While explicit work on musical agency has only recently worked its way into music
theoretical publications—many authors point to Edward T. Cone’s book, The Composer’s Voice
(1974) as one of the earliest studies—implicit uses of musical agency in analyses have been
around much longer. Jérome-Joseph de Momigny in the Cours complet (1803—06), for example,
implies agency when he hermeneutically interprets the opening movement of Mozart’s String
Quartet in D Minor, K. 421 by fitting a text based on Dido’s Lament to the principal melodic
line.? Outside of music, the explicit study of human agency has been flourishing since at least the
early 1960s, and most scholars point to Aristotle’s Nichomachean Ethics as the first known
source to deal with human action.’ Today, a large body of literature exists in philosophy and
sociology dealing with the field known as action theory, and the subject of agency continues to

be addressed in both of those fields as well as in music.

2 Scott Burnham, “Form,” in The Cambridge History of Western Music Theory, edited by Thomas
Christensen (New York: Cambridge University Press, 2002), 883.

3 See, for example, Alfred Mele, introduction to The Philosophy of Action (New York: Oxford University
Press, 1997), 4; Jestis H. Aguilar and Andrei A. Buckareff, “The Causal Theory of Actions: Origins and Issues,” in
Causing Human Actions: New Perspectives on the Causal Theory of Action, edited by Jests H. Aguilar and Andrei
A. Buckareff (Cambridge, MA: MIT Press, 2010), 3.



In this subsection, I will provide an overview and critique of some of the theories of
agency and action that exist in philosophy and sociology. In philosophy theories of action largely
center on the question of how to define the relationship between action and intention. Those that
believe there is a causal relationship between action and intention are more unified than those
who do not believe such a relationship exists. Thus, I will reference “causal theories™ of action,
but I will reference individuals when I speak of non-causal theories of action. In sociology,
studies tend to be more individualistic. After identifying two broad sociological issues, therefore,
I will introduce three different theories of agency authored by groups of scholars. Although I will
discuss philosophy and sociology separately from music, the issues central to philosophy and

sociology will also appear in my discussion of music.

1.2.2: Philosophy

1.2.2.1: Introduction

In the introduction to his collection of essays, The Philosophy of Action, Alfred Mele
states that action theorists must deal with two questions: “How are actions different from mere
happenings?” and “How are actions different from other actions?”* Indeed, I have found that in-
depth discussion in philosophical action theory focuses on two key terms: “intention” and
“action.” The “intention” discussion is equivalent to an answer to Mele’s first question, while the
“action” discussion provides answers to Mele’s second question. I believe, however, that the
ultimate question of action theory, and indeed one of the main questions I explore within this

dissertation, is “at what point does an entity rise to the level of an agent?”

4 Alfred R. Mele, Introduction to The Philosophy of Action, edited by Alfred R. Mele (New York: Oxford
University Press, 1997), 1-2.



One can define intention as purposive movement, and one finds that two questions are
central to scholars’ discussions of intention: “What is the relationship between intention and
action?” and “How does one identify an agent’s intentions?”. To define action, one can
provisionally accept Donald Davidson’s statement that action “requires that what the agent does
is intentional under some description, which in turn requires that what the agent does is known to
him under some description.” Davidson’s definition likely raises a host of questions in the
reader’s mind (what does “under some description” mean, for instance?), but I will refrain from
investigating them until later in this chapter. At this point, it will suffice to know that scholars
who engage in the action discussion are likely to touch on three questions: “How does one
account for ‘basic’ or ‘primitive’ actions, such as raising one’s arm, alongside more complex
actions?”’; “How does one know when one action ends and another begins?; and “How does one
know when an action is intentional or not?”. Before delving into these three issues, it is

necessary to introduce a few terms that are key to the investigation.

1.2.2.2: Basic Terms

While it seems as though there are endless terms that could be defined before attending to
the issues of “intention” and “action,” I will focus on three that are particularly integral: agency,
act, and agent. Davidson defines agency as an attribution that is justified when some event was
caused by something the agent did,® while Annemarie Kalis defines it more generically as “the

capacity to act.”’ Davidson’s definition poses the question “By what criteria does one prove that

> Donald Davidson, “Agency” in Essays on Actions and Events (New York: Oxford University Press,
2002), 50.

¢ Donald Davidson, “Agency” in Essays on Action and Events (New York: Oxford University Press, 2002),
48.

7 Annemarie Kalis, Failures of Agency: Irrational Behavior and Self-Understanding (New York: Lexington
Books, 2011), 47.



an event was ‘caused’ by an agent?”, a question that will be answered in turn below. Two other
definitions are necessary, however, to understand Davidson and Kalis: agent and act. Kalis
regards an act as doing “something for a reason,” and she argues that “one cannot perform an act
accidentally.”® The word “reason” is related to the word intention, which will be more fully
discussed below, but recall that I provisionally defined the latter term as “purposive movement.”
Reason differs from intention, however, in that it involves the agent’s positive attitude toward the
act he or she performed. That is, reason involves the idea that an action is done “for the good” of
something, whereas intention does not imply such an attitude.’ Davidson argues that giving the
reason an agent did something is often a matter of naming the pro attitude, naming the related
belief, or naming both items.!® Most scholars, however, address the word “intention” rather than
the word “reason” when they attempt to deal with Mele’s question “How are actions different
from mere happenings?” since there is little to debate about the difference between reason and
intention, and since they involve the same issues.!!

Finally, Kalis asserts that “by calling people agents we ascribe to them the ability to

manifest certain kinds of behavior, namely actions,”!?

while Davidson says that “a man is the
agent of an act if what he does can be described under an aspect that makes it intentional.”!?

Notice that Davidson’s definition of agent and Kalis’s definition of act both essentially boil

8 Ibid., 39.

? Ibid., 41.

19 Donald Davidson, “Actions, Reasons, and Causes,” in The Philosophy of Action, edited by Alfred R.
Mele (New York: Oxford University Press, 1997), 28.

' Annemarie Kalis is one author who believes that “reason” should be studied further. In her book Failures
of Agency, she is interested in asking the question “Can one act Akratically?”. Akrasia is defined as: “Free and
intentional action against one’s own judgment regarding what would be best to do.” (Kalis 3). Kalis studies cases in
which she is certain that someone did something that goes against what they judge to be best. Since it is unlikely that
one can prove with certainty that a musical agent did something that goes against its better judgment, I have not
pursued this line further.

12 Annemarie Kalis, Failures of Agency: Irrational Behavior and Self-Understanding (New Y ork:
Lexington Books, 2011), 38.

13 Donald Davidson, “Agency” in Essays on Actions and Events (New York: Oxford University Press,
2002), 46.



down to the way in which one defines intention and the way in which intention relates an agent
to his or her action. Further, it is interesting that Davidson uses the phrase “under an aspect.”
Rather than saying that the act must be described as intentional, he instead argues that there must
only be a part of the description that is intentional in order for the act to raise a human to the
level of an agent. This subtle distinction will be important as I discuss theories of intention.
Kalis’s definition, a generic form of which is commonly accepted in the field, may cause us to
ask “what is an action?”. There are three terms, then—action, act, and agent—that all have
relatively agreed-upon definitions, the understanding of which requires an investigation of the
relation between intention and action, two terms that have been rigorously addressed and about
which scholars continue to disagree today. Since theories of intention will help us understand

theories of action, I will first deal with intention, followed by action.

1.2.2.3: Intention as Purposive Movement

What does it mean for a movement to be purposive rather than non-purposive? Put
another way, if actions, as I have defined them so far, are movements that are “intentional under
some description,” what is the relationship between intention and action? This subsection
focuses on addressing that question by investigating two camps of scholars: causalists and non-
causalists. The causalists are a relatively unified group of scholars, and their viewpoint can best
be represented by Davidson and Mele. The non-causalists, on the other hand, are a group of
scholars with more diverse viewpoints. Two such philosophers, George Wilson and Harry
Frankfurt, are widely discussed among causalists, and their theories will be taken as exemplars of

non-causalist perspectives. [ will begin with the causalists, followed by the non-causalists.



Widely cited as a causalist, Mele believes that actions are to be explained “partly in terms
of their causes” such as beliefs, desires, intentions, or other related events.'* Causalists assert that
an agent’s intentions cause that agent to act. Davidson adds nuance to the causalist approach
when he asserts that actions are intentional “under some description.”!*> Given that any action can
be described in multiple different ways, the clause “under some description” allows one to
choose to focus on a subset of the possible descriptions of an action that are intentional. While
accepting that an action could be described in terms that render it unintentional, Davidson asserts
that if the same action can also be described in terms that render it intentional, one must
understand it as an intentional action. Both Davidson and Mele acknowledge a problem with
their position in a concept known as “deviant causal chains.”

Deviant causal chains—of which there are primary and secondary varieties—are
important to consider because of their ramifications for law. They are philosophical problems
that have an impact on whether and for what kind of crime a person could be legally tried.
Primary deviance involves a problem with a direct connection between mental antecedents—a
category that includes beliefs, desires, intentions, volitions, and other such mental events—and
bodily motion. In other words, the agent’s intended action and the agent’s actualized action are
the same, but one can question whether the intention is sufficiently linked to the result.
Developed by Davidson, the most oft-cited example of primary deviance is the following:

A climber might want to rid himself of the weight and danger of holding another

man on a rope, and he might know that by loosening his hold on the rope he could

rid himself of the weight and danger. This belief and want might so unnerve him
as to cause him to loosen his hold [unintentionally].'®

14 Alfred R. Mele, Introduction to The Philosophy of Action, edited by Alfred R. Mele (New York: Oxford
University Press, 1997), 3.

15 Donald Davidson, “Agency” in Essays on Actions and Events (New York: Oxford University Press,
2002), 50.

16 Ibid., 79.



The agent had the intention to rid himself of weight, and he performed an action that rid himself
of weight. Since a causal theory of action holds that all actions are caused by intentions, strict
adherents to this viewpoint would be forced to contend that the climber dropped the man
intentionally by virtue of the fact that he intended to lessen his danger. This has legal
implications in terms of whether and for what kind of crime the climber could be placed on trial.
In such a scenario, one might wish to consider whether it is possible that the man unintentionally
loosened his grip despite the fact that he wished to lessen his danger, or whether, since he knew
that it would lessen his danger, he intentionally let go of the rope. A strictly causal theory,
however, would contend that the man’s letting go of the rope is intentional.

Secondary deviance identifies a problem with the consequences that might be associated
with an intentional action. In primary deviance, the agent’s desired and actualized actions were
the same, but a question still arose as to whether the agent’s intentions should be causally linked
to that outcome. In secondary deviance, the agent’s desired and actualized actions are different,
but one may nevertheless wish to link the agent’s desired intentions to the actualized action.
Developed by Mele, the most often cited scenario postulates that “a man may try to kill someone
by shooting at him. Suppose the killer misses his victim by a mile, but the shot stampedes a herd
of wild pigs that trample the intended victim to death.”!” Whereas in the primary deviance
scenario there is a question about whether there is room to allow for accidental death versus
intentional murder, in secondary deviance one already knows that there is the intention to
murder, but the route by which the murder occurs is circuitous. In this case, a causal theory of
action would contend that the murder is not intentional by virtue of the fact that the shooter did

not intend to release a herd of wild pigs. Yet one might wish to consider that it does not matter

17 Alfred R. Mele, Introduction to The Philosophy of Action, edited by Alfred R. Mele (New York: Oxford
University Press, 1997), 6.



how the result was achieved, that it was the result that mattered and not the route the shooter
inadvertently took to get there.

Largely in response to these deviant causal chains, non-causalists hold that actions are not
caused by intentions. Unlike in a causalist viewpoint, however, non-causalists are not unified in
their proposed alternatives. Instead, non-causalists tend to posit more unique theories regarding
the relationship between intention and action. I will discuss two of the most popular alternatives
to causalism: theories proposed by George Wilson and Harry Frankfurt. Despite their
differences, the two authors share an interest in teleology. That is, in response to primary and
secondary deviance, they believe that it is the goal of the action that should be linked to
intention, but they attempt to derive that link in different ways.

Rather than viewing intentions as causing actions, Wilson argues that intentions are best
viewed as goals toward which actions are directed.!® Wilson’s approach deftly allows us to
account for the examples of primary and secondary deviance introduced above. In the primary
deviance scenario, the question becomes “was it the goal of the higher climber to murder the
lower climber by loosening his grip?”. If yes, then the action was intentional. If no, then the
action was not intentional. With respect to the example of secondary deviance, the question
becomes “was it the shooter’s goal to murder the victim?”. Since one knows that the answer is
yes, the way in which the victim was killed does not matter.

For Frankfurt, on the other hand, the goal of every action is purposive movement.'’

Intentional action for Frankfurt occurs only when the movement is guided to completion by the

agent. Like Wilson, Frankfurt’s explication allows us to deal with primary and secondary

18 See George M. Wilson, The Intentionality of Human Action (Stanford: Stanford University Press, 1989).
19 See Harry G. Frankfurt, “The Problem of Action,” in The Philosophy of Action, edited by Alfred R. Mele
(New York: Oxford University Press, 1997), 42-52.
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deviance by asking if the agent’s action was guided to completion by the agent and not by
dealing with the events that occur. Unlike Wilson, Frankfurt’s definition is one in which the
temporal present is the most important. For Frankfurt, intentional action is something that
necessarily occurs in the present, and he believes that the problem with causal theories is that
they link mental events in the past with a supposed event in the future without considering what
occurs in the present.

In response to non-causal theories, Mele has developed a question that neither Wilson nor
Frankfurt’s theories is able to answer:

Sebastian may have a pair of reasons for mowing his lawn this afternoon. He

wants to mow the lawn when the grass is dry and he also wants his spouse, Fred,

to see him mowing the lawn when Fred gets home from work in order to impress

him. It turns out that Sebastian only acts for one of these reasons.?

Mele asks non-causalists how it can be true that Sebastian mowed his lawn for only one
reason if not that intentions cause actions. Since Wilson only deals with the generic goal
of the action and not the individual intentions, and Frankfurt deals only with guided
motion and not individual intentions, neither can account for this phenomenon.

For musical agency, I believe it is useful to keep both Davidson and Wilson in mind: a
consumer of music can take on the perspective of first-time analyst (or naive listener) or an
informed analyst (or informed listener), which can influence how one views intention. For an
analyst who is in the initial stages of investigating a particular agential reading (the first-time
analyst or “naive” listener), I think it is useful to use George Wilson’s understanding of the link

between action and intention to think of intentions as the goals of action.?! This perspective is

necessary largely because the naive listener recognizes most moments of intentionality only after

20 Alfred R. Mele, “Agency and Mental Action,” Philosophical Perspectives 11 (1997): 240.
2l See George M. Wilson, The Intentionality of Human Action (Stanford: Stanford University Press, 1989).
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an action has been completed. An ascending leap after a descending scale, for example, signals a
moment of intentionality because the leap represents a change in an established pattern (both in
direction and in intervallic size). In most cases, the naive listener only recognizes the leap after it
occurs, however, since they cannot predict the direction of the music, and the assignment of
agency occurs as a post-event thought.?? The listener may think “the agent must have had the
intention to reach that higher note.” After having completed the investigation, however, I believe
a change in perspective can occur in which the informed analyst or listener, having knowledge of
the agential analysis and the way in which the music progresses, can anticipate the moments of
intentionality, such that the leap is no longer a surprise. Instead, the informed listener, on
approaching the leap, may think “the agent intends to leap soon.” This different perspective
represents a causalist approach to the relationship between intention and action that is closely

aligned with the way in which Donald Davidson links intentionality and action.?’

1.2.2.4: Action

Having discussed the ways in which intentionality has been addressed in philosophical
literature, I am now in a position to investigate the issues associated with action in philosophy.
Perhaps the most fundamental question in action theory is how to differentiate intentional actions
from mere happenings. Segal highlights the complexities of making such a distinction with the
following anecdote:

Imagine that I have an arrangement with my [stock] broker such that unless I

reject a proposal he will go ahead and execute it. He sends me a telegram or
leaves me a message on my answering machine saying that he will buy five

22 There are certain cases where the listener may be able to predict a moment of intentionality. Such
situations occur when the listener has stylistically-based expectations about the way in which a particular passage
should proceed. A listener might expect the so-called “Mozart trill” at the end of a cadenza in a piano concerto, for
example, and therefore may think “the agent intends to trill at the end of this cadenza.”

23 See Donald Davidson, “Agency” in Essays on Actions and Events (New York: Oxford University Press,
2002).
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hundred shares of IBM at market price. I think it over and conclude that it is a

good purchase. Therefore I do nothing; as a result, he executes the order, and |

have bought the stock.

From a moral point of view, and from a legal point of view, I have bought the

stock. I have done something, and I am responsible for my action. Moreover, in

virtue of having bought the stock I may have done a variety of other acts. For

instance, I may have kept a promise, I may have proved a point, [ may have

demonstrated my cleverness, [ may have ignored the advice of my wife, I may

have risked our life savings, I may have endangered my child’s college education,

I may have disgraced the family name. [...] And in our ordinary use of English, it

would be quite appropriate, presuming that [ was aware and possibly motivated

by these implications of my allowing the stock broker to exercise the purchase, to

say that I did some or all of these things intentionally. It is a bit odd to say that my

intentional doing of these things was not an action. Yet in one sense I have done

nothing.?*
To understand how to differentiate action from mere happening, one must examine the situation
from both a causalist and a non-causalist position. From a causalist position, “doing nothing” can
be considered an action in that restraint may be involved. That is, the agent had to make the
decision to either respond or not respond to the broker, and the agent restrained himself or
herself from responding with the intention of indicating that the broker should buy the stock. If
the agent could not have explained why he made the decision to refrain from calling the broker,
then the agent’s action would by necessity be considered a mere happening. From a Wilsonian
non-causalist position, the goal is to incur the purchase of a stock, and the agent’s restraint from
calling the broker is an intentional action by virtue of the fact that it works to achieve the goal of
buying the stock. If the agent’s restraint was not designed to work toward the goal of buying
stock, then the purchase of the stock would be considered a mere happening.

A secondary question involved in the definition of action is how one should distinguish

actions from one another when multiple actions are involved in a single process. Mele identifies

24 Jerome M. Segal, Agency and Alienation: A Theory of Human Presence (Savage, MD: Rowman &
Littlefield, 1991), 5.
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three views: fine-grained, coarse-grained, and componential. One can illustrate each view using
the scenario of starting a car. In the fine-grained view, turning the key and starting the car are
considered separate actions. In the coarse-grained view, starting the car and turning the key are
the same action under different descriptions. In the componential view, starting the car is
comprised of various smaller actions, which include turning the key. * In practice, one probably
does not have to make a choice between these views. Instead, one can think of them as different
levels of detail. One can choose to focus on a higher level of action (coarse-grained view), a
more local level of action (fine-grained view), or one can allow details to permeate the large-

scale actions (componential).

1.2.3: Sociology

1.2.3.1: Introduction

While philosophy is largely focused on two core issues—intentionality and action—
sociology is less unified in its investigations. Scholars explore a wide variety of issues depending
on the particular branch of sociology they study (e.g., human behavior from a psychological
standpoint or archaeology). Moreover, scholars in sociology tend not to spend time defining
terms as they do in philosophy. Instead, sociologists briefly address the terms they wish to use in
their article and move on to investigating other issues. Despite the more diffuse treatment of the
topic, one can still identify two key issues that sociologists often address: the relationship
between structure and agency, and the level of detail on which one’s study should focus:

individual agency or collective agency. After briefly introducing these two issues, I will explore

25 Alfred R. Mele, Introduction to The Philosophy of Action, edited by Alfred R. Mele (New York: Oxford
University Press, 1997), 2.
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three theories: Actor-Network Theory as discussed by John Law, the temporal theory of Mustafa

Emirbayer and Ann Mische, and the typology theory of Steven Hitlin and Glen Elder, Jr.

1.2.3.2: Structure Versus Agency

Gil Musolf defines structure broadly as referring to “social arrangements, social relations,
and social practices which exert enormous power and constraint over our lives.”?® Structure in
sociology refers to any factor that constrains an agent’s interaction with the world. Examples of
structure might include the various roles one could portray such as graduate student, lawyer,
mother, or pilot, all of which come with particular expectations and values that are dependent
upon the culture in which the agent resides. Other examples of structure are less dependent on
individual roles and more related to general societal beliefs such as gender roles or the treatment
of elders. Musolf identifies two schools of thought with regard to the interaction of agency with
structure: determinists and interactionists.

Determinists emphasize the power of structure as a controlling force on human life. They
believe two things: (1) “the way social arrangements, relations, and practices are is the way they
are supposed to be”; and (2) “the way we behave is determined by biology, genes, culture,
structure, or some other source that constitutes escape from responsibility.”?” Determinists see
agents as passively interacting with the world, the structure of which requires them to act in
certain ways. Interactionists, on the other hand, believe that structural factors are:

predispositions or constraints on action without automatically or necessarily

determining the character of that action....Social actors take into account the

structural and cultural constraints...that impinge on situations in which they
find themselves in the course of developing their respective lines of action.?®

26 Gil Richard Musolf, Structure & Agency in Everyday Life: An Introduction to Social Psychology (New
York: Rowman & Littlefield, 2003), 6.

¥ Ibid., 8.

28 David A. Snow, “Extending and Broadening Blumer’s Conceptualization of Symbolic Interactionism,”
Symbolic Interaction 24 (2001): 373-4.
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Interactionists allow agents to take a more active role in shaping their lives, while still
acknowledging that societal norms and pressures influence an agent’s decisions. Musolf states
that today most scholars do not view structure and agency as a binary, but rather as two sides of
the same coin.”’

I view structure and agency on a kind of interactional spectrum (Figure 1.1). As the
pressure of structure increases, the degree of agency decreases, and as the degree to which an
agent exerts control over a situation increases, the degree to which structure determines a
particular outcome decreases. The diagram in Figure 1.1 allows for some flexibility in the
amount that structure or agency influence a particular situation. The collective agency and denial

of norms arrows will be explained shortly.

Collective Agency

e

Figure 1.1 — Diagram of interaction between structure and agency

2 Gil Richard Musolf, Structure and Agency in Everyday Life: An Introduction to Social Psychology (New
York: Rowman & Littlefield, 2003), 9.
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1.2.3.3: Individual Versus Collective Agency

Related to the issue of structure versus agency is the level at which agency operates.
Sociologists sometimes question whether they should be investigating individual agency or
collective agency. Archaeologist Jennifer Dornan discusses an extreme example of individual
agency in which scholars assert that one should view agency through the “lived lives” of
individuals.*® That is, that one can only understand agency as a unique feature of people’s lives
based on their individual experiences, beliefs, and cultural pressures. It has been criticized for
two reasons: (1) that it is impossible to analyze agency through such a focused lens since a
researcher cannot fully understand all of the structural constraints imposed on a specific
individual; and (2) that since structures are often shaped by a collective agency, a focus on the
“lived lives” of individuals denies a broader connection between structure and agency.’! By
contrast, scholars who study collective agency are interested in studying groups of people,
whether or not that group is represented by an individual. This perspective has been criticized for
denying the unique creativity of the individual.*? In addition to individual and collective agency,
psychologist Albert Bandura recognizes a third agency (of three, which he terms collectively the
“agential modes”) called proxy agency, in which “people influence others who have the
resources, knowledge, and means to act on their behalf to secure the outcomes they desire.”*?

It is instructive to integrate individual and collective agencies within the structure-agency
interaction diagram in Figure 1.1. Collective agency is what creates societal structures: when the

influence of collective agency is at its highest, it can actually create new structures such that

30 Jennifer Dornan, “Agency and Archaeology: Past, Present, and Future Directions,” Journal of
Archaeological Method and Theory 9/4 (Dec., 2002): 310-11.

31 bid., 315.

32 Ibid.

33 Albert Bandura, “Toward a Psychology of Human Agency,” Perspectives on Psychological Science 1/2
(Jan., 2006): 165.
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what was an expression of agency becomes a conformance to structure. Thus in Figure 1, an
arrow labeled “collective agency” runs from high agency to high structure. Conversely,
structures can only be defined in terms of norms or expectations that entail both “what one
should do” and “what one should not do.” Since such contrasts are the only way to establish
norms, when structure is high, individual agency in terms of a denial of norms is also high. This
why an arrow relates high structure to high agency in Figure 1. As I will demonstrate, the way in
which structure and agency interact have ramifications for music: a denial of musical expectation
(structure in sociological terms), for example, may indicate the presence of a musical agent.
Having surveyed two common issues in the sociological literature, I now turn to three
particular theories as exemplars of the kind of work being done on agency in sociology: Actor-
Network Theory as discussed by John Law, the temporal theory of Mustafa Emirbayer and Ann

Mische, and the typology theory of Steven Hitlin and Glen Elder, Jr.

1.2.3.4: Actor-Network Theory

Actor-Network Theory (ANT) began to flourish in the 1980s, when its first major
proponents were Michel Callon, Bruno Latour, and John Law. Law describes ANT as “a
relational and process-oriented sociology that treats agents, organizations, and devices as
interactive effects.”* The goal of ANT is largely to identify the ways in which objects of the
world are connected to one another in a kind of network. As such, ANT does not differentiate
between human and non-human entities.*> Rather, it is the existence of a relationship between
entities in the network that is important, and not the type of elements that comprise the network.

Proponents of ANT, therefore, define an actor as “a patterned network of heterogenous relations,

34 John Law, “Notes on the Theory of the Actor-Network: Ordering, Strategy, Heterogeneity,” Systems
Practice 5 (1992): 389.
%5 Ibid., 383.
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or an effect produced by such a network.”*® In ANT, actors are defined by the network of
relations they develop, and an actor cannot exist without that network. Moreover, networks are
understood as dynamic processes that are maintained by continuously adding more entities and
relationships to the network, rather than as pre-existing structures that have a finite number of
elements and relationships.

While ANT was overwhelmingly popular at the end of the twentieth century, scholars
have recently begun to criticize its main tenets, and ANT studies are less prominent today. Olga
Amsterdamska, for example, voices three main criticisms of ANT. First, ANT only requires
analysts to create connections between entities in the network. It does not require researchers to
examine the nature of the connections they identify between objects.>” The focus of such studies
is thus directed more toward building the network than to exploring the implications of the
network. This realization leads to Amsterdamska’s second point: that ANT can turn into a kind
of battle in which one wins by including as many elements as possible in a given network, an
exercise that tends to overshadow other, more significant aspects of Science.® Finally,
Amsterdamska’s third criticism is that since ANT is non-hierarchical, it does not recognize
varying degrees of the ability of elements to create connections with other entities in the
network. Moreover, all connections between entities in the network are viewed as equally
important. There is no difference between a scientist’s connection to a microbe, and the same

scientist’s connection to a policeman.”

36 Ibid., 384.

37 Olga Amsterdamska, “Surely You Are Joking, Monsieur Latour!,” Science, Technology, & Human
Values 15/4 (Autumn, 1990): 501.

38 Ibid., 502.

¥ Ibid., 501.
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Although ANT-based studies are currently dwindling, one important concept that has
emerged from this work is that entities are connected in a mutually influential network, which
relates to the structure versus agency discussion I addressed earlier. That is, the network may be
viewed as a kind of structure that has the ability to affect its entities and relationships, and those

entities and relationships, which may be viewed as agents can, in turn, alter the network.

1.2.3.5: The Temporal Theory of Mustafa Emirbayer and Ann Mische

Emirbayer and Mische provide a different view of agency in which temporality is viewed
as the locus of human action. They introduce three elements that together constitute what
Emirbayer and Mische call the “chordal triad” of agency: iterational, projective, and practical-
evaluative. Each element corresponds to a particular temporal orientation (i.e., past, future, and
present), and the theory is recursive such that each element can manifest its own chordal triad of
agency. The iterational element of the triad corresponds to the past, and denotes the “selective
reactivation of past patterns of thought and action, as routinely incorporated in practical
activity....”*® Thus, the iterational element represents received structure, and serves to ground
the agent in socially accepted practices. The projective element is associated with the future, and
“encompasses the imaginative generation by actors of possible future trajectories of action....”*!
It represents the actor’s synthesis of the received structures from the iterational element with
their own outlook on the future, which may serve to reconfigure those past structures. Finally,

the practical-evaluative element engages the present, and is described as “the capacity of actors

to make practical and normative judgments among alternative possible trajectories of

40 Mustafa Emirbayer and Ann Mische, “What Is Agency?,” American Journal of Sociology (Jan., 1998):
971.
41 Ibid.
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action....”* The information from the iterational and projective elements is reconciled with the
present context, and the actor makes an informed decision about the course of action he or she
will pursue. Emirbayer and Mische make it clear that while any of the three elements may be
highlighted in a given agential situation, all elements must be present in order for agency to
occur. Their theory represents an interesting attempt to incorporate the structure-agency pairing
without entering the debate surrounding which term takes precedence. Moreover, their theory

may find applications in music, where the idea of temporality has also been widely discussed.

1.2.3.6: The Typology Theory of Steven Hitlin and Glen Elder, Jr.

Finally, Hitlin and Elder’s typology theory represents yet another approach to
understanding human agency, in this case by attempting to categorize the various types of
agency one might encounter. They identify four types of agency: existential, identity, pragmatic,
and life course. Existential agency underlies the other three categories, and can be defined as any
type of self-initiated action, regardless of whether or not that action is habitual.** Additionally,
this level of agency is free of societal structure, and is only constrained by physical reality.
Identity agency refers to situations in which an agent follows the expectations of established
societal roles.** Humans internalize many different identities (e.g., scholar, mother, etc.)
throughout their lives, and each identity comes with a set of assumptions regarding how one
might act when performing a given role. When agents act as society expects of a given identity,
they are engaging with identity agency. By contrast, pragmatic agency refers to the activities that

are creatively performed when the habitual responses established in identity agency are not

42 Ibid.

43 Steven Hitlin and Glen H. Elder Jr., “Time, Space, and the Curiously Abstract Notion of Agency,” Sociological
Theory 25/2 (Jun., 2007): 177.
“ Ibid., 179
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followed or do not suggest a course of action for a given scenario.*’ Finally, life course agency
encompasses those moments in which one transitions from one social identity to another.*¢ It
refers to the human capacity to shape one’s own destiny by accepting or rejecting various
societal roles. Hitlin and Elder argue that humans are able to focus their attention at various
times on one or more of these types of agency, while at the same time acknowledging that the
boundaries between each category are not firmly delineated. Like the temporal theory of
Emirbayer and Mische, the typology theory of Hitlin and Elder attempts to account for both
structure and agency as mutually influential without entering the debate that surrounds these
terms by avoiding overt use of the two words. Perhaps most useful for music is the idea that an
agent can transition between different roles throughout the course of its lifetime, and that an
agency is to be found both in those instances where an agent follows expectations and in

situations where an agent is forced to create new actions to respond to the present.

1.3: Agency Within Music

1.3.1: Overview

So far I have shown that studies of agency in philosophy are largely concerned with
defining the terms intention and action, and that any theory of action in philosophy will hinge on
those two terms. Sociology exhibits a more diffuse treatment of the subject, where definitions are
less important than developing ways to treat human interaction with the world. Interestingly, it is
rare for philosophers to reference studies in sociology, or for sociologists to reference studies in
philosophy. The same holds true for music: it is uncommon to see references to philosophical or

sociological studies of agency. Two notable exceptions are Anthony Newcomb and Fred Maus,

4 Ibid., 178.
46 Ibid., 184.
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who both cite Davidson’s definition of action as “intentional under some description.”*” Rather
than interacting with existing literature outside of music, musical scholars seem more inclined to
develop their own theories of musical agency. This section will therefore contain brief
summaries and responses to seven individual authors’ theories of musical agency: Anthony
Newcomb, Edward T. Cone, Fred Maus, Seth Monahan, Edward Klorman, Arnie Cox, and
Robert Hatten. Despite the more individualistic approach to agency in music, there are at least
two common issues that arise, and I will briefly examine them first: intentional versus

unintentional action and the identity of the agent.*®

1.3.2: Common Issues

Musical scholars appear to agree that the most interesting thing to study in music is
intentional action. Unlike in philosophy, there is little discussion of the ways in which one might
differentiate between intentional versus unintentional action. Scholars who cite musical action as
intentional include: Maus (1988, 69), Anthony Newcomb (1997, 131), Hatten (2004, 112; Hatten
means intentional on the part of the composer), and Matthew Baileyshea (2011, 10). While I
cannot say that there are no unintentional motions in music, I can readily agree that the most
interesting musical actions to study are those that are intentional. Further, I would advocate for a
multi-faceted approach that understands musical intention from the perspectives of both

Davidson and Wilson, as I outlined above.

47 See Fred Maus, “Music as Drama,” Music Theory Spectrum 10 (Spring, 1988): 66; Anthony Newcomb,
“Action and Agency in Mahler’s Ninth Symphony, Second Movement” in Music and Meaning, edited by Jenefer
Robinson (Ithaca: Cornell University Press, 1997), 131.

48 To focus this section, my summaries are of studies that are explicitly and overtly developing a theory of
musical agency. As Michael Buchler has pointed out (personal correspondence), many scholars casually use agency
in their writing and teaching, and these studies will lie outside the scope of this particular essay. I will reference
other studies as appropriate, however, especially in the “common issues” section.
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There is widespread agreement that musical action should be understood as intentional,
but there is substantially less agreement over the degree to which one can specifically identify
musical agents. I believe that there are three schools of thought, which I term extramusical,
intramusical, and hybrid. In an extramusical approach to agential identification, the composer is
always understood as the agent, and the pursuit of identifying strictly musical agents is deemed
superfluous. Authors who subscribe to this view include: Byron Almén and Hatten (2013, 60),
Maus (1988, 71), Baileyshea (2011, 14), Marion Guck (1989, 16), and Eric Drott (2001). On the
other hand, theorists who support an intramusical approach to agential identification focus on
strictly musical agents with little or no acknowledgement of composer influence. Scholars who
belong to this group include Klorman (2013) and Cox (2011). Finally, a third, hybrid group of
critics straddle the line between the extramusical and intramusical viewpoints. They
acknowledge that the composer ultimately controls the music, but allow for intramusical agents
to exist. Those who subscribe to this view include Cone (1974: identifies the vocal persona and
instrumental persona as part of the composer’s voice), Monahan (2013: his four classes
demonstrate this viewpoint), Newcomb (1997, 136). My view is closely aligned with the hybrid
camp. While I acknowledge that the composer is the original creator of the work, I believe it is
productive to engage in an imaginative consideration of how strictly musical agents might
interact within the world of the piece.

Having surveyed two commonly addressed issues in musical agency, I now turn to seven
theories of musical agency. For each theory I will offer a summary of key points that speak to the
question “How might one identify agents in music?” followed by my own critique of their

theory.

24



1.3.3: Individual Musical Theories of Agency

1.3.3.1: Anthony Newcomb (1997)

In one of the most oft-cited articles on musical agency, “Action and Agency in Mahler’s
Ninth Symphony, Second Movement,” Newcomb identifies musical agency as the imagination
or performance of music as a reenacted human action.*” He argues that musical agency is fleeting
in the sense that it may not be continuously recognizable throughout the entirety of a given
piece.”® That is, a given musical agent’s presence may be overt at one time, and unrecognizable
at other times. One cannot locate these musical agents in a single musical attribute; rather, they
are identified by the combination of various musical elements by the composer.’! Despite
Newcomb’s insistence that agency “must, or at least can, be indeterminate,” he identifies three
different types of agency that music may depict.>? Insistutional agencies may be manifest when
the music is evocative of places such as cities, countrysides, and courts. Natural agencies arise
when various aspects of nature are suggested, such as storms, wind, or thunder. Finally, some
aspects of sentient agencies, such as animals and humans, may also be depicted by music.>

Newcomb lays out a series of steps one can take to identify agency in music.>* First, one
must select musical attributes that are marked.>> Second, one interprets those attributes as aspects

of human character or behavior in those instances where human agency is evoked. Third, human

4 Anthony Newcomb, “Action and Agency in Mahler’s Ninth Symphony, Second Movement,” in Music
and Meaning, edited by Jenefer Robinson (Ithaca: Cornell University Press, 1997), 134.

0 Ibid., 133.

SlIbid., 136.

52 1bid., 149.

33 Ibid., 136.

>4 Ibid., 135.

35 On markedness, see Robert Hatten, Musical Meaning in Beethoven (Bloomington: Indiana University
Press, 1994), 34—44. As Hatten defines it, markedness is the “valuation given to difference” (34). In general, given
two oppositional terms, one is marked when its features are distinctive with respect to the other, unmarked term. In
Newcomb’s case, one might select, for example, a ) VI chord as marked at a cadence in a major key, where one
might have expected the tonic to appear.
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attributes are combined in various configurations as possible human agencies. Finally, one
interprets these agencies as relevant in the unfolding of a chain of human actions. To
demonstrate how his theory may be applied in analysis, Newcomb analyzes the second
movement of Mahler’s Ninth Symphony. He identifies three dances in the movement—the
clumsy ldndler, the sophisticated waltz, and the slow ldndler—and he suggests that each dance
portrays an agency. The first dance, for example, projects behavior that one might term “clumsy”
or “rustic.” Newcomb takes great care to argue that it is the imagined agency of the piece, not the
literal piece or the performers, who are clumsy.

One of the things I admire most about Newcomb’s approach is his conscious attempt to
demonstrate the steps one might take to perform an agential analysis. It would be easier to follow
Newcomb’s approach, however, were he more explicit in defining his terms. At the beginning of
his essay Newcomb states that “Music as heard is thus a representation and reenactment of a
complex pattern of intentional human action,” and he specifically references Donald Davidson’s
definition of intentionality.’® Later, however, Newcomb seems to suggest that agency does not
necessarily entail intentional action. When Newcomb discusses types of agencies that can be
represented in music, for instance, he lists things such as “city” and “storm.” While
anthropomorphic language that creates analogies between human actions and cities or storms is
common, one must remember that a city or a storm does not itself possess an agency that can be
analogously applied to music. Rather, when one anthropomorphizes the city or storm in music, it
is the comparison of the storm or city to human characteristics that may cause one to imply a
virtual agent, and not the invocation of the city or storm. That is, if one had not

anthropomorphized the city or storm in the first place, the implication of agency would not be

% Ibid., 131.
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present. Newcomb’s inclusion of these examples as “types” of agency in music calls into
question his initial assertion that music is a reenactment of intentional human action. Later,
Newcomb asks “what aspects of a human agent can be represented or expressed?” And he
answers “at least some external ways of behavior.” >’ His answer is confusing because in
philosophy “behavior” is usually associated with “mere happening,” which is the opposite of
intentional action. At the very least, it is unclear whether Newcomb is specifically referencing
intentional human action or not. Finally, in his analysis of the Waltz dance, Newcomb equates
“agency” with “action-force,” which he argues can be understood as: (1) an external agency (e.g.
“urbanness”), (2) another person, or (3) an element within the protagonist’s own personality.®
With the variety of possible elements that agency can entail in Newcomb’s theory it is difficult to
pin down exactly what Newcomb means by “agency,” and what forms agency might take in his
analyses.>® How, for example, is “urbanness” an agency?

His analysis does not appear oriented toward the identification of agency or action.
Rather, it involves the recognition of emotional states which, given their presence, imply the
presence of some agent. In Dance A (the clumsy ldndler), Newcomb identifies a clumsy agency
by virtue of the clumsy feeling the lédndler projects. In Dance B, Newcomb identifies an agent by
virtue of the feelings of “loss of center, violation of innocence, and alienation” in the section.
Dance C, Newcomb argues, is comprised of a “nostalgic” agent.®® Newcomb, of course, admits
that he is not interested in identifying who or what the agents are when he states that they can

remain “indeterminate.” Indeed, the goal of his agential analysis is not to gather information

37 1bid., 134.

8 1bid., 140-41.

3 1t is difficult to understand “urbanness” as agency, for example. One might begin to make a case with
reference to some of the sociological literature reviewed above, but the difficulty is that Newcomb does not
explicitly link humans or actions with urbanness. It would be interesting to further explain Newcomb’s sense of

“urbanness” in light of the sociological literature reviewed above.
60 Ibid., 137-49.
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about the agents, but to create a narrative (step four in his process). What Newcomb actually
creates, then, is a narrative analysis that implies the presence of agents via emotional states.
Newcomb’s agents are ones that embody emotions rather than ones that intentionally act, a trait
that is essential to the identification of agency according to most musical scholars and non-
musical scholars alike. Newcomb’s analysis does suggest a way to proceed: by looking for
evidence of an agent, rather than the presence of an agent. Moreover, as I will argue below, the

strong link Newcomb identifies between agency and narrative is integral to an agential analysis.

1.3.3.2: Edward T. Cone (1974)

In The Composer’s Voice, E. T. Cone identifies a triad of personas in accompanied
song.%! The instrumental persona is a virtual presence implied by the accompaniment. Since it
refers to the environment of the vocal character or to its actions, gestures, and physical condition,
it must be conscious of the vocal character. It may present the character’s point of view, its own,
or a combination of the two. Regardless of the point of view, the instrumental persona
understands all motivations of the participants. It represents the impingement of the outer world
on the vocal persona and the subconscious reaction of the vocal persona to this impingement.5?
In his analysis of Schubert’s Erlkonig, for example, one does not hear the actual sound of
hooves, but a transformation of those sounds—their resonance in the subconscious of the
protagonist as interpreted by the consciousness of the instrumental persona.®® The vocal persona
is created by the singer’s melody, and it is not aware of the fact that it is singing or that it is

being accompanied.® It participates in, and is largely formed by, an all-encompassing

! Edward T. Cone, The Composer’s Voice (Berkeley: University of California Press, 1974), 17.
62 Ibid., 35.
6 Ibid., 15.
% Ibid., 30.
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environment of nonverbal sound, an environment to which it also contributes through its own
melodic line and vocal timbre.® Finally, the composer’s voice is the complete musical persona
inferred from the interaction of the instrumental and vocal personas.®® After defining these three
characters—vocal persona, instrumental persona, and composer’s voice—in accompanied vocal
music, Cone transfers his findings to instrumental music. He identifies six types of agents that
might arise in instrumental music: permanent (subsists for the entire piece), temporary (most
common), unitary (portrayed by a single instrument), implicit (derived from multiple
instruments), leading (the protagonist), and subordinate (those that are supportive).®” These
agents may arise in music through at least three means: (1) each instrument might play a
dramatic role,% (2) the instrument’s sound might be the locus of each agent,® and (3) the virtual
agent of an instrument may become individualized as the marker of a significant musical
gesture.”’

I am intrigued by Cone’s conception of the agents he identifies as being within the mind
of a composer’s persona. I believe that given the cognitive research that has recently been done
on mirror neurons—something I will address in more detail below in my review of Arnie Cox’s
research—it is reasonable to expect that all humans conceive of music as somehow analogous to
human action because neurons associated with a given action fire when a subject hears a sound
that is also associated with that action. Positing a composer’s persona to account for an analyst’s

representation of an action, then, is a useful way to think about the music.”!

% Tbid, 21.

% Ibid., 17.

7 Ibid., 96.

% Ibid., 81.

 Ibid., 105.

0 Ibid., 96.

7! On the link between mirror neurons and musical agency see my summary below of Arnie Cox,

“Embodying Music: Principles of the Mimetic Hypothesis,” Music Theory Online 17/2 (2011).
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I find Cone’s description of the interaction between the vocal persona and the
instrumental persona difficult to conceive. Cone writes that the vocal persona both participates in
and is created by the environment, a concept that is not difficult to envision since, as I pointed
out in my discussion of sociological agency, humans also participate in and are created by their
environment. Humans are a product of societal pressures, and they contribute to society. The
instrumental persona seems to be in a more nebulous position: it sometimes acts as its own agent,
and it sometimes comments on the vocal persona, it sometimes knows what the vocal persona
thinks and represents those thoughts, and it sometimes represents the environment of the vocal
persona (it is the outer world “impinging on” the vocal persona). How does the listener know
which one of these roles the instrumental persona is portraying at a given moment? And how
might the change in role impact our understanding of the piece? For example, Cone argues that
the instrumental persona refers to the environment, but also that when one hears hooves in
Erlkonig, one hears them through the vocal persona. In such a scenario, how can the
accompanimental persona simultaneously represent the outer world impinging on the vocal
persona and be a kind of remembered sound filtered through the memory of the vocal persona? It
would be productive to explore such a question, unpacking Cone’s worthwhile observations, in a
future study.

While Cone’s work is a landmark for theories of musical meaning, I believe there are
several areas that Cone’s theory reveals as needing further study, including in-depth
investigation of the way in which agents arise in instrumental music and of the types of agents
that might be present, references to literature outside of music, and a consideration of agents in

instrumental music beyond those represented by a given instrument or group of instruments.
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Indeed, as Newcomb describes them, agents are often comprised of a multitude of musical

elements, and they may not reside in any single instrument or group of instruments.

1.3.3.3: Fred Maus (1988)

In “Music as Drama,” Fred Maus argues that one should view action in music as being
generated by the ascription of psychological states to an agent. These psychological states
represent the agent’s reasons for performing the action.”? The identification of an agent’s
psychological state is tantamount to identifying agency in a given work. Like Newcomb, Maus
insists that musical agents must be indeterminate, and as such he finds that actions and agents
may sometimes collapse into one another. That is, a triad may be regarded equally as an action
and an agent.”?

As his title suggests, Maus’s main point is that one should understand music as a drama
that happens in the conceptual present, attributing actions to actors that are on a metaphorical
stage, rather than to the composer (who is in the past) or the performers (whose future actions are
already prescribed). As a result, he has relatively little to say in this article about agency in
comparison to Cone and Newcomb, whose studies are more focused on agency in particular.
Nevertheless, I am drawn to his implication of free will in his rejection of the attribution of
action to performers because their actions are already prescribed. Free will is an integral part of
agency in sociology, and it has been explored rigorously in studies of free will in philosophy. If
an agent is to be able to “intend” to do something, then it must first of all have the freedom of

will to do that thing.

72 Fred Everett Maus, “Music as Drama,” Music Theory Spectrum 10 (1988): 66.
3 Ibid., 70.
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I do not agree, however, that composers and performers should automatically be exempt
from action attribution due to their temporal placement in relation to a listener’s real-time
experience of the music. As I will show in my summary of Seth Monahan’s position below, it is
useful to differentiate between the historical composer who wrote the work and the fictional
version of the composer one might imagine writing the work. While the historical composer is an
agent in the past, the fictional composer may be viewed as an agent in the present whose actions
may affect both the present and future musical path of the composition. That is, an interpretation
that posits the existence of metaphorical agents within the composition who are affected by the
choices of the fictional composer may suggest that the future actions and existence of those
agents are bound to the decisions that the fictional composer makes in the present. Thus, the
fictional composer can participate in both the present and future events in the course of a
composition. Similarly, while the score provides a set of instructions for realizing a composition,
most scores do not define every parameter under the control of a performer.”* Decisions
involving such things as tone color, relative dynamic level, degree of rubato, and the shaping of
phrases are often left to the performer. Like the fictional composer, then, one can imagine the
performer as an agent who participates in both the present and future action of the composition.
Indeed, as Monahan (2013) points out, the performer acts as a kind of “stand in” (or “avatar”) for
what he calls “individuated elements”—his lowest level of agent classes in a hierarchy of agents
that he develops.” Nevertheless, one might posit that Maus is attempting to counteract the

critique that narratives require a narrator to facilitate temporal relationships. As Almén has

4 One possible exception to this idea may be that of works written for an electronic medium. Even in these
instances, however, differences in technology or equipment may cause variations in the outcomes of performances.
75 Seth Monahan, “Action and Agency Revisited,” Journal of Music Theory 57/2 (Fall 2013): 348-49.
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shown, the reader of literature is competent enough to do that without a narrator, and the same
should hold true for music.”®

As I have already mentioned, Maus, like Newcomb, stands out as a musical scholar who
appeals to some existing literature outside of music. In particular, he evokes Davidson, and
embraces the general sentiment that giving an agent’s reasons for performing something is
sufficient to demonstrate that the agent intended to perform something. I am troubled, though, by
his assertion that actions and agents may collapse into one another. I agree that the same object
might be viewed on the one hand as an agent and on the other hand as the result of an action, but
I do not agree that it may be both at the same time. For example, I do not agree that an F minor
triad could be the agent of an action that caused the same F minor triad to sound. Such an

assertion seems counterintuitive to me: a nonexistent entity cannot bring itself into being.”’

1.3.3.4: Seth Monahan (2013)

As I hinted above, in “Action and Agency Revisited,” Seth Monahan builds on
Newcomb’s work by developing a hierarchy of agential classes. At the lowest level of the
hierarchy resides the individuated element, which Monahan describes as “any discrete
component of the musical fabric that can be construed as having autonomy and volition.”’®
Individuated elements may include, among other things, themes, motives, or gestures. At the

next higher level, the work persona is a character who represents the composition.” This work

persona may be subject to the events of the piece, or the events of the piece may take place

76 See Byron Almén, A Theory of Musical Narrative (Bloomington: Indiana University Press, 2008), 32—
35.

771 am assuming for now that when Maus characterizes the F minor triad as an action, he means the goal of
an action, and not that F minor is literally an action in itself. It might be interesting to consider whether “F minor”
could actually be an action, but that is beyond the scope of this project.

8 Seth Monahan, “Action and Agency Revisited,” Journal of Music Theory 57/2 (2013): 327.

" Ibid., 328.
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within this agent’s psyche. The fictional composer, who resides at the next higher level, is a
person imagined by the analyst to control the work. This fictional composer is different from the
historical composer, who is the individual that actually composed the music.?° Finally, the
analyst him- or herself occupies the topmost position in Monahan’s hierarchy of agent classes.?!
The analyst is, of course, the person who interprets the work, and who imagines each of the
lower-level agents in the work. Any musical event that can be attributed to a lower-level agent
can also be attributed to any of the agential levels that reside above it. This does not work in
reverse. That is, actions attributed to higher-level agents cannot necessarily be attributed to
lower-level agents.?? To include agential ascriptions that may not be immediately obvious from
the names of the agential categories in his hierarchy, Monahan develops the concept of the
avatar, the notion that any of the four agent classes might appear in less obvious
manifestations.®3 The performer, for example, may be an avatar for the individuated element
class of agents.

Monahan’s goal is to examine agency ascriptions in analytical writing to better
understand how musicians talk about agency. Monahan makes it clear that he is not prescribing
how to do an analysis, but rather reporting how analysis has been done in the past. Nevertheless,
Monahan’s theory may prove useful in an attempt to classify agents in musical analysis. What I
have found, however, is that in order to identify the level at which an agent is operating, it is
easiest, if not necessary, to build a narrative. This obligation extends in part from the idea that
each class of character has a particular amount of knowledge and a particular degree to which it

can affect the events of the work. An individuated element, for example, cannot be said to have

% Ibid., 329.
81 Ibid., 332.
82 Ibid., 333.
8 Ibid., 348.
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knowledge of future events and therefore to knowingly make a decision that causes that future. It
can, of course, have a desired outcome, and that outcome may arise, but the individuated element
could not have predicted the outcome and chosen its actions based on that prediction. This is not
to say, of course, that the agent’s present actions do not affect the future. As I argued in my
discussion of Maus’s perspective, a performer (as individuated element) may make decisions that
impact a listener’s interpretation of future events in the composition. To make decisions about
the level of control and influence an agent has, then, some account of the way in which it
interacts with the music around it is in order, and I believe that such an account is likely to
develop into a narrative. Therefore, I do not believe that Monahan’s theory can be used as a
starting point for an agential analysis—rather, some work in identifying agents and addressing
their relation to each other and to an overarching narrative must be in place before one can
reliably classify the agents according to his theory. Such an assertion is in line with the approach
Newcomb suggests, wherein the first three steps in an agential analysis are to begin by
identifying marked musical attributes, to interpret those attributes as aspects of human character,

and to configure those aspects into human agencies.?*

1.3.3.5: Edward Klorman (2013)
In his dissertation, “Multiple Agency in Mozart’s Chamber Music,” Edward Klorman
investigates the metaphor of “conversation” in Mozart’s chamber works. Klorman notes that

when a work is described as “conversational,” most authors are pointing to a dialogic quality in

8 Anthony Newcomb, “Action and Agency in Mahler’s Ninth Symphony, Second Movement,  in Music
and Meaning, edited by Jenefer Robinson (Ithaca: Cornell University Press, 1997), 135. This approach is also
largely in line with the first two “narrative levels” Byron Almén describes in A Theory of Musical Narrative. At the
agential level, one identifies musical agents and defines their characteristics. At the actantial level one describe the
relationship of the agents to each other and the musical environment. The relationship between the two perspectives
of Almén and Monahan will be examined in Chapter Three. See Byron Almén, 4 Theory of Musical Narrative
(Bloomington: Indiana University Press, 2008), 55-67.
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the music that allows one to interpret characters, often represented by individual instruments, as
engaging in the interaction of musical ideas. Klorman believes, however, that the term
“conversation” brings with it a host of issues that render it a poor term to describe the
metaphorical action that takes place in a piece. In a conversation, for example, participants
usually take turns exchanging ideas, but in a string quartet all members may be exchanging ideas
simultaneously. As an alternative, then, Klorman proposes the term “multiple agency” which he
feels is more neutral since it avoids the connotations associated with the term “conversation.”#3
One unique aspect of Klorman’s dissertation is his focus on the level of the individuated
element in Monahan’s theory, rather than on the level of the work persona or the fictional
composer, as many studies of musical meaning have done. Klorman thus demonstrates one way
to focus on individuated elements in his analyses. Klorman’s work differs from my own and
from the others I address in these summaries, however, in that he focuses on one particular

metaphor (that of conversation) and he does not consistently address the way in which agents

arise in his analyses.

1.3.3.6: Arnie Cox (2011)

In “Embodying Music,” Arnie Cox employs cognitive research to argue that recalling,
playing, or otherwise thinking about music is an embodied action, and he details his findings in a
hypothesis that consists of eighteen principles, which I have collected in Table 1.1. On hearing
the violin, for example, Cox suggests one might: imagine playing the violin, imagine playing the
same thing on a different instrument or reproducing it vocally, or one might imagine an

analogous motion in a different domain that is not primarily acoustic.%

85 Edward Klorman, “Multiple Agency in Mozart’s Chamber Music,” Ph.D. diss. (CUNY Graduate Center,
2013), 114.
% Arnie Cox, “Principles of the Mimetic Hypothesis,” Music Theory Online 17/2 (2011): 10.
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Cox’s article is important for studies of musical agency because it suggests that an active

physical response to music is an innate, unconscious, and uncontrollable phenomenon. An

interesting future project might be to consider which of Cox’s principles are active at each stage

of Monahan’s agential model. For example, are there some principles that are more important in

experiencing an individuated element versus a work persona? Cox’s argument is made stronger

by the discovery of mirror neurons in humans, an observation made a year before Cox’s study in

Table 1.1 — Principles from Arnie Cox’s mimetic hypothesis

Principle | Description

1 Sounds are produced by physical events: sounds indicate (signify) the physicality
of their source

2 Many or most musical sounds are evidence of the human motor actions that
produce them

3 Humans understand other entities (animate or not, human or not) and events in the
environment in part via overt and covert imitation

4 Overt and covert imitation constitute bodily representations of observed actions

5 Humans understand one another’s behavior in part via mimetic behavior and
mimetic motor imagery (MMI — imagined imitative actions)

6 Imagined actions are informed by performed actions

7 Imitation involves the three variables intention, consciousness, and overt-ness

8 Imitation is more strongly activated in observation of goal-directed actions

9 Mimetic action and MMI occur in real time & in recall (and possibly in planning)

10 Mimetic motor imagery and action occur in three modalities: intra-modal, cross-
modal, and amodal

11 Any and all acoustic features can or will be mimetically represented

12 Different kinds of music “invite” (afford, motivate) different kinds of mimetic
engagement

13 Some music attenuates the mimetic invitation

14 Ensemble music offers multiple invitations

15 Mimetic responses often are stronger in live contexts than in recorded contexts

16 MMI varies in strength and accuracy among different people

17 MMI motivates and constrains conceptualization (metaphoric or otherwise)

18 Mimetic behavior and MMI result in mimetic participation, communication, and

affect
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2010.87 Moreover, since his article has been published, new research has discovered the
existence of so-called “audio-visual mirror neurons” in monkeys, which researchers believe is
suggestive of the function of neurons in humans. Audio-visual mirror neurons are a single
neuron that fires in response to all of the following: (1) the monkey performs an action; (2) the
monkey sees someone else performing the action; (3) the monkey hears, but does not see,
someone else performing the action.® If audio-visual neurons are present in humans, the
implications could be profound for studies of musical agency. In particular, the presence of
audio-visual mirror neurons in humans would indicate that humans experience innate responses
to music that they associate with particular actions, or with the sound of performing a particular
action. With respect to my own theory of musical agency, research in mirror neurons may allow
me to make more concrete connections between the actions of the agents I identify and physical
analogues to those metaphorical actions. Before such connections can be made, however, further

research is needed in the cognitive domain.

1.3.3.7: Robert Hatten (2013 and 2004/2001)

In a series of online lectures, which formed the foundation for his later book Intepreting
Musical Gestures, Topics, and Tropes, Robert Hatten argues that the implication of agency is
hard to avoid when one identifies a musical event as a gesture.®® Although Hatten attributes
much of the agency he identifies in music to the intentional act of the composer, he

acknowledges that the composer need not have intended to produce a gesture in order for the

87 On mirror neurons in humans see Roy Mukamel et al., “Single-Neuron Responses in Humans During
Execution and Observation of Actions,” Current Biology 20 (2010): 750-56; and Christian Keysers and Valeria
Gazzola, “Social Neuroscience: Mirror Neurons Recorded in Humans,” Current Biology 20 (2010): 353-54.

8 On audio-visual mirror neurons in monkeys see Brenda Ocampo and Ada Kritikos, “Interpreting Actions:
The Goal Behind Mirror Neuron Function,” Brain Research Reviews 67 (2011): 260-67.

% Robert Hatten, “Lectures on Musical Gesture,” Cyber Semiotics Institute (2001),
http://projects.chass.utoronto.ca/semiotics/cyber/hatout.html (accessed August 25th, 2013), Lecture 7, Pgph 1.
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listener to interpret its presence. Moreover, Hatten identifies four different types of agency that
may be cued by gestures. The principal agent is the individual with which one primarily
identifies, akin to the protagonist in literature; the external agent is the agency that acts upon or
against the principal agent; the narrative agent is responsible for ordering the sequence of events
that concern the principal and external agents; and the performer-as-narrator may direct the
listener’s attention to the structuring of those events.”®

It is difficult to evaluate how Hatten’s understanding of agency interacts with those of
other scholars. He argues that gestures need not be understood as intentional on the part of the
composer, but does not comment on whether they must be understood as intentional on the part
of the gesturer. To be commensurate with non-musical definitions of agency, one would have to
understand gestures as intentional actions. Moreover, Hatten does not provide an example that
utilizes all of his agent classes, so it is difficult to evaluate their effectiveness.

In an unpublished paper delivered in 2013 titled “Toward Virtual Agency in Tonal
Instrumental Music,” Hatten further develops his conception of musical agency by postulating a
series of stages through which listeners might progress in order to fully recognize a virtual
presence in instrumental music. I have diagrammed these stages in Figure 1.2. For Hatten, the
ascription of agency begins when the listener perceives movement in music. If the analyst
identifies motivation in this movement, an actant is produced. Hatten defines an actant as “the
individual source implicated whenever force is considered to be an action.”! After recognizing
the movement as motivated by the actant, the analyst may embody the movement, which has the

effect of producing an agent with human characteristics. As I argued earlier, Cox also views

% Ibid., Lecture 7, Pgph 5.
! Robert Hatten, “Toward Virtual Agency in Tonal Instrumental Music,” lecture given at Indiana
University (2013), 10.
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embodiment as integral to the emergence of agency. A useful future study, then, might be to
make more explicit the link that connects musical theories of agency with musical theories of
embodiment. As the identity of the agent emerges in Hatten’s theory, the possibility of actants
merging into a single identity becomes distinct, and a dramatic trajectory may develop. This
dramatic trajectory, in turn, produces actors. Together with the experience of the listener, a fully

developed human subjectivity emerges, which may result from the fusing of the actors that take

Perception of movement

Add
Motivation Produces Actant
Add
Produces Agent with virtual
Embodiment = ..
human characteristics
Add

¥

: : Produces | Possibility of actants merging
Emergence of identity | Into a single identity

Add
— — | Produces
Dramatic trajectory, conflict » Actor
' Add Prod Fully developed subjectivity;
Listener experience Oquees | Actors may fuse into this single
Add subjectivity
Narrative agency Produces Composer interaction

Add

3 Produces

Performative agency Analyst, performer interaction

Figure 1.2 — Robert Hatten’s stages of agential development
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part in the dramatic trajectory. Finally, narrative and performative agencies account for the
interaction of the composer, analyst, and performer with the music. The careful way in which
Hatten thinks through the stages associated with an emerging agency in music may act as a
starting point for further research. Indeed, in this dissertation, I will interact with only a small
portion of Hatten’s process: that which involves intention, which Hatten calls motivation (Figure
1.2). In keeping with the philosophical literature I reviewed earlier, I will argue in later chapters
that the perception of a movement as intentional allows the analyst to identify the presence of a
musical agent who influences the music’s progress. My agent, therefore, appears to come earlier,

replacing “Actant” in Figure 1.2.%2

1.4: Concluding Remarks

In this chapter I provided an overview and critique of some of the theories of agency and
action that exist in philosophy, sociology, and music. In philosophy, I demonstrated that theories
of action largely centered on the question of how to define the relationship between action and
intention. In sociology, I found that studies tended to be more individualistic, although several
common issues and trends were also explored in each discipline. Like sociology, music tends
toward individual theories as well. What is lacking in musical studies of agency, however, is a
theory that accounts for the important role that studies of human agency place on intention.
Recall that in action theory, an entity only rises to the status of an agent when, as Davidson puts

it, the entity’s actions can be said to be intentional under some description. While both Maus and

%2 It is not entirely clear why embodiment is the key to producing an agent from an actant in Hatten’s
theory, and it is not clear why Hatten implicates human agency specifically. While human agency is certainly the
most developed type of agency researched in action theory, I have shown that other types of agency have been
discussed in my reviews of sociology and philosophy above. It may be, then, that while embodiment is part of the
process of identifying agency, it comes earlier in the process, and that the difference between actant and agent
requires some elaboration. Indeed, as Hatten himself notes in his talk, these steps do not necessarily happen in a
manner that can be as perceptibly ordered as that which is given in Figure 1.2
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Newcomb cite Davidson’s assertion, neither author investigates intention as a key component of
their theory. Moreover, many theories of musical agency either begin with the assumption that
agents exist in music, or they provide a limited explanation of where their agents are located in
the music. In the next chapter, then, I work toward bridging the gap between Action Theory and
studies of musical agency by exploring the concept of “intention” in music. More specifically, |
develop six categories of intentionality that can be used to identify locations in the music where
agency can be implied. As I shall show in later analyses, the categories of intentionality enable

analysts to support claims that a metaphorical virtual agent controls a given passage of music.
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CHAPTER TWO

MUSICAL AGENCY AND THE CATEGORIES OF INTENTIONALITY

2.1: Introduction

In Chapter One I discussed several theories of agency both within and outside of music.
For the most part, I attempted only to respond to the information in each study or summary of a
discipline, reserving my own definitions for Chapter Two. In this chapter, then, I explore my
own conception of musical agency, linking my thoughts to those of the authors I addressed in the
first chapter. I will begin by defining musical agency, for which I rely heavily on action
theorists’ conception that an entity must perform an intentional action before it rises to the status
of an agent. This idea leads me to develop six categories of intentionality that point to the
presence of virtual agents in music. After defining musical agency, I examine the six categories
of intentionality individually, providing examples of each and addressing how each category
constitutes an intentional action. I reserve a demonstration of the way in which these categories
interact in analysis for Chapter 3, where I investigate how an agential analysis can be combined

with narrative and Schenkerian analyses to produce fruitful interpretations of music.

2.2: Defining Musical Agency
Musical agency involves the metaphorical interpretation of music as analogous to human
action. Such a definition requires an answer to the question “What is human action?” Generally
speaking, studies of human action involve the identification of a person as an agent, a status that
is achieved when the person has performed, or is performing, an intentional act. While I believe

a causal relationship exists between intentions and actions in studies of human agency, I will
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argue that a broader approach is more beneficial in music.! A more refined view of musical
agency, then, involves identifying musical moments—which may be of varying lengths from
large passages to individual notes—that metaphorically invoke a sense of intentionality. This
sense of intentionality may be intimately connected with the way in which Cox discusses
mimetic motor imagery with respect to music, although more research on the cognitive aspects
of the mimetic hypothesis is necessary before this connection can be detailed.? In an agential
analysis, I believe that the identification of such moments of intentionality is a productive first
step.’

What are moments of intentionality? I define a moment of intentionality as the result of an
action performed by an agent. Such moments may be highlighted in a variety of different ways
that I will categorize below. For now, I will proceed with the knowledge that they provide
evidence for the existence of an agent because they signal that a metaphorical entity must have
made the conscious decision to perform an action. As in sociological studies, moments of
intentionality necessarily entail the structure-agency pairing. Structure in music refers to stylistic
expectations the listener may have for a particular piece, or piece-specific expectations that are
established due to the recurrence of a particular event. As I showed in Chapter One, when
structure is highest it may also signal a high degree of collective agency; when an agency that

opposes an established structure is high, it may actually create a new structure.

!'Since I already addressed the issues associated with intentionality in Chapter One, I will avoid reviewing
the same issues here.

2 See my summary of Arnie Cox’s mimetic hypothesis in Chapter One, or his article: Arnie Cox,
“Principles of the Mimetic Hypothesis,” Music Theory Online 17/2 (2011): 10.

3 I do not mean a sense of intentionality on the part of the composer, though certainly that kind of
intentionality may also exist in these passages. Instead, I mean a sense that some virtual presence must have
influenced the music in some way. The six categories of intentionality I identify below represent the ways in which I
believe music can signal this kind of intentional influence.
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My categories of intentionality differ from the strategies for cueing agency proposed by
Byron Almén and Robert Hatten in their article “Narrative Engagement with Twentieth-Century
Music: Possibilities and Limits.” Almén and Hatten’s list of ways in which musical agency
might be cued, which they do not claim to be complete, includes program, text, topical reference,
and thematic or motivic integrity.* Moreover, their cues are ones in which the composer is
explicitly present; my categories of intentionality do not place so much emphasis on the role of
the composer.

Philosophical studies would argue that in order to prove that an agent’s action is
intentional, one must be able to cite the agent’s reasons for performing the action, but I do not
believe that such a requirement is feasible in music since the metaphorical existence of the agent
makes it impossible to question the agent about its reasons. Fred Maus attempts to satisfy this
condition by arguing that one can ascribe psychological states to the agent that make the action
appear reasonable to the agent and that cause the action.’ Beyond asserting that the agent
intended to perform an action, however, I do not believe that further psychological analysis of
virtual agents in music is necessary, and I prefer instead to do away with this condition in
musical analysis in favor of focusing on defining particular classes of situations in which
intentionality is implied.

I use the word “intentionality” with a kind of dual perspective, understanding that a
consumer of music can take on the role of first-time analyst (or naive listener) or an informed
analyst (or informed listener), which can influence how one views intention. When in the role of

an analyst who is in the initial stages of investigating a particular agential reading (the first-time

4 Byron Almén and Robert Hatten, “Narrative Engagement with Twentieth-Century Music: Possibilities
and Limits,” in Music and Narrative Since 1900, edited by Michael L. Klein and Nicholas Reyland (Bloomington:
Indiana University Press, 2013), 60.

> Fred Everett Maus, “Music as Drama,” Music Theory Spectrum 10 (Spring, 1988): 66.
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analyst or “naive” listener), I think it is useful to use George Wilson’s understanding of the link
between action and intention to think of intentions as the goals of action, a perspective that will
be helpful in identifying the categories of intentionality I define below.® As I explained in
Chapter One, this perspective is necessary largely because the naive listener recognizes most
moments of intentionality only after an action has been completed. An ascending leap after a
descending scale, for example, signals a moment of intentionality because the leap represents a
change in an established pattern (both in direction and in intervallic size). In most cases, the
naive listener only recognizes the leap after it occurs, however, since they cannot predict the
direction of the music, and the assignment of agency occurs as a post-event thought.” The
listener may think “the agent must have had the intention to reach that higher note.” After having
completed the investigation, however, I believe a change in perspective can occur in which the
informed analyst or listener, having knowledge of the agential analysis and the way in which the
music progresses, can anticipate the moments of intentionality, such that the leap is no longer a
surprise. Instead, the informed listener, on approaching the leap, may think “the agent intends to
leap soon.” This different perspective represents a causalist approach to the relationship between
intention and action that is closely aligned with the way in which Donald Davidson links
intentionality and action.®

After identifying moments of intentionality, I believe the next step is to identify which

moments belong to which musical agents. This step is likely to involve the construction of a

6 See George M. Wilson, The Intentionality of Human Action (Stanford: Stanford University Press, 1989).

7 As I intimated when I addressed the pairing of structure and agency from sociology, there are certain
cases where the listener may be able to predict a moment of intentionality. Such situations occur when the listener
has stylistically-based expectations about the way in which a particular passage should proceed. A listener might
expect the so-called “Mozart trill” at the end of a cadenza in a piano concerto, for example, and therefore may think
“the agent intends to trill at the end of this cadenza.”

8 See Donald Davidson, “Agency” in Essays on Actions and Events (New York: Oxford University Press,
2002).
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musical narrative that acts as a kind of frame that binds actions and agents together. At least two
questions may arise with respect to this step: (1) What are musical agents? (2) Why does this
step entail narrative?

With respect to the first question, I define musical agents as metaphorical entities that
relate to each other hierarchically according to Seth Monahan’s model, and which are analogous
to human agents. While the analyst should be understood as the ultimate “musical agent” who
controls the reading, I believe the most interesting observations will come from the levels of the
individuated element and work persona. This conception is similar to Cone’s in that it
acknowledges a higher-level agent (in my case, the analyst; in Cone’s case, the composer’s
voice), who imagines the agents acting within the piece. Like Newcomb, I believe that musical
agents are fleeting: they need not be continuously displayed, and can enter and exit the music
freely. While I would not hesitate to say that, as Newcomb argues, most musical agents arise
through the combination of various musical elements, I do not wish to be so restrictive as to deny
the possibility that a single musical parameter may give rise to a musical agent. Moreover, unlike
Newcomb, I do not wish to identify psychological states such as “clumsy” as actions that imply
agency. Instead, I believe the first step should be to identify moments of intentionality, as I have
outlined above.

With respect to the second question, in order to understand which moments of
intentionality belong to which agents, it is necessary to identify two related characteristics: (1)
the degree to which each moment of intentionality affects the music around it; (2) what kind of
agent-ascription is most appropriate given the affective range of a given moment. Indeed,
Monahan’s categories are particularly useful in this regard due to the varying degrees of control

an agent in a given class can exert on music. An individuated element, for example, has little
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control over the music in comparison to the fictional composer. In order to identify the level of
control an agent has, it is necessary to understand how it functions as part of the larger musical
fabric, a goal that can be achieved in the context of a narrative reading.’

Within the context of the theory developed in this dissertation, then, an agential analysis
begins with an identification of moments that can be categorized as the product of an intentional
action performed by a virtual agent, a first step that relies on the categories of intentionality I
develop below. This first step allows one to posit the presence of an agent, but it does not
necessitate the assignment of actions to particular agents, thus it may not be initially clear how
many agents are present in a given piece. The second step in an agential analysis, then, is to
determine how many agents are present in a given piece, and to assign the intentionally
performed actions in a piece to those agents. This step relies on the development of a narrative, a
frame within which one can construct the logic for linking actions with particular agents. This
second step will be examined more fully in Chapter Three.

Having introduced the steps one can take to form an agential analysis, [ now turn to an
examination of the six categories of intentionality with which an agential analysis can begin:
gesture, contradiction of musical forces, unexpected event, change of state,
repetition/restatement, and conflict. The first two categories involve existing theories of musical
analysis, and thus require more space to develop. The remaining four categories of intentionality,
however, are more intuitive, and require less explanation. As will become apparent, the
categories of intentionality are not meant to be mutually exclusive. It may be possible to describe

a single passage of music using multiple categories of intentionality. This issue, which I term

° Note that what I am proposing is not the same as Newcomb, who suggests that the ultimate goal of an
agential analysis is the construction of a narrative. The difference may simply be one of emphasis. Rather than
viewing agents as serving the narrative, I instead wish to view narrative as a vehicle that serves to highlight
relationships between agents.
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“descriptive multiplicity,” will be addressed in more detail after I introduce the categories.
Although many categories may be active in a single passage, during the descriptions that follow I
will, with few exceptions, discuss only a single category at a time in order to focus my
definitions. In Chapters Three and Four, however, I will discuss passages wherein multiple

categories of intentionality are active at once.

2.3: The Six Categories of Intentionality

2.3.1: Gesture

I define a musical gesture as a marked figure, lasting about two seconds or less, which
consistently recurs in some recognizable fashion. My definition is similar to the way in which
Robert Hatten defines a thematic gesture in Interpreting Musical Gestures, Topics, and Tropes,
except that I do not require the gesture to develop into the basis for the work’s discourse, though
it certainly may do so0.!° In addition to Hatten, my understanding of gesture is also influenced by
Naomi Cumming, Adam Kendon, and David McNeil. To more fully develop my definition of
gesture, [ will briefly discuss the aspects that have been the most influential from each of these
sources.'!

Hatten defines gesture as “movement (implied, virtual, actualized) interpretable as a sign,

whether intentional or not, and as such it communicates information about the gesturer (or

10 Robert Hatten, Interpreting Musical Gestures, Topics, and Tropes: Mozart, Beethoven, Schubert
(Bloomington: Indiana University Press, 2004), 125.

' There is still much work to be done in the field of musical gesture. Hatten’s theory is quite different from
that of Kendon or McNeil, two of the most prominent researchers of human gesture. While it is not the focus of this
dissertation, a fascinating study for the future could involve a reconciliation of the way in which theories of human
gesture and theories of musical gesture might interact. For instance, Kendon, McNeil, and Hatten all acknowledge
that gestures can be comprised of multiple “sub gestures,” so to speak. Yet in practice, Hatten’s gestures are usually
single, short figures. It may prove fruitful to attempt to apply the theories of Kendon and McNeil to a study of
music.
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character, or persona the gesturer is impersonating or embodying).”'? As I argued in Chapter
One, identifying music as movement is already a layer of metaphorical interpretation. Hatten’s
use of the phrase “intentional or not” may at first appear to contradict the theory I describe here,
in which the action must be understood as intentional under some description in order to give rise
to the perception of an agent. Earlier in his book, however, Hatten makes it clear that he is
speaking of intention on the part of the composer. That is, in my view, a musical figure may rise
to the status of a gesture whether or not the composer intended that it be understood as a gesture
by his or her audience.?

Hatten identifies ten characteristics of gestures: (1) they are grounded in the
communication of human affect; (2) their meaning is related to basic human expressive
movements; (3) they may be inferred from musical notation or from a performance, even when
one cannot see the performer; (4) they are perceptual gestalts, involving all musical parameters,
not just thythm or pitch; (5) they occur in the perceptual present, typically lasting two seconds or
less; (6) they may be hierarchically arranged, providing a degree of continuity to a passage by
encompassing several different events; (7) they may become thematic for a movement; (8) they
may help express rhetorical action; (9) they may be used by a performer to direct a listener’s
attention to structural aspects of the music, or to an expressive genre; (10) they reveal intentions
and modalities of emotion and action.'*

His second principle, that a gesture’s meaning is related to human expressive movement
is particularly important because it allows one to assert that when one identifies a gesture, one

has also identified a moment of agency. Indeed, Hatten emphasizes this point when he states that

12 Robert Hatten, Interpreting Musical Gestures, Topics, and Tropes: Mozart, Beethoven, Schubert
(Bloomington: Indiana University Press, 2004), 125.

13 Ibid., 112.

14 Ibid., 93.
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his view of gesture “acknowledges the embodied interpretation of listener expectation, and
extends it to a virtual, experiencing body.”!> Naomi Cumming also highlights the importance of
embodiment in recognizing musical gestures when she argues that:

A gesture is an inflected performance of some patterning, uniquely realized in a

moment of time. It is a notated feature, closely aligned with a figuration or motif.

It is also an aspect of melodic patterning that is systematically developed in some

styles, in ornaments or short conventional figurations. To be realized as gestural, a

pattern must be embodied in a specific act, but the inflected performance needs

also to answer to the suggestions of notated shaping, understood within a stylistic

milieu.'¢
Thus, by classifying a particular musical figure as a gesture, one imbues it with an embodied
signification that implies the presence of a virtual agent.

In Hatten’s theory five types of gestures exist, the descriptions for which are reproduced
in the chart in Table 2.1. As I stated earlier, my definition is similar to the way in which Hatten
defines a thematic gesture, but this does not mean that the other types of gesture Hatten identifies
are left unacknowledged in my theory of musical agency. Rather, in my theory they are often

better classified under other categories of intentionality. Rhetorical gestures, for example, will

often fall under the “unexpected event” category of intentionality, but would not rise to the status

Table 2.1 — Robert Hatten’s five gestural types

Type Description

Spontaneous | Unique gestures composers may introduce that represent original inventions

Thematic | Gestures that are foregrounded as significant and used consistently throughout
a composition

Dialogical | Occurs when two or more gestures appear in conversation with one another

Rhetorical | Includes any event that disrupts the unmarked progress of the movement
Tropological | Occurs when two distinct gestures merge to create a new gesture whose
meaning is derived from the combined meanings of the original two gestures

15 Ibid., 115.
16 Naomi Cumming, The Sonic Self (Bloomington: Indiana University Press, 2000), 138.
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of a gesture unless they consistently recurred in some recognizable fashion.!” For Hatten, then,
two traits of gesture are particularly important: that it be interpreted as movement, and that the
gesture be embodied. This last trait is indispensable in Cumming’s theory.

Hatten is not the only scholar to recognize gesture as movement. Both Kendon and
McNeil, two of the most important researchers of human gesture, also define gesture as
movement. Beyond movement, however, Kendon identifies four other characteristics as
significant for gestures: (1) they are expressive, used to communicate information, rather than
practical (used to do something like take a drink); (2) they are excursions: that is, they do not
represent a change of state. They are motions that move away from a stable position, then return
to a stable position; (3) they have obvious points of onset and offset; and (4) they are not made
under the influence of gravity: that is, they are made under the voluntary control of the agent.'® It
is these qualities that I would point to as significant for musical gesture, even more so than the
idea that gesture is movement.

For me, then, musical gestures are events that have obvious points of onset and offset; are
not attributable purely to melodic gravity (something that will be discussed further in section
2.3.2), but are made under the voluntary control of an implied agent; are understood as
expressive or communicative on the part of the listener; and represent excursions, not changes of
state: that is, they are marked musical moments.'” Note that this last quality does not preclude the
change of state category of intentionality from being active at the same time as a gesture is

present. By “change of state”” Kendon refers to a complete change of position. For example,

17 A gesture can also create an unexpected event. Identifying something as a gesture does not preclude it
from inclusion under other categories of intentionality.

18 Adam Kendon, Gesture: Visible Action as Utterance (New York: Cambridge University Press, 2004), 10.

1 This quality of markedness in musical gestures is often accomplished by repetition, though the gesture
may be marked in other ways as well (e.g., registrally, dynamically, etc.)
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shifting one’s weight from the right foot to the left foot is not a gesture because it involves a
complete change of position—one that does not shortly return to its initial state of rest. It is more
difficult to argue in music whether something genuinely represents a change of position or not.
Instead I will rely on the idea that the gesture should be marked in some way for the listener’s
recognition.?’

An example of a gesture occurs in Schubert’s Allegretto in C Minor, D. 915. In Example
2.1 I have circled the gesture’s first appearance in m. 2 (labeled G). By m. 6 (G'), the gesture has
already undergone some alteration: while in m. 2 the right and left hands played the gesture in
octaves, in m. 6 the gesture is played by the right hand and accompanied by a held chord in the
left hand. This gesture can be defined as a lengthier note followed by a leap to a shorter note,

with both notes appearing on strong beats.?! Later in the piece, the gesture is altered again such

that the two notes are separated by a step rather than a leap (Example 2.2, G**). In G? the step is

Allegretto
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Example 2.1 — Initial appearance of a gesture in Schubert, Allegretto in C Minor, D. 915
(mm. 1-6)

20 More work is certainly needed to expand the literature on musical gesture, a project whose magnitude
lies outside the scope of this dissertation. One difficult aspect of gesture is to differentiate gestures from motives and
figures, and to determine the role that embodiment plays in setting gesture apart from those two terms. In this
dissertation, at least two characteristics separate motives from gestures: (1) iterations of the same motive may be
found on both the surface and at deeper levels of structure, while gestures are restricted to the surface of the music;
(2) a motive will be associated with a particular scale-degree pattern, while a gesture will not be so restrictively
defined. The word “figure” will be reserved for something that has the potential to rise to the status of a motive or
gesture, but which has not yet fulfilled that potential, perhaps due to lack of repetition, or lack of markedness. Note
also that these terms are not mutually exclusive.

21 The gesture might suggest the quality of a kind of sigh accompanied by a shrugging of the shoulders.
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Example 2.2 — Subsequent reappearances of the gesture in Schubert, Allegretto in C Minor,
D. 915 (mm. 62-70)

ascending, while in G? the step is descending. In G*, the gesture seems to be expanded beyond
two notes to encompass four notes. It is as if an escape tone, E}5, has been added to what would

have been a single ascending step from C5 to D}5. Since vestiges of the characteristic rhythmic
profile of the gesture are maintained, however, one can understand the manifestations of the
gesture in Example 2.2 as related to that which appeared at the beginning of the piece in
Example 2.1. Moreover, the alteration of the gesture suggests that the agent who initially
performed the gesture at the beginning of the work has done something different later in the
piece.

Not only can the alteration of a gesture suggest that an agent does something different,
but changing relationships between multiple gestures performed by a single agent may also
suggest that an agent has undergone some change (for example, from a weakened state to a
position of strength). Two gestures appear in Beethoven’s Bagatelle Op. 119, No. 2, a static
gesture and a descending gesture (Example 2.3). The static gesture, labeled S in Example 2.3, is
defined by the following features: its rhythmic profile consists of two triplets followed by a

single eighth note, it begins on beat two of a measure and leads to a downbeat, it involves a
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Example 2.3 — Gestures in Beethoven, Bagatelle Op. 119, No. 2 (mm. 1-3)*

chromatic double neighbor figure (DN), and its contour is “static”’—that is, it ends on the same
note as that with which it begins. Like the static gesture, the descending gesture, labeled D in
Example 2.3, also consists of two triplets followed by a single eighth note, and it also begins on
beat two of a measure and leads to a downbeat. Unlike the static gesture, however, the
descending gesture involves an upper neighbor (UN) followed by a series of descending steps. In
addition, while the static gesture often tonicizes notes other than the tonic, the descending
gesture usually leads to tonic, whether the tonic of the entire work, or the local tonic of a given
passage.

Both figures meet the criteria for gestures I identified above. They consistently recur and
are both marked for significance in that they stand out from the plodding accompanimental
figure in the right hand. They both have obvious points of onset and offset—it is clear when both
gestures begin and end—and they do not blend in to the unmarked flow of the accompanimental

background. Neither gesture can be attributed solely to melodic gravity; rather, both contradict

22 For more musical context see the entire score in Example 2.4.
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gravity: the static gesture contains an ascending leap, while the descending gesture begins with
an upper neighbor before descending.?

The static gesture begins in a higher register, and is juxtaposed with the descending
gesture, which begins in a lower register. While at first the two gestures alternate, as the piece
progresses their relationship changes, not only temporally, but also registrally. Before
commenting on these changes, it is interesting to consider whether the gestures are performed by
two different agents, or whether they are different actions performed by the same agent. The
decision may often rest on the particular reading an analyst wishes to project, but two factors in
particular may sway one’s decision: (1) the presence of an event that interrupts the flow of one
gesture, and (2) the particular stylistic environment or topos that accompanies the gestures.
When one gesture begins and a second gesture seems to interrupt the flow of the first, it may
suggest that the second gesture belongs to a second agent. Such an interruption suggests
opposition, which most often occurs between two entities. When two gestures seem not to
interrupt one another, however, it may simply suggest that a single agent performs both
gestures.”* When the stylistic environment that accompanies the gestures is unified, the passage
may suggest the presence of a single agent, whereas when the two gestures are accompanied by
different stylistic environments, the presence of two agents may be implied. A stylistic

environment may be established by such things as fopoi, texture, rhythm, dynamic, and register.

23 The upper neighbor may be understood as a way to imbue the music with enough potential energy to
descend through the semi-stable platform G, 5. It is as though 3 is akin to a permeable platform on which a ball
rests, and in order for the ball to push through the platform, it requires some extra energy.

24 Robert Hatten and Michael Klein, among other authors, have sometimes read works as a kind of internal
struggle on the part of a single protagonist. While the action, in such a case, takes place inside an overriding
persona, one might still argue that two oppositional agents create the struggle. These agents would be associated
with the emotions the authors identify as being in opposition with one another. See, for example, Robert Hatten’s
reading of Schubert’s Piano Sonata D. 959 in Robert Hatten, “Schubert the Progressive: The Role of Resonance and
Gesture in Schubert’s Piano Sonata in A, D. 959,” Intégral 7 (1993): 38—81; or Michael Klein, “Chopin’s Fourth
Ballade as Musical Narrative,” Music Theory Spectrum 26/1 (Spring 2004): 23-56.
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While other factors may also support an analyst’s decision to a read multiple agents or a single
agent within a given passage, these two factors are particularly important to consider.

I would suggest that this excerpt is controlled by a single agent, and that the two gestures
are different actions performed by this agent.?> No sense of interruption exists between the two
gestures that would suggest the presence of a second agent. Although they are strikingly
separated by register initially (they do not maintain the same separation later on: see mm. 7-9
below), many other parameters point to a unified stylistic environment: the accompanimental
texture is consistent for both gestures, they are part of a single phrase, they employ the same
rhythmic and metric profiles involving the same durations and beginning and ending in the same
metrical positions, and they are played at the same dynamic level. Significant changes in the
gestures themselves, or in the relationship between the two gestures, are summarized in Table
2.2 and are labeled on the score in Example 2.4. A full gestural analysis would explain how these
changes contribute to the expressive meaning of the piece. It would also account for the striking
absence of overt statements of either gesture at the end of the piece(mm. 32ff.). Since my goal in
this portion of the chapter is simply to discuss the features of gestures and some of the ways in
which they can arise and contribute to a sense of agency in music, I will refrain from developing
a full analysis here. Instead, I will focus on two particularly interesting moments that are
referenced in Table 2.2: mm. 7-9 and 16-18. To provide context I will briefly discuss the entire

passage from mm. 1-21 first.

25 Note that while I present a reading in which a single agent performs both gestures, it may also be
possible to instead identify two different agents associated with each gesture. The difference between these two
readings is largely a matter of whether one chooses to focus on the differences or similarities between the two
gestures. For me, the similar stylistic environments in which they appear and the similarity of their rhythmic profiles
outweighs the differences that exist between the two gestures (such as contour and initial register, for example).
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Table 2.2 — Gestural changes in Beethoven, Bagatelle Op. 119, No. 2

Measure(s) Domain Comment
The amount of space between the static and descending gestures
AfF Temporalit decreases from two and a half beats to half a beat, so that during the
' p y first phrase each gesture is only heard once, but during the
subsequent phrase both gestures are heard twice
The descending gesture now appears in place of the static gesture
. both temporally and registrally. Where before the two gestures had
Temporality and . :
7-9 Registor always alternated, now the descending gesture is repeated three
& times. Further, the descending gesture is stated for the first time in a
high register in m. 9
10 Register The static gesture now appears in the low register, following a
£ statement of the descending gesture in the high register
An inversion of the descending gesture takes place in m. 13, where a
Profile of . . . . .
. lower neighbor is followed by a series of ascending steps. This
1215 Descending . . . . o
ascending variant is enchained with statements of the original
Gesture .
descending gesture
Profile of static | The static gesture is fragmented such that its final note is missing,
16 ) . )
gesture and these fragments are repeated in two different registers
16-18 Temporality The static gesture is repqated without a statement of the descending
gesture to separate 1terations
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Example 2.4 — Annotated score of Beethoven, Bagatelle Op. 119, No. 2
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At the beginning of the work a pattern is established wherein the static and descending
gestures alternate. The static gesture centers on 5, while the descending gesture is concerned with
descending motion from 5 to 1. Thus, I associate the static gesture with an emphasis on the
dominant, while I associate the descending gesture with the tonic, since the goal of its descent
is 1. In mm. 7-9, however, the descending gesture seems to take the place of the static gesture.
Narratively, this may be read in several ways, including: as a play for power on the part of the
descending gesture, as a weakness on the part of the static gesture, or as confusion or indecision
on the part of the agent who enacts both gestures. In the first phrase (mm. 1-4), there is no doubt
that C major is the tonic, something that is confirmed when the descending gesture lands on C2
in m. 4. In the second phrase (mm. 5-8) the gestures effect a modulation toward A minor. As in
the first phrase, A minor as local tonic is confirmed when the descending gesture lands on A2 on
the downbeat of m. 8.

Once the cadence in A minor sounds in m. 8, one might expect the static gesture to
reappear. Instead, however, the descending gesture is repeated twice, and it attempts to effect a
modulation to G major, sounding its descent from 51 in that key. It is as though, having taken
over the registral and temporal position of the static gesture, the descending gesture is also
attempting to usurp the scale degree (5, or G) with which the static gesture is associated by
turning it into a local tonic, the scale degree with which the descending gesture is associated.
That is, at the beginning of the Bagatelle, the static gesture centered on G, which was 5. In mm.
9ff., the descending gesture attempts to claim G as 1, the note with which it is associated at the
beginning of the piece.

The strength of the arrival in G major is undercut by the right hand of the piano, which

seems to refuse to descend to 1 as it had in both the C major and A minor passages that came
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before it. Both of the earlier passages feature the melodic figures 3-4-2-3 and 1-2-7-1 in the right
hand of the piano. The overall descent from local 3-1 in these passages, where the final arrival
on local 1 coincides with the descending gesture’s arrival on 1, confirms the tonic. In mm. 9ff.,
however, the same double-neighbor figures do not occur, and the melody appears to become
stuck on 3. The lack of descent to 1 in the melody means that no PAC materializes in G major.
Indeed, the way in which G is asserted as a pedal in mm. 14-20 makes it sound more like a
dominant preparing for a return to the tonic than like a tonic itself, with the result that the arrival
on C in m. 21 sounds like a convincing return to the home key, rather than like an arrival on the
subdominant in G. The way in which G major is undercut, coupled with the firm return to C
major in m. 21, causes me to retrospectively hear mm. 14-21 as prolonging G major as an active
dominant chord rather than as a local tonic despite the descending gesture’s motions which
mimic 5-1 in G major, motions that had previously so firmly established both C major and A
minor as local tonics. The less firmly established G-major tonic may be heard, then, as a failure
on the part of the descending gesture to fully usurp the static gesture’s role. Indeed, the
fragmentation in m. 16 of the static gesture eventually leads toward a threefold repetition of its
double neighbor figure, as opposed to the two repetitions the double neighbor figure had
previously received. The three repetitions may be seen as a strengthening of the static gesture,
and it both finishes the prolongation of the active dominant in m. 17, and begins a new phrase in
m. 18, one that will end with the descending gesture reestablishing tonic.

My analysis here is not intended to be complete, but rather to be suggestive of the
powerful contributions that gestural analysis can make to a theory of musical agency. More
specifically, tracking gestures in a piece allows the analyst to do the following things: assert the

continual presence of the same agent, interpret changes in the gestures as communicative acts
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that may reveal characteristics of the agent (for example, the threefold repetitions of the static
gesture may indicate that the agent felt stronger at that point), and develop a narrative from the
interaction of the gestures.

Gestures need not be defined as specifically as those I have discussed so far. In
Schubert’s unfinished Allegro in F# Minor D. 570, one might consider the repeated Cz5s in m. 2
as a gesture, one that is defined generically by the repetition of a note in the pattern short-short-
long (Example 2.5). Coming as it does after a series of rapid sixteenth notes, the gesture may
give the impression of an attempt to slow oneself down after a flurry of activity. The gesture is,
in a sense, immediately subject to augmentation in mm. 3—4, where the repeated Cz5s suggest
that the inter-onset pattern from m. 2 has been doubled in length. Further iterations of this
gesture occur, for example, in m. 9, where the gesture has been truncated. The quarter note has
been left off of the gesture and the repetition consists of a chord rather than a single note
(Example 2.6). In mm. 41-42, the gesture begins on an upbeat, and the entire gesture undergoes
immediate repetition (Example 2.7). It is as if an upbeat has been added to the truncated version
from m. 9, and this new iteration seems to generate a theme in the measures following. In mm.

64-72 the repetitive gesture is successively explored on multiple pitch levels (Example 2.8).

Gesture Gesture Augmented
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Example 2.5 — Initial presentation of a gesture in Schubert, Allegro in F2 Minor, D. 570
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Example 2.6 — Truncation of the gesture in Schubert, Allegro in F# Minor, D. 570

Both gestures shifted back half a beat
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Example 2.7 — Repetition and addition of upbeat to truncated version of gesture in Schubert,
Allegro in F# Minor, D. 570
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Example 2.8 — Repetition of gesture at multiple pitch levels in Schubert, Allegro in
F# Minor, D. 570
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Lastly, gestures may imply the presence of different agents in a piece. Two gestures
appear in Beethoven’s Bagatelle Op. 126, No. 2, each associated with a single agent. The
arpeggiated gesture is characterized by: short durations; its arpeggiated contour, wherein the first
three notes outline a chordal skip of a third in which the first and third notes are the same; and its
particular metric profile of beginning on a weaker part of the beat and ending on a stronger part
of the beat (Example 2.9). The cadential gesture is defined by: a syncopated rhythm in the
melody, and an ascending leap that is followed by descending stepwise motion, the third note of
which is embellished by a chordal skip (Example 2.10). At least two factors support reading
these two gestures as under the control of two different agents. First, they are separated
temporally. Whereas the arpeggiated gesture occurs at the beginning of the piece, the cadential

Arpeggiated gestures
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Example 2.9 — Arpeggiated gesture in Beethoven, Bagatelle Op. 126, No. 2 (mm. 1-2)
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Example 2.10 — Cadential gesture in Beethoven, Bagatelle Op. 126, No. 2 (mm. 24-26)
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gesture does not appear until m. 24. Second, they are articulated in different stylistic
environments. The arpeggiated gesture occurs within the context of a tempesta topos, while the
cadential gesture is more topically neutral. Since I will discuss how these two agents and their
respective gestures interact in the next chapter, I will refrain from commenting further here.

As embodied musical figures, gestures can play an important role in an agential analysis.
The presence of multiple gestures in a given piece may indicate either different actions
performed by a single agent or the presence of multiple agents. These gestures may be well
defined, appearing in nearly identical form throughout a composition, or they may be more

loosely defined, undergoing alteration throughout a given work.

2.3.2: Contradiction of Musical Forces

In his 2012 book Musical Forces, Steve Larson introduces a theory in which certain
metaphorical musical motions are understood as responses to musical analogues of the physical
forces gravity, magnetism, and inertia. His definitions of these forces appear in Table 2.3. Larson

employs the tune from “Twinkle, Twinkle Little Star” as a simple example of the effect of

Table 2.3 — Definitions of the musical forces from Larson (2012)%

Force Definition
Gravity The tendency of a note (heard as “above a stable position”) to descend (85).
Magnetism | The tendency of an unstable note to move to the closest stable pitch, a tendency
that grows stronger as one approaches that goal (88).
Inertia The tendency of a pattern of motion to continue in the same fashion, where the
meaning of “same” depends on how that pattern is represented in musical
memory (96).

26 Robert Hatten has expanded Larson’s original three forces by including such things as friction, repulsion,
and momentum. See Robert Hatten, “Musical Forces and Agential Energies: An Expansion of Steve Larson’s
Model,” Music Theory Online 18/3 (Sept., 2012).
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melodic gravity (Example 2.11).%

The melody begins on the stable platform C4, quickly
performing what Larson refers to as an “athletic leap” to G4 in m. 2. Since G4 is above the stable
platform C4, Larson argues that one may experience the effect of melodic gravity pulling the G4
down toward C4; and, of course, the melody eventually gives in to melodic gravity when it
descends by step in mm. 48 from G to C. This descent is also subject to the melodic forces of
inertia and magnetism. Inertia suggests that the pattern of descending steps will continue, while
the tonic, C4, exerts a magnetic attraction that strengthens as the melody approaches it.

The musical forces are largely responsible for shaping one’s impression of the
environment within which virtual musical agents interact. That is, certain musical motions can be
attributed to the influence of the musical forces, accounting for one way in which some passages
of music may feel less agential than others. A short example of such a passage occurs in mm.
15-16 of the first movement of Beethoven’s Piano Sonata Op. 2, No. 3 (Example 2.12). Here, a
series of descending parallel thirds follows the pattern “descend by step, repeat.” Gravity pulls
the melody downward, magnetism pulls the melody from its high starting position on E6 down

toward C6, and the inertia of the pattern carries the motion beyond that tonic. In cases like these,

it may be useful to imagine the music as though it were a ball rolling along a course, with the

Stable platform
. Melodic
l A’rh;e{lc leap gravity - Melody gives in to melodic gravity
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Inertia, ma ghetism

Example 2.11 — Musical forces in “Twinkle, Twinkle Little Star”

27 Larson notes that these forces are meant to be understood in an intuitive way, rather than as an isographic
mapping from their physical counterpart.
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Example 2.12 — Musical forces in Beethoven, Piano Sonata Op. 2, No. 3 (mm. 14-16)

contour of the music suggesting places where the ball either rolls along a flat surface, ascends an
incline, or descends a slope. This particular passage may suggest that the ball is rolling down a
set of stairs, an image defined by the contour of the melodic sequence: when the ball rolls across
a step a note is repeated, and when the ball descends to the next lowest step, the music also
descends by step. It is useful to recognize that even though the ball is descending under the
influence of gravity and inertia, the events surrounding its descent still suggest agency: the ball
had to be placed at the top of the steps by an agent, and something may have to stop the ball from
continuing to roll at the bottom of the steps. The ball may be gradually slowed by a force such as
friction, or an agent may intervene to suddenly force the ball to stop or change direction (either
by physically moving the ball, or by placing an object in its path to deflect the ball in a new
direction).

As in the physical metaphor above, musical passages such as this one that appear to be
responding to the musical forces are often surrounded by passages that cannot be explained as
responding to the musical forces. When one considers the music that surrounds mm. 15-16 in
Beethoven’s Piano Sonata, one finds that this is exactly the case (Example 2.13). Measure 13

marks the beginning of the continuous sixteenth-note texture that characterizes mm. 15-16.
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Example 2.13 — Musical forces in Beethoven, Piano Sonata Op. 2, No. 3 (mm. 13-21)
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Motion begins from the tonic, C4, and ascends to the E6 in m. 14 from which the descent that
responds to the musical forces will begin. Not only does the music ascend, but it moves by
arpeggiating upward through the notes of the tonic triad, a move that may require more energy
on the part of an agent (and perhaps even on the part of a performer) than if the melody had
simply ascended by step. Thus, mm. 13—14 are akin to the agent placing the ball at the top of the
stairs. The action of this agent is highlighted by the sudden extreme change in dynamic from
piano throughout mm. 1-12 fo fortissimo at m. 13 where the ascending motion begins.
Moreover, at m. 17, the agent from m. 15 seems to intervene to stop the music from continuing
its pattern of descent. It repeats the material from mm. 13—14, repositioning the ball at the top of
the stairs once again to descend. As the descent is repeated in mm. 19-20, the ball descends past
the tonic to the leading-tone, B, in a passage that begins a modulation toward the dominant.

The fact that motion stops on B may be attributed to the agent, but it may also be
attributed to other environmental factors. The decision between whether an agent intervenes to
stop motion, whether friction gradually slows an object, or whether some other environmental
factor is at play largely depends on the analyst’s reading. It is therefore up to the analyst to
describe the environmental conditions under which an interpretation takes place, and the amount
of description necessary will likely vary depending on the way in which the analysis progresses.
An interpretation in which a sense of agency is weaker, for example, may require more
description of the musical environment that influences the piece’s progress. A passage that
contradicts musical forces, then, implies the presence of an agent as someone who actively works
against those forces.

Not only does melodic contour define the effect of the musical forces in a given passage,

but harmony also plays a significant role in shaping the effects of the musical forces. An
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example of the way in which harmony can contribute to one’s sense of the musical forces
appears in Example 2.14. Above the music, | have shown the influence of the musical forces on

the melody. The first four measures of the work constitute the presentation of an eight-measure
sentence. The initial statement of the basic idea constitutes a motion from I to Vé’ with the
soprano descending from 5 to 4, a melodic motion that gives in to both the force of gravity and
the magnetic attraction of the tonic. In mm. 3—4, one might expect the pattern established by the

initial presentation of the basic idea to continue, a motion that would give in to all three forces as

in Example 2.15, where the melody descends from 4 to 3. Instead, however, the melody moves
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Example 2.14 — Musical forces in Mozart, Rondo K. 485 (mm. 1-4)

Gravity

Magnetism

Inertia

f & ‘59 o —~ i’-__\\ 4.9 e 3./-_—\ |
i € o — o 3 i "h':?‘ 1 S —
L — ~—n ! Y —  —
o ' f
gﬂu ) R N I A R I N A N N N A I I | 1 -
%—iﬁ# 375737 35°3 s
I A% I

Example 2.15 — Recomposition of Mozart, Rondo K. 485 (mm. 1-4)
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up from 4 to 5, not only contradicting all three forces, but also creating an unresolved chordal
7th.?® The ascending motion suggests that an intending presence forced the melody to move
upward despite the downward pull of the forces.

Not only do musical forces affect local musical motion, but they can also influence larger
spans of music, and they can be present at hierarchical levels below the surface of the music.?’
What follows is a discussion of the way in which musical forces affect both local and larger-
scale motions in Mendelssohn’s Song Without Words Op. 38, No. 5. The piece is in a kind of
modified strophic form with three large sections followed by a coda. While musical forces are
most overtly active on the surface of the music in the first strophe, in the second strophe musical
forces influence deeper levels of the structure. In my discussion of strophe 2, then, I will use
Schenkerian analysis to reveal aspects of the larger structure that are under the influence of the
musical forces. 3 Since the purpose of this section of my dissertation is to introduce each of the
categories of intentionality, and not to provide detailed analyses, I will refrain from detailed
discussion of strophe 3 or the coda.

As the strophes unfold, a dramatic trajectory involving an ascent to a higher register takes
place. Strophe 1 (mm. 1-17) is characterized by an agent who strives to state the Kopffon at a
higher register, an emotional state that is unfulfilled at the end of the strophe. In strophe 2 (mm.

18-35) the agent makes a second attempt to achieve a higher register, this time successfully

accessing the higher register, but failing to complete a descent to the tonic in that register. The

28 William Rothstein has also noted the unusual way in which this chordal 7" is unresolved. See William
Rothstein, “Playing with Forms: Mozart’s Rondo in D Major, K. 485,” in Engaging Music: Essays in Music
Analysis, ed. Deborah Stein (New York: Oxford University Press, 2005), 205.

2 Indeed, Steve Larson has shown how Schenkerian analysis interacts with his theory of musical forces.

30 Larson’s analyses of musical forces are primarily of melodies, often folk or popular tunes. At the end of
part one of his book, Larson promises future analyses of entire works, but he sadly passed away before he was able
to publish that book. This analysis, then, represents my attempt to envision how the musical forces work in a larger
piece that requires consideration of both melody and harmony, something Larson did not have the opportunity to do
in his book.
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piece closes in the low register in strophe 3 (mm. 36—41). The Kopfton’s place is confirmed as
being in the low register by the coda (mm. 41-54).%!

The strophes are related by the presence of an initiatory melody (first stated in mm. 1-4)
that signals each strophe’s beginning (Example 2.16). When this melody returns at the beginning
of the second strophe (mm. 18-21), its first three measures are exactly the same as in mm. 1-4
(Example 2.17). Its last measure begins the same, but beats two to four of m. 21 harmonize the
melody in a different way than in its analogous statement in m. 4. When the melody returns at
the beginning of the third strophe (mm. 36-37) it has undergone two variations (Example 2.18).
First, it begins in a different metrical position than that in which it has begun before. While in
strophes 1 and 2 the melody begins on an anacrusis to beat one of the next measure, in strophe 3,

the melody begins on an anacrusis to beat three, making the first HC sound on beat two, rather
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Example 2.16 — Initiatory melody at the beginning of strophe 1 in Mendelssohn, Song Without
Words Op. 38, No. 5 (mm. 1-4)

31 The Kopfton in this reading becomes almost like a heavy weight that prevents an agent from maintaining
a higher position.
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Example 2.17 — Initiatory melody at the beginning of strophe 2 in Mendelssohn, Song Without
Words Op. 38, No. 5 (mm. 18-21)
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Example 2.18 — Initiatory melody at the beginning of strophe 3 in Mendelssohn, Song Without
Words Op. 38, No. 5 (mm. 35-38)
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than beat four. Second, the last half of the melody that should have occurred in mm. 38-39,
which would have been analogous to mm. 3—4, begins but is cut short in m. 38 by the entrance of
contrasting material. Since the contradiction of musical forces is most active in the first two
strophes, I will concentrate my attention on those two strophes, with only cursory remarks on the
third strophe and coda.

In strophe 1 musical forces are most overtly contradicted at the surface of the music,
although there is one location where forces are contradicted at a deeper level of structure. At the
surface one of the figures that is most characteristic of this piece, indeed one that rises to the
status of a gesture, is akin to an appoggiatura (Example 2.19). It involves a leap up followed by a
step down, where the high note of the leap is on a stronger beat or part of the beat than the note
to which it steps down. The high note of the leap may or may not be a chord tone, differentiating
the figure from an appoggiatura, which typically involves a non-chord tone. Nevertheless, I will
call this gesture the “appoggiatura gesture” since the term “appoggiatura” is a convenient way to
describe the gesture’s contour. In strophe 1 characteristic forms of this gesture occur in mm. 2, 4,
and 5-8 (bracketed in black in Example 2.19). A variant of this gesture occurs in mm. 11-12
(bracketed in red in Example 2.19). Here, the high note of the leap occurs “too early” on a weak
part of the beat and it is tied to a stronger part of the beat, creating syncopation.

Each time the ascending leap occurs in these gestures it represents a contradiction of
melodic gravity, suggesting that an agent is present who pushes the melody upward through the
leap. After the leap, the melody descends, giving in to gravity. Several of the leaps also
contradict the magnetism of the tonic, including those in mm. 4, 5-7, and 9—11. The leap in m. 4
contradicts the magnetism of the tonic, A4, by leaping away from it to C5 (3). Likewise, in m.

11, the key has changed to E minor, and the leap from ES to G5 is easily understood as a
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Example 2.19 — Appoggiatura gesture and musical forces in mm. 1-12
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contradiction of magnetism since the leap occurs from 1 up to 3. In mm. 5-6 the leap up to D5 is
preceded by a leap from G#4 (raised 7) to B4 (2), notes that surround the tonic (A). Rather than

descending from B to A, however, the melody leaps up further to D5, contradicting the magnetic
pull of the tonic. In m. 7 the appoggiatura gesture from mm. 5—6 is repeated and followed by
another instance of the gesture, one that now leaps from D5 (4) up to F5 (lowered 6). F5 is closer
to the upper tonic, A5, than it is to the lower tonic, A4. One might posit, therefore, that the step
down from F5 to E5 is a contradiction of the magnetic pull of the upper tonic over F5. Such a
description does not accurately capture my experience of the music. Rather, it is as though the
non-tonic members of the tonic triad (3 and 5) exert a strong magnetic attraction over the notes
that are immediately above them. That is, 5 exerts an attraction over 6, and 3 exerts an attraction
over 4. When there is a half step between 3 and 4 or 5 and 6, the magnetic pull of the lower scale
degree is all the more apparent.* In the second half of m. 7, then, I experience the leap from D5
to F5 as a contradiction of the local magnetism exerted by C5 (3), which would pull D5 (%)
downward. The descent from F5 gives in to both gravity and magnetism when it moves to ES.
The ascending leaps in mm. 2 and 8 respond to magnetism differently than those in mm.
4, 5-7, and 9-11. Measure 2 represents a particularly interesting case. From a purely melodic
standpoint, the leap from E4 (5) in m. 2 responds to the magnetic pull of the upper tonic, A4.

t.33

And yet, this A4 represents a dissonance within the dominant harmony that supports it.”> Agency

may be of particular help in explaining passages such as this one. While the leap up to A4 does

32 This idea of one scale degree exerting an attraction over another scale degree is not new. Brian Hyer
argues that Fétis, drawing on earlier writers such as Castil-Blaze (1821), Geslin (1826), and Jelensperger (1830),
popularized the notion of tonality in the 1830s and 40s. Fétis characterized each note of the scale in terms of its
relative attraction or repose. For the “minor fifth” between 4 and 7, for example, Fétis embraced the term
“appellative consonance,” noting that both pitches “call forth” their resolutions to 3 and 1, respectively. See Brian
Hyer, “Tonality,” in The Cambridge History of Western Music Theory, edited by Thomas Christensen (New York:
Cambridge University Press, 2008), 728-33.

33 Larson’s theory deals only with melodic forces. He does not delve into situations such as this, where the
note that exerts a magnetic attraction is a harmonic dissonance.
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respond to the global magnetism of the key, an agent actually changes the local magnetic
environment—something that is perhaps akin to reversing the poles on a magnet. By employing

~
5

a dominant chord, the agent makes G# (raised 7) exert a temporary magnetic attraction over 1
one that is only fleeting. Once the A (1) gives in to magnetism and resolves to G# (raised 7), one
again feels the sense that the G# as leading-tone is attracted to A when it is harmonized by a
tonic chord. Thus, the harmonic environment has the ability to shape our understanding of the
local magnetism of a given passage.

Measure 8 represents a special case where the tonic that controls the passage is
ambiguous because m. 8 is part of a passage that serves to transition from A minor to E minor.
One’s sense of magnetism in this passage may be largely dependent on the speed with which
one’s ears change keys from A minor to E minor. Those who maintain a sense of A minor as the
key at the beginning of m. 8 may be inclined to hear the leap from F%5 to A5 as conforming to
magnetism. Those who already anticipate a change to E minor at the beginning of m. 8 may feel
that the leap from F45 (2 in E minor) to A5 (4 in E minor) is contradicting the magnetic pull of
E5.>* Beyond the key, I believe that inertia also plays an important role in determining the way
this particular passage responds to magnetism. Both of the leaps that occurred in the arpeggiated
gestures in m. 7 involved a contradiction of magnetism. A pattern has therefore been established

in m. 7 in which the leap within the arpeggiated gesture contradicts magnetism. In the third

34 This issue may be made even more complex by considering the notes of the tonic triad as exerting
varying degrees of magnetism over the notes that surround them. Candace Brower has diagrammed the strength of
attraction of 1, 3, and 5. She shows that the tonic exerts the strongest attraction, the mediant exerts the weakest
attraction, and the dominant lies somewhere between those two scale degrees. Considering the passage at m. 8 ina
minor, one might reasonably ask whether the attraction of E, 5,is enough to outweigh the attraction of A, 1, given
that F, raised 6, is closer to E than to A. If 6 has not been raised, the answer would surely be that 5’s attraction over
lowered 6 is stronger than 1’s attraction over lowered 6. More research is needed on the relative attraction of scale
degrees in a given key. See Candace Brower, ‘“Pathway, Blockage, and Containment in Density 21.5,” Theory and
Practice 22/23 (1997-98): 42.
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iteration of the pattern in m. 8, then, I tend to hear the leap contradicting magnetism because the
leaps in the previous two instances of the pattern both contradicted magnetism.*

Aside from mm. 7-8, one other location at which inertia comes into play is in mm. 14
(Example 2.20). Measures 3—4 at first sound as though they will be an exact repetition of mm. 1—
2 since m. 3 is the same as m. 1. On beat two of m. 4, however, the melody leaps up to A4 rather
than stepping up to F4 as it had done in the analogous place in m. 2. This change represents a

contradiction of inertia since the pattern proposed in mm. 1-2 was altered in m. 4.
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Example 2.20 — Contradiction of inertia in Mendelssohn, Song Without Words Op. 38, No. 5
(mm. 1-4)

35 The idea that these three repetitions constitute a pattern is strengthened by the fact that the interval of
transposition between successive iterations of the gesture remains the same. That is, each statement of the gesture is
consistently transposed up by a third from the previous statement. Some readers may question whether the status of
the notes as embellishing tones changes my interpretation. That is, in m. 7 both high notes of the leap were
dissonant, while in m. 8 the A5 is a chord tone. It is not the status of the two high notes in m. 7 as embellishing tones
that renders the leaps as contradictions of gravity; rather, it is the fact that both leaps ascend away from the tonic that
causes them to contradict gravity and magnetism. Inertia would suggest that the pattern of contradicting gravity and
magnetism will continue. According to inertia, the listener may also expect the AS to be an embellishing tone in a
manner similar to those leaps in m. 7, and that expectation is thwarted. The issue of contradicting gravity, however,
need not be linked to whether AS is an embellishing tone.

78



4 2% 19

LA

34 E1 40 41
i 3 2 i 534 3 132 1
o]
7
=
RSN i - ;‘ #5 T
- - = = = L —
v Eopfion prolonged © = =
via 53— motion
—‘h r =
e r ) = =
_ —
s BT .
a 1 ¢yt 1 V 1

1 5 8 9 14 18 24 29 35 38 41
5 5 i 3 32 54 3 21
Ascent| 4 3 2 Reachings-over
to 3{) h — (”}
4 Y = ~— 7 =
Fo il ™ | | | | | F -] [ =
{7 » > u
S %F = A = — - - =
Py |'“r ~ Contradictions of gravity, magnetism < 4
L b=
8% A |
5 — I
ﬁ = - 7= =z e
= [ ~— - f
- - \‘—.____/
3 826 7 ez . 7 §
a1 Vo1 Iz \Y 1 (1v) \Y 1V 1 Vo
=a: ii——————:lﬁ Il:? '\,rS ————————————— 7 15 ] ‘,S 7 1 vV i vV i

Example 2.22 — Shallow middleground graph of Mendelssohn, Song Without Words Op. 38,
No. 5
While the contradiction of musical forces at deeper levels of structure is most apparent in
strophe 2, one location at which it is powerfully active in strophe 1 is when the Kopfion (E, 5)

descends to 4 (Example 2.22). Rather than stepping down to D4, the line ascends to D5 in m. 5

in a contradiction of gravity and magnetism.

In strophe 2 musical forces are contradicted at both the surface and deeper levels of

structure. The way in which musical forces are contradicted at the surface in strophe 2 remains
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much the same as the way in which they were contradicted in strophe 1. Instead of reiterating the
points I made above, therefore, I will concentrate on the way in which musical forces are
contradicted at deeper levels of structure. In the deep middleground graph in Example 2.21, |
show that before the Kopfton descends to 4 it is prolonged via a 5-6 motion, which contradicts
gravity and magnetism. The way in which the 6th above the bass is approached also represents a
contradiction of gravity and magnetism (Example 2.22). The F is approached via a reaching-over
G in a kind of parallelism to the contour of the arpeggiated gesture. The leap from E up to G
contradicts gravity. Not only is the F approached via reaching over, but the E to which it resolves
is approached via its own two-note reaching-over figure: in yet another contradiction of gravity
and magnetism, the F ascends by step to G, which in turn moves through F to E. Moreover, the
initial motion from 5 to 4 is shown as an ascending 7th rather than as a descending 2nd. Thus,
four deeper-level contradictions of gravity and magnetism occur: (1) the Kopfton ascends to 4
rather than descending, (2) the Kopfton is prolonged via a 5—6 motion, (3) the 6th is approached
via a reaching over, (4) the return to E is delayed by a two-note reaching-over gesture.

As I have demonstrated, musical forces can be contradicted at both the surface and
deeper levels of structure. It is most common for gravity and magnetism to be contradicted,
although the contradiction of inertia can also imply the presence of an agent. In the next chapter,
I will show that the contradiction of musical forces plays an important role in identifying a

gestural agent in Mendelssohn’s Song Without Words Op. 30, No. 6.

2.3.3: Unexpected Event
An unexpected event is a musical figure or passage that is marked by virtue of the fact
that it somehow defies the listener’s expectations. A simple example of an unexpected event

appears in Example 2.23. In mm. 9-16 of the first movement of Beethoven’s Piano Sonata
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Example 2.23 — Unexpected event in Beethoven, Piano Sonata No. 27, Op. 90/1

No. 27, Op. 90 the melody descends in register from the 5th octave to the 3rd octave. In m. 17,
however (see the red box), the melody suddenly leaps up to the 6th octave before returning back
to a lower register in m. 18, an event that is repeated in m. 21. Other unexpected events include
such phenomena as deceptive resolutions, sforzando dynamic markings, or the recurrence of
some unusual musical figure, such as the low trill in the first movement of Schubert’s Piano
Sonata in B), D. 960. An unexpected event is a moment of intentionality because a defiance of
norms points to an entity-as-agent who, in sociological terms, actively contradicts an existing
structure.

A similar effect to that which appears in Beethoven’s Piano Sonata No. 27 occurs in
Schubert’s Scherzo in By Major, D. 593, No. 1 (Example 2.24). Here, however, several factors

besides register combine to make the event seem unexpected, including a contradiction of inertia.
The first phrase and the beginning of the second phrase together set up a parallel structure, as

though the second phrase will be a varied repetition of the first phrase. The melody from mm. 1-
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Example 2.24 — Unexpected event in Schubert, Scherzo in B), D. 593 (mm. 1-18)

2 is the same as that in mm. 9-10, although the last beat of m. 10 is altered to lead to slightly
different material in m. 11 than that which appeared in m. 3. The upbeat to m. 13 and m. 13’s
downbeat are the same as the analogous position in the first phrase (the upbeat to m. 5 and the
downbeat of m. 5), but the material on beats two and three of m. 11 is unexpected. It is stated at
the loudest dynamic yet, in a high register, and with notes that are sustained longer than those
that would have occurred had m. 13 been the same as m. 5. It therefore breaks the pattern that
has been initiated, contradicting the inertia of that pattern. After this second unexpected event,
the phrase comes to a tonicized half cadence in m. 16, and it is repeated in mm. 17-32 (not

shown in the example).3

36 Further examples of unexpected events involving a high register appeared in Example 2.4 during my
discussion of gesture in Beethoven’s Bagatelle Op. 119, No. 2. At m. 9, for example, the descending gesture is
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Not only can a sudden motion to a high register give rise to an unexpected event, but an
unprepared low register can also have the same effect. In Mendelssohn’s Song Without Words
Op. 62, No. 5, a rising line that contradicts gravity and magnetism appears to be heading for a

higher register (Example 2.25). The line pauses on A5, harmonized by a D#°7 chord in m. 29, and
in m. 30 one of the tritones from that chord, DA, is played in a low register at a loud dynamic.

The choice of interval here, coupled with the sudden lack of harmonic motion given the
previously established two-chord per measure harmonic rhythm, makes this moment stand out as
particularly unexpected. After m. 30, the melody from the beginning of the piece (mm. 5ff.)
returns in an altered form, as if it has been changed by this unexpected event (compare Example
2.25 to Example 2.26). In m. 6, the melody reaches up to G5, while in m. 33, which is analogous
to m. 6, a repetition of m. 32 occurs, as if the melody has been weakened such that it is no longer
able to attain the higher GS5. A full reading of this piece might connect the registral collapse in m.
30 with the inability to reach G5 when the opening melody returns.

So far I have investigated unexpected events that last a relatively short amount of time,
but the length of the event is not limited to short durations. An example of a lengthier unexpected
event occurs in Chopin’s Mazurka Op. 6, No. 1 (Example 2.27). The passage in mm. 17-24
represents an unexpected change in several musical dimensions: the dynamic increases to
fortissimo from pianissimo; the highest notes yet, C#6s, are stated in mm. 17, 19, 21, and 23; the
texture changes from melody and accompaniment to one that is homorhythmic without the
characteristic mazurka-style (“oom-pa-pa’”) accompaniment that had previously dominated the

left hand. Importantly, m. 25 marks a recognizable return to the character of the passage that

stated for the first time in a high register, something I indicate with an exclamation point in my labeling of that
gesture. Its appearance in the high register is only temporary: it is repeated in m. 11, then returns to its original
position in the low register in m. 12.
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Example 2.25 — Unexpected event in Mendelssohn, Song Without Words Op. 62, No. 5

(mm. 26-35)
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Example 2.26 — Beginning of Mendelssohn, Song Without Words Op. 62, No. 5 (mm. 1-10)

occurred in mm. 1-16, although the loud dynamic from mm. 17-24 continues in mm. 25ff. The
character of the unexpected event, therefore, does not completely alter the course of the music.

When a significant change occurs that seems to alter the course of the music, it may best be
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considered under the change of state category of intentionality, something I discuss below in

subsection 2.3.4.%7
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Example 2.27 — Unexpected event in Chopin, Mazurka Op. 6, No. 1 (mm. 1-27)

37 One might argue that this unstable material is actually expected given its formal position: it is the B
section of a rounded binary. Such a B section also requires a change in order to differentiate itself from the
surrounding A section material. One does not know from the outset, however, that one will be hearing a rounded
binary form. It is only after this B section has occurred and the return of A appears that one understands how the
material fits into the formal structure of the piece.
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Finally, I present two examples in which register does not play an important role in
defining the unexpected quality of the event. In Beethoven’s Bagatelle Op. 33, No. 3, the choice
of the key to which Beethoven modulates in the initial modulating parallel period is unexpected
(Example 2.28). An IAC in the home key of F major occurs in m. 4. Beethoven begins the next
phrase in m. 5 in D major (VI#!) without any transitional passage to smooth the juxtaposition of
these two distantly-related keys.

Harmony also plays a role in an unexpected event in Mozart’s Rondo K. 485, where an
expected cadence fails to materialize (Example 2.29). Measures 36ff. mark a varied restatement
of the theme from this rondo in the key of A major (the dominant). At m. 43, one expects a PAC
to occur. At least three factors create the expectation for a cadence: (1) measure 43 is analogous

to m. 8, which marks the initial cadence for the rondo theme; (2) the harmonic progression in m.

42 (Vg:g) leads us to expect tonic on the downbeat of m. 43; (3) measure 43 falls on hyperbeat 4,

Unexpected event:
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Example 2.28 — Unexpected event in Beethoven, Bagatelle Op. 33, No. 3 (mm. 1-8)
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Example 2.29 — Unexpected event in Mozart, Rondo K. 485 (mm. 35-50)

a hyperbeat that often marks a cadential measure. A sense of cadence is evaded in m. 43,
however, in several ways: (1) rather than moving to 1 in the bass on the downbeat of m. 43, 5 is
maintained, such that a strong aural motion from 5 to 1 is avoided; (2) a restatement of the first
two measures of the theme begins in m. 43, causing a hypermetric reinterpretation, where the

expected hyperbeat 4 sounds as though it has been replaced by hyperbeat 1; (3) perhaps most
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strikingly, a role reversal, something I discuss as part of the change of state category of
intentionality (see below) occurs in m. 43: the right hand, which had previously played the
melody, and the left hand, which had previously played an accompanimental role, switch
material. Now, the left hand plays the melody, and the right hand plays the accompaniment. All
of these factors lead to an evaded cadence, such that what is unexpected about this passage is the
absence of the cadence. Similar situations abound in the literature, with a common example
being the deceptive motion in which V moves to vi, an example of which can be found at m. 136
in this same rondo.*® Unexpected events, then, can be of a variety of different types, and they

often represent the incursion of an agent into the piece.

2.3.4: Change of State

A change of state occurs when some dimension of the music has been altered. By
“dimension” I mean any musical parameter whose uninterrupted and continued existence would
not surprise the listener. Examples of dimensions that may undergo alteration include such things
as texture, dynamics, register, fopos, thythm and meter, and the role of a particular line
(expressing the melody or accompanying the melody). There may be some degree of overlap
between changes of state and unexpected events—indeed, it may best to think of these two
categories as two poles of a spectrum of possibilities as in Figure 2.1. On one end, changes of
state represent more long-term alterations to the music and may be effected either gradually or
suddenly. On the opposite end of the spectrum, unexpected events are temporary and usually

sudden. The choice between reading a moment of agency that lies somewhere in between these

38 An interesting future study might be to consider whether deceptive motion always constitutes an
unexpected event. Repeated deceptive motion, for instance, may set up the expectation for deceptive motion such
that the expected resolution itself becomes unexpected. On expectation in music see David Huron, Sweet
Anticipation: Music and the Psychology of Expectation (Cambridge, MA: MIT Press, 2006).
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Figure 2.1 — Unexpected event and change of state arranged on a spectrum

two extremes as an unexpected event or as a change of state may simply depend on the reading
an author wishes to espouse. In some cases either category may be appropriate—the point is
more that the presence of either category supports the implication of a musical agent, rather than
the decision to invoke one category over another. Unexpected events are likely to give the
impression that an agent is being deliberately forceful or that one agent is interrupting another.
Changes of state, on the other hand, likely signal an agent taking control of a passage, or perhaps
sneaking its influence into a passage that had previously been controlled by a different agent.
While myriad examples of changes of state exist in the literature, I will present three here as
representatives of this category. More changes of state will be explored in chapters three and
four.

As I noted when I discussed Mozart’s Rondo K. 485 in the context of the unexpected
event category of intentionality, m. 43 marks a role reversal. Role reversals are most often
categorized as a special type of change of state in which a voice that was playing an
accompanimental part takes the melody and the voice that was playing the melody takes the

accompaniment (Example 2.29). This kind of interplay between different voices is discussed
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further, especially in the context of Haydn’s string quartets, by Charles Rosen.>® This passage,
however, is an example of the ambiguity that exists between an unexpected event and a change
of state. The reversal at m. 43 is sudden, which may initially suggest the unexpected event
category of intentionality. As the reversal continues in mm. 44—46, however, one might begin to
question whether this event qualifies as temporary or long term, a binary that represents the main
distinction between unexpected event and change of state. The two hands resume their original
roles, with the right hand playing the melody and the left hand playing the accompaniment, in m.
47, such that the reversal only lasts for four measures. In such cases, the reading one wishes to
espouse for the piece as a whole may have an impact on one’s decision to highlight unexpected
event over change of state or vice versa. Alternatively, choosing between unexpected event and
change of state may have little bearing on one’s reading, and the decision may therefore be
unimportant: both categories allow an analyst to imply the presence of an agent. Several
possibilities exist for the special way in which a role reversal may suggest the presence of agents.
It may suggest, for example, that a single agent is present who controls the distribution of
melody and accompaniment among the different voices. Likewise, it may also suggest that two
agents are present, perhaps each vying for the attention that playing the melody often brings.

Another simple kind of change of state occurs at the end of the transition in the first
movement of Beethoven’s “Waldstein” sonata (Example 2.30). In m. 29, a passage of
descending arpeggios in sixteenth notes begins, a dimension that is altered in m. 31 (where the
red box occurs) when the melody ascends in eighth notes.

Finally, a change in topos is also indicative of the presence of an agent. Beethoven’s

Bagatelle Op. 126, No. 6 is framed by two passages that suggest the brilliant style with their

39 See Charles Rosen, The Classical Style: Haydn, Mozart, Beethoven (New York: Norton, 1998), 116-119.
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Example 2.30 — Change of state in Beethoven, Piano Sonata No. 21, Op. 53/I (mm. 29-36)

rapid passagework and forte dynamic (Examples 2.31 and 2.32). Indeed, this passage may be
indicative of the kind of disjuncture that Carolyn Abbate suggests is necessary to identify the
presence of a narrator.*” Between these brilliant-style introductory and concluding passages lies a
pastoral-style topos, suggested by pedal perfect fifths (mm. 7-12), the predominance of thirds
and sixths in the treble parts, and the related lindler-style dance that materializes in mm. 19-21.
The change from brilliant style to pastoral at m. 7 and the return to brilliant style at m. 69 both
represent locations at which an agential presence can be implied. Moreover, the topos may help
define characteristics of the agent in question, such as its mood or its personality. The brilliant
style, for example, may suggest an agent who is extroverted and who craves attention. The
pastoral, on the other hand, may suggest an agent who is introverted and prefers the solitude one
finds in nature. As I will discuss in Chapters Three and Four, however, the particular persona one

develops for an agent is also dependent on the narrative one envisions for a given piece.

40 See Carolyn Abbate, Unsung Voices: Opera and Musical Narrative in the Nineteenth Century
(Princeton: Princeton University Press, 1991), 19.
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Example 2.31 — Change from brilliant-style fopos to pastoral-style fopos in Beethoven, Bagatelle
Op. 126, No. 6 (mm. 1-24)

Return of brilliant-style topos
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Example 2.32 — Return of brilliant-style fopos at end of Beethoven, Bagatelle Op. 126, No. 6

(mm. 69-74)
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2.3.5: Contflict

A conflict occurs when at least two oppositional manifestations of the same musical
parameter are presented simultaneously such that competing ideas are suggested to the listener.
One of the most common musical parameters in which this category is manifest is meter
(Example 2.33). In “Abschied” from Schumann’s Waldszenen, the melody and accompaniment
sound as though they are in a compound meter despite the simple time signature. In mm. 8-9,
however, the right hand performs a duple division of the beat, while the left hand maintains the
triple division that had been established since the beginning of the piece, a metrical conflict that
suggests the presence of two agents—one that continues the triple division and one that
superposes the duple division. This kind of metrical conflict can be characterized as a grouping
dissonance (G3/2) under Harald Krebs’s system.*! Other parameters that might manifest conflict

include keys or modes, topoi, or formal functions.

DuRle division
’. T

Example 2.33 — Metrical conflict in Schumann, “Abschied” from Waldszenen (mm. 8-9)

41 See Harald Krebs, Fantasy Pieces: Metrical Dissonance in the Music of Robert Schumann (New York:
Oxford University Press, 1999), 31-33.
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A different kind of metrical dissonance appears in mm. 25-28 of Mozart’s Gigue K. 574,
where articulation plays a key role in defining two different beat divisions (Example 2.34): a
grouping of two eighth notes into quarter notes is suggested by the particular distribution of
articulation. In m. 25, for example, two notes are played staccato, followed by two notes that are
slurred. This alternation between articulation styles continues through beat one of m. 26.
Meanwhile, the left hand continues articulating the dotted-quarter beat.

The metrical dissonance need not be explicit in order to be considered a conflict. An
example of Krebs’s subliminal dissonance occurs in mm. 37-38 of Schumann’s “Jagdlied” from
Waldszenen, where a duple division of the beat occurs in both the left and right hands (Example
2.35).*? These measures are flanked by passages in which a triple division of the beat occurs.
While overt metrical dissonances may suggest the presence of two oppositional agents at the

same time, subliminal dissonance likely indicates the presence of one agent who interrupts

Articulation suggests duple division
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Example 2.34 — Conflict in Mozart, Gigue K. 574 (mm. 24-31)

4 Tbid., 46.
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Example 2.35 — Conflict in Schumann, “Jagdlied” from Waldszenen (mm. 33—40)
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Example 2.36 — Conflict in Schubert, Piano Sonata in B), D. 960/I (mm. 196-200)

another; that is, the two agents exist in succession. Alternatively, subliminal dissonance, like
grouping or displacement dissonances, may also suggest conflict within the mind of a single
agent.

Conflict may also exist when two different keys are suggested. Such a situation arises in
mm. 196-200 of the first movement of Schubert’s Piano Sonata in Bj, D. 960 (Example 2.36).
The right hand’s melody suggests FM in at least two ways: (1) when this theme is first
introduced at the beginning of the piece, it begins on 1 (B)), thus one is likely to hear the F with
which the restatement of the theme begins in m. 197 as tonic as well; and (2) the consistent

motion between E-natural and F is suggestive of motion between the tonic and leading tone in
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FM. By contrast, the left hand suggests D minor by repeating the D minor triad in mm. 196-97,

and with the authentic cadence in D minor that it creates in m. 200.%3

2.3.6: Repetition/Restatement

A repetition or restatement is any material that recurs either immediately in succession
(repetition) or separated in time from the original presentation (restatement). Both phenomena
suggest the presence of a virtual agent because the decision to return to material previously
stated represents an intentional act. An example of repetition occurs at the beginning of the first
movement of Mozart’s Piano Sonata K. 279 (Example 2.37). An initial presentation of material
in mm. 1-2 is elided with a repetition of that material in mm. 3—4 in a phenomenon that James
Hepokoski and Warren Darcy have termed “Mozartian Loops.”** The elision in combination
with the rolled chord in the right hand at the beginning of the repeated segment makes the

repetition seem particularly abrupt, highlighting the sense that the repetition was intentional.

Allegro

leqgufo

Example 2.37 — Repetition in Mozart’s Piano Sonata K. 279/ (mm. 1-6)

43 Of course, when the melody is played with the accompaniment, D minor becomes solidified at m. 200
when the cadence forces the issue.

4 See James Hepokoski and Warren Darcy, Elements of Sonata Theory: Norms, Types, and Deformations
in the Late Eighteenth-Century Sonata (New York: Oxford University Press, 2006), 80—85.
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Numerous examples of restatement can be found in Mozart’s Rondo K. 485 every time the

refrain theme recurs. The first such restatement begins at m. 36 (Examples 2.38 and 2.39).This

instance of restatement is particularly surprising because the refrain theme recurs in the

unexpected key of the dominant rather than in the tonic—as one might have expected given the

generic norms of rondos.

The repetition need not be of a particular passage or motive. Indeed, the repeated material

may be as short as a single note, such as that which occurs at the beginning of Chopin’s Mazurka

Op. 6, No. 2 (Example 2.40). The note G# is incessantly repeated multiple times at the beginning

of the mazurka in mm. 1-8. In the left hand, the fifth Gz—D#% is repeated using the same rhythm

as the melody. Interestingly, mm. 9ff. may be heard as a kind of development of the repetition.

Allegro.
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Example 2.38 — Initial statement of rondo theme in Mozart, Rondo K. 485 (mm. 1-4)
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Example 2.39 — Restatement of rondo theme in the dominant in Mozart, Rondo K. 485

(mm. 36-39)
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Example 2.40 — Repetition in Chopin, Mazurka Op. 6, No. 2 (mm. 1-15)
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Example 2.41 — Return of Repeated G# in Chopin, Mazurka Op. 6, No. 2 (mm. 46—57)
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The note G# is still featured in the melody, but it is surrounded by other notes as well. The way

in which Gz# is featured in mm. 9ff. is representative of much of the piece. This kind of repetition
may suggest a fixation on the part of an agent (mm. 1-8), one that persists despite other thoughts
which enter the agent’s mind (mm. 9ff.). Near the end of the piece, the obsessive repetition of G#

returns, indicating that the agent has been unable (or, perhaps, unwilling) to let go of the thought

(Example 2.41).

2.3.7: Descriptive Multiplicity

As I stated at the end of subsection 2.2, the categories I defined above are not mutually
exclusive. Sometimes a single passage of music may be described under multiple categories of
intentionality, and sometimes the decision of whether to invoke a particular category may be less
obvious than in those examples I presented above. Indeed, sometimes the manifestation of one
category may necessitate invoking a second category: the repetition/restatement category of
intentionality, for example, is implicated in my definition of gesture, since | require that a figure
be repeated or restated before I categorize it as a gesture. Table 2.4 presents a summary of
attributes that either confirm or negate the presence of a given category of intentionality. One
may use the information given in Table 2.4 to determine the degree to which it is appropriate to
invoke a particular category: column 1 presents attributes that confirm the presence of a
category, while column 2 indicates attributes that would negate the presence of a category. The
table is meant to be used as a kind of accumulative checklist: the more attributes present from
column 1 for a given category of intentionality, for example, the more strongly that category is
represented. One may also occasionally find that most items from column 1 for a given category

are present, but one item from column 2 is simultaneously present. In such a situation, the
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analyst must judge from the context whether it is appropriate to invoke a category or not,
explicitly identifying one’s reasoning for the decision one makes.

In Example 2.42 two different musical textures are presented in alternation: a
monophonic passage and a homophonic passage. One might reasonably ask whether it would be
appropriate to invoke the change of state category of intentionality to describe the action of
shifting between the homophonic and polyphonic textures. Changes to other musical parameters
serve to highlight the shifting textures: the monophonic texture is always played pianissimo, in
tempo, and legato. The homophonic texture is always played mezzo forte, with a looser sense of
tempo, and staccato. Table 2.4 suggests that to confirm the presence of a Change of State, one
expects: (1) an unmarked musical flow to be established, (2) a change in the original unmarked
flow, and (3) the establishment of a new unmarked flow. Table 2.4 also suggests that the absence

of any of these three conditions, or a change that is only temporary may be indicative that the

Monophonic texture = Homophonic texture
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Example 2.42 — Alternation of monophonic and homophonic texture in Schubert, Piano Sonata
D. 845/, mm. 1-10
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change of state category of intentionality is not active. What makes the decision difficult in
Example 2.42 is the relatively short timespan each texture occupies and the fact that the textures
alternate. Is the first statement of the monophonic texture enough to establish an unmarked flow
of music? Is the first statement of homophonic texture enough to indicate a change that is more
substantial as opposed to temporary? In less clear situations such as that in Example 2.42, one’s
choice to invoke a certain category of intentionality may also be bolstered by the reading one
wishes to espouse; that is, evidence from later in the piece may support one’s decision to activate
a given category. In any case, it is important for the analyst to clearly indicate the reasoning
behind his or her intention. +°

Perhaps further complicating the issue here is the possibility that another category of
intentionality may better describe the situation at the beginning of Example 2.42: that of a
contradiction of musical inertia. Example 2.43 shows that in the passage that follows Example
2.42 the alternation between monophonic and homophonic textures does not continue,

contradicting musical inertia, which would suggest that the pattern of alternation established in

Alternation is discontinued
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Example 2.43 — Discontinuation of alternation in Schubert, Piano Sonata D. 845/I, mm. 10—16

4 It is beyond the scope of this subsection to give a full analysis of this piano sonata, and thus the two
questions I posed earlier will remain for the reader to consider since the answers probably depend on how one
wishes to frame one’s interpretation of the movement. Given that the monophonic texture seems to return at
numerous points throughout the movement, it may be useful to advocate for alternating changes of state at the
beginning of the movement in order to assert the presence of an agent or agents associated with those texture.
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Example 2.42 would continue. One might view Example 2.42 as simply creating a pattern, then,
paving the way for agential intervention in Example 2.43. In this alternative reading, the agent’s
presence may not be revealed until Example 2.43, whereas positing that the change of state
category of intentionality is active in Example 2.42 would suggest that an agent intervenes at the
beginning of the piece. One might also consider the possibility that both categories of
intentionality are active simultaneously. That is, that the pattern initiated at the beginning of the
piece involves rapid changes of state, and that inertia is contradicted when that pattern is
discontinued in Example 2.43. Three readings of this passage are thus possible: (1) changes of
state are active in Example 2.42, and the contradiction of musical inertia in Example 2.43 is not
important, (2) changes of state are not active in Example 2.42, but a contradiction of musical
inertia is a factor in Example 2.43; or (3) changes of state are active in Example 2.42 and there is
a contradiction of musical inertia in Example 2.43. The decision to highlight one of these
readings instead of another rests with the analyst, and it relies on the interpretation one wishes to
develop for the piece. If changes of state are important later in the piece, for example, then it
may be that the analyst highlights the change of state category of intentionality at the beginning
of the work as well. If, on the other hand, a contradiction of musical inertia seems to be
important to one’s reading, then it may be more beneficial to highlight the contradiction in
Example 2.43. In cases such as this where the manifestation of a particular category is not clear,

it is important for the analyst to point to the evidence that governs his or her decision.

2.4: Concluding Thoughts
In this chapter I have defined musical agency as the metaphorical interpretation of music

as analogous to human action. Since action theorists emphasize that an entity must perform an
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act intentionally before it can be raised to the status of an agent, I have argued that music
theorists must also identify moments of intentional action in music in order to posit

the existence of a virtual agent. These moments are classified under six categories of
intentionality: gesture, contradiction of musical forces, unexpected event, change of state,
conflict, and repetition/restatement. These categories are not intended to be mutually exclusive—
rather, multiple categories can be active in a single passage, and it is possible for a single event
to be understood under two or more categories. Identifying the categories of intentionality that
are active in a piece represents the first step in an agential analysis. The second step, which will
be explored in Chapter Three, involves determining the number of agents that are active in a
piece, and attributing the actions one identified in the first step to those agents, a process that

requires the development of a musical narrative.
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CHAPTER THREE

MUSICAL AGENCY, NARRATIVE, AND SCHENKERIAN ANALYSIS

3.1: Introduction

Having discussed the categories of intentionality in detail in Chapter Two, this chapter
examines the way in which the categories of intentionality can be analytically applied. The first
section of the chapter will be devoted to a study of the interaction between agency and narrative.
I will begin by reviewing and commenting on some of the ways in which scholars have already
attempted to address agency within the context of narrative theory. More specifically, one of the
central arguments against viewing music in the context of narrative centers on the issue of
whether music can express agents. Following Seymour Chatman, I will argue that since music
can express agency, it can also be understood in the context of a narrative. In a detailed analysis
of Beethoven’s Bagatelle Op. 126, No. 2 I will demonstrate how the categories allow me to
identify agents in the Bagatelle and offer an alternative reading to that which Janet Schmalfeldt
develops in her article “On the Relation of Analysis to Performance.” I will argue that the
development of a narrative allows one to associate actions with particular agents, and to posit the
continued existence of those agents throughout a given work.

In the second section of this chapter I will examine an interaction between agency and
Schenkerian analysis. I will briefly review the ways in which other scholars have paired
Schenkerian analysis with theories of music and meaning before delving into an analysis of
Mendelssohn’s Song Without Words Op. 30, No. 6. Both narrative and Schenkerian analysis will
be integral tools in Chapter Four, where I present an agential analysis of Schubert’s Piano Sonata

in A Major, D. 959.
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3.2: Agency and Narrative

Several scholars have questioned the degree to which agency entails narrative, or
conversely, the degree to which narrative entails agency. Table 3.1 shows various scholars’
answers to two questions: (1) does narrative entail agency; and (2) does agency entail narrative?
As it turns out, most scholars believe that agency entails narrative, but conversely scholars are
less definitive on the question of whether narrative necessitates agency. Neither Philip Rupprecht
nor Joshua Mailman provide strong indications that they believe narratives require agency, while
Gregory Karl attempts to avoid the term “narrative” by instead discussing “plots” that entail
agency. Part of the reason that scholars may be more likely to argue that narrative does not
require agency is because of the strong reactions on the part of critics such as Carolyn Abbate
and Jean-Jacques Nattiez against the existence of musical narratives due to the lack of a narrator,
a point to which I will return shortly.

Contrary to the majority of scholars listed, I believe that narrative analysis entails agency.
The scholars who argue that it does not entail an agent often create a narrative from a succession
of emotional or psychological states. In my opinion, these emotions and psychological states
must be attached to an implicit character, or agent, in order to be plausible. Therefore, while the
focus of such an analysis may not be on the actions of the agent, the agent is implicitly present in
the background. When it comes to identifying which actions in a given piece belong to which
agents, narrative theory can be a useful tool, and I would therefore align myself most closely
with the “agency entails narrative” camp. I wish to emphasize, however, that narrative analyses
and agential analyses have different foci. In narrative analysis, the focus is on understanding
musical events, actions, or psychological states as arranged in a coherent plot. In an agential

analysis, the focus is on agents and the actions for which they are responsible, and the ways in

106



-dnoig g2y, a1 wopaoerd AJmmny aq wed (F1o7) snery “dwer | ATIIESEI09T 10U, 211 U1 5T (641 ) SNERY o7 sy A0usEE S[IEIUS SANBIER

e s2031]Rq =Y “Jeaemor “Aepo] “{ousSE 21E)FR0aT 1OV 530P SATELIET JET BOIssaId W ST 2AES B[0TE (461 T JEW} PRRIEE SNESY GORBSIRATOD O]

. TOTIOE IS8T PUE SJUSDE JUaTHas-15enh Juesardal 01 POCISISpUN 3 HED
FJUI A2 511 JO 3wWos T sweaw 107d B Aq pazimESIo 5T oM [EDISTN B JET) THIE]D 21 ‘S[2TE sny Jo sesodmd amp o g, o1 (L esT) ey
- L3085 318D SIT] UT I
PAPIIUT SAEY T “JRA3MO0Y ‘TOTIOWE U SATJEIEN E 185 0] 1025 we annbal o] sT0R9s UEUIE[ 20WS SANELET ST SpISI0 5
‘Burjeads Apoins “Juade 21 20JaIan L "s2sEa180rd 11 SE RANELED 31 Swouatiadya pUE SULAIRSG0 JO TONOWE UT RATIEIIER H“
31 Fwpes Jane g8 AoweEe JwrErodun aIp pUBISISPUN JYSTIE s “oisnr 2arssancad w Aqperdadss R sapnouod 2R “
WO SSI0J SANENET S JET} STWEFS ] ST WL H1D20 0T Peat SANEED 0] Jnepodun 150w AouafE J0 SHONIssse a1
1ET] 54BS OS[E 21 ‘PANENED o1 JuEpodwr 51 A0WaE Y, BT S2TEIS 1] [Ny, "SRASI9q UEWIIE]N JEYm AES 0] JNOEp 5111 £ET (£107) wewrEy
AouaEe 70 1d=20uoD B ajjoswt Apwenbaly D150 [RIUATONSTT U SANEIIEY JO SIUN0IDY 631 (1070 Woasddnyg
“AIES53030 10U 51 WOTIE [ENUaEE 1583]
18 18T] SUnsaEEns “S31ElS [EUOTIOTHR JO BOTSS200N5 € S 107d 51 saqiosap 1A[EUE SN 17 51E1S ISIANC 10U 530P 3 =1y, | WON LI661) snery (B
. aanenen B sarpdun Surpjojun mety 1B sARm ST PUE TSN ST m =
Aq payoss 521815 2aTssaldNe SqII0sap [[EYS [ “DISOUF 2T OJUO0 SUOTIOE PUR $10108 Jo Azogs repnonged v Swiddew Jo pealsul, o7 (+007) w2y m =]
L[ lsmoSEue | pue 1sTuOSElCNd | SE) S5JUREE [EUI]Na PUR [EUIIUT [2Aa]-01SEq JO IO ( J2([21,, ) AouadE aaneiren [aas] c107) |5
-1 B Jo SwSels o1 yEnony pajovus oq 10w Aew 10 BT “RATIENIET JOJ GONIPUOD [EJURTFEPTH] ST SB “BONEN[EASWEI] 6L usnRpmRmY |
JAJuaBe [Felu2 2ATIEIIET S20(] g
. SIUSSE PIUIZEWN SNOUEA JO SWOTIJE 81} U0 PISEq SIATENET [EJISNW SW][3dTH0D JONAST0D
JOTUTED 20 JET] UESW 10T S20p “JISOIN [EUSmNnsT w Ajeinedss “sjuase [eoisnm Jo AORWITIIZ)SPUT S[QEIASTL 21T, £1 (1107) eeysiapeg
"BATJEIIET E 5B BOTSE] JE[TIOIS E W Juauno[dus sannbaz
fouaFe e EwinEre AJENUesss ST W] PRPO]IUT 2AEY | ‘YENoT “591585 T UT PREURLE 208 AT YENOT) SE 51 SUOTIOE
Jo uonpdirosap sy aomyg 1sed [erodmws] A1) SIETPAT UED O JOJEIIEN [EJISNWI B SuriInuapr Jo wajqoid 21 proas o] Ispio
I SATEIIET B UT TET JSTET ETHEID [EJTSON B JO IX3]U00 21 W1 SUonoe Swpueisizpun 107 sande snepy ‘Swieads {pong et
. mado 51 UeEE a1 JO 23NNy a1 YEnow sE 2
11177 "SJES § 5D 2J0faq TMOT pamropiad aie 1B SUCTISE JO S3113% B SMO[[OJ SU0 YSno ST 51 1 “a0etd s o) Suruagst uf, L9 (9951) sOER
(priom sEmosiad [EDOA SUY TF 5JWaA2 ST GO JUSTITHOD IS ewosiad [EJUa WeL ST
21 ofdwexs) aAnenEr sarjdun o1 A2Mm B W SUTIOEIRIWT SE EuOcsiad [RIUSTHONSYT PUR [E204 T3 SRZIRINEIEYD) | WM IAVEL e]
5)UaAR PUE STOT)OE UETDNY Jo WEYD a]qisne]d & Jo SUIP[OIUN 31} UT JUBAS[] 5B Sa10Ua5E
[euonoy asa1 Jo Lowade [puonary snp Jo Swrprelsrapun (srsdEue [enuade ve w dogs unog o 5B 1 sapnpow Spondrg CET (L66T) quuoamap]
L BonrEodmwos 0 JUaTIRA0T 20D UE 52852Ippe {RANSnEYxa 7
1EI3 SATELIET B OJ0F W2 Surieam A[IFESS20aT IO SIUSTHOW [ENPLAIPY U0 50207 Ued sasieue Louade apdninpy,, £ET (cIor) wewmrory | ©
uwondiross( 10 monEond) | sEeg [TEa 1) ooy

LRATIBIIBU IR ADUaEe s20(]

(KouoFe [1e1ud oArjeLIRU SOOP (q) (OAIRLIBU [IBJUD AOUSTE S0P (&) :Ssuorsonb omj 03 SIomsue SIoyny — ¢ 9[qel

B

107



which they interact with one another.! In an agential analysis, then, narrative becomes a useful
frame in which one can coherently describe the actions of the agents one identifies.

Compared to agential analysis, narrative analysis has enjoyed more attention as a subfield
within music theory, and recently it has experienced a surge in popularity with the publication of
Byron Almén’s A Theory of Musical Narrative, and Michael Klein and Nicholas Reyland’s
Music and Narrative Since 1900. Prior to the increased popularity of musical narrative, scholars
such as Abbate and Nattiez questioned whether it was appropriate to apply narrative theory to
musical analysis at all. In what follows, I examine one thread of the discussion begun by Abbate
and Nattiez that relates directly to musical agency, and I discuss recent responses to these
critiques by Almén, Klein, and Robert Hatten.

In “What the Sorcerer Said,” Abbate argues that music does not have a past tense like
that which exists in literary narrative, and that therefore music cannot narrate in the same way as
literary narrative.? She continues along similar lines in her book Unsung Voices, published seven
years after her article. Here she still argues that music has no past tense, and she maintains that in
the majority of cases music cannot narrate. Yet she also allows that certain gestures in music can
constitute a narrating voice. She argues that these gestures must be something special, marked by
multiple disjunctions in the passages around it, in order for us to understand it as a narrator.® In
Abbate’s terms, then, music on the whole cannot express narrative, but it can express moments
of narration. These moments require marked disjunctions that indicate the presence of a narrator

who establishes a past tense in which one can understand that moment of the music unfolding.

! My description here is influenced by Byron Almén’s three narrative levels. At the agential level, agents in
a given work are identified and described. At the actantial level, the analyst discusses the interaction between agents.
See Byron Almén, A Theory of Musical Narrative (Bloomington: Indiana University Press, 2008), 55-57.

2 See Carolyn Abbate, “What the Sorcerer Said,” 19"-Century Music 12/3 (Spring 1989): 221-30.

3 Carolyn Abbate, Unsung Voices: Opera and Musical Narrative in the Nineteenth Century (Princeton:
Princeton University Press, 1996), 19.
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Like Abbate, Nattiez also rejects the notion that music can be understood as projecting a
narrative. In “Can One Speak of Narrativity in Music,” Nattiez tries to show that the narratives
one ascribes to music are created by the listener and not by the music itself. He argues that music
is at best imitative of literary narrative, but that such metaphorical borrowings are superfluous.*
Fundamental to Nattiez’s argument is the idea of causality between events.’ Nattiez argues that
to invoke narrative an analyst needs two objects that have been placed in a linear and temporal
dimension to one another.® The distinction between a “metaphorical” narrative and a non-
metaphorical narrative for Nattiez seems to rest upon where causality is established. That is, if
the reader establishes causality between the events, then the narrative is metaphorical. If the
relationship of causality is established by agents in the work, then narrative is non-metaphorical.
One might question why Nattiez sees metaphor as somehow less persuasive than other,
presumably non-metaphorical, ways of describing music. As several cognitive linguists have
articulated, metaphors are powerful tools humans use to understand the world around them.’
Given that metaphors are essential to the way in which humans process information, it makes
sense that humans would also apply metaphor to the interpretation of music.

Responding to Nattiez, Klein acknowledges that musical narrative exists in the mind of

the listener, and he counters Nattiez’s argument by positioning musical narrative in terms of

4 Jean-Jacques Nattiez, “Can One Speak of Narrativity in Music?,” Journal of the Royal Musical
Association 115/2 (1990): 257.

5 Nattiez bases his argument on Seymour Chatman’s definition of narrative, in which “One cannot account
for events without recognizing the existence of things causing or being affected by those events.” See Seymour
Chatman, Story and Discourse: Narrative Structure in Fiction and Film (Ithaca, NY: Cornell University Press,
1978), 34.

¢ Jean-Jacques Nattiez, “Can One Speak of Narrativity in Music?,” Journal of the Royal Musical
Association 115/2 (1990): 246.

7 See, for instance, George Lakoff and Mark Johnson, Metaphors We Live By (Chicago: University of
Chicago Press, 1980); or Gilles Fauconnier and Mark Turner, “Rethinking Metaphor,” in The Cambridge Handbook
of Metaphor and Thought, edited by Raymond W. Gibbs, Jr. (New York: Cambridge University Press, 2008), 53—
66.

109



Nattiez’s own tripartition. Klein states that one can understand narrative in poietic, esthesic, and
immanent terms: a composer may wish to write music that narrates, focusing on musical
attrributes that signal narration (poietic); music may have narrative attributes, regardless of
whether the composer intends to write narrative music (immanent); and a listener may want to
hear music as a narrative, regardless of the composer’s intent (esthesic).® Klein essentially argues
that there may be different ways to perceive narrative according to Nattiez’s own semiotic
model. Klein also acknowledges Abbate’s argument that narrative requires a narrator to establish
a “past tense” for the work. Klein draws on E.T. Cone’s personae in The Composer’s Voice to
assume the existence of a persona behind the music. Klein’s narrative develops from the
arrangement of a series of expressive states in the music that he attributes to an overriding
persona who governs the work.’

Klein seems not to have a particular problem with the constraints that Abbate or Nattiez
place on musical narrative. Rather, he embraces their restrictions by: (1) showing that according
to Nattiez’s own model, musical narrative can exist in the mind of the listener; and (2) by
encouraging analysts to be imaginative in positing the existence of a persona who governs the
work, and to whom events can be attributed. In response to Klein, however, Nattiez could
maintain that the narrative Klein develops is metaphorical and that metaphor is superfluous in
musical analysis. Further, one might also imagine Abbate objecting that a lack of significant and
multiple disjunctions in Chopin’s ballade precludes the possibility that a persona is portrayed by

the music.

8 Michael Klein, “Chopin’s Fourth Ballade as Musical Narrative,” Music Theory Spectrum 26/1 (Spring
2004): 24.

% A useful future study may be to consider how Klein’s narrative for Chopin’s ballade might be enhanced
by the way in which I have described musical agency in this dissertation. As Klein acknowledges, he spends his time
discussing the expressive states and how their arrangement allows one to attribute meaning to the persona rather
than focusing on the agents (Ibid., 26). It may be useful to consider how actions are manifest in the ballade in the
context of the expressive states Klein identifies.
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Almén takes a different approach than Klein. He identifies a fundamental problem with
the way in which musical narrative is conceived, arguing that one cannot compare musical
narrative to literary narrative in a kind of “descendent model” in which all attributes of literary
narrative have analogues in musical narrative. Instead, Almén suggests that one should view
musical and literary narrative in a kind of “sibling” relationship, where the parent is simply
“narrative.” In this way, some attributes of literary narrative will have analogues in musical
narrative, some will not, and some may be extended or expanded in interesting ways.

Almén still addresses arguments made against musical narrative by those who have been
advocating for what he calls the descendent model. Important for my purpose is how he
addresses Abbate’s claim that music needs a narrator. Almén identifies three functions of a
narrator.'” First, narrators situate related events in the past. Almén draws on Gérard Genette, who
identifies two ways in which temporality can be established in a narrative: (1) summary, in
which the narrator describes what happens; and (2) scene, where the words and actions of the
characters are directly presented to the audience. When scene predominates in a given work such
that a narrator is not explicitly present, the story does not simply fall apart, a point that speaks to
the fact that a narrator is not always necessary.'! Almén argues that fiction often creates its own
past tense through juxtaposition of different, seemingly opposed tenets.'? Thus a narrator is not
required to establish the past tense for readers—they may establish the past tense based on
contextual cues in a given work. Abbate could argue, however, that she has addressed this point
by allowing the rise of a narrator when disjunctions occur in the music. Second, a narrator

typically organizes the plot or story in a coherent manner. Almén argues that readers can

19 Byron Almén, A Theory of Musical Narrative (Bloomington: Indiana University Press, 2008), 32.
' 1bid., 33.
12 Ibid., 34.
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organize the plot themselves. While a narrator may give the reader a preferred reading, the
narrator’s version of the story is not an absolute reading. The reader is free to believe or deem as
suspicious the narrator’s version of the story, and certain events may lead one to believe the
narrator’s version of the story with varying degrees of confidence.!® Third, the narrator usually
mediates between the tale and the reader. In literature written in the “Free Indirect Style,”
however, no such mediation exists.'* Genette recognizes this style as evoked when “the narrator
takes on the speech of the character, or, if one prefers, the character speaks through the voice of
the narrator, and the two instances then are merged.”"

Unlike Klein, Almén explicitly discusses musical agents in the narratives he develops.
What he does not do, however, is explore how the figures he identifies become musical agents.
Moreover, there is a fundamental difference between the way in which he conceives of agency in
his work and the way in which I conceive of it in the theory I develop here. Whereas he calls
musical figures agents, | call these figures the resulting actions of agents who are “behind the
scenes” so to speak. In his analysis of Chopin’s Prelude in G major at the beginning of his book,
for instance, Almén identifies two motives, A and B, which he calls agents. He describes motive
A as “striving upward,” while motive B is “yielding.”'® Almén would likely argue that it is these
attributes that make them akin to human agents. His analysis could be strengthened, however, if
he viewed these two motives as actions of agents because the agents would be free to interact in
other ways beyond places in which the two motives are present. This issue will be explored

further in the analysis of Beethoven’s Bagatelle Op. 126, No. 2 that I present below.

13 Ibid., 32.

1 Ibid., 34.

15 Gerard Génette in Randall Stevenson, Modernist Fiction: An Introduction (Lexington: The University
Press of Kentucky, 1992), 32.

16 Byron Almén, A Theory of Musical Narrative (Bloomington: Indiana University Press, 2008), 5.
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Perhaps moving one step beyond Almén’s original claim that the presence of a narrator is
not a condition for musical narrative, Almén and Hatten together claim that narratives do not
require any agents at all in their article, “Narrative Engagement with Twentieth-Century
Music.”!” Instead, they imagine a “continuum of narrative possibilities along which agency
becomes more or less pronounced.”'® Instead of agency, Almén and Hatten argue that James
Jakob Liska’s concept of transvaluation is the fundamental condition for a narrative. The idea of
a change in the relationship between two objects, however—in this case a transgression and an
order-imposing hierarchy— implicates agents. Something significant must happen in the work in
order for transvaluation to occur, and it is difficult to imagine this significant event as being
ungoverned by an agent’s actions. Indeed, it is difficult to imagine a narrative in which no agents
are involved, whether implicitly (as I have been arguing in this dissertation) or explicitly. As I
mentioned in earlier chapters, several other authors have argued for the importance of agents in
narrative. Chatman explicitly states that “a narrative without an agent performing actions is
impossible.”!” In music, Seth Monahan has also acknowledged the importance of musical agents
in the musical fictions analysts create. Moreover, the three levels Almén identifies as integral to

his theory—agential, actantial, and narrative—seem to require the identification of agents.?

17 Byron Almén and Robert Hatten, “Narrative Engagement with Twentieth-Century Music,” in Music and
Narrative Since 1900, edited by Michael Klein and Nicholas Reyland (Bloomington: Indiana University Press,
2013), 59-85). It is important to keep in mind that this statement occurs within the context of an article on agency in
twentieth-century music. Their statement may be limited to twentieth-century repertoire, but it is difficult to tell
whether they wish to apply their sentiments to all musical agency, or only cases of musical agency in twentieth-
century music. In either case, however, my argument remains the same: narratives require agents, whether implied
or explicitly present.

18 Ibid., 60. Although Hatten and Almén are careful with the way in which they link narrative and agency,
one wonders just how strong they believe the link between narrative and agency is given the continuum they
identify. While the idea of a continuum suggests that agency is active in most compositions, they do not explore the
question “does agency require narrative?”

19 Seymour Chatman, Story and Discourse: Narrative Structure in Fiction and Film (Ithaca, NY: Cornell
University Press, 1978), 34.

20 The first two levels of this model, agential and actantial, come from James Jakob Liska. The third,
narrative, is Almén’s addition.
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Figure 3.1 shows the interaction between my categories of intentionality and the theories
developed by Almén and Monahan. Almén’s theory is primarily one within which an analyst will
work, while Monahan’s theory is written from the perspective of a reader who learns about the
agents that are present in an analyst’s writing. They are labeled “analyst perspective” and “reader

perspective,” respectively. The three levels of analysis within Almén’s theory appear on the left
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side of the chart, while the levels within Monahan’s hierarchy of agent types are on the right side
of the chart, with the highest level in the rightmost column. The arrows along the bottom of the
chart that point from one level of agency to another are intended to indicate the hierarchical
relationship among the agent types: each higher level of agency subsumes the lower levels of
agency. All of Monahan’s agent types can be present at any of Almén’s three levels. Thus, each
column containing one of Monahan’s agential types spans all three rows that depict Almén’s
analytical levels. I will begin by describing each of Almén’s levels, followed by a reminder of
the various agent types in Monahan’s theory. Then, I will explain how my categories of
intentionality interact with each theory.

The agential level is the point at which the analyst identifies musical agents in a given
work and defines their traits. Almén compares this level to the act of doing a paradigmatic
analysis. It is at this point where the analyst decides what will represent the order-imposing
hierarchy and what will represent transgression.?! Following the agential level, the analyst
proceeds to the actantial level. The actantial level is the point at which the agents identified at the
agential level rise to the status of actors. Analysts describe how the agents interact with each
other and their environment. If the agential level is akin to paradigmatic analysis, the actantial
level is similar to syntagmatic analysis. It is also at this point where the analyst identifies
transvaluations between the order-imposing hierarchy and the transgression.*? Finally, the
narrative level is the point at which the activities from the actantial level are described in terms
of Nothrop Frye’s four archetypes: romance, tragedy, comedy, and irony. At this level the

analyst interprets how the various transvaluations within a piece and their outcomes will be

21 Byron Almén, A Theory of Musical Narrative (Bloomington: Indiana University Press, 2008), 55.
2 Ibid., 56.
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understood: positively, negatively, as desirable, or as undesirable.”> An analysis within Almén’s
theory begins at the agential level and finishes at the narrative level. The levels themselves are
arranged in a kind of hierarchy, such that one cannot arrive at the narrative level without having
examined the piece through the agential and actantial levels. Thus, the arrows on the left side of
the diagram only point from bottom to top, indicating the direction in which analysis proceeds
within Almén’s theory.

Since I discussed Monahan’s theory in Chapter One, I will refrain from discussing it in
detail here, save to remind the reader of the definitions of the four agent types: (1) the Analyst:
the person interpreting the work; (2) the Fictional Composer: an imagined entity who composed
the work, and who is comprised of a mix of historical research and societal perceptions of the
composer; (3) the Work Persona: a fictional character who governs the piece’s overall progress;
(4) the Individuated Element: a discrete component of the music that is understood as having
autonomy and volition.?*

Within Monahan’s theory, each of my categories of intentionality occurs at the level of
the individuated element.? Since Monahan’s theory is hierarchical, however, the identification
of intention at this individuated element level also opens up the possibility for one to identify
higher-level agents in the work. The length of the shaded columns that contain each category
represents the location within Almén’s theory at which one can detect those categories. Gesture,

unexpected event, and repetition can all be detected at the agential level. That is, to identify these

2 1bid., 64-66.

24 See Seth Monahan, “Action and Agency Revisited,” Journal of Music Theory 57/2 (Fall 2013): 327-33.

25T do not wish to imply that no categories of intentionality exist at higher levels of Monahan’s structure,
nor that there may be certain manifestations of the categories that may only occur at higher levels in Monahan’s
theory. Indeed, by including all categories at the lowest level of Monahan’s hierarchy I suggest that the categories
may be present at any level. A possible future project may involve identifying particular manifestations of the
categories of intentionality that allow us to differentiate between the levels Monahan identifies, but that is outside
the scope of this study.
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types of intentional actions, one need not view an agent as having interacted with other agents or
with its environment. It is possible, on the other hand, to identify all categories of intentionality
at the actantial level. Any of the categories of intentionality may be articulated when agents
interact with each other and their environment. Restatement, change of state, and conflict can
also be identified at the narrative level. Manifestations of each of these categories may be
recognized when one considers the arrangement of the events and agents that have been
identified at lower levels, and the way in which this arrangement fits within Frye’s archetypes.?°
When a category’s shading ends, it is not available for detection at that level of Almén’s
theory. New gestures in addition to those identified at the agential and actantial levels, for
example, will not be discovered when one considers the narrative level, since the narrative level
involves larger spans of time, and gestures occur in shorter timespans. Similarly, conflict
necessitates that an agent interact with either another agent or its environment. It cannot be
identified at the agential level. The level at which an agent is initially identified, however, does
not preclude the possibility that it may affect higher levels of the analysis; rather, no new
manifestations of those categories will appear outside the shaded region for that category. What
this diagram shows, then, is that my categories of intentionality can interact with both
Monahan’s theory (a reader’s perspective) and Almén’s theory (an analyst’s perspective). It may
also be that the categories of intentionality are an area of common ground between the two
perspectives. By indicating which categories of intentionality led the analyst to recognize an

agent, the analyst offers substantial evidence for his or her interpretation that may be appealing

26 T do not wish to imply that one must complete an Almén-style narrative analysis when one uses my
categories of intentionality. Indeed, it is not necessary to invoke Almén’s particular method of analysis when
identifying a musical narrative in conjunction with the categories of intentionality. Since Almén’s theory is an
important development in the subfield of narrative analysis, however, I wish to acknowledge the way in which my
categories of intentionality interact with his theory.
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to readers. Finally, the diagram articulates my belief that agency is essential to narrative theory.
One cannot establish a narrative without the presence of agents and their actions who move the
plot forward. Similarly, an agential analysis necessitates a narrative reading. One can identify
agents without completing a narrative, but such an analysis would not speak to the way in these
agents interact, nor would it allow one to trace the continued presence of an agent in the piece’s
temporal unfolding.

As I articulated in Chapter Two, the first step in an agential analysis is to use the
categories of intentionality to identify locations at which one may posit the presence of a virtual
agent who influences a piece of music. The second step is to determine how many agents are
present in a given piece and to identify which actions belong to which agents, a step that relies
on the development of a musical narrative as a frame within which one can construct the logic
that links particular actions to particular agents. As Almén has shown, developing a musical
narrative is a multi-stage process involving the identification of agents (the agential level), the
description of the ways in which they interact (the actantial level), and the categorization of the
story under one of Northrop Frye’s narrative archetypes (the narrative level). While the
narratives I develop in this dissertation do not employ Almén’s methodology, the steps he
articulates are still important. That is, I do not mean to imply that once one has identified
moments of intentionality that one can suddenly express a fully developed narrative. Rather, the
process is more fluid. Some actions, such as the repetition of a single gesture, are likely to lead
one to posit the continued influence of a particular agent. Other actions, such as unexpected
events, may represent incursions by additional agents. Examining how the intentional actions are
arranged in a given piece can lead one to develop a reading of events that explains how the

various actions, and the agents with which they become associated, interact in a given piece. The
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development of these events will feed the process by which actions are assigned to agents, which
will in turn contribute to furthering the arrangement of these events into a coherent plot. As the
plot develops, a narrative frame will also begin to form, such that the arrangement of the events
can be understood in the context of a generic trajectory such as “triumph” or “defeat.” It is only
within the context of a narrative frame that a complete agential analysis can take place. The
process of performing an agential analysis is diagrammed in Figure 3.2.

To demonstrate one way in which agency and narrative interact in a more concrete
manner, [ now turn to an analysis of Beethoven’s Bagatelle Op. 126, No. 2. I will explore the
narrative frame that Janet Schmalfeldt has established for this piece in her article “On the
Relation of Analysis to Performance.” Using her frame will allow me to focus on the nuances
that an agential analysis involving the categories of intentionality can bring to an already existing
narrative analysis—one in which the original analytical focus was not on the agents themselves. I
will begin with a brief review of Schmalfeldt’s overall narrative for the piece. Then, I will divide

the piece into six units. For each unit, I will provide further details with respect to the way in
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Figure 3.2 — The agential analytical process
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which Schmalfeldt’s plot unfolds in that unit, comment on her narrative, then present an
alternative view that involves the identification of agents using the categories of intentionality.

The reader may wish to refer to the score in Appendix A for the following discussion.

3.3: Beethoven’s Bagatelle Op. 126, No. 2: The Interaction Between Agency and Narrative

Employing terminology that would eventually appear in William Caplin’s Classical
Form, Schmalfeldt identifies a sixteen-measure period at the beginning of the work in which the
antecedent’s basic idea (mm. 1-4) and contrasting idea (mm. 5-8) are more strikingly different
than is customary. She lists several features that sharply differentiate the basic idea from the
contrasting idea, including register, texture, contour, articulation, dynamic, and rhythmic values.
The degree of difference between the two ideas leads Schmalfeldt to suggest that they are
juxtaposed in a kind of rivalry. She suggests that the duality of these opposing characters will
impact the movement in terms of its dramatic process and formal design, and that therefore the
first eight measures present “a major issue of the work.”?’ As the first reprise of the piece
unfolds, Schmalfeldt finds that the basic idea is motivically weakened, both on the surface of the
music and at deeper levels of structure, while the contrasting idea gains strength. In the second
reprise, this relationship is reversed. The basic idea eventually regains strength, while the
contrasting idea’s position is destabilized. Ultimately, however, Schmalfeldt finds that neither
rival overcomes the other, but that the codetta modules at the end of the piece present a synthesis
of the two rivals in which only residues of their original forms remain.*

While I agree with her initial identification of agents, it is not always clear how the later

manifestations of these agents that Schmalfeldt identifies are related to the original agents. That

27 Janet Schmalfeldt, “On the Relation of Analysis to Performance: Beethoven’s ‘Bagatelles’ Op. 126, Nos.
2 and 5,” Journal of Music Theory 29/1 (Spring 1985): 6.
28 Ibid., 16.
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is, if the contrasting idea is itself an agent, it is difficult to imagine how later passages that do not
contain melodic material related to the contrasting idea can be evidence of the agent associated
with the contrasting idea. By repositioning the basic and contrasting ideas as the actions of two
different agents rather than as manifestations of the two agents themselves, I allow for the
possibility that a single agent performs different actions—a concept that is more easily
understood as analogous to the physical world. Moreover, I identify the presence of a third agent,
something that alters Schmalfeldt’s original reading. In the alternative narrative I develop, then, I
initially agree with Schmalfeldt that a conflict between two agents is introduced at the beginning
of the movement. In contrast to Schmalfeldt, however, I argue that this conflict involves an
argument between the two agents at the beginning of the piece, one that serves to “derail” the
piece’s progress, resulting in weakened cadences created by these two agents. These weakened
cadences require a third agent to step in and “save the day,” so to speak. This third agent is
associated with the cadential gesture introduced at the end of the first reprise. In the discussion
that follows, I have divided the work into several units. For each unit I will provide more detail
in terms of Schmalfeldt’s reading of the piece, comment on the reading, then offer an alternative
reading in which agency can add nuance to Schmalfeldt’s original. While Schmalfeldt’s focus is
on the drama created by the two agents and the way in which that drama influences the piece, my

focus will be on the agents and the ways in which they interact.?

3.3.1: Unit 1 (mm. 1-16)
At the heart of the rivalry Schmalfeldt identifies is the suggestion that the basic and

contrasting ideas each “steal” melodic material from the other. The basic idea contains a 5-6-—5

2 A chart that summarizes Schmalfeldt’s narrative reading and the alternative reading that I present here
appears in Appendix B.
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motion that is preceded by an arpeggiation from 1-5 (Example 3.1). The contrasting idea also
contains an ascent to 3, this time filled in with steps, then a motion to 6, which eventually returns
to 5 (Example 3.1). The resolution back to 5 is achieved via a chromatic turn figure that will
eventually be stolen from the contrasting idea by the basic idea. The consequent phrase simply
marks a repetition of the antecedent’s events, albeit with a modulation to the mediant.>

I agree with Schmalefeldt that there are two agencies present at the beginning of the
work. While she discusses the basic and contrasting ideas as agents, however, I would argue that
these ideas are actions performed by agents, and that these actions point to the presence of virtual
agents who control the music. The first four measures are under the control of an agent I call the
Tempesta Agent because the first four measures express the fempesta topos. This topic is

manifest in this work by: the minor mode, the presence of more disjunct rather than conjunct
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Example 3.1 — Janet Schmalfeldt’s reading of Beethoven, Bagatelle Op. 126, No. 2 (mm. 1-8)

30 Janet Schmalfeldt, “On the Relation of Analysis to Performance: Beethoven’s ‘Bagatelles’ Op. 126, Nos.
2 and 5,” Journal of Music Theory 29/1 (Spring 1985): 8.
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motion (especially in mm. 1-2), a loud dynamic, and a restless rhythmic effect that is created by
the alternation of the hands and a continuous stream of sixteenth notes.

As I have argued in previous chapters, a discussion of musical agency should be
grounded in the way in which the presence of intentional actions allows a listener to imply the
existence of a virtual agent. One can conveniently display this information in an intentionality
graph. I have provided two versions of this graph that the reader may wish to peruse: a summary
version (Table 3.2) and a detailed version (Appendix C). The summary version lists the
categories of intentionality down the left hand column, with measure numbers across the top
row. The categories are color coded for ease of reading. In general, the presence of many
categories of intentionality simultaneously has the effect of enhancing the sense of agency in a
given passage. | will also argue, however, that a particularly striking instance of just one
category of intentionality can strongly imply the presence of an agent.

Note that I have discussed a sense of agency in a given passage rather than in each
individual measure, as my graph may imply at first glance. Although my graph displays
temporality in terms of measures as a convenience for comparison with the music, I do not wish
to imply that agents necessarily flit in and out of the music as each measure passes. In m. 22 of
my graph, for example, no categories of intentionality are active, but several categories of
intentionality are active in the measures that surround m. 22. Indeed, m. 22 is part of a larger
subphrase which lasts from mm. 19-22. It may be possible, then, to imply the presence of an
agent throughout mm. 19-22 whose influence is simply not felt in m. 22. Such a situation is
comparable to the physical world, in which humans are consistently understood as agents who do
not constantly perform intentional actions. The detailed version of my graph pairs the categories

of intentionality with the score and explains how each category is manifest in a given measure.
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In addition, Table 3.3 is a listing of which agents are active in a given passage and which
material points to the presence of that agent.

Three categories of intentionality imply the presence of the Tempesta Agent at the
beginning of Beethoven’s Bagatelle: gesture, repetition, and contradiction of musical forces. The
first four notes of the piece constitute a gesture that I call the “arpeggiated gesture” (Example
3.2). The gesture is characterized by: short durations; its arpeggiated contour, wherein the first
three notes outline a chordal skip of a third in which the first and third notes are the same; and its
particular metric profile of beginning on a weaker part of the beat and ending on a stronger part
of the beat. Note that in the right hand the gesture ends on beat one, while in the left hand the
gesture ends on beat two, something that will be important later in my reading. When this gesture
returns in the major mode in mm. 17-18, Schmalfeldt labels it a “fanfare gesture.” Schmalfeldt
does not label this initial appearance as a fanfare, and indeed its initial appearance in the minor
mode within the context of a tempesta topos does not suggest fanfare. Due to its changing topical
association, I prefer to label the gesture with the more neutral term “arpeggiated,” rather than
calling it either a fempesta gesture or a fanfare gesture. The repetition category of intentionality
is evoked when the arpeggiated gesture is repeated in mm. 1-2 (Example 3.2). Each arpeggiated
gesture ascends from the tonic, contradicting both gravity and magnetism. In m. 2 a stepwise
figure descends toward the tonic, but it does not linger on the tonic for long, moving away from
it in mm. 3 and 4, where an embellished arpeggiation of the dominant triad begins (Example 3.2:
note that passing and neighbor tones fill in what is essentially an arpeggiation of the dominant-
seventh chord). One might argue that a pattern of repeating the arpeggiated gesture has been set
up in mm. 1-2, demonstrating that the music is giving in to inertia. The break from this pattern in

m. 2, however, suggests that the Tempesta Agent intervened to move the passage along. I read
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Table 3.3 — Agents active in Beethoven, Bagatelle Op. 126, No. 2

Agent Active measure(s) | Associated material
Tempesta 14 Tempesta topos, arpeggiated gesture
Oppositional | 5-8 Texture (pedal-tone inner voice that separates a bass and
soprano moving in mostly conjunct motion)
Tempesta 9-12 Tempesta topos, arpeggiated gesture
Oppositional | 13—16 Texture (pedal-tone inner voice that separates a bass and
soprano moving in mostly conjunct motion)
Tempesta 17-18 Arpeggiated gesture
Oppositional | 19-23 Texture (pedal-tone inner voice that separates a bass and
soprano moving in mostly conjunct motion)
Cadential 23-26 Cadential gesture
Cadential 2741 Concealed repetition if motive from cadential gesture
Tempesta 42-57 Arpeggiated gesture
Tempesta 58-77 Tempesta topos, arpeggiated gesture (mm. 66ff.)
Cadential 78-89 Cadential gesture
Arpeggiated Ends on beat one : A
gestures 1 SRR o O 4
JJI; L)} /h —_— . 3
D= zs # £ — .
- 3 A T e A
f__ - -vl/ - i N\ L o | /’/‘\ A\
P et v+ R
S &t

Ends on beat two

Example 3.2 — The actions of the Tempesta Agent in Beethoven, Bagatelle Op. 126, No. 2

(mm. 1-4)

the entirety of mm. 1-4 as under the control of the Tempesta Agent because the tempesta topos is

present throughout and no significant disruption occurs in these measures which might suggest

the intervention of a second agent.

In m. 5, however, a significant change occurs that marks the entrance of a second agent

that I call the Oppositional Agent (Example 3.3). While it would be convenient to describe mm.

126




/"’g—;_ 7J._> .’-\. glc;;

'bb?\‘ i e s s s -7,:#';5,‘3{- ——3
D—4 o % [- s ,?-,.--Ei‘ S —— si@: o
Pedal tone” p r |2 4 L Sus~ B
inner voice = e ’ Y @‘ S

E— — T - ll ‘ @ :‘,hp e o o * il ol
_l}._EDAZ ;'j o ——— =

g: vV 6 1v It’6 Vv

V

Example 3.3 — The actions of the Opppositional Agent in Beethoven, Bagatelle Op. 126, No. 2
(mm. 5-8)
5-8 under a single unified topical designation as in mm. 14, I would instead argue that the most
salient feature that unifies this passage is its texture, which consists of a pedal-tone inner voice
that separates a bass and soprano moving in mostly conjunct motion.*! Naming the agent
“Oppositional Agent,” then, highlights its function in relation to the Tempesta Agent that came
before it: it begins a kind of argument with the Tempesta Agent, an argument that I believe
derails the work.
Like the Tempesta Agent, the presence of the Oppositional Agent is implied by three
categories of intentionality: change of state, unexpected event, and contradiction of musical
forces. Beyond the dramatically different expressive character of mm. 5—8 in comparison to mm.

1-4 that Schmalfeldt and others have noted, two additional musical elements also exhibit a

31 The passage is difficult to categorize under a single fopos, and indeed a single topical designation would
downplay the wonderfully illusive character of the passage. Instead, I believe that a more nuanced view is in order,
one that recognizes that the passage carries traits from multiple topoi. While characteristics from each of these topoi
are present, the passage does not seem to fit any one designation neatly because key characteristics are missing from
each fopos. The possible fopoi I hear in this passage include: Pastoral (tonicization of the subdominant; tonic pedal
in the alto voice; mostly stepwise motion, which often occurs in parallel 6ths), Amoroso (stepwise motion,
descending chromatic half step motion simulating the sigh figure, quiet dynamic), Empfindsamkeit (quiet dynamic,

light texture), Religioso (parallel motion, which becomes contrary motion toward the cadence), singing style (thinner
texture, stepwise motion).
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marked change here. The dynamic changes from forte (mm. 1-4) to piano (mm. 5-8), and the
register becomes higher. While much of the activity in mm. 1—4 takes place in the third octave,
the fourth and fifth octaves are central to the activity in mm. 5—8 (compare Example 3.2 to
Example 3.3). The sudden change in these musical elements invokes the unexpected event
category of intentionality. Moreover, the line in mm. 5-8 ascends from the tonic contradicting
gravity and magnetism. As in mm. 1-2, a kind of pattern is established in mm. 56 that is broken
in m. 7, suggesting that the Oppositional Agent intervened to move the passage along.

The Oppositional Agent creates a half cadence (HC) at m. 8 that represents the central
problem in the work (Example 3.3). The dominant harmony is displaced from the downbeat by
suspensions in the bass and alto voices and by a retardation in the soprano. Rather than landing
on the metrically strong downbeat, the line controlled by the Oppositional Agent seems instead
to continue past the downbeat, only to be interrupted abruptly by the Tempesta Agent, who takes
over the passage by restating the arpeggiated gesture beginning on the second sixteenth-note of
beat two. The half cadence, then, is metrically unstable. It was attempted by the Oppositional
Agent, but it is as if the Oppositional Agent was distracted by its argument with the Tempesta
Agent, who interrupts its thought in m. 8. Performing a metrically strong cadence in the home
key is the central goal of my narrative for this piece, and it is something that will not be achieved
until the end of the work. A close reading of the way in which the agents are implied by the
music, and the way in which their actions affect the music’s progress, has so far revealed a
different central problem than that which Schmalfeldt identifies (described in more detail below).
In m. 9 the parallel consequent begins and the Tempesta Agent repeats its passage from the
beginning of the piece in full. The Oppositional Agent begins a restatement of its passage from

the beginning of the piece, but this time, as Schmalfeldt noted, it affects a modulation toward B}
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major, completing a perfect authentic cadence (PAC) in the new key (Example 3.4). The PAC’s
metric placement is stronger than that of the HC’s: the bass of the tonic chord occurs on the
downbeat of m. 16, but the upper voices are still displaced, forcing the musical motion beyond
the downbeat to stop on a very weak part of the beat. In addition, while the melodic motion from
#2—3 at the HC is one that creates tension, the melodic motion at the PAC from 2—1 is one that
releases tension. Although the Oppositional Agent has managed to create a modulating periodic
structure then, it is one made less stable by the metrical displacements at the cadences.
Moreover, the Oppositional Agent is interrupted by the Tempesta Agent at both cadences. Note
also that the Tempesta Agent’s passages have continually ended on a stronger part of the beat
than those of the Oppositional Agent.

While the number and location of agents in the alternative reading I have presented has
so far agreed with Schmalfeldt, several new details have emerged. The agents are no longer
embodied by the passages in which they are located, but rather the passages are understood as

the results of actions performed by these agents. I have also noted the metrical displacement that
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Example 3.4 — PAC created by the Oppositional Agent in Beethoven, Bagatelle Op. 126, No. 2
(mm. 12-16)
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occurs at the two cadences, and I have more clearly defined the gesture played by the Tempesta
Agent, including the metrical profiles of the right and left hands, something that will become

important later.

3.3.2: Unit 2 (mm. 17-26)

In Schmalfeldt’s reading, the upbeat to m. 17 marks the point at which the rivalry
between her basic and contrasting ideas begins (Example 3.5). She notes that while the basic idea
begins to reappear at m. 17, it is in a transformed state: only the head motive (my arpeggiated
gesture) appears, and it is only stated twice rather than three times. These statements are
separated in time by rests, a stretching in time that weakens their impact. The basic idea has been

so weakened that the contrasting idea is simply able to “reach over” it to complete the phrase

Contrasting idea takes over
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Example 3.5 — Janet Schmalfeldt’s interpretation of Beethoven, Bagatelle Op. 126, No. 2
(mm. 17-26)
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(m. 19).32 One might question why Schmalfeldt associates the material at mm. 19-26 with the
contrasting idea as it is originally manifest in mm. 5-8. To be certain, the texture of mm. 19-22
is similar to that of mm. 5-8. However, the contour of mm. 19-22 is oppositional to that of mm.
5-8, and the quality of tension in mm. 5—8 that is generated by the striving augmented sixth
chord is absent in mm. 19-22, which drive toward a tension-releasing PAC. If the thematic
material in mm. 5-8 represents a manifestation of an agent, it is hard to imagine the same agent
returning without the same thematic material. By arguing that the agents are not embodied by the
thematic material, however, one can attribute passages containing different thematic material to a
single agent as different actions of that agent. While this point may seem like a small distinction,
it has significant ramifications for narrative readings.

My interpretation of this unit initially agrees with Schmalfeldt’s (Example 3.6). In mm.
17-18, the Tempesta Agent’s presence is signaled by the return of the arpeggiated gesture. It
appears as though the Tempesta Agent will now repeat its actions in major, as if continuing to
argue with the Oppositional agent, but now within the parameters set by the Oppositional
Agent’s PAC. The Oppositional Agent is quick to interrupt the Tempesta Agent this time,
resulting in an incomplete statement of the Tempesta Agent’s material, and, as Schmalfeldt has
noted, giving the sense that the Oppositional Agent has the upper hand. In addition to a change
of state as in mm. 5 and 13, the presence of the Oppositional Agent here is also indicated by
theconflict category of intentionality. While a regular four-bar hypermeter had been established
in mm. 1-16, the entrance of the Oppositional Agent at m. 19 disrupts what would have been
another passage in a regular four-bar hypermeter: I read mm. 21-22 as an insertion that serves to

expand the dominant (Example 3.6). I link the passage at mm. 19-22 to the Oppositional Agent

32 Janet Schmalfeldt, “On the Relation of Analysis to Performance: Beethoven’s ‘Bagatelles’ Op. 126, Nos.
2 and 5,” Journal of Music Theory 29/1 (Spring 1985): 7.
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Example 3.6 — Alternative reading of Beethoven, Bagatelle Op. 126, No. 2 (mm. 17-26)

because, as I stated earlier, this passage’s texture resembles that of mm. 5-8. In both cases, a
bass and soprano line are separated by an inner-voice pedal tone.

While Schmalfeldt attributes mm. 23-26 to her contrasting idea, I instead read this
passage as the entrance of a third agent, which I call the Cadential Agent. The presence of this
agent is suggested by four categories of intentionality: change of state, contradiction of musical
forces, gesture, and unexpected event (Example 3.6). First, m. 23 marks a change in texture from
the previous passage. While mm. 19-22 are more contrapuntal in nature, mm. 23-26 are
homophonic. Further, the harmonic rhythm of mm. 23-26 is markedly faster than that of mm.
19-22, the latter of which serves as a prolongation of a single harmony (the dominant). Second,
in mm. 19-21 the Oppositional Agent establishes a melodic pattern of “step up, leap down,” a

pattern that is not continued in mm. 23ff., signaling a disruption of musical inertia. Instead of

132



continuing the pattern, the melody of mm. 23-26 ascends, even skipping past the local tonic,
B)4, in a contradiction of the musical forces gravity and magnetism. Third, mm. 24-26 feature a
figure that, through its repetition at the end of the work, rises to the status of a gesture.*® The
location at which it most often appears in the piece is at a cadence; therefore, I call the gesture a
cadential gesture. The four-note gesture (D—C—A-B)) is defined by a syncopated rhythm in the
melody, and an ascending leap that is followed by descending stepwise motion, the second note
of which is embellished by a chordal skip (Example 3.7). Fourth, the texture of this cadential
gesture is perhaps more ornate than one might have expected given the preceding chorale-style
passage. Instead, one might have expected a cadence like that which appears in Example 3.8. As
if predicting that another metrically displaced cadence may arise, then, the Cadential Agent takes
over in mm. 23-26 to conclude the A section on a metrically strong beat. Note that the length of

the phrase is an irregular ten measures due to the expansion initiated by the Oppositional Agent.

Example 3.7 — The cadential gesture in Beethoven, Bagatelle Op. 126, No. 2 (mm. 24-26)

33 Recall that my definition of gesture is restricted to only those figures that are repeated. Thus, while this
figure is not immediately repeated, the fact that it undergoes significant reiteration later in the piece qualifies it as a
gesture under my definition.
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Example 3.8 — Recomposition of Beethoven, Bagatelle Op. 126, No. 2 (mm. 23-26)

Using the categories of intentionality to analyze agency in this unit, [ was able to
highlight a more satisfactory connection between the appearances of the Oppositional Agent in
mm. 5-8, 13—-16, and 19-22. Moreover, I identified the presence of a third agent in mm. 23-26
who affects a metrically strong cadence, something that the argument between the Tempesta and

Oppositional Agents had previously prevented.

3.3.3: Unit 3 (mm. 27-41)

In Schmalfeldt’s reading, this cantabile section is connected to the previous section via
Schenker’s linkage technique. The cadential gesture of mm. 24-26 is given two concealed
repetitions in the cantabile, which Schmalfeldt shows in her Example 1 (See the solid stems in
my transcription in Example 3.9). She argues that this section represents the contrasting idea in a
cantabile guise, and that the contrasting idea eventually loses control, arriving on the dominant
of the subdominant in a measure that would be hypermetrically “too soon” for a cadence. Indeed,
she notes that m. 32 from the first phrase of this section (mm. 27-34) has been omitted from the

analogous place in the second phrase of this section (mm. 35—41), creating a contracted second
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Schmalfeldt: motivic parallelism of cadential gesture
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Example 3.9 — Schmalfeldt’s reading of Beethoven, Bagatelle Op. 126, No. 2 (mm. 27-42)

phrase.** Although Schmalfeldt links this cantabile section to her contrasting idea, perhaps due
to the concealed repetitions, I argue that this passage is under the control of the Cadential Agent.
The presence of the Cadential Agent is confirmed by the change of state and repetition categories
of intentionality. A change in topos to singing style occurs at m. 27, marked by a clear
melodyand accompaniment division among the right and left hands in the piano, the relatively
limited range of the melody, and the melody’s mostly conjunct contour. Further, the repetition of
the first phrase (mm. 27-34) beginning at m. 35 serves to reinforce the presence of the Cadential
Agent.

Narratively, this passage represents an attempt by the Cadential Agent to create a periodic
structure in which the cadences that end each phrase occur in metrically strong positions
(Example 3.10). The HC at m. 34 is stronger than either of the cadences created by the

Oppositional Agent, but the PAC that would have satisfactorily closed this period at m. 42, a

*Tbid., 11.
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Example 3.10 — Hypermeter and cadences in Beethoven, Bagatelle Op. 126, No. 2 (mm. 27-42)

point that would create a consequent equal in length to the antecedent, never materializes.
Indeed, as Schmalfeldt points out, the second phrase is contracted to become seven, rather than
eight, measures long. It is not clear whether Schmalfeldt reads a HC in the subdominant at m. 41.
In my reading, however, m. 41 represents the point at which one might have expected a cadential
dominant to appear before a strong-beat tonic chord in m. 42 at a PAC. The contraction, then, is
not so much surprising as necessary in the consequent; it occurs to place the cadential dominant
on hyperbeat three in preparation for the PAC in C minor that should have taken place on
hyperbeat 4 in m. 42 (Example 3.10). Had the contraction not occurred, the cadential dominant
would have appeared on hyperbeat four as in the antecedent. Instead of creating the PAC at

m. 42, it is as if the Cadential Agent becomes distracted by the argument between the Tempesta
and Oppositional Agents—an argument that begins to intensify in m. 42 when the Tempesta
Agent makes its presence known once again. What the categories of intentionality allow me to
do in this unit, then, is to identify passages that contain intentional actions that can be identified
as under the control of a particular agent, bolstering the link between the cantabile and the agents

that appeared in the first reprise.
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3.3.4: Unit 4 (mm. 42-57)

Schmalfeldt argues that the silent downbeat of m. 42 confirms the failure of the
contrasting idea to maintain its stability within the mediant. For Schmalfeldt, this unit represents
the basic idea gradually reassembling its forces. In her Example 1, she identifies three stages
where the silences between statements of the arpeggiated gesture are shortened until the basic
idea achieves its original continuous sixteenth-note rhythm within the time span of its original
four measures.*®> Having regained its full strength, in mm. 54—57 the basic idea steals the
chromatic turn figure that the contrasting idea had first presented in mm. 7-8 (Example 3.11).

My alternative reading agrees with Schmalfeldt’s in that this section is under the control
of the Tempesta Agent (her basic idea). Perhaps the most obvious feature of the music that points
to this association is the return of the arpeggiated gesture. While Schmalfeldt argues that this
section represents a strengthening of the basic idea, however, I believe this passage represents
the Tempesta Agent attempting to rearticulate its point, which begins to change from its initial
presentation. This change is signaled by the subtle differences between the way in which the
arpeggiated gestures are presented here in comparison to their original statement in mm. 1-4

(Example 3.12). In mm. 43—49, more silence occurs between repetitions of the gesture than had

Schmalfeldt: basic idea steals chromatic turn figure (see circled notes)

Example 3.11 — Schmalfeldt’s reading of Beethoven, Bagatelle Op. 126, No. 2 (mm. 54-57)

3 Tbid., 12.
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(right hand metric profile)

Example 3.12 — Alternative reading of Beethoven, Bagatelle Op. 126, No. 2 (mm. 42—-57)

occurred previously, although the amount of silence between repetitions will eventually
decrease. The right hand metric profile of the gesture, where the gesture ends on the downbeat of
a measure, is played by both hands, and the left-hand metric profile, where the gesture ends on
beat two of the measure, is absent. The lack of the left-hand metrical profile indicates that part of
the Tempesta Agent’s original argument is missing. In mm. 50-54, the gesture is doubled in the
right and left hands, something that has not happened previously. While Schmalfeldt sees this
doubling as a strengthening of her basic idea’s position, I instead see the change as representing
a loss of the initial message. While the right-hand metric profile dominated mm. 4349, it is now

absent, and both hands play the left-hand metric profile, again signaling a loss of part of the
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Tempesta Agent’s original argument. In mm. 55-57, both metric profiles are restored, but the
hands that play them are reversed with respect to their arrangement in mm. 1—4. That is, the right
hand’s arpeggiated gesture now ends on beat two, while the left hand’s arpeggiated gesture now
ends on beat one. Moreover, the contour of the gestures has changed. In the right hand, the first
three notes of the gesture in mm. 55ff. no longer involve a chordal skip of a third in which the
first and third notes are the same. In the left hand, the overall contour of the gesture descends
rather than ascends. Rather than representing a gaining of strength, these erratic changes in the
actions of the Tempesta Agent indicate that it is losing sight of its original message. Paying
attention to the particular actions the Tempesta Agent performed at the beginning of the
movement in comparison to those that it performs in this unit has provided a level of nuance that
allows us to account for the subtle variances in the different presentations of the arpeggiated

gesture within the narrative.

3.3.5: Unit 5 (mm. 58-77)

The end of this unit marks the structural close of the movement. In Schmalfeldt’s reading,
the basic idea continues to control the contrasting idea’s turn figure. The continuous sixteenth
notes from the basic idea accompany a melody that uses the slowest rhythmic pattern from mm.

38-39 in the cantabile section (Example 3.13). For Schmalfeldt, this juxtaposition represents the

Rhythm from mm_ 38-39 in cantabile section
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Example 3.13 — Rhythm from cantabile section (mm. 57-61)
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moment of direct confrontation between the basic and contrasting ideas. She notes that the
unusually weak metric placement of the tonic arrivals at mm. 73 and 77 strongly undermines the
effect of finality, creating the need for a series of codettas.>® Her argument that both the basic
and contrasting ideas are presented in the same passage in this unit causes her to posit that they
have achieved a synthesis.

In my reading, this section does not represent a moment of direct confrontation or
synthesis between the Tempesta and Oppositional Agents, rather it is entirely controlled by the
Tempesta Agent, who rushes to close the section before the Oppositional Agent can influence the
piece further. Having seen its gesture become subtly altered in the previous unit, one now sees
the original form of the gesture—that is, short durations; arpeggiated contour wherein the first
three notes outline a chordal skip of a third in which the first and third notes are the same; and a
particular metrical profile of beginning on a weaker part of the beat and ending on a stronger part
of the beat— emphatically repeated: the Tempesta Agent has regained its strength, with the both
the right- and left-hand metrical profiles represented (Example 3.14). Invoking the gesture
category of intentionality allows me to identify the continued presence of the Tempesta Agent in
this unit. As Schmalfeldt has noted, the cadences of this section at mm. 73 and 77 occur on
metrically weak parts of the measure, although melodic motion certainly stops on a stronger part
of the beat than that with which the Oppositional Agent’s cadences had stopped in the A section.
The metrically weak cadences here are reflective of the Tempesta Agent’s rush to attain
structural closure before the Oppositional Agent can intervene, but it is ultimately unsuccessful
at creating a sense of finality due to the metrically weak position of the cadences at mm. 73 and

77.

3 Ibid., 16.
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Example 3.14 — Alternative reading of Beethoven, Bagatelle Op. 126, No. 2 (mm. 62-77)

In this unit my reading contrasts with Schmalfeldt’s in that I do not associate the lengthy
note values in mm. 58—65 with the cantabile section (that is, those notes played by the hand that
does not play sixteenth notes in mm. 58—65: right hand in mm. 58-61, left hand in mm. 62-65).
In her reading, this link causes her to interpret the presence of her contrasting idea (my
Oppositional Agent). While I agree that the duration of a half note tied to a quarter note is also
used in the cantabile section, the contour, articulation, harmonic rhythm, and texture are
distinctly different from that which is present in the cantabile section (compare Example 3.10 to
Example 3.15). The cantabile features mostly conjunct motion in the melody, legato notes under
slurred articulations, a harmonic rhythm of one harmony per measure, and a texture in which
there is a clear division between melody and accompaniment: the right hand plays the melody
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Example 3.15 — Alternative reading of Beethoven, Bagatelle Op. 126, No. 2

while the left hand plays the accompaniment. By contrast, the lengthy note values in mm. 58—65
are part of a disjunct passage, with staccato articulations, a slow harmonic rhythm where only
two harmonies appear in the entire passage, and an unclear division between melody and
accompaniment: do the lengthy note values accompany the compound melody created by the
sixteenth notes, or do the sixteenth notes accompany the lengthy notes? These striking
differences between the cantabile and mm. 58—65 prompt me to suggest that Schmalfeldt’s
contrasting idea agent is not present in mm. 58-65.%" Thus, I do not read thus unit (mm. 58-77)
as representing a direct confrontation between the two agents; rather I read the unit as under the

control of the Tempesta Agent.

37 Moreover, in my reading the cantabile is associated with the Cadential Agent rather than with the
Oppositional Agent (Schmalfeldt’s contrasting idea).
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3.3.6: Unit 6 (mm. 78-89)

Schmalfeldt argues that in the coda, Beethoven subtly alludes to the contrasting idea, but
overtly develops the cadential gesture from the end of the first reprise. She states that the failure
of the contrasting idea to assume its original form undermines one’s impression that it is
victorious. In addition, while the basic idea’s sixteenth-note rhythm is no longer present,
Schmalfeldt wonders whether the repeated-note gesture at the upbeats to mm. 86 and 88 could be
a rhythmic augmentation of the basic idea’s arpeggiated gesture. In Schmalfeldt’s view, neither
agent wins. Instead, a dialectic is completed: the codettas represent a confirmation of the
synthesis of the basic idea and the contrasting idea that was achieved in the previous unit. In the
codettas, only residues of their original forms remain.®

Aside from the presence of the cadential gesture, which Schmalfeldt associates with her
contrasting idea (my Oppositional Agent), it is difficult to perceive even residues of the
contrasting idea or basic idea in the coda of this work. In my reading, the cadential gesture is
under the control of the Cadential Agent, and thus evidence for the presence of the Oppositional
Agent is further diminished. Rather, invoking the gesture category of intentionality, I view this
unit as under the control of the Cadential Agent, who steps in to create a more satisfactory sense
of closure than either the Tempesta or Oppositional Agents have been able to achieve. The

Cadential Agent performs its cadential gesture four times (Example 3.16). The first two

. . . . . . . . 6

iterations are accompanied by prolongations of tonic harmony: a neighboring 4 separates root
position tonic chords. The final two instances, however, are accompanied by motion from

dominant to tonic, with the gesture in m. 86 doubled in the bass and soprano. It is as if the

Cadential Agent is simply tired of hearing the argument between the Tempesta and Oppositional

38 Ibid.
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Example 3.16 — The cadential gesture in Beethoven, Bagatelle Op. 126, No. 2 (mm. 78—89)

Agents, and thus emphatically closes the piece. The Oppositional Agent, who caused the failed
cadences in the A section of the piece, is not given the chance to rebut the Tempesta Agent
before the end of the work. In contrast to Schmalfeldt, then, I do not read the piece as a kind of
synthesis. Rather, it falls to the Cadential Agent to bring closure to the piece, something that the
Tempesta and Oppositional Agents were unable to accomplish in the course of their argument.
In this section of the chapter I have shown how my categories of intentionality can be
used to identify the presence of agents within a complete movement from a work. Perhaps even
more importantly, I have established criteria by which one can determine whether actions and
events belong to the same or different agents. Further, I have shown how a careful consideration
of the actions of agents within a narrative can provide nuance to one’s reading. Responding to
claims made by Abbate and Nattiez, I would argue that music can express agency through
intentional actions, and that following Chatman, a narrative can exist so long as agents are

present. In the next section of this chapter, I will consider how an agential analysis can interact
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with Schenkerian analysis in a close reading of Mendelssohn’s Song Without Words Op. 30, No.
6. Before delving into the piece, however, [ will briefly consider how other scholars have

discussed the interaction between expressive and structural modes of analysis.

3.4: Agency and Schenkerian Analysis

There have been several efforts to combine Schenkerian analysis with theories of musical
meaning, including works by Kofi Agawu, Joseph Kraus, and Steve Larson. In Playing with
Signs, for example, Agawu promotes a methodology in which musical fopoi are identified across
the top of a sketch of a given work. As some reviewers pointed out, however, Agawu fails to
consistently address the interaction between the topics he identifies and the sketches he
presents.>® The lack of reciprocity between topoi and sketches in Agawu’s methodology is
perhaps most clearly revealed in his analysis of Haydn’s String Quartet Op. 76, no. 2, which
omits a sketch of the movement entirely. One of the tools Agawu develops as a way to bridge the
gap between Schenkerian analysis and musical expression is something he calls the “beginning-
middle-ending paradigm.” He shows how this paradigm can be coordinated with the Ursatz
(Example 3.17). His occasional discussions of the interaction between this paradigm and the
musical topoi he identifies are more suggestive than those passages in which he simply places
topical labels above his Schenkerian sketches. Indeed, scholars such as William Caplin have

explored this concept further.** William Drabkin, however, is skeptical that the beginning-

39 See, for example, Jonathan Berger, “Playing with ‘Playing with Signs’: A Critical Response to Kofi
Agawu,” Journal of Music Theory 38/2 (Autumn 1994): 295; Vera Micznik, review of Playing with Signs. A
Semiotic Interpretation of Classic Music by V. Kofi Agawu and Music and Discourse: Toward a Semiology of
Music by Jean-Jacques Nattiez in Journal of the American Musicological Society 45/3 (Autumn 1992): 533; Robert
Hatten, review of Playing with Signs: A Semiotic Interpretation of Classic Music by Kofi Agawu and Music and
Discourse: Toward a Semiology of Music by Jean-Jacques Nattiez in Music Theory Spectrum 14/1 (Spring 1992):
90.

40 See William Caplin, “On the Relation of ‘Topoi’ to Formal Function,” Eighteenth-Century Music 2.1
(2005): 113—124. Caplin reaches the conclusion that certain topics imply formal a functional location while others
do not.
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Example 3.17 — Agawu’s beginning-middle-ending Paradigm

middle-ending paradigm has any usefulness at all. With respect to Agawu’s analysis of
Beethoven’s String Quartet in A Minor Op. 132, Drabkin asks “...how does this explanation
enable us to sear the music more coherently? Does invoking the beginning-middle-ending
paradigm make it easier to recognize ‘how [Beethoven] reaches [his] audience’?”*!

In contrast to Playing with Signs, Joseph Kraus has much more convincingly shown how
an analysis of musical topoi can interact with a Schenkerian interpretation.*? Kraus identifies two
topoi in Mozart’s String Quintet in E-flat Major, K. 614: a hunt topic and a more refined melody
(Example 3.18). While the Kopfton could have been understood to appear as early as m. 3 (G5),
Kraus chooses to take the G5 in m. 9 as the true Kopfton because that location represents the

convergence of the hunt topic and the more refined melody. That is, the hunt topic is transferred

41 William Drabkin, review of Playing with Signs: A Semiotic Interpretation of Classic Music by Kofi
Agawu, in Music Analysis 10/3 (Oct. 1991): 386.

4 Joseph Kraus, “Coaching Mozart’s String Quintet in E-Flat Major: Finding the Rhythmic Shape,” Music
Theory Online 15/2 (2009).
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Example 3.18 — Interaction of fopoi and structure in Mozart’s String Quintet in E-flat Major,
K. 614 (after Joseph Kraus in “Coaching Mozart’s String Quintet”)
from its initial appearance in the fourth octave to the fifth octave, where the more refined melody
was first stated. The convergence of topoi provides support for Kraus’s argument that it is the
later G5 rather than the earlier G5 that should be understood as the true Kopfton. The idea that
the expressive details of a work can influence the structural decisions one makes is important to
my conception of the way in which musical agency and Schenkerian analysis interact.
The way in which Steve Larson accounts for both structural and expressive concerns in

analysis is similar to Kraus’s approach in that he shows how an understanding of one domain can
influence the other. While Kraus supported his structural decision with evidence from the

expressive domain, Larson often shows how his analyses of musical motion are consonant with
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an underlying structural framework. One of the driving principles behind Larson’s work is the
idea that listeners often have strong expectations for how they expect a given passage of music to
proceed. Larson argues that the musical forces represent a convenient metaphor to explain the
kinds of expectations tonal music generates, and he likewise believes that listeners expect music
to complete the kinds of hierarchical structures that Schenker describes.*’ He uses Schenkerian
analysis as a convenient tool to show deeper levels of expected motions generated by the musical
forces, something that I will also demonstrate in my analysis below. What Kraus and Larson
demonstrate, then, is that Schenkerian analysis and analyses of the expressive domains of music
can influence one another.

While not drawing on a single theory of musical meaning as Kraus and Larson do,
several other prominent Schenkerians have analyzed texted music, connecting their analyses to
the way in which the music expresses the meaning of the text. These authors have tended to

connect motives and their enlargements and diminutions to events in the text.**

To my
knowledge, however, no one has yet explicitly connected Schenkerian analysis to musical
agency, although Schenker himself makes agential statements in his writings. As Lee Rothfarb
has argued, “Schenker’s Harmonielehre acknowledges the ‘biological urges’ of tones and the

‘force of the scale-step’ that subsumes several chords into one unit.”* Indeed, in Harmony,

Schenker asserts that “tones have a biological urge to procreate, which causes repetition, which

43 Steve Larson, Musical Forces: Motion, Metaphor, and Meaning in Music (Bloomington: Indiana
University Press, 2012), 131.

4 See, for example, Carl Schachter “Motive and Text in Four Schubert Songs,” in Unfoldings: Essays in
Schenkerian Theory and Analysis, edited by Joseph Straus (New York: Oxford University Press, 1999), 209-20; or
Charles Burkhart the analysis of Schubert’s Erlkonig in Charles Burkhart, “Schenker’s Motivic Parallelisms,”
Journal of Music Theory 22/2 (Autumn 1978): 157-59; Burkhart’s analysis was later expanded by Deborah Stein in
“Schubert’s ‘Erlkénig: Motivic Parallelism and Motivic Transformation,” 19”-Century Music 13/2 (Autumn 1989):
145-58.

4 Lee Rothfarb, “Energetics,” in The Cambridge History of Western Music Theory, edited by Thomas
Christensen (New York: Cambridge University Press, 2002), 937.
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raises a musical figure to the status of motive, the basis of all music.”*® Rothfarb also notes that
Schenker’s description of counterpoint in three or more voices exhibits “causalities that increase
in free composition because scale steps have their own logic.”*” As seen in previous chapters,
causal relationships are strongly associated with theories of action. Schenker’s agential language
continues in Free Composition.* In characterizing the structural levels, for example, Schenker
invokes a metaphor that suggests agency: “Just as life is an uninterrupted process of energy
transformation, so the voice-leading strata represent an energy transformation in the life which
originates in the fundamental structure.”* The idea of the fundamental structure as a “life” that
undergoes energy transformations is indicative of the presence of an agent.

Schenker is even more explicit about the idea of the fundamental structure representing
an individual at the beginning of Free Composition: “Origin, development, and present I call
background, middleground, and foreground; their union expresses the oneness of an individual,
self-contained life.”*® Later, he argues that “music is not only an object of theoretical
consideration. It is subject, just as we ourselves are subject.”!

In addition to the suggestion that music is a life force, Schenker often discusses musical
motion in Free Composition, a concept that can imply the existence of a musical agent. He

characterizes the fundamental line, for example as “a melodic succession of definite steps of a

second, [which] signifies motion, striving toward a goal, and ultimately the completion of this

46 Heinrich Schenker, Harmony, edited by Oswald Jonas, translated by Elisabeth Mann Borgese (Chicago:
University of Chicago Press, 1954), 6.

47 Lee Rothfarb, “Energetics,” in The Cambridge History of Western Music Theory, edited by Thomas
Christensen (New York: Cambridge University Press, 2002), 938.

48 One might also note that the title of Schenker’s series of pamphlets, Der Tonwille [ The Will of the Tones]
is itself highly agential.

4 Heinrich Schenker, Free Composition, edited and translated by Ernst Oster (Hillsdale, NY: Pendragon
Press, 1977), 160.

0 Ibid., 3.

S Ibid., 9.
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course.” An important distinction separates Schenker’s conception of musical forces and
energies from mine. As Rothfarb has argued, the musical forces and energies that Schenker
discusses are not metaphors, but actual manifestations within a composition that help govern the
piece.>® By contrast, I view musical agency as a metaphorical interpretation of a given work
rather than as a literal explanation for that composition’s musical motion. Viewing musical
motion as metaphorical rather than literal allows for a greater degree of flexibility in one’s
interpretation since one is not tied to a strict set of principles. It also accounts for alternative
interpretations of passages of music since metaphors are free to change depending on the terms
of the metaphor and the experiences of the listener.

Having surveyed several of the most influential sources for the way in which I view the
relationship between musical agency and Schenkerian analysis, [ am now in a position to
articulate four of the ways in which I believe these two modes of analysis interact:

1. Schenkerian analysis can show the effect of the musical forces on a given passage,

and the musical forces are integral to defining the musical environment.

2. Agential explanations can support connections between motives in the music that are
enlarged, diminished, or concealed, and these connections may form the basis for the
development of an overarching musical narrative.

3. Agential explanations can support structural interpretations of the music, especially in
situations where a given reading is not an obvious choice, or where two readings

appear equally possible and an analyst wishes to advocate for one over the other.

52 Ibid., 4.
33 Lee Rothfarb, “Energetics,” in The Cambridge History of Western Music Theory, edited by Thomas
Christensen (New York: Cambridge University Press, 2002), 937.
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4. The process of arriving at a Schenkerian analysis encourages careful attention to
detail, which, in turn, can help one identify places where a sense of agency is
heightened.

Each of these interactions will be explored in the analysis of Mendelssohn’s Song Without
Words Op. 30, No. 6 that follows. Before presenting my reading, however, I will discuss three
analyses of the piece by Schenker, Poundie Burstein, and Edward Levy in order to demonstrate
how incorporating musical agency can add layers of meaning to an interpretation that is

grounded in Schenkerian principles.>*

3.5: Four Schenkerian Interpretations of Mendelssohn, Song Without Words Op. 30, No. 6

3.5.1: Schenker

An analysis of the entire song with commentary appears in Der Tonwille, with fragments
and a deep middleground graph of the song reappearing in Der freie Satz. Schenker’s graph from
Der Tonwille is reproduced as Example 3.19. Since the goal of Schenker’s analysis in Der freie
Satz is to use the fragments to illustrate techniques in his mature theory, rather than to provide a
detailed analysis of the piece itself, I will refrain from commenting further on these fragments.>®
Instead, I will focus on the key points Schenker presents in his discussion in Der Tonwille.

Schenker concentrates on four key points in his analysis. First, he finds that an interplay

of registers is important to the structure of the piece. He notes that the A3 introduced in the first

>4 The score for Mendelssohn’s Song Without Words Op. 30, No. 6 can be found in Appendix D.

55 In Figure 108/3, Schenker presents a deep middleground graph of mm. 1-43, which is essentially the
entire piece without the coda. This deep middleground structure is largely the same as that which he presented in
Der Tonwille. He uses this graph to illustrate registral coupling and the introduction of dissonance in a consonant
state. In Figure 112/2, Schenker presents a foreground graph of mm. 21-35. This figure is used to illustrate bass
unfoldings, and the addition of a root to harmonize the E-natural passing tone that occurs in the upper voice. The
addition of the root, F4, implies the presence of an auxiliary cadence. In Figure 106/3c, Schenker provides a
middleground graph of mm. 21-36 to illustrate an ascending register transfer in which an F#4 passes through an E#5
to an ES.
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measure resolves to Gz4 in m. 4, and that the D4 introduced in m. 5 resolves to C#5 in m. 7. He

argues that the lower register in each pair of notes belongs to the water, while the upper register

in each pairing belongs to the singer of the song, presumably the Venetian gondolier.*® This
interplay of registers continues in the B section of the piece (mm. 21ff.) where F#4 (m. 21),
which stands for an F#5, passes through Ez5 (m. 29) to ES (m. 33) in an ascending register
transfer. Second, he notes that an apparent contradiction exists in m. 6 in terms of the harmony
that is being prolonged. While the bass clearly participates in a dominant prolongation, the upper
voice plays three notes (A—B—C#) that imply tonic prolongation. Further, Schenker argues that
the motion from D4 in m. 5 to C#5 in m. 7 points to C#5 as the goal of a tonic span in the upper
voice. Despite the dominant implication of the bass, Schenker argues that tonic is prolonged
through m. 6, and he cites the A—-B—C# melodic motion in mm. 11-12 as confirmation that the
earlier instance of the three notes in m. 6 were indeed part of a tonic prolongation. Third,
Schenker notes the surprising appearance of Cz6 in m. 32, but is strangely dismissive of its
presence, arguing that it may be understood as “nothing more than an artistic imitation of the
naturalistic Italian singing style.”>’ This C%6 plays an important role in my own analysis of the

piece. Finally, Schenker notes that two particular thirds are prominent in the piece: A—C# and B—
D. While my sketch of this movement is influenced by Schenker’s, there are several key points

on which we disagree, most of which are attributable to my agential reading of the movement.

36 Note that Schenker does not offer any justification for this reading, although the way in which Schenker
assigns meaning perhaps makes intuitive sense. The water (lower register) supports the weight of the boat and its
gondolier (higher register), a metaphor that aptly captures the way in which Schenker views the bass as providing
harmonic support for the soprano in a musical work. Perhaps more obviously, singers usually sing above (either
literally or hierarchically) the other musical materials.

57 Heinrich Schenker, Der Tonwille, edited by William Drabkin, translated by Ian Bent et. al. (New York:
Oxford University Press, 2004), 148.
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The two other authors I will discuss presently, Burstein and Levy, also take Schenker’s reading

as their respective starting points, though they express two different opinions of his work.

3.5.2: Burstein
Burstein notes that the first pitches of the melody, E&-G# (mm. 3—4), are dissonant with

the bass, but he suggests that one can understand these notes in comparison to a contrapuntal

model.’® His Example 1 is reproduced as my Example 3.20 below. In Examples 3.20b and c,
(a) E#-G# "gondolier's call” motive,
the notes of this motive are
dissonant with the bass.
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Example 3.20 — Burstein’s analysis of Mendelssohn, Song Without Words Op. 30, No. 6
(Burstein’s Example 1): (a) score excerpt; (b)—(d) strict counterpoint reduction and voice leading
analysis

38 Poundie Burstein, “Of Species Counterpoint, Gondola Songs, and Sordid Boons,” in Structure and
Meaning in Tonal Music, edited by Poundie Burstein and David Gagné (Hillsdale, NY: Pendragon Press, 2006), 33.
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Burstein shows the E2 and G# as a lower neighbor and a passing tone, respectively, within a
larger prolongation of tonic. In Example 3.20d, Burstein shows how his contrapuntal model
articulates an interesting way to hear the beginning of Mendelssohn’s song: as a prolongation of
tonic in which the initial tonic note is implied. Burstein’s contrapuntal model forms the basis for

my own sketch of the beginning of this movement.>

3.5.3: Levy

Levy disagrees with Schenker’s reading of the piece from 3, and he provides his own
reading from 5 (Example 3.21). Levy argues that three features favor his interpretation over
Schenker’s. First, 5 receives strong emphasis in mm. 7-10, where it is stated multiple times over
root position tonic chords. By comparison to the emphasis that 5 receives, 3 is largely unstressed
at the beginning. Indeed, the A5 (3) that Schenker chooses as the Kopffon in m. 9 occurs in a
very weak metrical position. Second, choosing 3 as the Kopfton underscores the importance of
the change in harmonization when the melody from mm. 15ff. returns in mm. 37ff. While the

C#s (5s) in the melody of mm. 15ff. are harmonized within a tonic expansion, the C#s in the
melody of mm. 37ff. occur over an elided authentic cadence in the progression ngg—l.

Choosing 3 as Kopfton shifts the focus away from 5 at m. 37. Finally, Levy argues that structural
support for 4 occurs in mm. 35-36 where the subdominant is tonicized. A reading from 3

downplays the importance of this subdominant area.

> Burstein makes two other points in his article: (1) that although the opening melodic figure (m. 6) is
supported by a dominant prolongation in the bass, its motion from 3 up to 5 instead suggests a prolongation of tonic;
(2) that the leap to AS in m. 9 creates a hypermetric downbeat that conflicts with the previously established 4-bar
hypermeter, which would instead suggest that m. 9 is hyperbeat 3. When this leap recurs in m. 39, however, it
coincides with a downbeat in the prevailing hypermeter.
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Example 3.21 — Edward Levy’s 5-line sketch of Mendelssohn, Song Without Words
Op. 30, No. 6

It may be that Levy is responding to Schenker’s dismissive attitude toward 5. Recall that
Schenker undercuts the value of the striking Cz6 in mm. 33—34 when he characterizes that note
as a structurally unimportant imitation of the Italian singing style.® While I agree that an
analysis should account for the degree to which Mendelssohn emphasizes 5, I disagree that this
emphasis justifies reading the song with 5 as Kopfton. The Kopfion is usually the starting point
for numerous descents over differing time spans, such that local descents (Ursatz replicas) as
well as larger-scale descents both occur. Perhaps most detrimental to Levy’s interpretation, then,

is the fact that in his sketch no local descents from 5 occur. In addition to the lack of local motion

60 Heinrich Schenker, Der Tonwille, edited by William Drabkin, translated by Ian Bent et. al. (New York:
Oxford University Press, 2004), 148.
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from 5 in his sketch, at least two other details warrant further consideration. Levy is forced to
read the consequent phrase of the initial period (mm. 15-21) differently when it returns in mm.
3742, without any apparent justification for this change in his commentary: in mm. 15-21, no
descent occurs; in mm. 37-42, however, a final descent from 3 is present, which may suggest

that the consequent’s initial statement in mm. 15-21 should also contain this descent. Levy’s
sketch also appears to prolong 4 through the ngg motion at mm. 37-38, though it is unclear how

such a prolongation is tenable given his insistence that a sketch of this work should recognize the
importance of 5 at m. 37. While Levy’s analysis presents some challenges, his discussion
highlights the fact that although 5 receives emphasis in the piece, its role has been largely

overlooked in Schenker-inspired analyses. My agential analysis seeks to remedy this situation.

3.5.4: Alternative Interpretation Influenced by Schenker and Burstein

Having briefly surveyed Schenkerian interpretations of Mendelssohn’s song by Schenker,
Burstein, and Levy, [ now present an alternative sketch that is influenced by both Schenker and
Burstein (Example 3.22). Since my goal in this section of the chapter is to demonstrate how
agential and Schenkerian analyses interact, I’ll focus on five points in my sketch that will be
important as I discuss my agential reading below: interruption, initial ascent, the location of the
first appearance of the Kopfton, the superposition of C#6 at m. 33, and an auxiliary cadence. Like
Schenker, I interpret 3 as the Kopfton, but unlike Schenker in Free Composition, I read an
interruption at m. 30 where the so-called “gondolier’s call” sounds in the fifth octave at the
loudest dynamic yet. Some analysts may be surprised by my interrupted structure because the

tonic triad does not sound immediately after the interruption, a requirement that William Marvin
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holds as crucial to the spirit of interruption.’! Nevertheless, I will argue below that my agential
reading supports an interrupted view of the fundamental structure.

My reading also differs from Schenker’s in that I show an initial ascent in mm. 1-5 that
leads to the Kopfton in the fourth octave in m. 6. Schenker does not show an initial ascent, and he
takes the first appearance of the Kopfton to be at m. 9 in the fifth octave. My reading is largely
based on the contrapuntal model developed by Burstein. It also allows me to highlight a motive
that becomes one of the defining features of the work, and which plays a crucial role in my
agential reading: the third spanned by A and C#%, which first appears in m. 1 in an inner voice
(labeled “X” in Example 3.22). Instead of highlighting this motive, Schenker reads the A3 in
m. 1 as moving to the G#4 in m. 4. As Levy’s discussion highlighted, the role of the note C# is
also diminished in Schenker’s sketch even though it is so prominent in the music. My sketch
highlights the expressive moment at m. 33 when a trill on C#6 sounds as part of a retrograded
and enlarged version of motive X, which, as I argued above, is first stated in the inner voice in

m. 1. The note C# also plays an important role in my agential analysis.
Shortly after the trill on C#6 occurs, Schenker implies a tonicization of the subdominant
(m. 35) via the addition of the root, F£, in mm. 33-34, something that was not present in his early

analysis of the piece in Der Tonwille, but which appears when he revisits the piece in Der freie
Satz (Example 3.23). Instead, I subsume the subdominant in m. 35 into an auxiliary cadence in
the tonic, completed in m. 39. I will argue that this cadence is motivated by a dissenting agent

whose presence is made evident by the C#6 in m. 33.

' William Marvin, “The Reprise Constraint: Considering Schenkerian Interruption,” paper presented at the
34 annual meeting of the Society for Music Theory, Minneapolis, Minnesota, October 27, 2011.
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Example 3.23 — Schenker’s Figure 112/2: Sketch of Mendelssohn, Song Without Words
Op. 30, No. 6

3.6: Combining Agential and Schenkerian Analyses

3.6.1: The Narrative Frame

The summary version of my intentionality graph appears as Table 3.4 below, while the
detailed version of my graph appears in Appendix E. The reader may wish to refer to both
versions as I discuss the narrative frame for this work. Rather than present a detailed narrative of
the piece, I will instead focus on several points that demonstrate the way in which agential and
Schenkerian analyses interact. Before I embark on that pursuit, however, I will briefly outline the
narrative in which these events take place. A more detailed account of the narrative is presented
in Appendix F. Both Burstein and Schenker have personified the G#4 that occurs in m. 4, and
like Burstein and Schenker my alternative reading also attributes human qualities to the figure in
m. 4. Schenker attributes the G#4 to a singer, while Burstein characterizes the motion from E# to
Gt as the “Gondolier’s call,” suggesting the image of a human figure producing the sound. I
identify the Gondolier’s call as a gesture, and I associate it with an agent that I call the
Gondolier. The call is a gesture for at least four reasons: (1) it is relatively short, (2) it always
spans a third between 7 and 2, (3) both notes occur on relatively strong beats (in other words, it
never creates syncopation), and (4) the notes occur in close proximity to each other—there is

never more than a measure that separates attack points. I prefer to label the call a gesture
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rather than a motive because its characteristic identity relies on a particular metric profile, and it
does not appear in enlarged, diminuted, or concealed forms at deeper levels of structure.®?

The Gondolier’s Call expresses a kind of hopeful longing: hopefulness is suggested by its
ascending contour, while a sense of longing is inherent in its continually frustrated implication of
resolution to the tonic. As I show in my sketch (Example 3.21), the Gondolier’s Call is part of a
larger initial ascent toward the Kopfton, 3, in m. 6. That is, the Gondolier performs the Call to
begin the initial ascent, and thus the entire initial ascent is controlled by the Gondolier. I
associate the Kopfton with the Gondolier Agent, then, since that note is the goal of the initial
ascent. Having reached the Kopfton, the Gondolier quickly pushes upward in a manifestation of a
motive consisting of the third A—C#, which I label motive X in my sketch. The presence of the
Gondolier, then, is indicated by two categories of intentionality: gesture (the Gondolier’s Call)
and contradiction of musical forces (the initial ascent contradicts gravity and the tonic’s
magnetism).

Upon reaching C4, a cover tone in Schenkerian terms, the line appears to become “stuck,”
as if unable to move beyond this Cz. The reiteration of this note in mm. 7-8 invokes the
repetition/restatement category of intentionality, inviting one to interpret the presence of a
second, dissenting agent, who dominates the fifth octave by force of repetition. I call this second
agent a Covering Agent because it becomes associated with the cover tone, C#. The conflict

between the Gondolier and the Covering Agent continues throughout the piece. The Gondolier

consistently tries to initiate a third descent from the note A5 in order to establish its presence in a

62 Recall that in Chapter Two I noted that the terms motive and gesture are not mutually exclusive, but that
in this dissertation two features distinguish gestures and motives: (1) gestures are defined in more generic terms
rather than associated with specific scale degrees, and (2) gestures appear only on the surface of the music, though
they may have an impact on musical motion at deeper levels of structure.
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register higher than that in which it began, but no convincing descents materialize. Instead, the
Covering Agent maintains its control over the higher octave, and the Gondolier’s final structural
descent to 1 takes place in the fourth octave where it originally stated the Kopfton.

The defeat of the Gondolier is signaled in the coda (mm. 43-55) in at least two ways.
First, in contrast to the initial ascent at the beginning of the piece which rose to A, motion from
the final tonic of the Urlinie (m. 43) descends to A (m. 51). The syncopation of the descending
line gives the impression that the motion is reluctantly accomplished, as if the Gondolier is
forced to admit defeat by descending rather than ascending. Second, Burstein has argued that the

Gondolier’s Call is “shortened” in the coda, such that Ez5 (m. 46) does not progress to G£5 as
one might have expected, but instead resolves to the tonic, Fz5 in m. 47. Note, however, that the
resolution to F#5 is delayed by a downward arpeggiation from C#6. The resolution, then, occurs
underneath a covering Cz6, solidifying the dominance of the Covering Agent. Moreover, the
alteration to the Gondolier’s Call strips it of its quality of hopeful longing: it no longer avoids

resolution to the tonic by leaping upward to G, an additional sign of defeat.

3.6.2: The Relationship Between Schenkerian and Agential Analyses

Having introduced the narrative frame for the piece, I will now discuss several of the
ways in which my Agential and Schenkerian analyses have supported one another, adding
nuance and richness to my interpretation of the work. As I noted above in §3.5.4 there are several
ways in which my analysis differs from that of Schenker’s.®® The rationale behind these

decisions can be explained in agential terms. While the initial ascent at the beginning of the work

63 Recall that: (1) I read an initial ascent at the beginning of the work where Schenker does not; (2) I take
the Kopfton to be at m. 6, while Schenker takes the higher A at m. 9; (3) I read an interrupted structure, while
Schenker does not; (4) I identify an auxiliary cadence in the tonic at m. 39, while Schenker implies an auxiliary
cadence in the subdominant at m. 34; (5) Schenker dismisses the C£6 at m. 33, while I highlight its importance.
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is based on Burstein’s contrapuntal model, the implied tonic also allows me to explain the origins
of the ascending motion within the work. That is, the Gondolier Agent is presumed to be initially
at rest, and starting from the stable platform of the tonic highlights this idea.®* When the work
begins, the Gondolier performs the Call gesture, which pushes the music upward.

This initial ascent leads to the A4 in m. 6, which partly explains why I read it as Kopfton
rather than the AS in m. 9, which Schenker takes as Kopfton. There are at least two reasons
Schenker might have chosen his interpretation. First, it allows him to highlight the registral
coupling that he feels is a feature of this piece: he shows how the third A-Fz is articulated in
both the fourth and fifth octaves. Second, when the A’ section occurs in mm. 37ff., only the A
section’s consequent returns, which means that the A4 I choose as Kopfton is not present. While
the idea of A4 as the goal of the initial ascent may not be convincing enough by itself, my
agential reading offers further support for this interpretation. While I agree with Schenker that
registral play is important in the piece, I would characterize the higher register as something that
is desired by the Gondolier Agent, but which is ultimately not obtained. Choosing the lower A4
as Kopfton highlights the register in which the majority of the Gondolier’s descents take place.

Indeed, F#4, rather than Fz5, marks the structural cadence (m. 43), as if confirming that the

Gondolier has not gained a higher registral position. In Schenkerian terms, I would argue that the
fourth octave in which the piece closes marks the obligatory register for the piece—a register

which is obligatory for the Gondolier, but which is not desired.

% Note that this does not mean that every work should begin on a stable platform. If one were comparing
musical motion to the path that a ball might follow as an agent pushes it down the street, one might imagine that the
agent lifts the ball to an unstable starting location above the ground in order to imbue it with potential energy. Under
this analogy, a work whose starting notes are above the tonic may be interpreted as imbued with potential energy
given by an agent who has preemptively lifted the music above that tonic’s stable platform.

164



My assertion that an interruption exists at m. 30 also lies in distinct contrast to Schenker’s
interpretation of an uninterrupted structure. Traditionally, an interruption consists of two events:
the arrival on 2 in the soprano supported by a dividing dominant in the bass and a restatement of
the tonic and Kopfton following the point of interruption. In addition, interruptions are most
often followed by a thematic return, although one can imagine situations in which such a return
does not materialize, such as in a contrasting period in which the antecedent ends with a half
cadence, and the consequent begins on tonic without a thematic return.%® Schenker likely chose
not to interpret an interruption at m. 30, then, for two reasons: (1) because a return to tonic does
not immediately occur after the point of interruption, and (2) because the antecedent phrase (mm.
6—14) from the beginning of the piece is absent after the interruption.

I would nevertheless argue that three factors support reading an interruption at m. 30.
First, half of the formula for an interruption is unequivocally present: the arrival on 2 supported
by a dividing dominant occurs in m. 30. Second, the consequent from the A section of the piece
returns at m. 37, marking the presence of a partial thematic return that only lacks the antecedent
phrase. The absence of the antecedent can be attributed to the Covering Agent, which as I will
argue below, usurps the antecedent’s place. As if supporting the expectation for thematic return
at m. 33, an inner-voice figure that has consistently heralded the return of the opening theme
sounds in mm. 31-32 (Example 3.24). Th