Postmodern Conceptsof Musical Time

Jonathan D. Kramer

While postmodernism is a difficult concept to define rigorously, it
is possible to characterize postmodern music by the some or al of the
following traits. It

1 isnot simply a repudiation of modernism or its continuation, but
has aspects of both,

2. is, on some level and in some way, ironic;

3. does not respect boundaries between sonorities and procedures of
the past and of the present;

4. seeksto break down barriers between "highbrow™ and "lowbrow™
styles;

5. showsdisdain for the often unquestioned value of structural unity;
6. refusesto accept the distinction between elitist and populist values;

7. avoids totaizing forms (e.g., does not allow an entire piece to be
tonal or serial or cast in a prescribed forma mold);
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8. includes quotations of or references to music of meny traditions
and cultures;

9. embraces contradictions;

10. distrusts binary oppositions;

11. includes fragmentations and discontinuities;

12. encompasses pluralism and eclecticism;

13. presents multiple meanings and multiple temporalities;

14. locates meaning and even structure in listeners, more than in
scores, performances, or Composers.

Certain of these characteristics stand out as particularly relevant to
the time structures of music and music perception: we should expect
postmodern musica time to be created at least as much by listeners as
by composers, to differ from one listener to another, and to be
fragmented, discontinuous, nonlinear, and multiple. The notion of the
multiplicity of muscd time—tha music can enable listeners to
experience different senses of directionality, different tempora
narratives, andlor different rates of motion, al simdtaneously-is
indeed postmodern.

This paper will consider multiple musicd time in three works from
the past. 1 am not labeling Beethoven's String Quartetin F Major, op.
135, the finale of Mahler's Seventh Symphony, or lvess Putnam's——
Carp as postmodern works, but rather saying that they contam——
temporal structures which can be understood as postmodernist #———
today's cultura climate. This apparent historical anomay —works
composed prior to the modernist period being put forth as having
postmodernist characteristics—is possible if we understand post-
modernism as an attitude more than as a historical period. The "post"
in "postmodernism” thus means not so much "chronologically after"
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as "a reinterpretation of"" modernism.’

To agreater extent than in music that | would not comfortably align
with thetraitsof postmodernism listed above, these three compositions
locate their temporal structures in some ways in the listener. | am not
trying to show how the music objectively is, but rather to suggest how
postmodern listeners may understand itstemporality. | of course do not
mean to imply that the music does not matter to the listener: structures
that are objectively in these pieces suggest a multiple-time hearing of
them. The temporalities | am describing come from an interaction
between these structures and a postmodern listening stance. If this
sounds a hit like a blurring of the distinction between piece, analysis,
and perception, | accept that as a g~intessentiallyostmodern attitude.
I will describe the pieces as they may be constituted in the postmodern
mind. This mental representationisinformed by the objective nature of
the music, by concepts of postmodernism, by who the listener is, and
by the various performances the listener may have heard of this music.

Before turning to the piecesby Beethoven, Mahler, and Ives, | want
to discuss a specia type of temporal multiplicity that | call "multiply-
directed time." My book The Time of Music definesa multiply directed
piece as one "in which the direction of motion is so frequently
interrupted by discontinuities, in which the music goes so often to
unexpected places, that the . . . [sense of linear mation through time],
though ill a potent structural force, seems reordered.™

The book offers the following hypothetical example, based on

'AccordingtoMasud Zavar zad eh ng Donald Morton, theprefix'certainly doesnot
mean 'after,’ since such an understanding of it will take us back tohistory as'progress
again. . . . If onetakes '(post)' in the sense of an 'after,’ one hasposited a traditional
notion of history based upon "period’ —a unique, homogeneous segment of time which
in its totality rgp& the 'spirit of an age’ Qnly traditional modernists read
@ost)modernism in thisway. . . . Those who oppose such a progressive, linear notion
of history and believe that higtory is in itself a problematic issue (since it is only a
representation .. .), regard '@s)’ to be a sign of 'reading,’ interpretation, and
"textuality.' For these, @st)modemism would mean there-reading or textualization of
modernity." See llreory, (Post)Modem.ry, Opposition: An " Other" Introduction to
Literary and Cultural Theory (Washington, DC: Maisonneuve, 1991), 108.

2Jonathan D. Kramer, TheTime of Music (New York: Schirmer, 1988). 46.
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suggestions Karlheinz Stockhausen made in his composition seminars
at the University of California, Davis, in 1966-67:

Passage A grows softer. Passage B, which is pianissmo, can
function as the god of passage A even if B does not follow A
immediately. Suppose furthermore that A is also becoming more
dense texturally. Then either passage B (soft and, let us assume,
sparse) or some passage C (loud and dense) can serve as a goal of
A. Passage A progressesin two directionsat once, either of which
may or may not leed immediately to agod. | am suggesting not only
that some passages can progress in more than one direction at once
but also that their continuationsneed not follow them directly. When
some processesin a piece move toward one (or more) goal(s) yet the
goa (@is (are) placed elsawhere than a the ends of the processes,
the temporal continuumis multiple.3

This hypothetical structure depends on what might be caled the
""parametric concept.” A number of modernist composers in the mid-
twentieth century thought of the various parameters of music (e.g.,
duration, pitch, register, timbre, loudness, etc.4 s separable. Thisidea
lies behind "total” or multi-parameter serialism, in which each
parameter hasits own construction (actualy, the same serial structures
often govern many parameters, so that the theoretical independence of
parameters was used to render them isomorphic). Once listeners
understand loudnessand textural density, for example, as independent,
they can comprehend each of these parameters as providing its own
sense of direction.

Thus far, | have presented these ideas as essentially modernist: a
structuralist attempt to redefine musical temporality by creating
independent structures in different parameters. But there are
undercurrents of postmodernist thinking evident as well, because what

*Ibid.

4Different composers had different concepts of the basic parameters. Some
differentiated between the inherent parametersof sound and the particular parametersof
agiven passage or pece
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the parametric concept actually does is deconstruct the previously
holistic idea of musical structure. Thus, | will offer a parametric
analysis of a proto-postmodern work—the finale of Mahler's Seventh
Symphony —whichtries to show how that movement can be understood
as temporally multiple: each of five parameters has its own quasi-
independent structure. The five tempordlities, | will argue, operate in
counterpoint with one another, creating—at least for this particular
postmodern listener—a richly multiple time sense.

__Gestural Time in Beethoven's Quartet op. 135

But first, Beethoven. The first movement of his Quartet op. 135
uses musical time as material as well as context. The music not only
unfoldsin time but also unfoldstimeitself. Its meaning (at least for me)
depends on a re-ordered linearity created not by the performers and
perhaps not even by the composer but mentally by the listener. It may
take a postmodern sensibility, more likely to be understood and
articulated in the late twentieth century than earlier, to understand such
temporal manipulations. It may well be that they can be understood and
experienced as postmodern only in an age of postmodernism. Or, more
carefully put (since the idea of a "postmodern age" would make
postmodernism into a historical period), the postmodernism of such
works resides not in the music but in the way listeners (and critics and
analysts and performers) understand them today. They have become
postmodern as we have become postmodern.

My book The Tine of Music analyzes the Beethoven movement,
among other works, to show how the linearity of musical time is
deconstructed. It is relevant to the present discussionto summarize and
recast this analysis as a postmodernist view of the movement.5 Piece
time (i.e., the normal succession of events) is contradicted by what |

"\Men | first published thisanalysisin 1973, 1 thought of it asa modernist view o
aclassical-periodpiece. Returningto it nearly twenty-fiveyearslater, | now undergand
my ideas on this movement as also postmodernigt. The origina publication is in the
artide "Multiple and Nonlinear Timein Begthoven's Opus 135" Pergpettivesd New
Music 11, no. 2 (1973): 122-45.
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call gestural time, in which temporal function is created not by the
order of events but by their conventional profiles. For example, I
consider a definitive cadence to be final in gestural time, whether or
not it falls at the end of a performance in piece time.

One such cadence occurs in m. 10. It is possible to understand this
gesture as a final cadence, despite its appearance early in the temporal
continuum of the movement. This gesture (see example 1) has the
impact “of a final cadence. It feels like, and has the shape of, an
ending. In a certain sense, then, it is the end. ”® In piece time mm. 1-10
do, obviously, constitute an opening. But, in terms of gestural time, the
movement does end in m. 10, because m. 10 is the place where we
hear what we recognize as a final cadence. We subsequently move
through piece time to discover the content of the movement that has just
“ended” (in gestural time).

Piece time is diachronic: a piece unfolds note by note, gesture by
pesture, phrase by phrase. Gestural time, however, is synchronic: a
final cadence is recognized as such no matter where in the piece it
occurs. Judy Lochhead’s excellent analogy for the difference between
piece time and gestural time is worth quoting again:

After rising, one usually eats breakfast. This meal may include
coffee, eggs, toast, etc. The act of “eating breakfast” is usually
associated with the morning, but it is possible to “eat breakfast” at
any time of day. The phrase has two meanings here. First, it may
mean eating a meal in the morning [piece time]; second, eating the
types of food associated with the morning meal [gestural time]. The
sort of meaning which is determined by and strictly tied to temporal
place-context . . . [is exemplified by] “eating breakfast” in the
morning, no matter what is actually eaten; that which can be
separated from its original and defining temporal place-context while
still retaining part of its original significance . . . [is exemplified by]

The Time of Music, 150.
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Example 1. Beethoven, String Quartet in F Major, op. 135, first
movement, mm. 1-10, leading to a “final” cadence
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cating the foods associated with the morning no matter what time of
day.’

The Time of Music’s suggestion that the ending of the movement
occurs in the tenth measure is a postmodernist idea. It postulates a
multiple temporal continuum, with two separable orders of succession.
One order depends on the succession of musical events as heard in
performance, while the other depends on conventlonally defined
gestures that carry connotations of temporal function (beginning,
ending, climax, transition, etc.) regardless of their immediate context.
Such conventions are more clearly and thoroughly defined in tonal
music (and, in particular, in classical-period tonal music—they form,
for example, some of the “topics” of Kofi Agawu’s semiotics of
classical music®).

My analysis of Beethoven’s Opus 135 separates gestural function
from gestural placement. This separation depends on an absolutist view
of function: I would call the cadence in m. 10 final no matter where it
appeared. Gestural meanings interact with contextual meanings: m. 10
is gesturally a movement cadence but contextually an opening phrase-
pair cadence. Measure 10 is not simply or solely an ending. There is
disagreement between the inherent function of an ending gesture and the
fact that it is encountered in a beginning context. The difference is
between time as used (piece time, governed by the inevitability of
succession and the syntax of tonal progression) and time as portrayed
(gestural time, as suggested by inherent temporal functions of gestures).’

My multiple-time analysis further suggests that m. 9 leads directly
to m. 25 (see example 2). That I understand m. 25 continuing from m.
10 does not contradict my assertion that the movement ends (in gestural
time) in m. 10. The first theme group thus contains a paradox: an

"Judy Lochhead, “The Temporal in Beethoven’s Opus 135: When Are Ends
Beginnings?” In Theory Only 4, no. 7 (Janvary 1979): 4.

'See Kofi Agawu, Playing with Signs: A Semiotic Interpretation of Classic Music
(Princeton, NJ: Princeton University Press, 1991).

The Time of Music, 152.
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Example 2. Reconstruction of Beethoven, String Quartet op. 135 ﬁrst
movement, showing first continuity in exposition
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ending gesture near the outset is followed by an interior arrival.

Appropriately, this multiply-directed movement contains a second
continuity intertwined with that shown in example 2. Measures 10-14
gesturally seem to begin a new section (though in piece time it is too
early for a new section). Example 3 shows this virtual passage in
gestural time.

Example 3 is neither earlier nor later than example 2. These two
examples represent different time-frames, each progressing from its
own past to its own future, without either time-frame being earlier than,
simultaneous with, or later than the other.!°

1 conclude my analysis in The Time of Music with some
observations that in essence show how disagreements between gestural
time and piece time are postmodern is spirit. Since musical time exists
within listeners, there are other species of temporality beyond the
simple moment-to-moment succession that I have been calling piece
time. Gestural time is one of those species. I do not of course believe
that anyone literally experiences gestural time. Rather, we understand
when a gesture seems to be misplaced in piece time, and we await the
consequences of this misplacement. Eventually, we may come to
understand in retrospect that the gestures of the piece imply virtual
continuities quite different from those heard in piece time. I call these
continuities “virtual” because they do not exist objectively “out there”
in the music, but rather they exist where all music I hear exists: in the
mind.

Temporal Structures out of Phase: the Finale of Mahler’s Seventh
Symphony

The finale of Mahler’s Seventh Symphony provides an additional
context for hearing postmodern multiple temporality in tonal music.
Like the first movement of Beethoven’s Opus 135, it contains gestures
(notably V-I cadences, suggestive of section endings) that do not
function in accordance with the structural conventions they invoke.

%See The Time of Music, 154-57, for a discussion of some of the decisions that led
to the construction of examples 2 and 3.
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Example 3. Reconstruction of Beethoven, String Quartet op. 135, first
movement, showing second continuity in exposition




2

xample 3, continued
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And, like the Beethoven movement, it is a piece that once proved
difficult for many listeners'! but that today, when the postmodern
impulse in music is widely recognized, begins to make a lot of sense,

Mabhler called the movement “Rondo-Finale,” and, indeed, if
exhibits a rondo-like structure. In 2 more normal rondo, thematic
returns would coincide with moves back to the tonic, which would
usually be underlined by V-I cadential articulations. In the Mahler
movement there are returns of the rondo thematic material, which may
or may not begin with the first rondo motive; returns to the tonic,
which may or may not coincide with V-I progressions; returns to
diatonicism after chromatic'” passages; and returns to metric regularity
after passages in which the hypermeter is uneven, and/or the heard
meter conflicts with the written meter, and/or different contrapuntal
voices project different meters simultaneously, and/or the meters
alternate between duple and triple.

What is particularly interesting in this movement, and unsettling,
and in my view postmodern, is the manner in which these various
returns rarely coincide. If a progression back to the tonic has
articulatory power, particularly when it coincides with a V-I cadence,
then why should it not coincide with a reappearance of the rondo
theme? The reason is that the movement questions formal structuring
by means of coinciding harmonic, tonal, and thematic recapitulation.
One of the principal structures of tonal form—recapitulation, as
supported in several musical parameters—is overthrown. This is not the
kind of overthrowing of all of tonality that was soon to emerge in the
works of Schoenberg and Webern, however. Their invention was

"james Zychowicz explains that some of the finale's first reviewers were quite
enthusiastic, but subsequent critical opinion was quite negative, until relatively recently.
See “Ein schlechter Jasager: Considerations on the Finale to Mahler’s Seventh
Symphony,” in Zychowicz, ed., The Seventh Symphony of Gustav Mahler: A Symposium
(Cincinnati: University of Cincinnati, 1990), 98-106. .

In this analysis I use the word “chromaticism” in a restricted sense. I consider any
passage with chromatic alterations, even if they are simply members of secondary
dominant chords, to be “chromatic.” Passages with no chromaticism are considered
“diatonic.”
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modernist, while Mahler’s was, paradoxically (since it occurred
earlier), postmodernist. He did not eschew tonal, thematic, or harmonic
return. He used them, but in ways that compromised, redefined, and
deconstructed their traditional meanings and functions. In a postmodern
manner, he used history to destroy history. He used tonality to destroy
tonal form. He thereby made tonal form not the structure of this
movement but its topic. He created a narrative in which the characters
are tonality, harmony, and theme (nor particular themes, but the general
concept of musical theme). Tonality operates, but without the crucial
component of dominant support. Harmony operates, but fundamental
root movements sometimes do and sometimes do not have truly
articulatory impact. And themes certainly exist. They abound, in fact.
Because the rondo theme often starts at some point other than its
beginning, however, thematic recapitulation is compromised. And
because certain motives migrate from one thematic group to another,
thematic identity is also compromised.

Let us look at some instances of out-of-phase structures. (1) The
final return to C major occurs at m. 517 (see example 4). There is little
impact at the instant of arrival, even though the music has been away
from C major for quite some time. With no preceding dominant, the
arrival harmonies (beginning with an appoggiatura IV) take place over
a V pedal; the dynamic is soft; the material is not from the rondo
theme; and the scoring is strings only—not exactly what one would
expect at a major structural articulation. A few measures later, at m.
538, the rondo theme does return, with root-position tonic support,
strong brass and woodwind scoring, fortissimo dynamic, and clear
harmony (although still no preparatory dominant). Even this close to
the end, the music is out of phase: the tonic key returns at m. 517,
while the root-position tonic harmony and rondo theme return at m.
538.

(2) Consider the rondo return at m. 120 (example 5). Thematically
it would seem to be a major articulation: the rondo theme returns, with
the original motives from m. 7 presented at the outset—although there
are certainly changes. This return would seem to be more definitive
than the previous one in m. 79, which begins not with the initial rondo
material but with the second phrase. Furthermore, at m. 79 the music
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Example 4. Mahler, Seventh Symphony, finale, mm. 50643
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Example 4, continued

Example 4, continued
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Example 4, continued
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moves suddenly from Ab major to C major, while in mm. 84-87 there
is a strong cadential progression in C. Tonal return (m. 79) is out of
phase with cadential arrival (m. 87). Soon (mm. 116-20) there is a still
more pointed progression in C: V/V/V/V/V to V/V/V/V to V/V/V to
vi® (a sidestep) to V/V to V to I. The downbeat of m. 120,
furthermore, coincides with a move from chromaticism to diatonicism.
Thus m. 120 seems to be a major articulation, a strong arrival. But it
does not feel that way, because—despite the directional harmonic
progression to I in C—the tonality has not really been away from C
major since before m. 79, and the V-I cadence in mm. 119-20 simply
echoes that in mm. 86-87. Notice that the apparent D major in mm.
106-15 is too brief, and too clearly V/V in C major, to be heard as a
tonal contrast. Tonally the big return is in m. 79, after the Ab major
passage, although it is not supported by a V-I cadence; there are two
V-I cadences (mm. 87 and 120), neither of which marks a tonal return;
thematically the big return is in m. 120. The tonal and thematic
recapitulations are therefore out of phase, both with each other and with
the two V-I cadences. As a result, the sense of formal articulation is
compromised, and along with it the meaning of rondo form and of tonal
structuring.

(3) There is a big half cadence in m. 367 (example 6). The music
subsequently resolves this V to I in m. 368. This gesture is so blatant
that it oversteps the bounds of even this all-permitting movement. It
parodies, or deconstructs, tonal cadence: it is one, but it does not
function as one. What, indeed, does this obvious V-I articulate? Not a
rondo return (which occurs a few bars earlier in m. 360) and not a
tonic return (the music is in Bb major) and not even a modulation to a
fresh key (the music has been in Bb since m. 360). The move to Bb
occurs with the rondo theme at m. 360 (without V-I cadence), while the
big V-I progression occurs eight bars later, out of phase.

These out-of-phase thematic returns, tonal returns, harmonic
cadences, re-emergences of metric regularity, and returns of
diatonicism are a few among many instances of multiple time structures
in the movement. There are places, however, where these elements are
partially in phase, where some of them do occur together. When some
elements cooperate, the result is not, as might be expected, a major
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Example 5. Mahler, Seventh Symphony, finale, mm. 76-123
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Example 5, continued
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Example 5, continued
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Example 5, continued
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structural downbeat, but rather just another contrast, another juncture,
which happens to involve some coordination among the elements. This
happens because all of these parameters never work completely
together. Some element always contradicts the others, always seeks to
destroy whatever sectional articulation the others are creating. The
temporality of this movement is thus deeply multiple.

A V-I cadence robbed of its structural implications provides one
kind of irony. Thematic returns, tonal returns, returns to metric
regularity, and returns to diatonicism also cannot be trusted to mean
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Example 6. Mahler, Seventh Symphony, finale, mm. 357-71
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what they normally might."” Example 7 lists all places in the movement
where there is an arrival in at least one parameter and tells whether or
not it coincides with returns in other domains. The purpose is to lay out
the particulars of this movement’s multiple time. In other words, I hope
to show just what is and what is not in phase. -

A few observations are in order with regard to example 7: (1) No
two tonic returns are supported in the same way (although mm. 7 and
79 come close); notice also that the final tonic return is certainly not
the most strongly supported. Similarly, no two returns of the rondo
theme are similarly supported, and the final thematic return is not the
most strongly supported. In fact, no rondo theme return is fully
supported harmonically, tonally, motivically, metrically, and in terms
of diatonicism vs. chromaticism.

(2) There are many V-I cadential progressions in the movement, but
only rarely do they coincide with a return to the tonic area (twice) or
a return of the rondo theme (once). In fact, only five times does a V-I
cadence bring us to a new section. Hence the meaning of the V-I
cadential gesture is severely challenged. What, then, are we to make of
the V-I perorations in C major toward the end (mm. 553-69 and
577-85)? This hypernormal ending relates intertextually to other
romantic symphonies and tone poems that close by triumphantly
alternating I and V, but it does not resonate with the meanings of V-I
within the movement.

(3) Tonic returns either are supported by V-I cadences or coincide
with rondo returns (or neither), but there is no single place in the entire
movement where a return to the tonic coincides with a rondo return and
is supported by a V-I cadence. The closest candidate is m. 120
(example 5), which marks a rondo return, a V-I tonic cadence, and an
apparent move back to the tonic, except that the previous music has not
truly left the tonic. The absence of true rondo/tonal returns marked by

3The latter two structures have less impact, because a move back to metric regularity
cannot be appreciated at a single instant, the way a harmonic or tonal return can: the
music must go on for several measures to establish metric regularity. Similarly,
diatonicism must last a few measures before its complete impact is felt. For this reason,
I take the pacing of tonal, harmonic, and thematic returns as having greater impact than
the pacing of returns of metric regularity or diatonicism.
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Initiate a Coincide with Coincide Coincide with Coincide with

Measure new return of with tonic V-1 return t
;w. section? Rondo theme? return?  cadence? dia:onic(t?.\'m :z;uurlr;r;‘;y';wmc
s yes yes yes no no yes ‘
” no no no yes no no
gt no no no yes yes no
ped no no no no no yes
A no no . no no yes no
o yes yes yes no no yes
t0o0 yes no no yes yes no
120 no no no yes yes no
156 yes yes no yes yes no
Py no no no yes yes no
e no no no no no yes
P no no no yes no no
180 no no no yes yes no
197 yes yes* no no no yes
0 yes no yes yes yes no
s yes no no no yes no
- no no no no yes yes
o no no no no yes no
s yes yes** yes no yes yes
o yes yes yes no yes no
o no no . yes no no no
o yes yes no no no yes
o no no no yes yes no
o no no no yes yes no
268 yes yes no no yes yes
P yes no no yes no no
i no no no no yes no
430 yes no yes yes no no
e no no no yes no no
- yes yes no yes yes no
§o no no no no yes no
pood no no no no yes no
paod no no no no yes no
Py yes no yes no yes no
poy yes yes no no yes no
paa no no no yes yes no
pb no no no no no yes
no no no yes no no
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Example 7, ébﬁtinuéd

* rondo return does not begin with initial (m. 7) material

=% considerably altered
NB. if diatonicism or metric regularity continues, there is no retumn. If diatonicism
returns two or three measures before an articvlation in another parameter, it is
considered to coincide (since it is impossible to sense an exact instant of return to

diatonicism, and because this happens several times).

V-I cadences is striking. Something which is normal in tonal ritornello

forms, and which surely might be expected in a movement with
frequent returns to the tonic and to the rondo theme, simply does not
happen. If it had, that event might have become a central focus for the
movement. As it is, there is no central focus: no strongest arrival back
home, no biggest structural downbeat, no unequivocal recapitulation.
Rather, the idea of return is multifaceted in this movement, with many
types and degrees of recapitulation, all of which are to some degree and
in some way compromised. Every return is partial. Every return is also
not a return.

(4) Even apart from the question of V-1 support, we never
experience the normal resolution of recapitulation. Every time the
rondo material comes back it is undercut either by being in a non-tonic

key, by occurring after the tonic key has already come back, or by

beginning with material other than its opening motives.
The movement’s title leads us to expect certain kinds of structures.

They are not absent, but they are radically redefined, losing much of

their traditional meaning and gaining new meanings in the process. Big,

fully orchestrated V- cadences, for example, rarely mark major

structural junctures, whereas unexpected harmonic juxtapositions do.
functional

Thus the V-I cadential gesture becomes not so much a
harmonic progression as a musical object, rich in association,
connotation, and intertextual resonance. It exists prominently on the
surface, but not in the deep structure, where the dominant key 'is

absent.
The five potentially articulative structures listed in example 7 show

what I mean by the multiplicity of time in this movement. In a more
typical rondo, these elements would usually or always coincide, and the
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time structure would be straightforward. In this movement, however,
temporal articulations in some parameters do not coincide with
structural articulations in other parameters. Since each parameter has
a quasi-independent structure, the movement’s temporality is—in a
quintessentially postmodern manner—multiple.

Multiple Narratives in Ives

Postmodernism recognizes and celebrates intertextuality. Some
theorists of the postmodern believe that quotation is not only a decision
by the artist but an unavoidable aspect of artistic creation, since all
artworks are necessarily related to other artworks. Recent postmodern
music is usually pervasively intertextual. It tends to include either
references to other types or bodies of music, or quotations (literal or
altered) of specific other pieces, or both. Since recent postmodern
pieces often refer to tonality, even when they are not really tonal, the
appearance of tonality within a larger context that also includes
atonality or polytonality or distorted tonality constitutes an intertextual
reference to the procedures, if not specific compositions, of the tonal
period. Tonality carries historical connotations, which—particularly if
brought into postmodern juxtaposition with modernist music—produce
an undercurrent of association, of narrative, that counterpoints the
various directed motions—whether tonal or not—within the music.

Ives’s Putnam’s Camp anticipates such postmodernist temporal
multiplicity. It includes, for example, both continuities created by
textural/dynamic/etc. moves and continuities created by tonality itself.
In addition, there are the webs of association, wherein familiar tunes
and familiar tonal gestures and progressions create narratives—which
may well be different from person to person, depending on the various
memories (if any!) evoked by the American patriotic and folk tunes.
These temporal narratives move along in counterpoint, creating a
multiplicity of musical time that is more multi-layered (because it is less
pure) than what modernism, even at its most densely layered, ever
created. Compared with the multiplicities of timelines and tempos in a
dense score by Carter or Ferneyhough, for example, those of Ives are
indeed more varied. Carter’s and Ferneyhough’s multiplicities are very
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i by means of the same sorts of principles,
complex,.bu:eazlgt::;;zﬂsmi like Putnam’s Camp, .each layer of
e eality iglde endent because it works on a totally dlfferent p}ane_
temporahty,lsc o uses such modernist and postmodernist techniques

P;‘Ima;ncfens‘;”dlq')ssonance, and simultaneous tempos to create a wol;k
e ;gl i for nineteenth-century America and—if we con§1der Ives’s
?f o glrao ram (shown in example 8)——for. the An}enca of the
e ionar War period. This intertextuality contributes to tk.le
Revommlonlzx‘:.\?ltiplicity of the work, which emanates from (1) its
o opress ion through piece time, achieved by textural and tonal means,
pro%lrlessio rammatic narrative Ives devised for !hei work and presenteg
gzs)a :c%regpreface (example 8), (3) the assocxgtlonz ﬂtij;e:]fh guci):,; d
material evokes in each listener, and (4) t'he rc?latwns e p
and numerous other pieces frqm ot!ler historical erat.;. e seems to

Multiple time is suggested in a hte_ral way when the m i 0
] d in more than one tempo simultaneously. This happens 1
prOceel laces. Typical is the passage beginning at m. 67 (see example
;eVE;;aré) agai;lst a clear quarter-note pulse, bassoon, snare drun}, some

?.l : ;md piano enter with march-like materlaI‘ at a dlfferTeﬁlt
s the dotted quarter represents the beat for these instruments. 1he
tempo—_l e'udc endence of this instrumental layer becomes moOre
o omoun eil wtl:en the first trumpet enters (m. 70, then' m. 72), playing
Pro frags ts of the song “The British Grenadiers” in the tempo not
O jority of the orchestra but of the conﬂ}c.tlng
o the/drrixlrari/viola/piano beat. Since “British Grenad-ie.r.s” subd1v1€1es
Passoon. half and then in quarters, there is little possibility of ht?armg
ltilsebggttg:i quarter beat as subdivided in thirds according to the eighth-
i tra. -
mteTIt)xUlrie :femnela‘:;u\lwz;hzs listener may react to this quotation &f
“Britiseil Grenadiers.” He/she may know the tun(:l ?Sel?n ;;at;;)oom
American song, thus possibly having thoughts and fe gr 2bout
joti sic and its relationship to this pamcula}r context. /
O I muth tune as British, with somewhat different connotations
ve kno‘;,ainse the dual nationality of the tune in the last paragraqh of
(Iyes e);p e. example 8). If the listener knows thc; words of either
E:esrsli);fl 2(‘(Cn' ’of both), they may come back to consciousness when the





