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Editorial 
	 Hi, All, and welcome (as promised!) to the newly designed and 
formatted SMA Newsletter. I have attempted to respond to some of  
the comments and suggestions that I invited in the editorial of  the 
January issue, and I hope the various changes, cosmetic and structural, 
meet your needs. As ever, I am always happy to consider items for 
future newsletters if  you have an event you’re organising and would 
like some publicity, or if  you would like to write a short review. It has 
been suggested that reviews of  articles could find a home in the 
Newsletter, and I would welcome any interest along these lines. We 
would especially like to hear from you if  you have recently won a prize 
(such as Danuta Mirka, below) or produced a notable publication (such 
as Chris Dromey and Julia Haferkorn, also below). Please get in touch 
if  you are interested. Official correspondence should be sent to 
information@sma.ac.uk, or you can contact me more informally at 
musochris@gmail.com.  
	 The TAGS conference has been the big event of  the year so 
far. It was hosted by Durham University, with an incisive keynote on 
‘Delius’s Moving Forms’ from Daniel M. Grimley (University of  
Oxford), reviewed below by Oliver Chandler. The conference was by 
all accounts a huge success owing, not least, to Maddie Kavanagh 
Clarke’s solid work as conference organiser. It came to light during the 
event that she had been working on this during her honeymoon 
(congratulations Maddie!), from which she had only returned a matter 
of  days beforehand – an effort, for which I’m sure the delegates were 
thankful! Congratulations are also in order to Kelvin Lee, who won the 
conference prize for his paper on ‘Dialectical Form and Augenblick in 
Schoenberg’s Pelleas und Melisande’. Kelvin’s paper will appear in the 
next issue of  the Newsletter. The panel were also impressed with Sarah 
Moynihan’s paper on Sibelius’s Swan of  Tuonela and Frankie Perry’s 
paper on Aribert Reimann’s arrangements of  Schubert’s early Mignon 
settings. Both were highly commended by the panel, even though 
during the session no one in the room (except Frankie) could quite 
manage the pronunciation of  ‘Reimann’, preferring the inaccurate but 
more theoretically familiar ‘Riemann’. 
	 Looking ahead, we are fast approaching CityMAC. Having 
now seen the draft programme, I can say it promises a lively, rich, and 
exciting melange of  papers, complementing keynote addresses from 
Janet Schmalfeldt and Richard Widdess. I look forward to seeing you 
there!  

Christopher Tarrant 
June 2018 
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President’s Letter 
	 A warm welcome to this year’s Summer Newsletter. 
Welcome also to the Newsletter’s shiny new format, expertly 
engineered by its Editor, Christopher Tarrant, to whom thanks are 
most certainly due. We hope that this renovation makes the 
Newsletter a more attractive and user-friendly experience. It is part 
of  a broader renewal of  our online presence, which has also 
included a redesign of  the SMA website, a project undertaken with 
skill and good judgement by Paul Harper-Scott. I likewise thank 
Paul, and hope that you might take a moment to examine the 
website’s new form and content. 
	 The year’s events are progressing with characteristic vigour. 
In April, Durham hosted the TAGS conference, attracting delegates 
from all over the world and papers on an astonishing range of  
subjects. A detailed appraisal appears below; I take this opportunity 
to offer profound thanks to Maddie Kavanagh Clarke, who 
organised the conference with matchless efficiency and energy, and 
to all in Durham who helped, not least our indefatigable graduate 
students, who gave up their weekend to ensure that technology ran 
smoothly, coffee arrived on time, and delegates were orientated and 
well-supplied with programmes and conference packs. Special 
thanks are reserved for Daniel Grimley, the virtuosity of  whose 
keynote speech was matched only by the extraordinary generosity 
of  his engagement with the sessions and delegates. The Society 
owes Daniel a lasting debt of  gratitude. TAGS was significantly 
over-subscribed this year. This, of  course, is indicative of  its health, 
and as such is wholly positive. At the same time, the volume of  
applications meant that, even with the use (for the first time in 
living memory) of  parallel sessions, we were still obliged to reject 
some applicants. I can only offer my apologies for this unavoidable 
pragmatism and hope that those of  you who were unsuccessful are 
not discouraged from applying next year. 
	 In other news, we give warm thanks to Kelvin Lee, for is 
initiative in setting up the Formal Theory Study Group. The group 
has now met twice for wide-ranging discussion on the fascinating 
business of  thinking about musical form, and a third meeting is 
planned. I wholeheartedly endorse all such initiatives: if  any 
graduate members are keen to establish similar groups addressing 
any issues in theory and analysis, broadly conceived, then the SMA 
is willing and eager to support them. In fact, Kelvin is to be doubly 
congratulated, since he is also the recipient of  this year’s TAGS 
Prize, for his paper ‘Dialectical Form and Augenblick in Schoenberg’s 
Pelleas und Melisande’. 
	 We also look forward to some important events. City 
University will host our plenary conference (CityMAC) from the 

�4

Prof. Julian Horton
President, Society for 
Music Analysis



1 June 2018

5th–7th July, under the expert command of  Shay Loya. There is a 
characteristically packed and diverse programme. I am particularly 
pleased to welcome Professor Janet Schmalfeldt, Professor Emerita 
at Tufts University, Boston, and Professor Richard Widdess of  
SOAS, University of  London, as our distinguished keynote 
speakers. Professor Schmalfeldt will do us the additional honour of  
teaching on the SMA Summer School, which ensues from 8th–10th 
July at Leeds University. Janet will be joined by Professor Nicole 
Biamonte of  McGill University, along with our very own David 
Bretherton of  Southampton University and Ed Venn of  Leeds 
University, whose duties include not only tutoring but also running 
the Summer School. I would like to extend thanks to our keynote 
speakers and tutors on the Society’s behalf, and to Shay and Ed for 
shouldering these responsibilities in the midst of  a busy academic 
year.  
	 Planning for future events is well underway. Both the 2019 
Summer School and Plenary Conference will be hosted by 
Southampton University, under the able supervision of  David 
Bretherton, and will take place respectively from 27th–28th and 
29th–31st July. Further into the future, we anticipate the next 
EuroMAC, which will be held at the Moscow Conservatoire from 
23rd–27th September 2019. As many of  you will know, a 
permanent committee of  the European societies has been formed 
to ensure continuity of  planning for EuroMAC, the first meeting of  
which was held on 25th May in Zagreb. I would like to express my 
gratitude to all my European colleagues for bringing this important 
project to fruition, and especially to Nicolas Meeùs for chairing the 
committee and steering its agenda, in addition to thanking 
Kenneth, who as SMA Vice-President attended the meeting in my 
unavoidable absence. 
	 Alas, I have to end on a sorrowful note. Members will be 
greatly saddened to learn of  the death this month of  Robert Pascall 
(a full obituary is published below). In addition to his achievements 
as one of  the world’s leading Brahms scholars, Robert played a 
major role in establishing music analysis as a discipline in the UK. 
He served as President of  the SMA from 1996–2000, was Chair of  
the Editorial Board of  Music Analysis from 1989–2002 and was 
centrally involved with the journal’s foundation. He will be 
remembered with great fondness, both as an advocate of  our 
discipline and for his selfless and generous mentoring of  
generations of  analysts and musicologists. I extend profound 
condolences to Robert’s family, and to his friends and colleagues at 
Nottingham, Bangor, and Cambridge universities, and in the wider 
scholarly community. 

Julian Horton 
June 2018   
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Announcements 
 
Prof. Danuta Mirka wins the Rowland Jackson 
Award
	 Congratulations to Professor Danuta Mirka, who has won the 
Roland Jackson Award of  the American Musicological Society in 
recognition of  her essay ‘The Mystery of  the Cadential Six-Four’, in 
Neuwirth, Markus, and Bergé, (eds) What is a Cadence? Theoretical and 
Analytical Perspectives on Cadences in the Classical Repertoire (Leuven 
University Press, 2015). 
 	 The award recognises an article of  exceptional merit in the 
field of  music analysis, and was announced during the business 
meeting of  the American Musicological Society in Rochester, New 
York, on Saturday, 11 November 2017. The citation reads as follows: 
  
This year’s winner of  the Jackson Award deals with a matter of  central concern for 
tonal music theory and analysis. It examines subtle concepts found in writings by 
eighteenth-century theorists. It then applies the resulting insights to analysis of  
harmonic, rhythmic, stylistic, formal, and expressive features of  quartets by Joseph 
Haydn, focusing on selected passages along with their interaction with the larger 
compositional context. This essay not only helps illuminate the magic of  these 
specific works, but it also provides a model for how to apply examination of  the 
history of  music theory in service of  top-level music analysis. 

Hearty congratulations to Danuta! 

 

Publication of The Classical Music Industry, 
Chris Dromey and Julia Haferkorn, eds 
(Routledge, 2018)
	 This volume brings together academics, executives and 
practitioners to provide readers with an extensive and authoritative 
overview of  the classical music industry. The central practices, theories 
and debates that empower and regulate the industry are explored 
through the lens of  classical music-making, business, and associated 
spheres such as politics, education, media and copyright. 

The Classical Music Industry maps the industry’s key networks, principles 
and practices across such sectors as recording, live, management and 
marketing: essentially, how the cultural and economic practice of  
classical music is kept mobile and alive. The book examining pathways 
to professionalism, traditional and new forms of  engagement, and the 
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consequences of  related issues – ethics, prestige, gender and class – for 
anyone aspiring to ‘make it’ in the industry today. 

https://www.routledge.com/The-Classical-Music-Industry/Dromey-
Haferkorn/p/book/9781138203693  

Publication of ‘New Horizons in Brazilian Contemporary 
Music: Grupo Novo Horizonte de São Paulo, 1988–99’ in 
Tempo 72, (2018), pp. 52-67, by Chris Dromey.
	 Brazil's foremost ensemble of  the late twentieth century, Grupo 
Novo Horizonte de São Paulo, transformed Brazilian contemporary 
music by cultivating a new mixed-chamber repertory and giving 
sustained support to a generation of  emerging composers. That this 
cosmopolitan group took, then outgrew, the Pierrot Ensemble as its 
cornerstone signals the medium it forged: a localised, evolving 
spectacle with a richly internationalist heritage. This article offers a 
panoramic view of  the musical, intercultural and historical contexts 
that underpin Grupo Novo Horizonte's practices and legacy. Analysing 
landmark works by Sílvio Ferraz, Harry Crowl and others allows us to 
draw further connections between the group, the Brazilianness of  late-
twentieth-century compositional aesthetics, and the realities of  
contemporary classical music-making in Brazil. 

https://www.cambridge.org/core/journals/tempo/article/new-
horizons-in-brazilian-contemporary-music-grupo-novo-horizonte-de-
sao-paulo-198899/94B481E0252DEF397494CB1D72C3FB5A  
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Obituary: Professor 
Robert Pascall 
(1944-2018) 
	  
 

	 It is with great sadness that I report the 
passing on 9 June of  Robert Pascall, 
Honorary Professor of  Music Philology at 
Cambridge University, Professor of  Music 
at Nottingham University from 1988 to 
1998, and Professor at Bangor University 
from 1998 to 2005. 
	 Robert’s contribution to the development 
of  music analysis in Britain is hard to 
overestimate. He was President of  the 
Society for Music Analysis from 1996 to 
2000, was instrumental in the founding of  
the journal Music Analysis, and served as 
Chair of  its Editorial Board from from 
1989 to 2002. He was also one of  the 
world’s leading Brahms scholars, serving as 
Vice-chair of  the New Complete Brahms 
Edition at its founding in 1991 and 

subsequently on its editorial board. His 
editions of  Brahms’s symphonies, encompassing the arrangements for 
one and two pianos, were published between 1996 and 2013. In 
addition to his editorial work, he was a pioneer of  research into the 
historically informed performance of  Brahms’s music. An Honorary 
Member of  the Royal Musical Association, in 1978 he founded the 
biennial cycle of  nineteenth-century music conferences. 
	 	 Robert will be remembered with tremendous affection 
by theorists, analysts and musicologists in the UK and abroad. He was 
meticulous in his scholarship, energetic in his dedication to academic 
citizenship, and selfless in his support and encouragement for 
generations of  young scholars. With his passing, the SMA has lost one 
of  its founding figures. 

Julian Horton 
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Conference Reports 
Analysis Live! Bartók, 
String Quartet no. 4 (1928) 
Review by Megan Rowlands,  
University of  Liverpool 

	 The session took place in the University of  Liverpool’s Leggate 
Theatre, following an outstanding performance by the fabulous Solem 
Quartet (https://www.solemquartet.co.uk) who performed Bartók’s 
Fourth String Quartet in a lunchtime concert on April 24. The session 
provided an excellent starting point for those wishing to get better 
acquainted with it. Analysing the piece, with an audience comprising 
members of  the public and students from the University, Dr Kenneth 
Smith and Dr Richard Worth explored various aspects of  the quartet 
with more than a little help from the members of  the ensemble. 
Structured in three sections, the workshop explored ‘symmetry’ in the 
quartet (Kenneth Smith), extended performance techniques (members 
of  the quartet), and ‘groove’ (Richard Worth). 
	 In terms of  symmetry, the piece was heard to be structured in 
‘arch form’, but its component parts share many symmetrical pitch 
and rhythmic structures that performers and audiences can become 
aware of  as they work through the piece. Bartók maintains thematic 
similarity between the outer two movements of  the work, forming 
audible relations and highlighting the quartet’s overarching form. But 
despite Bartók’s obsession with symmetry, Kenneth demonstrated that 
it is in fact the presence of  asymmetry that clarifies the symmetry we 
are hearing elsewhere. A prime example of  this comes with the cello’s 
opening motive of  the third movement, consisting of  a wave-like pitch 
contour against rhythmical asymmetry.  
	 Pitch (harmony) and rhythm are the two major analytical areas 
in which we can find patterns within this piece. Considering the 
central movement, we experience a piece in which internal symmetry 
highlights the movement’s position as the nucleus of  the work, without 
a structural ‘partner’. With an immediate whole-tone focus, the 
opening chord of  the movement prompts the ultimate juxtaposition of  
symmetry and asymmetry. With two stacks of  three whole tones (A-B-
C# and E-F#-G#), the chord is balanced around an axis of  symmetry 
on D/D#. However, this is counterbalanced by the pitch classes of  the 
whole tones involved, with A/B/C# belonging to the opposite scale 
transposition to E/F#/G#. With further axes of  symmetry forming an 
overall focus on a diminished 7th chord in the bass arpeggiation, the 
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movement draws symmetry from its intervallic structure, with both the 
whole tones and minor thirds becoming prominent features. 
As a whole, while techniques such as canonic repetition, inversion, and 
retrograde link Bartók’s work to an earlier musical tradition, the arch 
form of  this work prompts the use of  innovative and, in some cases, 
unique techniques in order to add complexity to an otherwise highly 
symmetrical work.  

	 To contrast this, the 
rhythmical elements of  many 
movements of  the quartet 
emphasise a sense of  
asymmetry. Both the 2nd and 
4th movements, symmetrical 
within the arch form, consist of  
highly syncopated accent points, 
blurring the clarity of  their 6/8 
or 3/4 time signatures. Richard 
Worth made us clap some of  the 
more intricate rhythms, 
challenging the quartet by 
asking them to play them in 
different groups, so that we 
could follow the individual 

layers of  the ‘groove’ (although links were also drawn with heavy 
metal!). Consequently, while changes of  time signature are never 
experienced within a movement, Bartók includes significant alterations 
in metre and accent. 
	 The Solem Quartet – Amy, Steph, Alistair, and Will – showed 
us the full range of  effects that Bartók demands in this radical and 
challenging work, with particularly excellent demonstrations of  the 
famous ‘Bartók pizzicato’. The audience got a glimpse of  how 
demanding the rehearsal process is, particularly when combining these 
physically draining techniques with the rapid tempi that Bartók asks 
for, especially in the fast movements 2, and 4. 
	 It was good to see that the lecturers from the university and the 
quartet were learning from each other in this workshop; they each 
brought their own perspectives, and were each receptive to the others. 
It was also good to see members of  the public present, and in 
discussions afterwards they had clearly enjoyed the session. It is to be 
hoped that these highly informative and interactive sessions will 
become regular events. 
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TAGS 2018, University of  Durham 
Reviews contributed by recipients of the SMA Travel Grant scheme.

Session 1: The Romantic Generation 
Reviewed by Frankie Perry,  
Royal Holloway, University of  London. 

	 The first session began before 
many of  us had quite adjusted to the 
spectacular surroundings of  Durham’s 
music department, tucked between 
cathedral and castle in the resplendent 
Palace Green, or were quite ready to 
relinquish the common-room window 
seats from which we looked, coffee in 
hand, from the imposing heights of  the 
Wear’s peninsula down the wooded 
gorge to the river below. The landscape 
certainly set the scene for the opening 
session on musical Romanticism. 
Themed ‘The Romantic Generation’, 
each paper addressed composers born 

in consecutive years - Mendelssohn (1809), Chopin (1810), and Liszt 
(1811); the audience were tickled by two of  the speakers’ rebuttals of  
blunt disparagements made in Charles Rosen’s eponymous book. 
	 Eric Grunstein’s thorough and compelling paper kicked off  
proceedings: ‘Tonal Subversion in Chopin’s Large-scale Works’. The 
aims of  Eric’s project are ambitious: to develop a ‘composer-oriented 
theory of  modulation’ that will allow for Chopin’s idiosyncratic 
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harmonic style to be understood on its own terms, rather than in the 
negative, deformational terms that have long haunted many aspects of  
his reception. This paper laid out the categories of  ‘resolving 
introduction’ and ‘false tonal preparation’, cogently illustrated by 
examples from Chopin’s early piano and chamber works. The Q&A 
allowed a number of  themes from the paper to receive further 
development, including the pros and cons of  composer-specific 
analytic vocabularies, and the experiential and improvisatory 
dimensions of  Chopin’s compositional method.  

Next, Hazel Rowland’s paper, ‘Against 
“Religious Kitsch”: The Formal Function of  
Vocality in Mendelssohn’s Piano Trio in C 
minor, Op.66’, addressed Rosen’s claim that 
‘Mendelssohn is the inventor of  religious 
kitsch in music’. Hazel argued that the 
chorale theme in the finale of  the Piano Trio, 
Op. 66, is carefully woven into the 
movement’s sonata narrative, displaying a 
procedure much more subtle than a ‘kitschy’ 
secular instrumental appropriation of 
religious vocal music. After addressing the 
idea of  vocality within instrumental music, 

Hazel then presented a rigorous formal analysis of  the movement. The 
Q&A raised interesting questions, including whether even such a 
convincing analysis of  the chorale in terms of  ‘formal functionality 
and expressive topicality’ can truly reach the situationally- and 
sentimentally-contingent crux of  Rosen’s contention that ‘the finale 
[…] shows how religion for Mendelssohn had dwindled into a simple 
feeling of  awe that could serve as an impressive climax to a profane 
work’. 

Nicolás Puyané’s paper reoriented our focus towards the 
musical surface, once maligned in music-analytical scholarship but 
warmly received here: ‘A Case for the Surface: Liszt’s Ossia to “Im 
Rhein, im schönen Strome”’. An outline of  relevant sources and 
correspondence gave valuable insights into the priorities of  Liszt and 
his publishers. Then, a piano demonstration of  different versions’ 
textural and timbral effects was followed by the enticing suggestion 
that this burgeoning field of  surface-led musicological enquiry could 
interact productively with ideas of  ‘sonoristics’ (after Józef  Chomiński). 
With brief  forays into Liszt’s broader transcription practices and his 
complicated relationship with Werktreue aesthetics, Nicolás also 
advocated a textually fluid conception of  musical ontology that, 
instead of  endowing ‘authenticity’ onto one particular instantiation, 
can equally embrace multiple existing versions. 
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Session 2.1: Schoenberg 
Reviewed by Saori Kanemaki,  
Humboldt University of  Berlin 

	 Session 2.1 on Arnold Schoenberg revealed bold and fruitful 
perspectives on his early works. In his paper ‘Dialectical Form and 
Augenblick in Schoenberg’s Pelleas und Melisande (1905)’ Kelvin Lee 
conceived a developed type of  two-dimensional sonata form. Whereas 
Alban Berg’s analysis of  this work treated it as programme music, Lee 
focused on the music’s prosaic narrativity. He pointed out, however, 
that the cycle of  this form is ‘corrupted’ by the turn of  events – the 
requited love of  Pelleas and Melisande – whose scene could be 
metaphorically considered as an example of  the ‘Augenblick’. 
Schoenberg designed a drastic harmonic development for this scene, 
after which the finale doesn’t seem to function as a repetition, but 
rather as a motoric development. 
	 Theodor W. Adorno published his criticism of  Arnold 
Schoenberg’s Serenade, Op. 24, in Pult und Taktstock in September 1925. 
In his writings, we find repeatedly the word ‘Ironie’ to describe 
Schoenberg’s early twelve-tone music. This was the starting point of  
Charles Stratford’s paper ‘Adorno and Irony in Schoenberg’s 
Serenade: Reaching for the Idea, but Getting a Style’. He illustrated 
the intentions of  Adorno and put forward two interpretations of  
Adornian irony: ‘an outward irony that distorts conventions of  
Classical forms’ and ‘an inward irony that thwarts expectations built 
into the work’s poetics’. Stratford explained that Schoenberg was 
inspired by the concept of  the ‘idea’ as the origin of  art and its 
implementation as ‘style’, as the composer indicated himself  in his 
essay ‘New Music, Outmoded Music, Style and Idea’ published in 
1946, and demonstrated the relation between the ideas and styles in 
Schoenberg’s music.  
	 Arnold Schoenberg had actually shown no concern for the 
poetry of  Stefan George before, although his students Anton Webern 
and Karl Horbitz had already set it to music. Apparently, the love 
affair between Schoenberg’s wife Mathilde and Richard Gerstl 
changed his view of  both love and gender. Das Buch der hängenden Gärten, 
Op. 15, by Schoenberg, which consists of  15 settings of  George’s 
poetry under the same title, was composed from 1908 until 1909. Ben 
Williams demonstrated in his paper ‘Madonna, Harlot, Androgynous 
Angel: Gender in Arnold Schoenberg’s Das Buch der hängenden Gärten’ 
how Schoenberg set George’s love poems to music. Williams’s sought a 
hierarchical system of  keywords marked by Schoenberg in gender-
related texts. It seems that Schoenberg’s examinations on love led to 
some gender issues. This, for instance, was reflected by identifying the 
gender roles in the voice range of  the performer.   
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Session 2.2: Empiricism, World Music, Popular Music
Reviewed by Nathan Neeley,  
University of  Cincinnati  

Anna Kent-Muller’s paper, ‘A Formula for Music-Similarity: 
Utilising Score-Based Recommendation’, considered how popular 
music-theoretic methodologies accurately describe how listeners 
perceive music, particularly regarding variation structures. Previously, 
audio-based methods have been prevalent in determining musical 
similarity. As an alternative, this approach effectively and skilfully 
focused on score-based analysis by using standard analytical 
methodologies in music theory, such as Schenkerian analysis and neo-
Riemannian theory. Preliminary findings revealed that Schenkerian 
analysis, interestingly and surprisingly, most accurately portrays how 
we hear music. This study used statistics and empirical data from 
surveys to illustrate similarities and differences between listeners of  
varying ages and levels of  musical training. However restrictive in 
scope right now, score-based analysis in theme-and-variations 
structures can potentially reveal inconsistencies when compared to 
findings from other works. As a next step, this method could be 
expanded to incorporate a wide array of  stylistic periods and formal 
designs, ultimately developing a generalised theory for detecting 
musical similarity across stylistic and formal boundaries. 

Tat Amaro’s paper, ‘Contemporary Adaptions of  Lanna 
Traditional Music: contextual analysis’, examined dynamic musical 
change in a region in the north of  Thailand, known as Lanna. 
Specifically, the presenter commendably observed different 
generations’ musical traditions to note how practices are preserved and 
changed in a society that fundamentally relies on oral tradition instead 
of  notation. By comparing different recordings of  a piece entitled 
Muey – one from 1969 and one in the last 10 years, practices can be 
readily perceived and discovered, highlighting distinguishing 
characteristics from both eras that are striking. Amaro proceeded to 
take this analysis a step further by analysing different recordings of  
another piece – So Phama – and transcribing them by using 
conventional western tradition. Potential pitfalls could arise, however, 
when transcribing this music using western notation, since it does not 
willingly adhere to the conventional 12-note divisions of  the octave. 
Nevertheless, by combining the perceptual oral traditional and adding 
a western transcription of  the music to the mix, salient musical 
features are more prevalent, precisely and brilliantly demonstrating 
how Lanna’s musical traditions have both been preserved and adapted 
over the course of  time.  

Stephanie Naisbett’s paper, ‘Emphathetic reinterpretation: 
an analysis of  Kate Bush’s “Wuthering Heights”’, studied scenes from 
Kate Bush’s song to observe how they are reinterpreted from scenes 
from the book and the TV adaptation that initially inspired her. 
Naisbett began by clarifying the misconception typically associated 
with Bush’s work, that is, Bush claims that the book itself  had no 

�14



1 June 2018

bearing on her inspiration for the song. Rather, it was the TV 
adaptation that inspired her. Naisbett studied the song through a 
semiotic interpretation, focusing on the lyrical and vocal embodiment 
of  the character. To emphasise this interpretation and methodology, 
the harmonic structure and instrumental accompaniment were 
observed alongside the character’s narrative, remarkably shedding new 
light on how Bush was able to bring a literary character to life through 
song, elevating feelings and thoughts to generate empathy with the 
character. 

TAGS Conference Workshop: ‘Preparing an Article for Publication’ 
Review by James Savage-Hanford,  
Royal Holloway, University of  London 

	 The SMA’s commitment to providing postgraduate training 
and early-career preparation was demonstrated at TAGS this year by 
the inclusion of  a very helpful workshop on the practicalities and 
potential problems associated with article publication. Julian 
Horton’s presentation, with insightful comments from Christopher 
Tarrant, sought to address some of  the more self-evident issues that 
one might encounter when preparing an article, alongside more 
detailed points on publishing within the disciplinary field of  theory 
and analysis (in which, quite significantly, journal articles have 
historically proven to be of  greater importance than monographs).  
	 An introductory section which posed the question of  why 

academics would want to publish articles in the first place 
(dissemination of  ideas; increasing job prospects; receiving feedback) 
invariably led to a survey of  the pros and cons (and further cons) of  
the REF – an eye-opener for some, and confirmation for others that, 
for better or worse, academic employability and the REF are closely 
connected. An overview of  the latter’s function and criteria for 
assessment was therefore welcomed by the group. 
	 The main part of  Horton’s presentation consisted of  a ten-

point guide to getting an article published, and included useful advice 
on: getting to know your journals and situating your article 
accordingly; familiarising yourself  with a journal’s guidelines; learning 
how peer-review works; seeking informal advice before submission; 
how and when to submit your article; how an article might differ from 
the likes of  a thesis chapter or conference paper; and the importance 
of  rewriting and revising, and rewriting again. On this last point, the 
group was presented with an editorial exercise, and asked to pick apart 
a passage Horton had prepared earlier on Beethoven’s Seventh 
Symphony. In twos and threes, we duly proceeded to annihilate a piece 
of  work which, thankfully, bore little resemblance to the many 
fascinating papers presented by students over the course of  the 
weekend. The point of  the exercise was clear: the best way of  learning 
to write, is to learn to edit – and to keep editing. 
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	 Among Horton’s closing remarks was the admirable reminder 
that regardless of  the complexities of  the job market, or the difficulties 
associated with getting published, there is nevertheless a higher calling 
to what analysts do, and, indeed, to what academics do. The discipline 
of  music theory is ‘old and venerable’, and ‘should not be devalued’ – 
poignant words from which we might all draw inspiration.  

Session 3: Schubert and Beethoven  
Review by Eric Grunstein,  
University of  Edinburgh 

	 The third session focused exclusively on the works of  
Beethoven; the author of  a presentation probing the interaction 
between linear and cyclical processes in Schubert was unfortunately 
unable to attend. It was pleasing to note, however, that the two 
remaining scholars’ approaches to similar repertoire were vastly 
different. 
	 Chi-Fang Cheng, from the University of  Manchester, 
delivered a stimulating talk entitled ‘Beethoven’s Pedalling Application 
on the Features of  the Final Chord, Tonality and the Text in an 
Engagement of  the Harmonic Process and Sound Production’. 
Despite the slightly convoluted title, the presentation was sensitively 
structured, first considering existing analyses of  piano pedalling and 
subsequently positing five techniques of  particular relevance to 
Beethoven: final tonic chord pedalling, ‘settled’ and ‘resettled’ 
pedalling, text-related pedalling, and harp-like pedalling. Drawing 
upon a range of  relevant examples, the speaker constructed a useful 
analytical framework, though the terms ‘settled’ and ‘resettled’ could 
perhaps have been defined more clearly. While some further 
explanation of  the topic’s implications for wider Beethoven scholarship 
may also have been beneficial, the presentation offered an insightful 
and often illuminating account of  a process that has largely evaded 
mention in the literature. 
	 The session’s second talk, presented by George Peck of  
Huddersfield University, was entitled ‘Schenkerian Theory and 
Structural Hierarchy: Integrated Forms and Beethoven’s Piano Sonata 
in E-flat major, No. 4, Op. 7’. By suggesting a wider scope for 
Schenkerian theory and considering aspects of  the new Formenlehre, 
Peck engaged convincingly with issues of  continuity in the Fourth 
Sonata. Given the talk’s generally excellent methodological basis, it 
was somewhat surprising to note the absence of  references to William 
Caplin, whose emphasis on syntax might have proved rather less 
restrictive than Hepokoski and Darcy’s ‘top-down’ approach. As with 
the first presentation, some further consideration of  the topic’s wider 
implications would also have been welcome. Such criticism, however, is 
a footnote to what was otherwise an outstanding presentation: the 
speaker’s conceptual precision, confident delivery, and acute 
knowledge of  the repertoire made for an engrossing talk.  
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Keynote Lecture: ‘Delius’s Moving Forms’ 
by Prof. Daniel Grimley, University of  Oxford 

Review by Oliver Chandler, 
Royal Holloway, University of  London 

	 Alisdair Macintyre begins his controversial text on the history 
of  morality, After Virtue (1981), by detailing a hypothetical situation 
drawn straight from the pages of  science fiction. A great disaster 
befalls the Earth, and the world’s scientists are blamed. Professors and 
their students are incarcerated, laboratories are torched, and 
publishing houses are ransacked. All of  this is done in the name of  a 
know-nothing, populist government. (Perhaps this situation seemed 
altogether more fictional in 1981 than it does today.) Years later, 
however, there is a renaissance of  scientific thought. Pages from 
forgotten articles and chapters from lost treatises are found and broken 
machine fragments are disinterred from the debris of  long-abandoned 
ruins. The result of  such rediscovery, however, is a disciplinary 
chimaera, composed of  particles of  knowledge which have been shorn 
away from a wider context that might give them meaning. Technical 
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terms and concepts litter people’s conversations, albeit that few, if  any, 
know their exact meanings. Macintrye’s claim is that this hypothetical 
situation is anything but hypothetical for the history of  morality: we 
consistently invoke concepts of  justice or dessert, without a clear 
concept of  what these mean. For him, this could only be supplied by 
the socio-historical context of  the Ancient-Greek Polis, in which many 
of  these concepts were spawned. One might say the same thing about 
the history of  musical form as concept, on the basis of  Daniel 
Grimley’s virtuosic keynote. ‘Form’ might have had surer meanings 
once, but these have been lost to the modern speaker, who evokes the 
concept as a fragment that has become disassociated from a context of  
philosophical debate which stretches back to antiquity. 

Grimley’s focus in this paper was Delius’s Violin Concerto and 
the debates surrounding its form (or its putative lack thereof) which 
littered the pages of  music journals throughout the early 1960s. The 
disagreements in which the various interlocutors became ensconced 
were insuperable, however, defined more by their inability to agree on 
what exactly constituted a musical form, than the shades of  difference 
exhibited within the boundaries of  a shared and agreed upon concept. 
As Grimley put it, ‘form is a fugitive concept, but in its casual current-
day usage it is seemingly commonplace’. The arguments of  Delius’s 
detractors and celebrators both relied upon an idea of  ‘form’, albeit 
one that was never clearly and exhaustively defined. It is this elasticity 
of  definition which allowed the word to become a hold-all for various, 
perhaps more visceral, objections and approbations. In an attempt to 
clarify this debate, Grimley set about on an etymological dig, pursuing 
the word’s various roots through layers of  historical strata. He cited the 
utilitarian and canonising definitions of  the nineteenth century, and 
the formalist and more ‘post-modern’ conceptions of  the later 
twentieth century, all of  which fed into the debates surrounding 
Delius’s concerto. Discussion of  dialogic, utopian, and Hanslickian 
ideas were thrown in for good measure, estranging me from a concept 
that had previously felt solid, dependable, and familiar. The differences 
between these accounts of  the word trace the outline of  a more 
fundamental contradiction, however, which extends back to the 
‘schisms in Western metaphysical thought’. This schism might be 
thought of  in terms of  the difference between ‘Form and forming’: the 
opposition between an object that is readily available for 
contemplation as a fixed, bounded entity, and one which can only be 
described as an active state that is constantly changing or re-forming. 
On the basis of  this latter definition of  the term, it becomes impossible 
to call Delius’s moving, ever-changing forms formless. ‘Delius’s well-
developed Satz technique: the continual elaboration of  a basic 4-bar 
template via a process of  harmonic and contrapuntal 
recontextualisation’ undermines contained, enclosed, or architectonic 
ideas of  form, while traversing a number of  distinct ‘states’ – rhapsody, 
idyll, stasis – in a manner reminiscent of  changing moods of  thought: 
a formal process that is always moving.  
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Grimley’s lucid and compelling account of  form’s etymology 
allowed him to redeem Delius’s music without resorting to stretched 
and stylistically inappropriate ideas of  formal coherence supplied by 
sonata form, as Deryck Cooke had attempted to do. Delius’s approach 
is not formless; he merely deploys form in a way such that it is unique 
to him. Such a redemption raises a few questions, however. The idea 
of  musical ‘unity’ is treated with caution throughout, and perhaps 
rightly so, but ‘a feeling for long-range structural and expressive 
balance’ is still held up as a virtue of  Delius’s dynamic model. I find it 
difficult to see in what sense balance is so different a word from unity. 
My feeling is that, however unfashionable ideas of  coherence, balance, 
or unity may be, they are a fundamental aspect of  human existence. 
The philosophies of  Derrida and Deleuze well describe certain avant-
garde developments in linguistics or art, or precarious work conditions 
under late capitalism, for example, but they do less well at explicating 
the phenomenon of  hoovering, loading the dishwasher, or having a 
relaxed conversation with a friend. The idea of  unity might repress 
something fundamental about human life, but a permanent state of  
disorientation doesn’t sound apt or palatable either. That we find 
different words for coherence (even if  they are more nuanced and 
considered) is a testament to the concept’s lasting, human currency.  

Another thought arises, too. If  certain fixed ideas about form 
have been used as a canonising device (another concept which 
Grimley treated with caution), then might ideas of  forming just as easily 
aid in the act of  future canonisation? Questions such as these will no 
doubt be dispatched with ease in Grimley’s forthcoming monograph, 
Delius, Modernism, and the Sound of  Place.  

Session 4.1: Varieties of  Musical Modernism: Elgar, Sibelius, Enescu 
Review by William Drummond 
University of  Oxford 

	 Oliver Chandler’s paper, ‘Foreground and Middleground 
Illusions in Edward Elgar’s Late Chamber Music’, the first of  the 
session on ‘Varieties of  Musical Modernism’, began by positing two 
contrasting uses of  tonality in nineteenth-century music. The first 
concerned examples which are heard as being ‘in a key’ despite a 
middle- or background characterised by equal-interval cycles or tonal 
pairing. In contrast, examples of  the second category seem 
harmonically indeterminate or novel but manifest a middle- or 
background reliant on more conventional tonal functions. Chandler 
presented an analysis of  the Allegro Moderato of  Elgar’s String Quartet 
which qualified commentators’ description of  its ‘fluid’ tonality by 
demonstrating that it composes out a single tonic triad. Similarly, he 
argued that the apparently tonally wayward Adagio of  the Cello 
Concerto possesses a middleground which can be interpreted as 
‘strictly ordered’ in terms of  conventional tonal procedures. To 
illustrate, Chandler performed his own beautiful transcription of  the 
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movement on the guitar. The compelling claims of  this paper might be 
further nuanced with a re-consideration of  the apparent distinction 
between impressionistic listening and analytical engagement (with a 
material score) in light of  its findings.  
	 James Savage-Hanford’s paper ‘Childhood Reverie and the 
Enchanted Scene in Enescu’s Impressions d’enfance for Violin and Piano, 
Op. 28’ presented a subtle consideration of  musical enchantment in 
relation to these pictorial miniatures. The paper considered how the 
close links between enchantment, perception, and embodiment in both 
Enescu’s representation of  nature and animal sounds (such as a 
chirping bird) and the role of  performance gestures (such as in his 
depiction of  a babbling brook). In addition, Savage-Hanford also 
noted the motivic interconnections between the set’s movements, 
culminating in the lullaby, lending it an already-familiar quality. This 
linked with the paper’s discussion of  ‘sonorously constructed dwelling’, 
as well as the tensions between ‘belonging’ and ‘unbelonging’ 
prompted by musical enchantment. The rich consideration of  
enchantment in this paper might additionally be considered alongside 
more negative approaches to the category as dangerously regressive or 
disarming criticality. 	 	  
	 Sarah Moynihan’s paper ‘Sibelius’s Timbral Others: The 
Swan of  Tuonela’ began by suggesting that, ‘as it is currently 
understood, the musical category of  Klangfläche or ‘soundsheet’ is in 
danger of  (re-)exoticising vast swathes of  Sibelius’s music’. This 
category, often associated with the depiction of  natural landscapes, 
positions Sibelius as an ‘other’ to a contrasting teleological symphonic 
tradition. Rather than taking an exclusively linear approach, 
Moynihan’s paper considered more localised features of  voice-leading 
and orchestration to argue that Sibelius’s symphonic poem can be 

understood as falling into six 
sections. According to this 
interpretation, the cor anglais 
acts as a timbral ‘outsider’, 
resisting the ‘sound-sheet’ 
provided by the strings. 
Moynihan proposed this 
approach as a more ‘ethical’ 
reading of  this supposedly 
‘formless’ music. The paper 
prompted interesting discussion 
of  the potentially heavily 
freighted category of  the 
‘outsider’ and its relation to the 
process of  exoticisation the 
paper resisted.   
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Session 4.2: Aspects of  Post-tonal Music 
Review by Charles Stratford, 
Brandeis University, Massachusetts 

	 Yvonne Teo’s paper, ‘Towards a Model of  Theoretical 
Hybridization’, provided a compelling integration of  three models of  
analysis: Schenkerian, neo-Riemannian, and beat-class.  She used the 
minuet movement from Ravel’s Sonatine as her primary source.  I was 
impressed by how she integrated the pitch and rhythmic dimensions of  
the music analysed, as well as how her interpretation of  the middle-
ground elements of  the Ravel were useful for performers; in particular, 
she identified how the rhythmic segmentation on both large-scale and 
local levels helps us understand the middleground collections 
discussed. Her delivery was confident and clearly enunciated, but it 
would be helpful for her to read at a slightly slower pace.  I enjoyed her 
paper very much! 
	 In his paper, ‘Treatment of  Transpositional Combination and 
Contour: Analogous Realization of  Nonserial and Serial Materials in 
Stravinsky’s Septet’, Nathan Neeley drew on Richard Cohn’s theories 
of  transpositional combination, as applied to a somewhat neglected 
late serial work by Stravinsky, his 1953 Septet. Nathan devised an 
excellent rubric by constructing analytical categories that fit well with 
each other, and his handouts and discussion explained the role of  TC 
sets in the chosen repertoire.  His paper was well organised and his 
argument was rooted in the elemental aspects of  the Septet.  I was also 
impressed by how his explanation of  TC applied to both the serial and 
non-serial elements of  this work.  My only suggestion was for him to 
assume slightly less pre-existing familiarity with Cohn’s theories by the 
audience.  Overall, his fascinating paper really expanded my 
understanding of  a work I have encountered in my own research. 
	 Natalie Matias’ paper, ‘Towards an Aesthetic of  
Visualization: Multi-Media Analysis and Political Ideology in 
Prokofiev’s Alexander Nevsky and Ivan the Terrible’, drew on 
interdisciplinary methods for understanding Prokofiev’s multimedia 
works for cinema and how such works reflect Soviet ideologies from a 
musicological perspective, i.e., how music becomes a political tool in 
these films.  She focused on the ways in which the sung text is 
integrated into the cinematic narrative both diegetically and non-
diegetically.  Her presentation deftly incorporated multi-media analysis 
that grounded her discussion of  the films, and I found it very 
interesting how Prokofiev shaped the characterisations musically in the 
substance of  the films discussed. A lot of  information was presented in 
a short period of  time, but this did not detract significantly from the 
impact of  her presentation, which I appreciated very much.  
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Session 5.1: Music after World War II  
Review by George Peck, 
University of  Huddersfield 

	 The underwhelming turnout to this session should not be 
considered a reflection on the quality of  the papers presented therein. 
Rather, the three speakers presented on topics distinct from Formenlehre 
theories, all overlapping issues in music theory with an external non-
musical counterpart, of  nothingness, trauma, and society respectively. 
Saori Kanemaki, in ‘How to put Meanings to Silence: John Cage 
and His Four Editions of 4’ 33”’, began the session with an 
investigation into the significance of  the score, and of  notation. It 
should be noted that Cage was not the only composer, nor artist, to 
create a ‘silent piece’, with mention of  both Rauschenberg’s ‘White 
Painting’ (1951) and Pittoresken’s ‘In Futurum, III’ (1919). Alongside 
these examples, Kanemaki adopted the question ‘how did silence 
become a musical term?’, while treating 4’ 33” as a control for the 
discussion of  rhythm, pulse, and temporality. In particular, this paper 
highlighted issues regarding concepts (or the lack thereof) of  
expectation and nothingness, as well as the contradiction of  a non-
event as an event for the measurement of  time.  
	 The second paper of  the session, ‘New Perspectives on A. J. 
Potter and his Music through Signifiers in his Life, Words and Music’ 
by Sarah Burn, broadly concerned the use of  autobiographic 
accounts to inform ideas within an analysis. Burn has been fortunate 
to access the manuscripts of  A. J. Potter, allowing for novel analyses of  
the composer’s original intentions within the context of  twentieth-
century Irish music. Rather than a typical Western analytical model, 
Burn preferred the scope of  semiotic connections between piece and 
composer. Through the course of  the paper, several core principles 
permeating Potter’s Sinfonia ‘de Profundis’ (1968) were outlined, 
including the composer’s personal struggles with PTSD and other 
illnesses, religion, and nationality, while tracing memetic references 
from psalms and folk music working parallel to the Western and 
serialist tonal systems. Burn’s more generalised research topic – on the 
creative responses to trauma – should be praised for isolating a 
commonality that can be investigated on a level playing field among 
differing composers.  
	 The final paper of  the session, ‘Soundscape of  Environment 
and its Reflections in Composers’ works: A Reading of  Istanbul 
through Mark André’s “Üg”’ by Burcu Yaşin, investigated the ever-
changing soundscape evident within a community. Specifically, Mark 
André’s musical perception of  Istanbul was interpreted with respect to 
geo-specific aural signifiers. This paper covered a spectacular scope, 
from the preservation of  ‘soundmarks’ (the unique features of  a 
specific soundscape), to the integration of  religious ‘sound signals’ 
through call for prayer, all with reference to the composition in 
question, culminating in what can only be described as a new model, 
based on that of  Schafer, where ‘keynote sounds’ and ‘sound signals’ 
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are polarised within a location, surfaced by foreground ‘sound signals’. 
This will inevitably serve as part of  a larger project, mapping the 
soundscapes of  locations at a specific temporal point, and neatly 
overlaps with Darwinian concepts within a landscape’s ‘sound’. 

Session 5.2: Varieties of  French Music 
Review by Chi-fang Cheng, 
University of  Manchester 

The first paper of  this session, ‘Analysing Erasure: Gérard Pesson’s 
Wunderblock’, was presented by William Drummond. The orchestral 
work, Wunderblock, was composed by the French composer Gérard 
Pesson, referencing the erased de Kooning drawing of  1953, which 
referred to Leo Steinberg’s comment (1920-2011): ‘I have seen the 
erased de Kooning drawing several times, and find it ever less 
interesting to look at. But the decision behind it never ceases to 
fascinate and expand.’ 

The analysis of  erasure in Gérard Pesson’s Wunderblock was 
discussed in the following three ways: (1) the concept of  erasure, 
indicating an occurrence of  absence itself  as a real event; (2) analysis 
of  erasure in Wunderblock, applied by timbral alteration, repetition of  
individual bars, omission of  material, and insertion of  alternate 
material; and (3) issues and challenges of  analysing erasure. Thus, in 
this case, the principal focus of  this paper was a presentation of  several 
types of  erasure in response to the sonata form of  Wunderblock’s 
Brucknerian source, and with a critical recording of  Luciano Berio’s 
Sinfonia No. 6. Some interesting points were raised relating to 
sonority, such as reduction or noise-inflection, and aiding an 
occurrence of  absence in the music. 
	 ‘Crossing the Barline: André Caplet and Rhythmic 
Dissonance’ was presented by Clare Wilson. The paper focused on 
rhythmic dissonance, illustrated in a specific feature of  the rhythmic 
motion combined with fast-paced harmonic motion in the piano 
accompaniments resulting in the unequal phrase and tonal structure in 
Le vieux coffret (1914-1917) by the French composer André Caplet 
(1878-1925). 

In this presentation, Clare Wilson focused on the rhythmic 
motion and explained two kinds of  metric dissonance, which can be 
described as: (1) grouping dissonance, and (2) displacement dissonance. 
Grouping dissonance is a feature that shows different groupings 
appearing at the same time in the layers of  motion, whereas, 
displacement dissonance focuses on the same groupings, and it is used 
in a non-aligned manner within layers of  motion. In addition, 
evidence of  metric dissonance from the music of  Robert Schumann 
helped to illustrate Wilson’s argument that the duration of  indirect 
dissonance can be changed from passage to passage and also from 
listener to listener. The example of  ‘Songe' indicated the suggested 
groupings that creates a conflict between the notated time signature 
and suggested time signature in Caplet's compositional process. At the 
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same time, this presentation emphasised a way of  
understanding the rhythmic motion in terms of  
dissonance and consonance, suggesting a sense of  
improvisation in the music itself. The presentation 
closed with two impressive recordings of  ‘Songe’ from 
Le vieux coffret that invite two different musical 
interpretations. At the same time, these musical 
interpretations seemingly served as a kind of  
improvisation requiring an understanding of  rhythmic 
dissonance. 

Session 6: Composi t ion and Recomposi t ion 
Review by Sarah Moynihan, 
Royal Holloway, University of  London 

Desirée Mayr opened the last session with a 
contribution to the growing body of  scholarship on the Brazilian 
composer Leopoldo Miguéz (1858-1902). She used various diagrams 
to communicate her sonata-form analysis of  Miguéz’s Violin Sonata, 
Op. 14, to show the affinity of  his music to that of  central-European 
traditions. Miguéz’s ‘derivative techniques’ were shown on a 
hierarchical table, voice-leading graphs with ‘birdcage 
connections’ (Joti Rockwell), and a ‘network diagram’ of  
transformations.  
	 Although Mayr’s recorded presentation was brief, it worked 
well, and afterwards she was contacted via Skype to answer questions. 
Conference keynote speaker, Daniel Grimley, encouraged Mayr to join 
the first half  of  the paper – Miguéz’s historical position – with the 
second. He asked: ‘What does it mean to be a Brazilian composer in 
the 1880s and evoking Austro-German techniques?’ Mayr’s response 
emphasised the importance of  the composer in the formation of  
Brazilian national identity during the transition from monarchy to 
republic. As Miguéz was immersed in German musical culture when 
he studied there, Mayr argued that neo-Riemannian theory is at least a 
starting point because there is no established theoretical model for 
Brazilian music. Mayr may wish to reflect further on these ethical 
issues, in particular, the paradoxical nature of  a national identity 
formed via the appropriation of  another musical culture, and 
conversely, the application of  formal models that will cast anything 
non-conformational as an ‘other’, a colonialist approach according to 
some scholars. 
	 Next was a compelling analysis of  Aribert Reimann’s Mignon 
(1995) by Frankie Perry. The work is a neo-Romantic composite 
constructed from Schubert’s many treatments of  Goethe’s ‘elusive’ 
Mignon. In Perry’s words, it is a ‘melting pot’ of  ‘scraps of  
Schubertiana’. Colour-coded tables and score snippets effectively 
showed that Reimann’s recontextualisation of  the ‘scraps’ within the 
work’s trajectory does not follow the chronology in which Schubert 
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composed them. Perry argued that the piece therefore disrupts notions 
of  an artist’s teleological career from ‘naivety to understanding’. 
Schubert’s rarely performed ‘youthful attempts’ are thereby 
rehabilitated and celebrated, which in turn undermines the authorial 
weight of  the later versions. 
	 Once again, questions had an ethical stance. Oliver 
Chandler suggested that the work might be read as a unification of  
Schubert’s output by making his lesser-known music worthy of  the 
received figure of  Schubert. Daniel Grimley pushed the cynical edge 
of  the question further still, with the suggestion that Reimann’s work 
could be a parasitic attempt to position himself  in the line of  the ‘great 
master’ composers. The discussion ended with Julian Horton’s 
enquiry about the effect of  Schubert’s scraps, which might be akin to a 
collage of  ‘petrified’ remains. Perry argued that instead of  a 
postmodernist ‘Frankenstein’s monster Schubert’, Reimann’s particular 
stitching together of  his music tapped into Romantic ideals of  unity. 
	 Inkeri Jaakola closed the conference on a high note with an 
exploration of  temporality in Paavo Heininen’s opera, Silkkirumpu, Op. 
45 (1983). Focusing on the dramatic device of  ‘textural interruption’, 
Jaakola presented detailed textural and musical analyses of  two 
examples. She demonstrated that the frequent juxtaposition of  the 
psychotic princess’s virtuosic call with rhythmic-chordal drumming is 
analogous to the ‘temporal narrative strategy’ of  cinematic montage. 
These juxtapositions collapse musical time and act as ‘a sonic 
metaphor of  the character’s fuzzy consciousness’. In the second 
example, Jaakola argued that the opera’s last number offers a glimpse 
of  a happier outcome to its tragic plot. Lyrical material from the 

scene’s opening suddenly appears at its end, 
entirely separate from the psychotic setting of  
nonsense words that surrounds it. The 
interruptive function of  this instrumental music 
creates a temporal leap backwards, much like a 
flashback, and suggests an ‘alternative path’ 
through the plot, one where the adoring 
gardener does not commit suicide. In the 
discussion, Grimley suggested that a diagnostic 
reading of  the flashbacks – ‘emotional replaying 
of  past events’ – as a response to trauma, might 
enrich and further integrate her reading. Horton 
questioned the importance of  the concerto 
genre, specified in Heininen’s subheading, for 
the opera’s interpretation.  
	The panel’s papers together illustrated the 
productive analytical outcomes that arise when 
attending to intruding, merged, and montaged 
musical ‘bits’. As the discussions revealed, 
examining (re)composition brings into focus 
both the ethical and formal dimensions of  
current analytical practice. 
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Diary 
SMA CityMAC 
City, University of  London, 5-7 July 2018. 
Keynote speakers: Prof. Janet Schmalfeldt (Tufts) and Prof. Richard 
Widdess (SOAS) 
The call for proposals has closed 
http://www.sma.ac.uk/event/citymac-2018/  

RMA Annual Conference 
University of  Bristol, 13-15 September 2018 
Keynote Speakers: Prof. Alejandro L. Madrid (Cornell) and Prof. 
Robert Adlington (Huddersfield) 
The call for proposals has closed 
http://www.bristol.ac.uk/music/events/conferences/rma-annual-
conference/  

Conference on the Classical Music Industry 
Middlesex University, 16 October 2018 
Call for proposals has closed 
https://www.mdx.ac.uk/events/2018/10/conference-on-the-classical-
music-industry,-including-book-launch  

SMT/AMS Conference 
San Antonio, TX, 1-4 November 2018 
Call for proposals has closed 
https://societymusictheory.org/events/cfp2018  

SMA Summer School 2019 
Southampton University, 27-28 July 2019 

Southampton Music Analysis Conference (SotonMAC) 
Southampton University, 29-31 July 2019 
Call for proposals TBA. 
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Travel Grants 
SMA Travel Grant 
The Editorial Board of  the journal Music Analysis makes grants from its 
Development Fund in the form of  support for travel and subsistence to 
UK-based students and scholars working in the discipline of  music 
analysis to attend conferences abroad, to consult library and archival 
resources, or to pursue other comparable research activities. Individual 
grants will not normally exceed £500 and applicants must be 
members of  the SMA. The board also supports UK academic 
conferences, seminars, and meetings concerned wholly or in part with 
the discipline of  music analysis. For more details and application 
procedure see http://www.sma.ac.uk/grants/development/. Students 
wishing to apply for travel bursaries should consult http://
www.sma.ac.uk/grants/travel/. 

SMT international travel grants 
International Travel Grants are available for the purpose of  attending 
Society for Music Theory (SMT) conferences. Application information 
can be found on the website of  the SMT’s Committee on Diversity: 
http://www.societymusictheory.org/grants/travel  
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