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MTO 23.4 Examples: Wells, A Generalized Intervallic Approach to Metric Conflict in Liszt

(Note: audio, video, and other interactive examples are only available online)
http://www.mtosmt.org/issues/mto.17.23.4/mto.17.23.4.wells.php

Example 1. Liszt, “Invocation,” mm. 1-5
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Example 2. Liszt, Totentanz, mm. 3-6 and rehearsal H. Dies irae theme and displaced variant

Theme (mm. 3-6)

Displaced Variant (Rehearsal H)
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Example 3. S space with a quarter-note pulse
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Example 4. Quarter-note S space endowed with 3-meter, where black dots represent downbeats
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Example 5. Quarter-note Sy space where N = (2, 3y}, 51121)
The brackets indicate measure lengths, which correspond to local meter values
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Example 6. Brief melody in Sy space, where N = (4)[
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Example 9. Liszt, “Pensée des morts,” mm. 20-25
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Example 10. Liszt, “Wilde Jagd,” mm. 1-15
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Example 11. Liszt, “Pensee des Morts,” mm. 1-3. Y-downbeat shift of -1/2 (dotted bar lines indicate Y-
measures)

Y-downbeat
on beat 2'4 of X-measure
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Example 12. Q/5Z, with sample integer and fractional values
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Example 13. 6-meter Sx and corresponding Sg space, which represents an idealized length-6 measure (*1”
= beat 1, “2” = beat 2, etc.)
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Example 14. Met-based analysis summary. Dotted bar lines mark the passage of Y-measures, dots mark
downbeats in Sx and Sy spaces, and colored arrows indicate GIS intervals between points in the space of
Met (Sx x Sy x Sg)
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Example 15. Liszt, “Invocation,” mm. 1-5 and 194-203. Y-decomposed Met intervals
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Example 16. Liszt, Totentanz, rehearsal H. Y-decomposition weakness

Y-Decomposition:
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Example 17. Liszt, Totentanz, rehearsal H. X-decomposition illustrated

X-Decomposition:
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Example 18. Liszt, Totentanz, rehearsal H. XY-decomposition illustrated
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Example 19. Several transformations of a Met interval, generated by traditional augmentation and
diminution
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Example 20. Liszt, “Wilde Jagd,” mm. 7-9 and 16-21. Intervallic expansion
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Example 21. Liszt, “Wilde Jagd,” mm. 7-8. Intervallic decomposition of W = (%, 1, —1)
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Example 22. Liszt, “Wilde Jagd,” mm. 7-8 and 16-21. Y-decomposition-preserving 3-expansion
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Example 23. Liszt, “Wilde Jagd,” mm. 7-8 and 11-15. Intervallic 6-expansion of W
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Example 24. Liszt, “Wilde Jagd,” mm. 1-20. Overall path of interval W = (%, 1, —1). Solid arrows
represent k-expansions or contractions, while dotted arrows represent motions between metric states not
related by subinterval-preserving expansions or contractions
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Example 25. Introduction of the interval J = (3, 4, 0)=3(%, 1,-1)+ (1, 1, 0)
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Example 26. Liszt, “Invocation,” mm. 22-25 and 133-42. A 3-expansion of J=(3,4,0)=3(%, 1, 1) +
(1, 1, 0) at the recapitulation of the opening theme, spanning the surge to a dramatic climax in m. 142
(triplets have been removed from mm. 133-142 for clarity)
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Example 27. Liszt, “Invocation,” mm. 52-57 and 155-67. The first statement of the chorale theme, the
cadenza, and the second statement of the chorale theme in tonic. The cadenza spans another 3-expansion
of J
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Example 28. Summary of key intervallic events and transformations in Liszt’s “Invocation”
As in Example 24, solid arrows represent intervallic expansions and contractions
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Example 29. Liszt, “Invocation,” mm. 22-25. A new set of intervals resulting from swapped
interpretations of X and Y . Dotted bar lines take the place of Liszt’s notated bar lines, while solid bar lines
demarcate heard measures. Parenthetical time signatures indicate local X-meter (heard meter).
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Example 30. Liszt, “Invocation,” mm. 133-42. Reversed meanings of X and Y drastically increase the
number of components in the Y-decomposition
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Example 31. Liszt, “Invocation,” mm. 155-66. (4, 9, 0) in rebarred cadenza
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Example 32. Liszt, “Wilde Jagd,” mm. 16-21 (rebarred). The partitioning of two X-measures into 3+2

subdivisions
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