
 

MTO 26.2 Examples: Mailman, Portmantonality and Babbitt’s Poetics of Double Entendre 

(Note: audio, video, and other interactive examples are only available online) 
https://mtosmt.org/issues/mto.20.26.2/mto.20.26.2.mailman.html    

 
 
 

Example 1. Partial ordering of the first aggregate of the piano middle-register  
four-lyne array of Whirled Series. Only within each lyne is the ordering restricted;  

ordering between pitches in different lynes is free. 

 

 
 
 

Example 2. Whirled Series’s first partial ordering realized as a scale (or pseudo-raga) 

 

 
 
 

 

https://mtosmt.org/issues/mto.20.26.2/mto.20.26.2.mailman.html


Example 3. Whirled Series’s first partial ordering realized as arpeggios 

 
 
 

Example 4. Whirled Series’s first partial ordering as arpeggios with recurrence 

 

 
 

Example 5. Whirled Series’s first partial ordering as a tertian chord progression 

 

 
 

Example 6. Whirled Series’s first partial ordering as approximation (fragments)  
of the 1934 melody “My Old Flame” 

 

 
 

Example 7. Whirled Series’s first partial ordering realized as an approximation (fragments)  
of the 1932 melody “I’ve Told Ev’ry Little Star” 

 



Example 8. The Eß and Bß chords in Babbitt’s Quartet No. 6, mm. 24–26 
  

 

Example 9. Babbitt’s Quartet No. 6, mm. 258–63 
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Example 12. The row on which Babbitt’s four-lyne all-partiton array is based.  
Its discrete trichords are two [037] types followed by two [015] types, plus an  

additional [037] trichord in the second half of the row. Even the [015] discrete trichords  
in the second half of the row can be voiced as incomplete major 7th chords.  

(The inversion of the row can also be rendered as “tonal” chords.) 

 

 

 
 
 

  



Example 13. Tonal suggestiveness of Babbitt’s four-lyne all-partiton array row:  
the entire 7-note A major scale, and with continuous segments that assert or suggest  

V7, IV7, and I in that key. (In retrograde, this produces a grammatical cadential  
progression: I–IV–V.) And order positions 4 through 9 form the A-major Guidonian 

hexachord ut re mi fa sol la. The inversion of the row enables a ii–V–I progression,  
the most standard progression in jazz and American popular song. 

 

 

 
 

  



Example 14. The tetrachords formed by overlapping order positions  
(ops 0–3, 3–6, 6–9, and 8–11) can be voiced convincingly as mildly dissonant  

tertian harmonies heard in jazz and American popular song 
 

 

 

 

 

Example 15. Babbitt’s Canonical Form (1983), mm. 19–24, cadential gesture in mm. 20–21 
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Example 19. Portions of Whirled Series’s saxophone array and piano middle register array  
that coincide, providing the opportunity to use octave doublings to highlight segment  

⟨F, Dß, Eß, Bß, G, Fƒ, D, B⟩ of row form RPe using octave doublings 
 

 

 
 

  



Example 20. The piano part of Whirled Series, at mm. 4–7, with recurrence, infusion, 
and permeation analyzed. Only G5, B4, and Bß3 permeate the passage. 

   

 

 
 
 

  



Example 21. This example compares tonal prolongation and pitch permeation in outer voices. 
Both are indicated with dashed slurs (blue for tonal prolongation and green for pitch 

permeation). (a) Blue noteheads are prolonged by red ones, which in this case are neighbor 
tones. (b) Green noteheads permeate; they are infused by the orange noteheads, because the 

orange noteheads are sandwiched between occurences of the green noteheads. 
 

 

 
 
 

  



Ex
am

pl
e 

22
. (

a)
 W

hi
rle

d 
Se

rie
s m

m
. 1

–7
 s

co
re

; (
b)

 a
ll 

th
e 

pi
tc

h 
ev

en
ts

 in
 th

es
e 

m
ea

su
re

s w
ith

 p
er

m
ea

tin
g 

pi
tc

he
s 

 
co

nn
ec

te
d 

by
 d

ot
te

d 
sl

ur
s.

 (P
itc

he
s 

fr
om

 d
iff

er
en

t l
yn

es
 a

re
 n

ot
at

ed
 o

n 
se

pa
ra

te
 s

ta
ve

s.
)  

 



Ex
am

pl
e 

23
. W

hi
rle

d 
Se

rie
s, 

m
m

. 1
–1

4 
(to

p)
, a

rr
ay

 c
hr

on
ol

og
y 

re
al

iz
at

io
n 

(m
id

dl
e)

, a
nd

 m
os

t p
er

m
ea

tin
g 

pi
tc

he
s 

(b
ot

to
m

) 

  

 
 

   



Ex
am

pl
e 

24
. (

a)
 A

ll 
th

e 
pi

tc
h 

ev
en

ts
 o

f m
m

. 1
–1

4 
(p

itc
he

s 
fr

om
 d

iff
er

en
t l

yn
es

 a
re

 n
ot

at
ed

 o
n 

se
pa

ra
te

 s
ta

ve
s)

 a
nd

  
(b

) a
 re

du
ct

io
n 

ba
se

d 
on

 p
itc

h 
pe

rm
ea

tio
n 

as
 fi

lte
ri

ng
 ru

le
. T

ha
t i

s,
 it

 in
cl

ud
es

 a
ll 

an
d 

on
ly

 p
er

m
ea

tin
g 

pi
tc

he
s 

(p
itc

he
s 

co
nn

ec
te

d 
by

 
do

tte
d 

sl
ur

s 
in

 th
e 

ex
am

pl
e 

ab
ov

e)
. N

on
-p

er
m

ea
tin

g 
pi

tc
he

s 
in

cl
ud

ed
 in

 th
e 

re
du

ct
io

n 
ar

e 
in

di
ca

te
d 

in
 g

re
y 

no
te

he
ad

s.
  

 

 



Ex
am

pl
e 

25
. W

hi
rle

d 
Se

rie
s, 

m
m

. 1
–1

4.
 R

ed
uc

tio
n 

ba
se

d 
on

 p
itc

h 
pe

rm
ea

tio
n 

as
 fi

lte
ri

ng
 ru

le
, w

ith
 te

rt
ia

n 
ch

or
da

l a
na

ly
si

s 

 

 



Ex
am

pl
e 

26
. W

hi
rle

d 
Se

rie
s, 

m
m

. 1
1–

14
, p

er
m

ea
tin

g 
pi

tc
he

s 
Fƒ

, B
ß, 

D
ß, 

G
ƒ, 

an
d 

C
 s

ug
ge

st
 a

n 
Fƒ

/G
ß L

yd
ia

n 
ha

rm
on

y 
am

pl
ifi

ed
  

in
 m

. 1
4 

by
 a

n 
Fƒ

/G
ß m

aj
or

 tr
ia

d 
cr

ea
te

d 
th

ro
ug

h 
a 

re
gi

st
ra

l e
xc

ha
ng

e 
of

 th
e 

th
re

e 
tr

ia
di

c 
pe

rm
ea

tin
g 

pi
tc

he
s.

 

 



Ex
am

pl
e 

27
a.

 R
ec

om
po

si
tio

n 
("

Ch
ur

l(e
d)

 S
ee

ge
r"

) o
f W

hi
rle

d 
Se

rie
s m

m
. 1

–1
4,

 u
si

ng
 th

e 
or

ig
in

al
 a

rr
ay

,  
rh

yt
hm

s,
 a

nd
 d

yn
am

ic
s,

 w
ith

 d
iff

er
en

t p
itc

h 
al

ig
nm

en
ts

 a
nd

 re
cu

rr
en

ce
s 

 



Ex
am

pl
e 

27
b.

 R
ec

om
po

si
tio

n 
("

Ch
ur

l(e
d)

 S
ee

ge
r"

) o
f W

hi
rle

d 
Se

rie
s m

m
. 1

–1
4 

an
d 

th
e 

or
ig

in
al

 m
m

. 1
–1

4 
of

 W
hi

rle
d 

Se
rie

s 

 

 

 



Ex
am

pl
e 

28
. T

on
al

ly
 s

ug
ge

st
iv

e 
vo

ic
e 

ex
ch

an
ge

s 
cr

ea
te

d 
th

ro
ug

h 
in

ve
rs

io
na

lly
 in

va
ri

an
t d

ya
ds

 in
 m

m
. 1

78
–9

0 
of

 W
hi

rle
d 

Se
rie

s 

 

 
 

  



 
Ex

am
pl

e 
29

. D
is

so
na

nt
 to

na
l v

oi
ce

 le
ad

in
g 

(m
7t

h 
re

so
lu

tio
n 

an
d 

pa
ra

lle
l m

7t
hs

) i
n 

M
on

k'
s 

tu
ne

s 
(a

–b
 a

nd
 d

–f
) a

llu
de

d 
 

to
 b

y 
Ba

bb
itt

 (c
). 

(T
he

 M
on

k 
tr

an
sc

ri
pt

io
ns

 a
re

 a
da

pt
ed

 fr
om

 S
ch

ua
er

te
 2

00
7,

 K
ay

 2
01

3,
 a

nd
 S

te
rn

 2
01

5.
) 

 

 



Example 30. Template diagram for Fauconnier and Turner’s  
Conceptual Integration Network (CIN) 

 

 
 
 

  



Example 31. Conceptual Integration Network (CIN) for Babbitt’s Whirled Series, based on eight 
features, each understood generically and in terms of serial and tonal input spaces 

 

 
 
 

 



Example 32. Development section of Mozart, Piano Sonata in C Major, K. 279, first movement 

 

 
 
 

  



Example 33. End of the exposition of Mozart, Piano Sonata in G Major, K. 283, first movement 

 

 
 
 

Example 34. Visualization of computing pitch permeation (for pitch D). After its initial 
occurrence, pitch D recurs two more times (recurrence = 2), and it is infused with five other 

pitches (F, B , C , G , and A); thus its permeation is 2 × 5 = 10, which corresponds to the area of 
the rectangle. (In the rectangle, upward stem notes correspond to recurrences and downward 

stem notes correspond to infused pitches. 
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Example 37. Whirled Series’s superarray (three arrays) for mm. 157–98, with highly permeating 
pitches indicated with noteheads (darker corresponding to more permeation). These five 

partition spans demonstrate a flux from very little pitch permeation (mm. 157–59), to greater 
pitch permeation (mm. 160–77), to much less, almost none (mm. 178–92), to a slight pitch 

permeation of only one pitch: high Bß (mm. 193–98).  
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Example 42. G /F  Lydian tonality/modality suggested at mm. 44–47 of Whirled Series 
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Example 46. “Whirling” of one pitch from the front to the back order position relates the 
aggregate presentation at the 121 partition to the original source row on which the array is based. 

 
 
 

Example 47. Baseball’s “around the horn” triple play: outs on 3rd, 2nd, and 1st base 
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Example 49. The 543 aggregate partition, the 543 partitioning of the octave, and the intervals of 
the baseball “charge” fanfare 

 

 
 
 

Image 1. René Magritte, Clairvoyance (1936) 

 

 
 
 

 



Image 2. Magritte, Violation (Act of Violence) (Attendat) (1937) 

 

 
 
 

Image 3. (a) Giorgio de Chirico, The Enigma of a Day (1914);  
(b) perspective annotations from Rubin (1982) 

 

 
 
 

 

 



Example 50. Analogy between verbal and musical multivalence 
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Example 52. Loose transcription of Stanley Jordan and Russell Malone’s improvisation  
One for Milton (2011), with analytical annotations  

 

 

 


