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Metrical Energy - Outline of a Theory

Preface

Metrical time is a primordial phenomenon in mudwetre gives birth to musical time as an
energeticohenomenon characterised by a constant pulsaétwebn tension and resolution. A
melodicenergetic phenomenon (i.e. upward movement asdifileation, downward movement
as resolution) presupposes that the note in qurestiiis note heard now” - at least appears in a
melodic context: perhaps as a peak note, a nétegfibut an interval of a third, marked by a
leap, or something similar. Likewise,@rmonicenergetic phenomenon, such as a dominant
triad’s tension relative to a tonal centre, takesdranted a tonal context in which to sound. A
metricalenergetic phenomenon, though, does not presupgosectual sounding at all! It is
constituted by the very fact that the time we azelidg with is amusicaltime. As such, it also
stands above the Law of Conservation of Energyoiieland harmony draw on this, to enable
what would otherwise be quite impossible: a harm@nogression beginning with a tonic chord,
for instance, can nevertheless set itself in motionits own’, thanks to the fact that the tonic
itself comes on a weak beat. To take another exangnl upwards melodic leap can be an
organically occurring phenomenon, in that it seté fsom a weak beat. It is the metrical-
energetic phenomenon, that is the subject of ttislg the aim being to develop a conceptual
framework for use in uncovering and describing cetecmetrical structures in music.



1. Basic Concepts of the Metrical Theory

First, we provide definitions for a series of sclait concepts that are to be employed in the
forthcoming analysis. These are “purely” schemiatithat they do not in themselves presuppose
anything already audible, but rather constitute esting that sounds can subsequently be heard
in. In short, the schemes schematise sound, eveghtsaufar there is nothing to schematise.

SIMPLE METRICAL SCHEME(def.}!

By a simple metrical scheme (also referred to heras a ‘simple metrical time’) Ma
we shall understand a(n) (in principle infinite)res of points of time, the same
distance apart (...nS, S» Si+1 -)-

Ma -~ T T T T T T T T -~

Ex.1

POLYMETRIC SCHEME(def.}

By a polymetric scheme (or ‘polymetric time’) Mahtwe shall understand the unity of
the simple metres Ma, Mb, Mc ... Mn. The unityscgis in the integration of the
concurrently schematising metres with one another.

Ex.2a shows two simple metrical schemig and Mb. Ex.2b integrates these to form the
polymetric scheme (or ‘polymetric timetjab. We may then say thda andMb areconstituent
metresof Mab.

Ex.2a




ISOMETRIC SCHEME. SPECIAL CASHlef.)

By an isometric scheme Mab we shall understandlarpiric scheme formed of the
simple metres Ma and Mb, for which it is the casieee that every point in Ma is also a
point in Mb, or that the converse holds.

In the polymetric schemiglab in Ex.3, every point itMa is also a point itMb. ThusMab forms
an isometric scheme.

| - o————————

Ex.3

If every point inMa is also a point itMb, Ma can be said to besubordinate timeo Mb, just as
Mb can be said to besauperordinate timéo Ma.

ISOMETRIC SCHEME. GENERAL CASKdef.}

By an isometric scheme Mabc...n we mean a polyntetrece composed of the simple
metres Ma, Mb, Mc,... Mn, where every dual set ofstitient metres, Mx and My,
forms an isometric scheme in accordance with thexifip definition of an isometric

scheme.

Ma - - T T T T "~

Mb - --

Mc -~ -

Md -~ T T T T T -

Ex.4

For example, in Ex.4ylb, Mc andMd make out an isometric scheme, jusMesandMb do. But
Ma, Mb andMc do not. That is, all the constituent metres inifoenetric schem#&labc...nare
linked transitively, so that ¥y is subordinate tM,, andM, is subordinate tM,, thenMy is also
subordinate toM,,. So every point in the superordinate metre isiatpo the subordinate metre,
and this allows us to notate the isometric schelmegaa single axis: the greater the number of
subordinate times at a particular point, the lortbervertical stroke used to mark that point. For
example:



Mde - - T T | T T T - -

In Ex.5, the isometric schenMbcd - formed byMb, Mc andMd in Ex.4 - is notated on one axis.
The simple metrical scheme can be seen as a lasé of the isometric scheme, and as such, in
the following, we can leMn stand for any isometric scheme we choose, witinegessarily
specifying how many constituent metres it has,aw It is composed.

Any point in an isometric schenin - e.g.Mbcd in Ex.5 - can be said to havensetrical
strength and the greater the number of constituent mefoesing at that particular point, the
strongerit will be. We will now turn to a consideration what the implications of this might be.

2. Metrical Strength

We have not heard any sound yet, and the studyetficgal structures need not in principle
involve any specific requirement for sounds, onlygeneral requirement for impulses. An
impulse is something which takes place and is perden an instant — the closing of a door, a
light going off, a gunshot, etc. So sound can lotugted - that is, ndhe sound, but thensetof
the sound. How long it sounds is less importane Fhpulses used in our examples are sound-
onsets from pieces of music.

An impulse instantiated in a metrical scheme ifedaa metrical impulse Schematising can
take place in two different ways:

SIMPLE UNSTRESSED METRICAL IMPULSHKdef.)

A metrical impulse p is said to produce a simples{tessed) metrical impulse in the
metrical scheme Mn, if and only if it specificatlgcurs at a point in at least one of the
constituent metres.

STRESSED METRICAL IMPULSE:

A metrical impulse p is said to produce a stressegtrical impulse in the metrical
scheme Mn, if and only if it specifically occafter or before(i.e. “too late” or “too
early” in relation to) a point in at least one dig¢ constituent metres.

A few comments are needed here. Clearly, every leepuill occur either at the same time as, or
before, or after a certain point in an arbitrarytra®In. But that certainly does not mean that
every impulse is a metrical impulse, whether uissied or stressed Mn. If | bang the front
door at the same time as a conductor in New Yogdnads the first beat of Beethoven's
Symphony No.,3he banging of the door is obviously not an inspuih the metrical time of the
symphony, even if | happen to be watching andrisig to the concert on television. Only if the
banging of the door were to somehow become inséntedthe phenomenon of the symphony
itself - such that the unfolding of the latter lemimehow been “re-composed” as a result of the
insertion of the door-banging - would the impulsednbecome a metrical impulse.



Secondly, whether an impulpdorms a stressed or unstressed metrical impulsniis not a
question of “objective” simultaneity. Even if thepulse appears one thirtieth of a second later
than the metrical point, it forms a simple (unstee§ metrical impulse, as long as it expressly
occurs at the metrical point. Isn’t this to contchdneself? Not at all. When we say that
something “occurs one thirtieth of a second lat@ntthe metrical point”, we are not properly
speaking of the delay as a musical phenomenon,ohdhe impulse as a metrical impulse
(whether stressed or unstressed) in the music.

Thirdly, if an impulse comes “halfway between” two pointdin (see Ex.6), it doesn’t form
a metrical impulse iMn at all. But, occurring there (i.e. equidistantnfrd, andt.,), it could
possibly make a metrical impulse in the derivednistric time, Mn*.

Ex.6

The importance of the metrical accent is well knpdor example in Jazz. It is hardly less
important, albeit less widely recognised, in wasté&uropean classical music. It is not
implausible that the ability of the musical eadtstinguish between, and classify, a wide variety
of dances with the same metre and tempo - evearéeiff conductors’ ways of, for example,
conducting a Viennese waltz - could prove to beaifastation of a sensibility to microscopic
nuances of timing that is linked to the phenomewbrimetrical accent’. A certain ‘note-
fetishism’ has probably been a contributory faétorthe tendency of analysts and pedagogues to
push the metrical accent into the backgrofind.

The phenomenon of simple (i.e. unstressed) meéingaulses can be analysed without any
reference to the phenomenon of stressed metricatlges, but not the other way around.
Accordingly, the study of metrical time begins witie study of simple metrical impulses. And
so, when in the following we use the term ‘metricapulse’ or just ‘impulse’, we are referring
to a ‘'simple metrical impulse’. Moreover, we walhly concern ourselves with polymetric times
insofar as these may be said to be isometric ds wel

3. Metrical Tension

Now energy enters the scene. The scheme will de rii@n just fix points of time. A metrical
scheme, a metre, becomes a dynamo, providing thelses that are schematised with a tension
to be released by a subsequent impulse. The simplesnple is the phenomenon of the
“upbeat”: a note heard on th& Beat in 4/4-time will have a tension in relationthe following
1°-beat. It demands that something happen - typita#lycontinuation of a melody - on th& 1
beat.

We may give the following definition:



METRICAL TENSION (def.)
A metrical impulse p at a point has metrical tension in relation to a poipt if and
only if an impulse attresolves that tensich.

We can now state the following theses:

TENSION THESIS I
Any metrical impulse at a point bas metrical tension in relation to the succeeding
stronger point .

TENSION THESIS II:
The greater the difference in strength betwgemd t,, the greater the tension, and the
greater the energy released in the resolution.

Ex.7 shows the isometric timdab, that we have already seen in Ex.3. The points/i-4 are
strong points, in that they contain bd#ta andMb. The points 2-3-5-6-8-9- ... are (relatively)
weak points, in that they only contdiftb. We find that the impulses at points 2 and 3 liathe
tension in relation to 4, since 4 is the nearestesading stronger point.

®/—\<
Mab - | T T | T T | T T | T -
1 2 3 4 5 6 7 8 9 10 11

Ex.7

In Ex.8 we again havklbcd from Ex.5. The impulses at points 7 and 8 haveitenin relation
to 9. The tension %9 is, however, less than the tension @ since the difference in strength
between 7 and 9 is less than the difference bet&esrd 9.




4. Metrical Perspectivity

We noted at the start that the metrical structofdsne - i.e. metre itself - are schemes, i.eythe
don’t soundin their own right in the course of the mu$iMetrical time is, in a way, like a pair
of glasses: we take no notice of the glasses, fiytad what we see through them.

As we have seen, there are many ways to strutttneemetrically, in principle any number of
ways. But the individual musical moment — here wsib®d as the individual sequence of
impulses — is born into a certgptacein a certairspace in the sense that some metres are more
salientthan others.That a certain metre is salient for a certain seqa of impulses, means that
it is salient for the individual impulses to takiage in that metre. Whether the listener seeks the
near or the distant is his own concern. But if kpegiences the music in a merely receptive way,
he will, all things being equal, encounter the naad only the distant insofar as he seeks beyond
the near. Th@erspectiveemains. What metres are salient to which sequehicepulses? What
are the principles according to which the abovetinaad nearnesds constituted? This is the
next question to be addressed.

We may now state the

PRINCIPLE OF ENERGY:

The more the energy that a sequence of impulses dble to realise in a metrical
scheme Mn, the more salient it is for F to appea¥in.

The less the energy realised, the less saliestfdriF to appear in Mn.

In EX.9 a sequence of impulses is assigned to tlsmeetric schemesla, Mb andMc. If we
allow the impulses (the crotchets - or to be peedise onset of the crotchets ) to occuvim we

see that they all, in accordance with the thestemdion, become charged with tension, but none
of them become resolved. If we allow the impulsedake place irMb — i.e. if we hear the
sequence as schematisedib —then 3-6-9-... are charged with tension and thdtssolved at
5-8-11-... If the impulses take place Mc, then 2-5-8-... are charged with tension that is
dissolved at 3-6-9-... The Principle of Energyabous to conclude that it is more salient for the
sequence to take placeNb andMc than inMa.

1 2 3 4 5 6 7 8 9 10 11
~y ) v ) )y ) )] -
Ma --—r"7""——7 1 T T
Mb --— . . . . - - --
Mc --— . . . . . .

Ex.9



Ma ~°
Mb - | ' | T
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Ex.10

In Ex.10 a sequence of impulses is assigned tasaretric schemesja andMb. The triangles
underneath show something of the tensions involiredwo respects: in terms of horizontal
extension they indicate how long it takes before thnsion-charged impulses come to a
resolution; in terms of vertical extension, theyowhhow much energy is realised in the
dissolution. We see that all the energy is realisetioth Ma and Mb, and we see that every
second tension-charged impulse occurs one crotohietand every other two crotchet units
respectively, before dissolution Ma or Mb. Both schemes operate with three strengths: 1
(weak), 2 (moderately strong) and 3 (strong). Havewhereas the tension of those impulses
occurring a crotchet before the dissolutionMa issues from relations between points with a
strength of 1 and points with a strength of 2,tdresion of the comparable impulsedvb issues
from relations between points with a strength odrid points with a strength of 3. Thus the
sequence realises more energy when schematisktb ithan inMa. Hence, according to the
Principle of Energy, it is more salient for the gsence of impulses to appeartb than inMa.
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Ex.11



Ex.10 may be associated with the rules for mel@dimposition, for example, in the style of
Palestrina. With reference to Ex.11: accordingtemdard textbooks, (i) is less acceptable than
(ii). In (i) the sequence of impulses is “inorgaalig’ related to the underlying metre (i.e. the
metre of the movement), in that this metre is dettical to the metre obviously most salient for
the sequence itself. If the figure from (i) is usd#te minim should - so the textbooks say - be
preferably tied over further to produce a syncapass in (iii).

We could also say something more about this ldst The metrical schemdbla, the metre of
the movement, is given. When the sequence of irepalgppears, the conflict mentioned earlier
arises, betweeMa and the more salient metre for the sequévib&@ With the syncopation and
upbeat structure of figu@ as created by the syncopation, however, the balenestoredMa
now becomes thestablishedmetre and the mosalientmetre for the current musical gestalt.
For only by appearing iNa - not in Mb - does th-figure realise energy.

The following principle demands yet another conctyat of the

WAIT OF THE TENSION-CHARGED IMPULSE:

We say that a tension-charged impulseafts for its dissolution” at all the points in the
scheme not having impulses which (i), are founevéen the point of tension and the
point of resolution and (ii), have the same stréarag the point of tension itself.

This leads to a formulation of the

PRINCIPLE OF DURATION:

The fewer the points over which, and the less tieegy with which the tension-charged
impulses in a sequence of impulses F must wathfar resolution in a metrical scheme
Mn, the more salient it is for F to appear in Mn.

Looking back at Ex.9, we saw that every second Is®is charged with tension, and finds its
resolution, both when the sequence of impulsesapp@ Mb, and when it appears iKic.
However, the impulses iMb must wait for one point to occur before their tason. Thus,
according to the Principle of Duration, it is maaient for the sequence to take placklothan

in Mb.

In the case of the third principle to be addresdbd, impulses are not just something that
“occurs” or “does not occur”: unlike with the Pripes of Energy and Duration, the impulses
here are characterised relative to musical parasetr
An isometric time has three main characteristi8}: every point in an isometric time

constitutes a specific position in a pattern whiebumes and repeats itself; B) every point in an
isometric time possesses the same quality (i.engtin) to a greater or lesser degree; and C)
every point in an isometric time is a possible sitanetrical tension and/or release. But these
structural conditions are clearly not reservedni@tre alone. As far as (A) is concerned: a note
can have a specific position in a pattern that aepéself. In the case of (B): concepts such as
‘strength’, ‘intensity’, ‘significance’, etc’.,may be applied anywhere in a piece of music in a
number senses (of which metrical strength is jng) cand indeed may also in a given context be
heard to correlate with metrical strength itselénCerning (C): a chord in functional harmony,
for instance, may possess harmonic tension andieay constitute a dissolution of such tension.
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Thus it becomes possible to ask whether and in wiainer a particular musical sequence
correspondgo a specific metre.
This brings us to the

PRINCIPLE OF CORRESPONDENCE:
The more ways in which a musical sequence F cooredp with the metrical scheme
Mn, the more salient it is for F to take place imM

We shall now offer examples to illustrate this pijple in terms of the above-mentioned
structural designations A, B and C.

First, let us consider the A-variant (see Ex.Il2)e melody repeats and repeats itself after
every fifth crotchet. As such it may be broughbimbrrespondence with a 5/4-metre. So this
metre, in this case, is more salient than, foraimsg, a 2/4- or a 3/4-metre. (The question is,
whether one of the five possible 5/4-metres hasgey. Presumably, for reasons we will not go
into here, no.1 (from D) or no.5 (from G) are meadient than the other three.)

Ex.12

In Ex.13 too, aecapitulationof the melody takes place with every fifth crotiche this case the
repetition is established, but not carried througth respect to anything else beyond rhythm
itself. Consequently the correspondence with tHendtre becomes somewhat weaker than in
Ex.12. On the other hand, in Ex.13 it is clear tbhae of the five possible 5/4-metres has
primacy: the five 5/4-metres we are dealing withreheare, of course, composed of two
constituent metre©ne of theseesumes — and at the same time carries quasimple metrical
time - the repetition of itself with every crotchethile the seconddoes so with every fifth
crotchet. So the strongest point in the 5/4-me¢é®olnes the point where the metre as such sets
out to repeat itself. (And in general: the heavsint in an isometric time also becomes the
place where the metre as such resumes itself.) sandn Ex.13 the 5/4-metre having strong
points at those places where the melody sets ageptnat itself is given primacy.
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Ex.13

In Ex.14, according to the Principle of Correspanze (A-variant), a 5/4-metre is the most
salient. The Principle of Energy determines theatjwosof the strong beat.
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In sum, we have the

PRINCIPLE OF CORRESPONDENCE. A-VARIANT:

The more clearly and the more the ways in whichdilmation of the parts of a musical
sequence F correspond with the distance betweepdims in a metrical scheme Mn,
the more salient it is for F to take place in Mn.

Next, we turn to the B-variant (see Ex.15). Accoglito the A-variant of the Principle of
Correspondence, a 2/4-metre is the most saliertthBw are the heavy and light beats placed?
There are, of course, two possibilities. Here, ntivement of the music betweérandp is a
movement betweemigher and lower volume. As such, it may correspond with a metre’s
movement between strong and weak beats, i.e. betmees andlessmetrical strength. In the
metreMs, this type of correspondence is realised, sorti@se is the most salient one.
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Ex.15



12

Generalising from this we get:

PRINCIPLE OF CORRESPONDENCE. B-VARIANT:

The more clearly, and the more the ways in whiah-metrical structures of intensity
(loudness, volume, etc.) in a musical sequenceegoond with the pattern of metrical
strengths in a metrical scheme Mn, the more saltestfor F to appear in Mn.

Finally, we come to the C-variant (see Ex.16). Adang to the A-variant of the Principle of
Correspondence, a 2/2-metre is the most salienthésame time, the musical development is
constantly alternating between (harmonic) tensioth @@solution. When this development takes
place in a metre, so that the harmonic tensiotélzed to a weak beat, while the resolution is
attached to a strong beat, the metre will corredpuaith the harmonic development, for the weak
beat is the site of metrical tension, just as gfrbeat is the strong point for the release of
metrical tension. The 2/2-metre, which specificallipws the V-chord to occur on a weak point
and the I-chord on a strong point, is thereforentiost salient metre.

) u a - a a
g -
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Ex.16

Ex.17 illustrates how the correspondence may bestitated harmonically - even when the
chords themselves are absent! The opening cadeasoestablished a tonality according to which
the following “unharmonised” crotchets arrange teetwes as V and I. The 2/4-metre is already
given by the A-variant. But it is the functionalrhenic interpretation of the crotchets that
establishes the strong and weak points in the nvidre

@f




13

Generalising from the above furnishes us with the

PRINCIPLE OF CORRESPONDENCE. C-VARIANT:

The more clearly and the more ways in which themetrical tensions and resolutions
in a musical sequence F correspond with the mdtieasions and resolutions in a
metrical scheme Mn, the more salient it is for Fake place in Mn.

5. Temporality: The Present, Future and Past

So far, we have only studied the metrical perspecin so far as it is established “all at once” -
of the moment - by the music itself. It has merdaden a question of how, in the individual
moment, this or that metrical scheme is more @& $dient by reason simply of what is there to
be schematised, i.e. what is going on musicalhe-garticular structure of the current sequence
of impulses. In most sequences, one metrical scheith®e more salient than any other. We
shall call this the sequencesigenscheme® That is, we have so far disregarded the sequence’s
context, its future and past - or, to be more pecits structural conditions dfiturity and
pastness

In Ex.18 we have (i) first determined tb&@enscheme of the sequenae It is clearly the 2/4
metre with the strongest beat on the crotchet. \Alethis metreMa. We notate the entire
complex “the sequence of impulsesn the metreMa” as Ma/a. (i) Next the example becomes
elaborated, prolonged with yet another series oficbets calle@. B’s eigerschemeMf is not
isometric: it is a simple crotchet metMp is a partial metre iMa. But whenf is heard in and
as a continuation of, Ma (with all three of its values of strength) remamset salient. The
metre is, SO to speak, “inherited” from

That a metre “keeps going” is, in a way, a restilthe definition of the metrical scheme as
“an open-ended series”; but this is not enoughxjgagn why the metre retains its saliency -
remains present - when it is no longere@genscheme.
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It is precisely at this juncture that we needntvaduce the concept girojecting The term
may be used in a broad sense: an invitation tatg patails (in this sense) “projecting” the party.
Any leading note “projects” its own dissolution. dany current metre “projects” its own being
retained as a kind of presence. It is the sequertbat establishes the metvir in Ex.18. But it
is the metre itself that projects its own continséatus as a scheme in which it is salient for the
music to be heard.

Whether listeners actuallyear it this way may, for that matter, vary. It may ti&at you
“didn’t catch the beginning”, “jump off’, “forgetiwhat you have just heard, but that is only
because therns something to forget. The point is, tles long aswve heaf3 as a continuation of
a, wealsoheara’s eigenscheme as the most salient metref¥or

Every moment is met, so to speak, by projectioois fwhat has already occurred. We can say
that the projections are “taken ovetibergenommen The note coming after a leading note is
related to the previous note precisely in the tatteapacityas a leading note, whether it resolves
it or not: it “takes over” the leading note (or teet it takes over the phenomenon of tension
constituted by the leading note). Likewise, ant@vdn remains an invitation whether it is taken
up or not. In Ex.18, theaking overwas positive, the invitation waaken up the projection was
fulfilled: B fulfils Ma’s projection of its own retained presence.

It is not that simple in Ex.19.

@ B
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Ex.19

The first five impulses still haveMa as theireigenscheme, antla projects its own continued
presence. The succeeding series of impugeslates to this - i.e. it takes over the projacti

but refuses to fulfil it. The fifth impulse is clggd with tension, but isn’t dissolved. The sixth
impulse takes over the existing conditions, butsdoet restore the balance with a subsequent
resolution. Nor do the seventh, eighth ... etc. immpslrealise their energy. But if we can speak
of energy that is not realised at all, it meangd the first five impulseseigenrnscheme is still
present. This, however, cannot be causefl ltgelf, which, according to the Principle of Engrg
makesMa less salient thaWp. It is more likely - still adhering to the Printgpof Energy - that

as the sequendegrows longer and longer, so does the amount adalised energy, and hence
the less salient it becomes frto be schematised iNa. (As listeners, we have all been
involved with structures of this kind. If we follothe impulses in Ex.19, we must concentrate,
perhaps even create our own impulses ourselvgsingpur feet, nodding or humming, in order
not to “fall off’ the schemévia. And if there is no special reason not to, soamdater we leave
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Ma, and pick upMp with a feeling of relief: iis the most salient, the most “natural’!) Every
sequence of impulses takes over the previous raksoheme insofar as it - in a manner and to a
degree that depends on the sequence’s own structaleding itseigerscheme - carries on that
scheme. In a generalised form, we have the

PRINCIPLE OF TAKING OVER:
The more salient a certain metre Mn is for the seqe of impulse® as apresent
metre, the more salient the same metre will bgffas a“taken-over’metre.

Along with the Principles of Energy, Duration andrf@spondence, we have found in the
Principle of Taking-over yet another principle foyw a metre becomes salient for a sequence of
impulses. It is just this principle that in Ex.1@ndlicts with the Principle of Energy. That is how
the tension of syncopation arises. As there areenamd more-impulses, more and more
unrealised energy is introduced, and M metre becomes less saliént.

Again, one might ask if “the same thing” couldh& said more briefly and more simply in
psychological terms: “we hear the dominant sevehth)eading note, or, as here, the upbeat, and
imagine or expect a dissolution of tension. Aditthter, we still remember the’Mhe leading
note, the upbeat, and we hear the tonic, the keyrtbe impulse on the strong beat, as a
resolution of the respective tensions, etc.” NoisTenly seems to be simpler, and it is only
briefer because the psychological view implicitlyes the structures that we are making the
objects of study, and which are precisely a pras#gufor descriptions such as the one quoted.
So what is claimed to be “the same thing” is ndiiet “the same” after all.

As far as the Principles of Energy, Duration amafr€spondence are concerned, it is the
present sequence of impulses that establishes #igcahl perspective and defines a single
metrical scheme as igsgennscheme. The schemedsnomentary presende the absence of any
further context. As regards the Principle of Takowgr, the sequence of impulses picks up the
metre “from without”: it takes over the previoustneeand configures it with itsigerscheme in
a synthetic presencdn Ex.19, M is momentarily presentand Ma is synthetically present
while 3 is sounding.

Every present structure “begins” in a way as sgtthlly present. The five impulsesonly
establish an own-scheme when they are synthesisg@d@come one moment. This leads to
further considerations, based on Ex.20. In thiec#se first few semiquavers have a 2/16-
metre as theieigenscheme. But it is unclear where we have the stiaomd) where the weak
points. If we heaf} alone, two metredyi3; andMf3,, are about equally salient. Both group six
semiquavers at a time as 3/8 and 6/16 respectieslg, with the same positioning for the
strongest beatMfB, may be a little more salient thani3;, according to the A-variant of the
Principle of Correspondence, in thdf, places the semiquaver E-A movement in right and lef
hands identically in relation to two of its congént times. On the other hardf; places the
two A’s in the left hand in the same position itat®n to two of its constituent metres.

But in any case, th@-section takes over the-section’s metresiMa; and Ma,, andMp; -
being synthetically present - becomes, all in @& most salient metre f@: Ma; does not
integrate with eitheMay,, M3; or M3,. Ma; is a partial metre o¥3;, but cannot integrate with
MpB.. MB; and M[3; are equally salient asigenschemes. The result is the3; in its synthetic
presence becomes the most salient metrf.for
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So far, so goodMp; is the most salient metre f@. But this holds not just fop. The
movemenitas a wholehasM[3; as its most salient metre. Ihkearthe movement as a whole, i.e.
in one higher momen® (where® =a ..3), | hear a movement in A minor and in 3/8. How can
that be? A metre, which likl3,, is first establishethter, cannot be presenthile | heara? But

both the tonality and the grouping of the impulsgs units of six semiquavers are things that
has picked up frorf.
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Ex.20

Say3 sounds. Whilgl soundsM[; and M[3, are possibleeigenrschemes, just g3 in principle
takes oveMa; andMas,. B, being now present, gets the metre thatow in the past, had as its
present metre. But the other way round holds a& webeing now past, has the metre that the
present- the sounding B has as its present metre. The sequenasgewedsynthetically has had
what3 momentarilyhas. There is no question of taking over, sineesimthesis does not consist
of a connection with anything which is (i.e. whishsounding), but with something that was (i.e.
has sounded). It is not taken over but we might &aywant of a better expression, that it is
“reclaimed”®

The point here is that what we see (hear) right reonot always the same as what later we
saw(or heard. On 28 April 1914, a few hundred people in Sarajgee a murder take place. It is
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the beginning of a world war. No oseeshe beginning, but years later they may rightly tbeat
theysawthe beginning. The everg not the beginning of a war, butbecomegust that. When
we commemorate, say, the"7&nniversary, we reclaim the event as the occasiven it all
began: something it has become after it happengdwas not when it happened. The episode
did not have the sense of “the beginning of as’it happened; iteclaimsit from that which
happendater. In the same way, every sequence of impulsesdgineed by the succeeding
metrical scheme, in that it - in a manner and tbegree that depends on the sequence’s own
structure, including iteigenscheme - picks up this scheme gmatscheme.

Generalising from this, we get the

PRINCIPLE OF RECLAMATION:
The more salient a certain metre Mn is for the seqe of impulse$ as apresent
metre, the more salient the same metre will béfas a“reclaimed” metre.

The Principle of Reclamation is that counterparthi Principle of Taking-over, which in Ex.20
means that, too, in being synthetically present, picks up Aon as the most salient tonality,
and MB3; as the most salient metre. The symmetry seems ete@ut it isn’t: the sounding
music canaspresent take over something antecedent. But @dypastcan it reclaim something
that follows on afterwards.

This is, as on several occasions in the abovagatgpn of two sides of one and the same coin.
But that does not mean that something is beingtsag®, when once would suffice. All the less
so, when the very two-sidedness of the matterns part and parcel of the matter itself.

6. Metrical Ambiguity

We have seen how this, rather than that, metrerbescsalient for one musical sequence or
another, or for one aspect or another of a museglience. There are few principles, but in all its
variety, music lives in these structures, and &éodbgree that it lives by moving and changing, it
also constantly shifts perspective. Thus it overesrthe incompatibility of successive present
metres, as we saw in the previous section. Itasjdver, also possible, based on the momentary
plurality of which music is capable, for varioustmes that are incompatible with each other to
work all at once - i.e. at the same moment - withbair incompatibility being liquidated. On the
contrary, this incompatibility can persist as anoiifig conflict, etc.

In Ex.21 we can, without further ado, attributenamentary plurality to the music. It is
polyphonic, in two parts. The upper voice Hdg the lowerM,, as itseigenrscheme. And
furthermore M; can be said to be salient for the upper vdioethe same reasotmat M; is for
the lower one: it is, of course, the same meloday!t8en, for the movement as a whdle and
M, are all at once - i.e. momentarily - the mostesdland not the most salient as far as metre is
concerned, and the movement pulls in both direstioith about the same force.

As a listener, one can react in two ways: 1) care drop one of the metres in favour of the
other, or 2) one can attempt to maintain both thessences throughout the experience of the
tension inherent in the music. The latter appraachdemanding one, but Sibelius has given the
listener an excellent point of departure, sinceeigms equally relevant to focus on either of the
two layers on account of their melodic equality.
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The momentary plurality that makes possible therigadtconflict in Example 21 is a direct
product of the music’s polyphonic nature. Thus dlity is maintained, independently of the
metres. It is quite otherwise in Ex.22. Here, ¢dhe-bar sequence arranges itself with no trouble
at all (following the Correspondence Principle’svArant) in units of six semiquavers as the
superordinate metre, and with the semiquaver séfiess the smallest subordinate time. On
account of the large intervals separating all tegbouring notes in the sequence, it becomes
salient to always hear the four different notesAdba) in the same place in each 6/16-group, as
four “layers”. But the repetition could, in prindgp start out anywhere, i.e. from any one of the
five notes in the groufy.

Now the phrasing - as prescribed by the composiefines certain groups of notes as being
more closely integrated than others, so that ceqkices in the sequence take on - to a greater
degree than others - the character of being a pldieze a repetition begins. The Principle of
Correspondence (again the A-variant) thereforendsfihe points 1,7,13... etc., as points for the
superordinate metric scheme, and in this Mayappears. According to the Principle of Duration,
Ms as “pure” 6/16-metre is less salient than theveéerimetresMa andMb. Ex.23 shows how
the impulses ifMs, Ma and Mb, although they may realise more or less the samsuat of
energy, do so in such a way that there is a mansiderable wait in the case Mifs. (The points

of waiting are marked with an ‘x’.) This leaveswith the question of which to prefer outidf
andMb.*
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Chopin
Prelude no. 24, D minor
Allegro appassionato
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Ex.22

We can take two points of view. (1) In the firsseaif we keep to Ex.23, we haiv&a as more
salient thanMb. The two metres may have equally many points afimgg but there is more
energy waiting to be realised Mb; the difference in strength between points 5 an&l gfeater
in Mb than inMa. (2) On the second account, however, the A-varidrthe Correspondence
Principle allowsVib to take precedence: the same note, the low D aappé points 1,4,7...etc.

We reached/la andMb, throughMs, by way of a basic respect for the phrase markgign.
The less phrasing is allowed to prevail, the moants 1,7,13...etc. give way to points
5,11,17...etc. as the most salient points for @ardinate metric scheme. The longest note at the
strongest point: that follows both from the Prideipf Energy and the Principle of Duratidvit
is, however, less salient than the derived maéteandMd (cf. the mention oMs in relation to
Ma and Mb above). These are, on the other hand, equallgrdafor the sequence of pure
impulses. If we lend an ear to other musical pataragwe hear that the presence of the note A
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at points 2,5,8..., according to the A-variant leé {Correspondence Principle, malkés even
more salient? But we can also hear that the notes F and A akedi to each other by being two
high notes placedloseto each other at great distancdrom the other, low notes. As such, it is
Md, which - according to the B-variant of the Corm@sgence Principle - becomes even more

salient.

Ex.23

The four metres are all, in different ways, incotitga with each other. The plurality that is a
prerequisite for any talk of incompatibility is tlgafor the most part just a multiplicity of
“aspects” of musical form. We are thus dealing withbiguityrather than with actuaonflict™

Palestrina’s melodies are rich in ambiguities @ #ind. Free of both harmonic rhythm and bar
symmetries, they flow in free lines, constantlyftag the metrical perspective and thus, in
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effect, pushing the phenomenon of metrical enendy the background - all the while using
metre’s own principles of perspective to da"%o.

Ex.24 illustrates this. The three significant roatr formations,Ma, Mb and Mc are eigen
schemes for each of the three musical moments mhdmké&orizontal brackets. Besides this, they
are of course active in “taking-over” and “reclamgi. The ambiguity is especially noticeable
where the metres are already overlapping with edleclr aseigenschemes. Yet another pair of
metrical formations are relevamitd is the movement’s basic 4/2-metre. (The movemeanése
IS not just a postulate arising from the barliner Fstance, the Palestrina style’s principles for
treatment of harmony - especially the treatmergusipended dissonances - constantly throw the
framework ofarsis andthesisinto relief). Finally, the 4/2-metrgle becomes - perhaps not a real
pulse but nevertheless at least a further complicatiothe picture - salient on the basis of the
Correspondence Principle’s A-variant, because efdiking resemblance between the partial
sequences referred to.
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Ex.24

Clearly, with a polyphony of melodies such as thasg mentioned - and especially with
imitative polyphony - we arrive at a vast complgxf shifts in metrical perspective. No listener
can follow all the shifts “at once”. On the othemld, the active, creative listener may still find
new paths through the landscape on each hearing.

Ex.25 has been taken from the beginning of Pahessr “Prima Toni” Mass. Foueigen
schemes have been derived. They are only givepassages during which, in at least one of the
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voices, they are the appropriaigenschemes. Nevertheless both the Principle of Takiagr
and the Principle of Reclamation remain operatiwaking it extremely complicated.

Palestrina
Prima Toni
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Ex.26 is from the first subject of the first movermheof the Second Symphony of Brahms.

Firstly, the harmonic rhythm (i.e. the lower partiefinesMa as the most salient metre. But
the melody line almost instantly constitutdb as itseigenscheme.

The resolution of the dominant in bar 23 mark¢rang beat, as well as the disappearance of
the lower parts, after which identical (octave-tjamsed) six-note groups establidb. Mb and
Mc, without further ado, join together in the 3/2-ned¥ld.

From bar 26, the crotchets gather in groups of,foa. they establish a 4/4-metre. But the
distribution of strong and weak beats is ambigudnsgh Me; andMe; join with Mb, which is
ongoing. As the only note which is consistentlyesed in every group of four beats — and
perhaps also because it is the lowest note — tludfeks itself up as a starting point for the
repetitions and thus as the strongest point indidemetre. That makeble; salient. Me, is
foregrounded on account of its corresponding to thyghm of the underlying harmonic
progression (in D-major: V-\Vv7-I).

In bar 32 all parameters pull the movement backnerdarily toMa. The effect is especially
abrupt in relation tde; andMe;,, since the parameters in question have the affdocating the
first beat of bar 32 as the point of least metrste¢ngth.
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Yet another aspect of this should be mentionedhé opening bars of the first subject, the
gestaltof the falling octave A’s marks a move from a wéala strong point (see Ex.28). When
Ex.26 — coming later on in the same subject — taleshis gestalt once agaiMf becomes
salient and conflicts witivib, as well as wittMd, Me; andMe, of course, all of which havielb
as a constituent metre.

All'in all, many metrical formations are competiagainst one another in this first subject. In
a way, the enduring ambiguity between metrical se®in 2/4 and 3/4 is foreshadowed in the
first bar of the symphony (see Ex.29): the D-C#tliing’ figure has 2/4 as itsigenscheme,
whereas the movement’'s metre, 3/4, does not betbewigenscheme of the movement until
the beginning of the second bar.

Starting from bar 66 (see Ex.27) there is a strettow at the level of quavers - of various
metrical interpretations of ‘turning’ figures aralling octaves similar to those just described. All
in all, an example of extremely concentrated mekenbiguity!
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Johannes Brahms
Symphony no. 2
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7. Some final remarks on the continued developmehthe theory

The analytical concepts and tools outlined herewalbne to approach a number of musical
phenomena quite closely. How close one can get,hawd deep one may go is, however, as
always, first of all a question of the analyst’'sroimnagination and insight.

This article is only intended as an outline. Thetial concepts do not spring from the very
phenomenon of musical temporality itself, as thedamental source of metrical phenomena in
general. Moreover, the inadequacy of the arithraktitme-axis employed here becomes
particularly conspicuous in the section on temptyaéven as the opening sections show how
tempting it is as a basis for developing a fornyatem.

It is not easy to say much about the directionesmity would have to go in that sought to move
beyond a mere outline such as this. Moreover, itasceivable that the phenomenological
foundations of the theory that led us to where w& stand might also have to change direction,
and, along with this, the requirements placed gntheoretical outline itself. But, on the basis of
the foundations laid out here, the road ahead wpudthably lead first to the incorporation of
non-isometric polymetres as a prerequisite for @halysis of irrational metres, and later, |
suspect, to the treatment of stressed metrical lsepu

The polymetric aspect of irrational metres may detnand that much new thought. Ex.30
shows a differentiation between a rhythmically angarmonically determined location of strong
points (i.e. the superordinate metre) in 5/4 tiMa.andMb cannot be integrated isometrically -
neither being a constituent metre of the othert-vixel can easily hear them as the single metre
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Mab: the strong points will then be quite explicitly @qual strength, although there is not the
same distance between them. Differentiatietweenthem in respect of strength, we get either
Mc or Md. Taken harmonicallyMd is the most salient (weak-strong corresponding-th But
the Principle of Duration emphasisée: as upbeats, the impulses 1,6,11 ... etc. needvealy
two crotchets before their resolutionMd. The reinforcing of the upbeat effect arising frime
dotted figure in the melody also pulls in this diten (and incidentally contributes to the strange
“waltz-like” effect of the movement).

Tchaikovsky
Symphony no. 6
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The article was originally presented as part ofiesits in musicology at the University of
Aarhus, in 1973. Having had occasion to work mdosaly with musical temporality in
later years, | now feel able to suggest a bettprageh to this issue in the latter half of the
article. Accordingly, | have edited the text slightbelieving that | have become a little
wiser; on the other hand, some things are lefttared, even though | believe | am slightly
wiser, or, in some cases, because | am in fact tienwiser.

Notes

! The term ‘metrical scheme’ is reserved in normedge for that which will subsequently be
referred to in this text as an ‘isometric scheme’.

2 The metrical accent cannot be notated - at leastwith the apparatus available today.
Syncopations can be notated, and one occasioredl/metrical accents notated as syncopations.
But of course metrical accents are not at all Hreesas syncopations.

% The definition is of course - and has to be -utag in so far as the phenomenon that should be
defined first is the structure of tension and regoh taken as a whole.

“ Nor do the impulses, strictly speaking: impulses defined as thensetof that which sounds.
See p.3.

> Compare the account given by Husserl of how a ession of experiences becomes an
experience of succession.

® In the examples, shaded triangles mark releaserggnunshaded triangles mark unreleased
energy.

" Together with the possibility of predicating mareless of such qualities.
8 Or ‘own-scheme’; the analogy being with the temigénfrequency’.

° As listeners, we do not experience this step-wis®lling of the performance. We are either
“joining in” or “not joining in” with Ma.

9 The moseloquentterm would be ‘recapitulation’, but in the wordtsost literal sense as a 're-
taking-up’ or ‘re-sounding’, whether as in the “Gjagelsen” of KirkegaardComplete Works
Vol.5, Gyldendal: 1962) or as in Heidegger's “digederholung”, as the designation of the
structure of pastness in the proper mode of besegn(und Zejt88 68b, 74). But that is not how
the wordsoundstoday, and maybe especially not to musicians, gstowhom it means simply
doing the same thing twice.

' In Vorlesungen zur Phanomenologie des inneren Zeitb&®einsHusserl introduces the
notion of projections into the past and the futarethe part of consciousness: retention and
protention. InSein und ZejtHeidegger inquires about the structures of tealppritself that
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make such projections possible. The general tehtheotreatment of temporality here is more
Heideggerean than Husserlian. That may make aaoess difficult, but not, | feel, more
difficult than time in music actually is.

12 The following bars illustrate the fact that thisthe beginning of a four-part sequence.
However the subtle metrical ambiguity is then qoiershadowed by the melody of the right
hand.

13 Here we are disregarding the fact th&t is also the 6/8 time signature. This, of courseyyi
no means unproblematic. Barlines and time signataee also implicit prescriptions for
accentuation and dynamics - and were perhaps euvesn so in Chopin’s era.

4 Insofar as the crotchet notation of the low A ilves an emphasis of this note, the “opposite”
meter — the one with 2,8,14....etc. as strong pand 5,11,17....etc. as moderately strong points
- also becomes salient. (Cf. The B-variant of tleer€pondence Principle.)

1> Whether Chopin “deliberately” composed in the figh this conflict or not is not relevant in
this particular context. But Chopin is — next tch@ert and Sibelius — one of the composers
whose works most often contain metrical tension amdiguity. (The Prelude in G-sharp minor
is quite unique in this regard.) The explicit ctat notation of the low A in the accompanying
figure (Ex.22), and the fact that the fourth serampr note restates the low D in the bass register
(i.e. in the second octave below middle C) ratihantrepeating the A or moving to the D an
octave higher - both of which would be more natin@in the point of view of piano technique -
is this prelude’s own indication of the phenomehanetrical conflict at work in it. One could
add that it is precisely the fact that the low @rfeng as the fourth semiquaver) has to be
“fetched” with the fifth finger, while also leadintgrough to the high A, that causes the low note
to receive an “emphasis” as an involuntary consecgi®f the nature of the movement required
of the hand itself. One only has to sit down atglao and play the figure to see this!

1% |n Palestrina's time, metrical structure was grsierging as a way in which metrical tension
could be organised. Nevertheless, the melodic lafesocal polyphony show an unmistakeable
sensitivity to this tension in respect of theiri8irg to avoid metrical consistency (and the
powerful play of forces that comes with the latter)order to give themselves over to “pure”
melody. Indeed, it is surely worth wondering whatuhd have become of suspended dissonances
if the phenomenon of harmonic tension had not lexgificitly linked in this more general way to
that of metrical tension.



