Contents

Figure and tables...........ccccoeiiiiiiiiiiiii 10
FOreword ... 13
1 Introduction.........cooveiiiiii 15
1.1 Assumptions.........cccooiiiiiiiiiii, 18
1.2 A generic musicality ... 20
1.3 Cross-disciplinarity and methodology .............cccccoceeue.. 28
1.4 OVeIVIEW ..o 31

PART ONE: FOUNDATIONS OF A COGNITIVE MUSICOLOGY

2 Some preliminary considerations regarding

a musical Semantics .........ccocovveieieiiiii 35
2.1 The fluidity of musical meaning.............ccccoceevvveviiiininnnnes 37
2.2 The semantic subjective/objective axis..........ccccocevveverennnnnes 39
2.3 The cognitive higher/lower axis ...........ccccocevevvvvniiniiiinnnnes 41
2.4 From musical element to cognitive response...................... 43
2.5 Modeling musical semantics..........c.occoceeveiiieiiiiiiinie, 46
2.6 Preverbal meaning construction............ccocoeveveiiiiiiiiinnnnn. 50
2.7  Chapter SUMMATY .........ccccovviuiiiiiniiieescee e 53
3 An ontogenetic perspective on musical cognition....................... 57
3.1 Paraverbal consciousness and affective contour................ 59
3.2 The proto-concept......cccccoevriiiieiiiciiiiiiiciececeee 63
3.3 Early foundations of musicC.......c.cccceceeviiiiiniiiiiiiiicnns 68
3.4  Chapter SUMMATY .........ccccoviiiiiieiniiiececee e 72



4 A view from cognitive semantics...........cccocovevvriiiiiniiininiiennn 73

4.1 The cognitive revolution ...........cccoeveiiiiiiiiiiiic, 73
4.2  Image schemas.........ccccocoviiiiiiiiiiinii 75
4.3 Imagination and metaphorical projection ............cccccoccuue. 79
4.4 Prototypes and categorization..........c.c.cceveeiiiiiiiiiicnnns 83
45 The genericlevel ..o 87
4.6 Chapter SUMMATY ........ccooevviiiiiiiiiiieeceeee e 91
5 Neuromusicology and the musical mind...........ccccocoeveviiinnnnnnn. 93
5.1 From sounds to music: the auditory pathway ................... 98
5.2 Places and networks: the architecture of the brain........... 101
53 Braintime........cccoii, 103
5.4 Some biological constraints on musical perception......... 113
6 Emotion and musicC........ccccoiiiiiiiiiiiiii 117
6.1 The neurobiology of emotion ............cccceeeviiiiiniiccnnne. 119
6.2 Intersubjectivity, attunement and social competence......124
6.3 State, response, and the emotion l0Op .......cccceveiiieinnnnn. 126
6.4 Prediction, expectation and emotion.............ccoceeveennnnn. 131

PART TWO: TOWARDS A MUSICAL SEMANTICS

7 The construction of musical meaning............c.cccceceveevvrvereennnee. 139
7.1  Some problems in perception..........ccccoceeevveiiciiiieniennnne. 142
7.2 Auditory schemas and cultural entrainment ................... 144
7.3 The emergence of musical meaning............c.cccceceveurennne. 150
74  Theblack bOX .....cccooioiiiiiiiiii 154
7.5 ’Blending’ or conceptual integration............cc.ccccooevennnene. 156
8 Some musical elements and their cognitive responses............. 165
8.1 Phrase and gesture ..o, 166
8.2 Rhythm....cooiiii 171
8.3 Microstructure ..o 176



8.4 Constraints on the musical gesture..........ccc.ccocoevrernnnne. 183

8.5 Three cognitive levels of musical organization................ 198
9 The embodiment of musical form...........ccccoevvevniiiiiiiiinnns 201
9.1 The stratification of musical time...........cccccocevveieirinnnnne. 203
9.2 ThE SONE ...cviviviiiietiiieiceec e 207
9.3 Narrativity....ccooovieiiiiiii 210
9.4 The musical subject...........cocooviiiiiniiiiiiii, 216
9.5 The analysis of musical form...........ccccoceovvvniiiiiiininn. 221
10 Signification in MUSIC .....cvoveuivieiiiiiiicccce 227
10.1 The SigN....covoiieiiciee 230
10.2 The sign cascade .........cccoeeeiiriiiiniciiicccec e 234
10.3 Agency, narrative and visualization .............ccocoeveeenenene. 237
10.4 ClOSUTIE ...t 239
Bibliography ........covoiiiiii 241
INdeX 255



Figures and tables

Figure 1-1:
Figure 1-2:
Figure 1-3:
Figure 2-1:
Figure 2-2:
Figure 2-3:
Figure 2-4:
Figure 3-1:
Figure 5-1:
Figure 6-1:
Figure 7-1:
Figure 7-2:
Figure 7-3:
Figure 7-4:
Figure 7-5:
Figure 8-1:
Figure 8-2:
Figure 8-3:
Figure 8-4:
Figure 8-5:
Figure 8-6:
Figure 8-7:
Figure 8-8:
Figure 9-9:

Figure 8-10:
Figure 8-11:
Figure 8-12:
Figure 8-13:
Figure 8-14:
Figure 8-15:
Figure 8-16:

Figure 9-1:
Figure 9-2:
Figure 9-3:

10

A simple communication model............ccccococoeiiiinn. 22
Nattiez’s communication model ............cccoevvniiinnns 23
A basic scenario for musical communication.............. 24
The semantic axis ........ccccoevevveveiiiieiiiiieciecceces 40
The cognitive axis...........ccoeveiiiiiiiiiiiiiec 43
The cognitive mapping of thythm............................... 44
A paradigmatic model of musical semantics I............ 47
A schematization of the early development of self..... 60
The auditory pathway..........ccooviviiiinie 99
The MMN.....coooiiiiiiiciccc e 133
Musical meaning in context...........ccocoeveeeieiiieiinnne. 143
A paradigmatic model of musical semantics II......... 151
Conceptualization of a musical phrase...................... 161
Musical notation as a blended structure.................... 162
The conceptualization of music..........ccccevvveeiiiiinrnnnn 163
W. A. Mozart, Pianosanata in A, K 331, bars 1-4....... 168
Bar 2 reduced to a musical gesture .............cccouennn. 168
W. A. Mozart, Pianosaonatain A, K 331, bars 11-12... 168
Bars 11-12 reduced to a musical gesture.................... 169
Charlie Parker, Bloomdidg bars 9-12..........coeevvevvennnn. 169
The Band, The Weight...............ccccooevivivinnnninnnnnn. 169
Prototypical samba rhythm ... 172
ISt She LOVELY? ..o 183
W. A. Mozart, Komm lieber Mai......................ccccu...... 187
The phrase structure of Komm, lieber Mai .................. 187
Bob Dylan, Mr. Tambourine Man, refrain.................... 188
The phrase structure of Mr. Tambourine Man............ 188
Charlie Parker, Bloomdido..................cccoeveueeeeieeeennannn. 190
The phrase structure of Bloomdido.............................. 190
The hierarchy of a major scale.........c..ccccoveeieinirnnns 196
The hierarchy of raga Shiva Bhairava.......................... 197
Streaming.........ocoeeveiiiiieiii, 207
Temporal integration of gestures, 7ambourine Man.. 208
Temporal integration of gestures, Bloomdido............. 209



Figure 9-4:

Figure 9-5:
Figure 9-6:
Figure 9-7:
Figure 9-8:
Figure 9-9 :
Figure 10-1:
Figure 10-2:
Figure 10-3:
Figure 10-4:

Table 2-1:
Table 5-1:
Table 9-1:

A comparison between the semiotic square (above)

and Brandt's barrier model (below)........c..cccceeueneee. 213
Narrative pathway, Bloomdidp.................................... 215
The structure of musical cognition..............ccccccceuee. 219
The conceptual integration of musical form ............. 220
W. A. Mozart, Alla TUICa.........ccccoeoeeveeeeeeeceeeeeieenaanns 223
Jamie Walters, HOId On.........ccoooueeeeeevceinieniieeennnne, 224
The Saussurean signfunction............c.cccceveveveviicrennes 230
The Sausserean Sign...........ccococeeveeiiineeiiniiiiecennes 232
The basic musical signfunction ............cccoceeveviennne. 233
The musical sign cascade.............cccooveeiiiniiiiiinnnne. 236
Some elements in musical perception..........c..c.c.c....... 45
Temporal constraints on auditory perception........... 104
The basic level in musical cognition ................cccc...... 205

11



