
 

�1 @SocMusAnalysis

THEORY & ANALYSIS GRADUATE 
STUDENTS’ CONFERENCE 2016

Seminar Rooms 8/9, University of 
Liverpool in London, 33 Finsbury Square, 

London EC2A 1AG

SATURDAY 2ND TO SUNDAY 3RD APRIL, 2016 



PROGRAMME
SATURDAY 2ND APRIL 

14:00 Vice-President’s Welcome 

     SESSION A  
14:15 MADDIE KAVANAGH CLARKE: ‘An Investigation of the Cadence in 

          Early Nineteenth-century Music: A Mendelssohn Case Study’
 
KARISHMEH CRAWFORD: ‘Pitch Class Motives and Promissory Notes: 
Analysing Mozart’s Fantasia K.475 at the Piano’
 
WILLIAM GREEN: ‘Countering the 'Hermeneutics of Suspicion': New 
Approaches to Wagnerian Formal Analysis’ 

15: 45 Coffee Break 

               SESSION B
 

16:00  S.TUNCA OLCAYTO: ‘Harmonic Motion in (Pre)Tonality: Lendvai’s 
           Axis System in the Context of Early Music’

 

    EMILY TAN: ‘Third Diatonicism and Strauss’s Most Beautiful Act of    
Collaboration, Capriccio’ 

  EMILIO CASCO: ‘Theoretical and Analytical Intersections in Carlos 
Chávez’s Piano Works’ 

17:30 SMA WORKSHOP
Promote your  work:  Writing successful  conference abstracts  (with Dr 
Kenneth Smith and Dr Shay Loya) 

19:00  Dinner @ Pizza Express, Finsbury Square 

SUNDAY 3RD APRIL 
09:30  Coffee Break

               SESSION C
10:00 MATTHIAS WURZ: ‘Of Binary Oppositions and Phenomenological 

          Thought: Wider Interdisciplinary Analytical Explorations for Performing 
          Schoenberg’s Pierrot Lunaire’
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JAMES ARMSTRONG: ‘The role of Space, Place, and Environment in 
Music Analysis’
 

TOM PARKINSON: ‘The Opera According to Islamic State’
 

ALED SMITH: ‘Unfolding and Interacting objects: an Exploration of the 
Processes Used in My Chamber Work, Unsettled Paths’ 

12:00 Coffee Break 

12:15 SMA WORKSHOP 
Music Analysis and Outreach (with Dr Shay Loya, Dr Helen Thomas, and 
Dr Kirstie Hewlett) 

13:00 Lunch provided
 

             SESSION D
 

13.45 SARAH MOYNIHAN: ‘At the Seams of Sonata Form: Durchbruch in           
         Sibelius’s Second Symphony’

 

REBECCA DAY: ‘Rotational Form and the Double-tonic Complex: 
Towards a Metatemporal Analysis of the Opening Movement of Mahler’s 
Third Symphony’
 

KELVIN HEUNG FAI LEE: ‘Conductor as Analyst: In Defence of 
Sibelius’s Formal Experiment in the Closing Movement of the Third 
Symphony’
 

DAVID CURRAN: ‘The Romantic Hero as Sentimental Poet: Berlioz’s La 
Damnation de Faust’ 

15.45 Break (Vending machines / Canteen area) 

16:15 KEYNOTE LECTURE
DR EMILY HOWARD: ‘Leviathan Under the Microscope: Composer as 
Analyst’ 

17.15 GROUP DISCUSSION
The  Role  of  Analysis  in  Composition  (Chaired  by  Kenneth 
Smith)  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This paper orientates an investigation of the late eighteenth-century fantasia around 
a case study of Mozart’s Fantasia K.475, generating new insights into a genre which 
remains ‘an inherently problematic object of study’ compared to formally closed 
genres  of  sonata  and  rondo  (Richards  2001:15).  The  dearth  of  analytical 
engagement with the Mozartian model is perplexing, given its potential impact on 
the genre’s development; unlike the preceding free fantasias of C.P.E. Bach, K.475 
combines structural logic and formal coherence with quasi-fantastical effects more 
typical of the Bachian fantasia. This paper consequently treats Mozart’s K.475 as an 
indicator of musical liminality: by relocating the analysis to the piano, I explore the 
possibility that a meaningful theorisation of this work can only be explicated in the 
space between analysis and performance, where the underlying structural, formal 
and stylistic tensions that animate it are most readily decipherable. To this end, this 
paper  is  in  two  parts.  Part  I  provides  a  critical  overview on  the  interaction  of 
analysis and performance, drawing out contextual arguments that pave the way for 
the analysis that follows. Part II engages critically with two established theoretical 
concepts  –  the  pitch  class  motive  and  the  promissory  note,  by  way  of  a 
demonstrative analysis that takes place entirely at the piano. Through a synthesis of 
formalist and performative approaches, this paper therefore posits that the fantasia’s 
most  inscrutable  qualities  –  founded  on  improvisation,  ambiguity  and  temporal 
instability  – may be the very processes  that  illuminate  an understanding of  this 
enigmatic work.

ABSTRACTS

MADDIE 
KAVANAGH 

CLARKE

An Investigation of 
the Cadence in Early 

Nineteenth-century 
Music: A 

Mendelssohn Case 
Study

The cadence arguably represents a fundamental aspect of formal theory, in light of 
its pivotal role in articulating structure of the ‘classical style’.  As Caplin (2004) 
notes,  ‘in  no  other  repertory  does  cadential  articulation…  assume  such  major 
significance  for  formal  expression.’ He  adds,  ‘cadence  is  best  understood  as  a 
syntactical  component  of  music’,  meaning  that  cadences  are  fundamental  to 
syntactical  identifications,  articulating  structure  from the  intra-thematic,  through 
inter-thematic  and large-scale  formal  divisions.  Notably,  cadences fundamentally 
inform understandings of thematic closure (PACs are commonly indicative of main/
subordinate theme completion), the division of sonata-form expositions (the MC, 
and the continuous or two-part exposition), and the attainment of overall  formal 
closure in expositions and recapitulations.
Cadences  are  equally  fundamental  to  the  early  nineteenth-century,  but  their 
expression  is  more  varied.  Understandings  of  the  cadence  must  therefore  adapt 
when analysing music with typically ‘classical’ forms, but differing manifestations 
of structural and syntactic articulations. The purpose of this paper is to develop an 
understanding  of  Mendelssohn’s  sonata-form  cadential  articulations  given  his 
synthesis  of  the  classical  aesthetic  and  the  early  romantic  conception  of  form. 
Despite  the  facile  and  rhetorically  classical  nature  of  his  pieces,  Mendelssohn 
frequently undermines formal boundaries and syntax through cadential deferral and 
obfuscation,  or  variform  cadential  articulations  (that  is,  unusual  or  rhetorically 
non-‘classical’ cadences – avoidance of ‘deformation’ here is deliberate). This piece 
aims to investigate Mendelssohn’s cadences, and their effect on thematic syntax and 
sonata form, and to consider the impact of these findings on current theory.
maddiekavanaghclarke@gmail.com

Durham University 

KARISHMEH 
CRAWFORD

Pitch Class Motives 
and Promissory 

Notes: Analysing 
Mozart’s Fantasia K.

475 at the Piano

Karishmeh.Crawford@durham.ac.uk

Durham University 
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WILLIAM GREEN

Countering the 
'Hermeneutics of 
Suspicion': New 

Approaches to 
Wagnerian Formal 

Analysis

At the close of  his  ambivalent  panegyric,  which precipitated his  departure from 
Nazi Germany,Thomas Mann wrote that 'let us be content [at the last] to honour 
Wagner's work as a powerful and complex phenomenon of German and Western 
European life, which will ever continue to serve as a profound stimulus to art and 
knowledge.'  The  scholarly  interest  in  Wagner  has  continued  unabated  since  his 
demise  in  1883.  Recent  attempts  to  account  for  the  'Wagner  phenomenon'  have 
polarised  into  several  camps:  those  who  deal  with  Wagner's  Weltanschauung 
(Magee,  Scruton,  Borchmeyer),  those  who  pursue  a  line  of  criticism  into  the 
thickets of the capacious music dramas (Abbate, Weiner, Dreyfus), and those who 
seek to explain the musical techniques employed by Wagner in achieving his ends 
(Darcy, Bribitzer-Stull, Lewin, Baileyshea). I discern here a disconnection between 
analytical discourse and the hermeneutic ends to which it could be directed. The 
purpose  of  this  paper  is  to  propose  an  analytical  model  for  mapping  Wagner's 
musical techniques in the music
dramas which takes into account recent developments in music analysis (Caplin and 
Schmalfeldt),  yoking  them  to  recent  work  in  the  field  of  analytic  philosophy 
(Brandom and  McDowell),  in  an  attempt  to  show how philosophically-inspired 
musical  tools  are  required  to  bridge  the  gap  between  hermeneutic  and  analytic 
readings of Wagner; I propose that only a 'hermeneutics of magnanimity' (Brandom) 
shows  both  the  greatness  and  the  dangers  wrapped  up  in  this  'summation  of 
Romanticism'.
hswgreen@liverpool.ac.uk

University of 
Liverpool 

S.TUNCA 
OLCAYTO

Harmonic Motion 
in (Pre)Tonality: 

Lendvai’s Axis 
System in the 

Context of Early 
Music

In this study, I examine the vertical dimension in pre-tonal and tonal periods of 
Western music.  I  start  by investigating the transition from intervallic  to  chordal 
composition through the developments of harmonic concepts between 14th and 17th 
centuries, both in theory and practice. The analytical methodology that I employ is 
Lendvai’s  well-known  theory  of  Axis  system,  which  takes  functional  affinity 
between  minor  third  and  tritone  related  chords  as  its  basis.  I  redefine  the  two 
opposite directions of harmonic motion -progressive and retrogressive- in light of 
this system. Also, the issues of root versus bass functionality and prolongation are 
also touched upon briefly.
The  corpus  in  which  the  two  directions  of  harmonic  motion  are  surveyed 
statistically  consists  of  selected  works  by  Machaut,  A.  Agricola,  Palestrina, 
Gesualdo, Monteverdi, Carissimi and Corelli. The analytical results show that the 
accumulation of progressive motion is a distinctive feature of functional harmony in 
common-practice tonality and also that through this period –which spans from Late 
Medieval to Baroque- there is a gradual change from symmetry to asymmetry in 
favor of this direction. The paper concludes with questions regarding the factors of 
this change in musical language. I aim with this study to propose a new perspective 
to the harmony problem in early music and at the same time to show a possible 
application of Axis system beyond the uses of it by Lendvai and -more recently- 
Kenneth Smith within the scope of Late Romantic and Early 20th Century music.
tunca.olcayto@gmail.com

Istanbul Technical 
University
Center for 

Advanced Studies 
in Music (MIAM) 
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EMILY TAN

Third Diatonicism 
and Strauss’s Most 

Beautiful Act of 
Collaboration, 

Capriccio (1942)

Dahlhaus describes the diatonicism of Die Meistersinger as ‘somehow dreamlike, 
not quite real in the 1860s: not so much restoration as reconstruction’ (Dahlhaus, 
1979: 75). These aesthetic questions are still pressing eighty years later in the case 
of  Capriccio’s  musical  language,  which  serves  to  construct  an  artificial  reality 
through  its  negotiation  of  dissonance.  Looking  at  two  scenes  in  Strauss’s  final 
opera, this paper examines the creation of a deliberately ignorant ‘safe space’—
which I call ‘third diatonicism’—through the recognition and rejection of modernist 
musical language. 
The sextet that acts as Capriccio’s overture sounds, on first hearing, comfortably 
romantic  in  style,  but  a  quasi-Schenkerian  tonal  analysis  reveals  an  underlying 
anxiety  in  the  fabric  of  its  musical  material  indicating,  perhaps,  Strauss’s 
recognition of the complexity, even impossibility of a legitimate tonal idiom in an 
era of emancipated dissonance. The penultimate scene of the opera, on the other 
hand,  stands  apart  from the  forcedly  easy-going idiom of  the  rest  of  the  work, 
replacing the romantic pretense found in the sextet  with a far slipperier,  overtly 
agitated  chromaticism.  I  argue  that  Capriccio  contrives  an  alternative  musical 
reality  that  is  reached  through  the  suppression,  acknowledgement,  and  ultimate 
negation of the so-called truth event of musical modernism (Harper-Scott, 2012). 
This musical process is mirrored also in the opera’s dramatic content, and music and 
theatre work together to seduce the listener away from war-ravaged Germany into a 
false world of consonance.
emily.tan@music.ox.ac.uk

University of 
Oxford

EMILIO CASCO

Theoretical and 
Analytical 

Intersections in 
Carlos Chávez’s 

Piano Works

Musical modernism and avant-gardism in the inter-war period offers an interesting 
philosophical, aesthetic, ideological, and analytical debate. Specifically, American 
composers  searched  for  an  authentically  stylistic  idiom.  These  tendencies  were 
developed through the artistic and intellectual work of composers such as the North 
American  Copland,  Varèse,  Cowell,  or  Ives,  and  the  Latin  American  Chávez, 
Revueltas, Ginastera, Esteves, or Cordero, among many others. These composer’s 
writings represent an intellectual testimony and theoretical evidence which can be 
studied through their own compositions. As an international recognised composer 
and entrepreneur from the 1920s onwards, and recently (Bard Music Festival, US; 
Princeton  University  Press;  both  2015),  Mexican  Carlos  Chávez’s  piano  works 
represent his concerns about modernism. Better known as a promoter of indigenous 
and mestizo culture, Chávez’s piano works are an exemplary place to demonstrate 
and study atonal musical elements such as those that support perception of unity; 
alignment  with  20th-Century  modernism;  ideas  of  self-sufficiency,  autonomy, 
progress  and  non-repetition  in  music;  a  continuous,  uninterrupted  build-up  of 
intertwined and symbiotic lines of thought; and the development of the techniques 
of Western art. As stated by the musicologist Luisa Vilar, ‘the basic modernist tenets 
of the time are present in [Chávez’s] articles. He left his music as the ultimate proof 
of  his  beliefs  and values.’ This  paper  aims to explore the intersections between 
Chavéz’s articles in Modern Music (New York 1924-46) and three specific piano 
works:  Seven  Pieces  (1923-1930),  Third  Sonata  (1928),  and  the  Ten  Preludes 
(1937).
emilio.CascoCenteno.2015@live.rhul.ac.uk

Royal Holloway, 
University of 

London 
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As  musicians,  what  do  we  take  from  the  surrounding  environments  which  we 
perform in? The numerous influences of varying acoustics, attending audience, and 
geographical  location  have  all  been  explored  in  depth,  yet  the  emotional  and 
psychological impact of space, place, and the environment in a music performance 
remains  largely  overlooked.  In  this  paper,  I  explore  how  space,  place  and 
environment are manifested in a musical performance, supported by theories found 
in the field of environmental psychology. To address these issues, an experimental 
performance  and  recording  method  has  also  been  developed  alongside  this 
theoretical framework to investigate the emotional and psychological effects of the 
surrounding environment on multiple individual musicians. 
Current findings of the ongoing research project suggest that a combination of the 
environment’s  cultural  significance  and  the  musician’s  personal  expectation  can 
greatly  influence  his  or  her  performance.  This  includes  not  only  a  musician’s 
playing,  but  also  additional  gestures,  self-presentation  and  comfort,  to  provide 
insight  on  a  holistic  music  performance  experience  from  the  perspective  of  a 
musician. The findings presented encourage greater interdisciplinarity between the 
fields  of  music  performance studies  and environment  psychology,  and introduce 
new  areas  of  music  analysis,  namely  the  influences  of  space,  place,  and 
environment.

MATTHIAS WURZ

Of Binary 
Oppositions and 

Phenomenological 
Thought: Wider 

Interdisciplinary 
Analytical 

Explorations for 
Performing 

Schoenberg’s 
Pierrot Lunaire

This presentation argues that traditional formal analysis falls short in grasping the 
depth and complexity of post-tonal music, especially when examining pivotal works 
like Arnold Schoenberg’s Pierrot lunaire (1912). Yet, there is significant literature 
that nevertheless follow such approaches, as some of the 21 melodramas in Pierrot 
lunaire  are  written  in  traditional  formal  structures.  In  my  view,  however,  such 
methodological  approaches,  leave  a  substantial  amount  of  musical  material 
unexplained.  It  is  the  aim  of  this  paper,  therefore,  to  present  elements  of  a 
comparative  approach  that  encompasses  musical  phenomenology  as  well  as 
reductionist  methodologies  of  structuralism  traditionally  found  in  the  Social 
Sciences, embedded in semiological framework.
The starting point of the investigation is that of compiling a coherent performance 
that helps the performer as well as the audience to engage with atonal music from 
an experiential perspective. Although I would argue that the compositional text is 
the primary reference point  in  studying Pierrot  lunaire,  the listening experience 
from my own practising has not only widened my own explorations into the work, 
but the phenomenological analysis conducted produced further interlinking of the 
21 melodramas, which led me to understand the work as a series of metamorphoses.
Understanding such transformations within the metaphorical Symbolist poetry by 
Albert  Giraud  requires  further  analytical  methodologies  that  allow  a  deeper 
engagement  of  Schoenberg’s  music  with  the  literature.  Structuralist  approaches, 
seeking binary oppositions of each of the has in my investigation been surprisingly 
successful in presenting the narrative transformation within each strictly structured 
poem, and has thus offered new insights in exploring Schoenberg’s musical material 
in preparation of a (staged) performance.
m.wurz@bangor.ac.uk

Bangor University 

JAMES EDWARD 
ARMSTRONG

The Role of Space, 
Place, and 

Environment in 
Music Analysis

j.armstrong@surrey.ac.uk

University of 
Surrey 

facebook.com/SocietyforMusicAnalysis/

mailto:m.wurz@bangor.ac.uk
mailto:j.armstrong@surrey.ac.uk
mailto:m.wurz@bangor.ac.uk
mailto:j.armstrong@surrey.ac.uk


 

�8 @SocMusAnalysis

My recent research, stripped back to its most basic point of enquiry, considers the 
formation  and transformative aesthetic qualities of various musical objects within a 
construct as part of the composition process. I consider my music to operate as an 
atmosphere,  or  ‘sonosystem’ that  is  built  upon  the  coexistence,  interaction  and 
interconnectivity of musical objects: A unified metastructural whole is formed from 
these inextricable, yet distinct, composites.
This paper outlines some of the compositional processes, connected to the above 
statement,  employed  in  my  recent  chamber  work  ‘unsettled  paths’  (2015), 
commissioned by NEW Sinfonia. ‘unsettled paths’ (for flute, clarinet, harp, violin 
and  violoncello)  is  purely  abstract,  built  around  the  concept  of  exploring 
multiplicity of unfolding identity(/ies) within the sonic space. The music employs a 
non-linear, a-thematic approach to structure, instead it focusses introspectively on 
moment-to-moment development. 
I will deconstruct layers of the work itself, discussing conception, leading into the 
writing process and finally, issues of the notation which transitions between ‘box’ 
notation in free time and conventional notation with ‘pulse’.

Islamic State has officially banned music but unaccompanied singing is  allowed 
because  it  is  regarded  as  poetry.  In  banning  instruments,  the  theologians  and 
enforcers  of  Islamic  State  are  compelling  musicians  to  address  the  same 
philosophical  and aesthetic  questions that  were asked by experimentalists  half  a 
century earlier (What is music? What is an instrument? What is the sonic continuity 
between technology and the human body?) yet with graver consequences. 
The responses that the practitioners of this music have come up with are extremely 
creative, deftly using reverbs, delay, autotune, autoharmonisation and compression 
software together with cutting-edge production techniques to create fully realized 
compositions. Over the last few years, a ‘medieval death cult’ has forged a unique 
recorded compositional language that is inescapably digital, of the mid 2010’s and 
quasi timeless, bearing complex and contradictory relationships to both traditional 
music from Iraq and the Levant and contemporary global pop music.
Islamic State is producing a sizeable and growing canon of officially sanctioned 
jihadi nasheeds. What little scholarly interest there has been to date has been around 
textual analysis of the lyrics, methods of dissemination and the cultural function of 
the  music  within  propaganda  videos.  Almost  nothing  has  been  written  from  a 
musicological perspective.
However, a greater understanding of political and cultural ramifications of the music 
and psychological insights into its adherents could equally begin via an analysis of 
the music itself. This paper aims to briefly explore potential approaches towards a 
musicological study of ISIS nasheeds. 
(Please note that no ISIS imagery will be used)

TOM PARKINSON

The Opera 
According to 
Islamic State

tomnbass@gmail.com

Royal Holloway, 
University of 

London 

ALED SMITH

Unfolding and 
Interacting 
Objects: an 

Exploration of the 
Processes Used in 
my chamber work 
‘Unsettled Paths’

aled.smith@student.rncm.ac.uk

Royal Northern 
College of Music 
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The categorization of tonal strategies in what has been termed the ‘second practice 
of  Nineteenth-Century  tonality’  has  advanced  a  plausible  and  convincing 
understanding of the relations of fin-de-siècle music to a number of the conventions 
that preceded it. Yet, many analyses that focus on tonal considerations overlook the 
overall  effects  of  such processes  on the  rhetorical  and structural  aspects  of  this 
music. What happens to the thematic rotations of a sonata form, for instance, when 
the larger  structure carves space for  a  second tonic? The opening movement  of 
Mahler’s Third Symphony offers one such example, where rhetorical characteristics 
interact  with  these  tonal  processes  to  go  as  far  as  to  construct  the  space  for  a 
secondary  sonata  form  within  parenthesis,  complete  with  a  distinct  tonal  and 
rhetorical outline.
This paper expands upon the above statement through a rotational reading of the 
first movement, and turns the possibility of such a secondary structural space into a 
question  of  analytical  temporality.  How  is  it  possible  that  multiple  forms  with 
individual  tonal  and  rhetorical  rotations  might  unfold  within  a  singular  linear 
structure?  Using  Christopher  Lewis’s  readings  of  ‘process  time’  against 
‘retrospective time’ in post-romantic music, the analysis advances a ‘metatemporal’ 
reading of the movement that suspends the linear unfolding of the form within a 
perspective that incorporates the musical past, present, and future as a complete and 
current reality,  in order ultimately to reveal some of the more intricate relations 
between fin-de-siècle rhetorical and tonal characteristics.

The climactic brass chorale in the first movement of Sibelius’s Second Symphony 
has never been aligned with Adorno’s category of Durchbruch: a peripeteia-causing 
rupture,  involving an intervention of  conceptually-external  and critically-charged 
music.  The  deep-rooted  analytical  tradition  of  uncovering  motivic  unity  in 
Sibelius’s music has instead commonly led to the Symphony’s recapitulation being 
read as the cumulative moment of thematic synthesis at the apex of a structural arc. 
As a consequence, the chorale’s significance has been, I argue, overshadowed.
Material preempting the chorale – a mid-expositional, unharmonized violin theme –
takes a particularly uneasy position in existing analyses. It is either appended to a
secondary theme or ignored entirely. In this paper, I argue that the soloistic descent 
of
the theme invites us to read this statement as an extended caesura-fill. This CF is 
neither part  of  the primary or secondary themes,  but  a thematically distinct  and 
liminal outlier. It is transformed at the brink of the development into a Durchbruch.
Analysis of the movement will support a new theory that Sibelius and other
contemporaneous symphonists were able to critically comment upon the symphonic
tradition  through  the  structural  fissures  at  the  borders  of  sonata  form  –  mid-
expositional or end of rotational caesurae – while the rotational content itself largely 
remained in dialogue with this tradition. This self-conscious approach to form either 
involves 1) a disorientating blurring of architectural markers or 2) breaking apart 
the  form  at  the  seams  by  interpolating  parageneric  episodes,  sometimes 
Durchbruch, to both signify spatial distance and suspend the teleological drive of 
the sonata.

SARAH MOYNIHAN

At the Seams of 
Sonata Form: 

Durchbruch in 
Sibelius’s Second 

Symphony

sarahmoynihan@hotmail.co.uk

Royal Holloway, 
University of 

London 

REBECCA DAY

Rotational Form 
and the Double-
tonic Complex: 

Towards a 
Metatemporal 
Analysis of the 

Opening 
Movement of 

Mahler’s Third 
Symphony

rebecca.day.2010@live.rhul.ac.uk

Royal Holloway, 
University of 

London 
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This paper offers a comparative analysis of two numbers from Berlioz’s ‘concert 
opera’,  La  damnation  de  Faust,  looking  particularly  at  the  question  of  Faust’s 
relationship  to  nature.  It  crosses  the  borders  between historical  musicology and 
analysis  by  giving a  close  reading of  Berlioz’s  celebrated  essay ‘De l’imitation 
musicale’ as  a  way into a discussion of  the composer’s  use of  topics and other 
expressive  gestures  throughout  Faust.  Berlioz’s  definitions  of  ‘physical/direct 
imitation’ and  ‘emotional/indirect  imitation’ are  roughly  mapped  onto  Friedrich 
Schiller’s  definitions of  ‘naive’ and ‘sentimental’ poetry in order  to demonstrate 
how the composer gives expression to one of the fundamental themes of Johann 
Wolfgang von Goethe’s original Faust drama, that is, mankind’s striving for a return 
to the harmonious unity with nature that, for many artists and philosophers of the 
eighteenth and nineteenth centuries, characterized the age of antiquity. 
Berlioz’s use of imitation will be elucidated with recourse to the musical semiotic 
work of  Robert  Hatten,  Kofi Agawu, Eero Tarasti,  Byron Almén,  and Raymond 
Monelle, among others. With the exception of Julian Rushton’s contributions in his 
The Musical Language of Berlioz (1983) and The Music of Berlioz (2001), music-
analytical  discussion of Faust has been relatively thin on the ground. My paper 
seeks to offer a fresh analysis of the work, that builds on Rushton’s insights and 
complements the analyses of the work’s libretto by Daniel Albright,  in Berlioz’s 
Semi-Operas (2001), and Katherine Reeve, in her brilliant article, ‘The Damnation 
of Faust, or the perils of heroism in music’ (1992).
Keywords: Berlioz, La damnation de Faust, musical semiotics, music and German 
Idealist philosophy.

Sibelius’s Third Symphony (1907) is often regarded as the composer’s turning point 
to  a  ‘modern  classicism.’ While  the  terse,  schematic  sonata  form  of  the  first 
movement exhibits a classical coherence, the modern fusion of Scherzo and Finale 
in  the  closing  movement  has  nevertheless  created  divergent  opinions  among 
analysts.  Although  early  theorists  such  as  Donald  F.  Tovey  tend  to  view  the 
movement as a single whole, the lack of thematic continuity between Scherzo and 
Finale seems to set the two apart and make their fusion a less successful example of 
what  James Hepokoski  called ‘multimovement form within a single movement.’ 
This  leads  to  the  common understanding  of  the  movement  as  merely  a  formal 
experiment—if not a failure—that stands between the structural principles of the 
Second and the Fifth Symphonies.
However, from a performer’s perspective, the Scherzo-Finale combination is not as 
fragile as it may appear. In this paper, I attempt to claim the role of a conductor and 
argue that the fusion of Scherzo and Finale can be perceived as a unified whole with 
special  attention  to  tempo—an  important  aspect  in  the  performance  of  the 
movement. Combining with tonal and motivic analysis, I will show that the tempo 
Sibelius  set  for  the  Finale,  as  included in  his  Handexemplar,  is  essential  to  the 
hearing of a coherent multimovement structure. In light of Sibelius being also a 
conductor, the performance issues to be considered in analysing his works—or to a 
broader extent, music at the fin de siècle—will be addressed as well.
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SMA WORKSHOPS

PROMOTE YOUR WORK: 
WRITING SUCCESSFUL 

CONFERENCE ABSTRACTS 

In this session we will seek to answer questions about how 
we can (and why we should) promote analysis to the wider 
musical world. We consider the role of theory in the A-
level  curricula,  and think about  how we can work with 
exam boards to better prepare students for university. Dr 
Loya will  offer  proposals  for  his  ‘quiet  revolution’.  We 
consider questions about the ways that we communicate 
the  benefits  of  theory  and  analysis  to  our  students  and 
colleagues.  Drs  Hewlett  and  Thomas  demonstrate  the 
recent SMA Video Podcasts as a tool for promoting the 
discipline. The session will include short presentations and 
break-out groups.

Led by:                 
Dr Kenneth Smith & 

Dr Shay loya

MUSIC ANALYSIS AND 
OUTREACH

This  workshop  offers  insights  into  the  practice  of 
writing  abstracts  for  conference  papers.  We  present 
some ‘top tips’ from senior organisers of SMA, SMT 
and  EUROMAC  conferences,  who  reflect  on  their 
experience  of  judging  abstracts  for  inclusion  in 
conferences.  We  will  look  through  some  abstracts 
from past events together, before opening the floor for 
delegates  to  have  their  abstracts  discussed  by  the 
group.

Led by:                     
Dr Shay Loya,          

Dr Helen Thomas, & 
Dr Kirstie Hewlett
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From Moorgate (Northern, Metropolitan, Hammersmith & City, Circle lines). 
Head North on Moorgate/Finsbury Pavement towards Old Street. 
From Liverpool Street station (Metropolitan, Hammersmith & City, Circle 
and Central lines and National Rail) head East on Liverpool Street. At the 
end of the road, turn right into Blomfield Street, then follow the road round 
to the left into Eldon Street. Continue along this road (it turns into South 
Place halfway along) and you will arrive on Finsbury Pavement. Turn right 
and continue for 200 yards.

facebook.com/SocietyforMusicAnalysis/

Getting here
Seminar Rooms 8/9

University of Liverpool in London 
33 Finsbury Square

London
EC2A 1AG

We recommend: Travelodge London Central City Road Hotel
With available rooms here:
www.travelodge.co.uk/hotels/340/London-Central-City-Road-hotel

Alternate accommodation can be sought here:
www.booking.com/Finsbury-Park-Hotels

Accommodation

For further information please contact Rebecca Day and Ross Edwards at: 
students@sma.ac.uk
Alternatively, follow these links to the Society for Music Analysis’s various 
media for updates on forthcoming events, digital content (including a series 
video podcasts), news on PhD studentships and funding opportunities, 
membership enquiries, and general information:
Website: www.sma.ac.uk
Facebook: www.facebook.com/SocietyforMusicAnalysis/
Twitter: @SocMusAnalysis

Contacts 
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