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Editorial

Dr Christopher Tarrant
Editor, SMA Newsletter

Hello, All, and welcome to the SMA Spring Newsletter
2020. As we are all adjusting to the new normality of
conducting meetings, lectures, seminars, and social events
by video call, and working miles (and in many cases,
hundreds of miles) from the office, I hope you’ll be
reassured that the SMA’s online Newsletter continues
unaffected. I’d like to personally welcome our new
President, Professor Kenneth Smith of the
University of Liverpool, to his post, and I wish him all
the best for his leadership of the SMA. You can read his
thoughts on the state of the SMA below in which he
provides an update on the various activities of the Society
both public and behind the scenes. I’d also like to
congratulate Kenneth on the publication of his new book, Desire
in Chromatic Harmony: A Psychodynamic Exploration of Fin de Siècle
Tonality (Oxford University Press), featured below.

The present issue contains a review of the SMA Summer School
2019 by Yvonne Teo, a review of the roundtable discussion held at
SotonMAC last year on the SMA-funded research project on music literacy,
and an update on the progress of the project by Hilary McQueen, and Bill
Drabkin’s review of the Sixteenth International Conference on Music Theory
and Analysis that he attended last year in Rimini. The centrepiece of this issue
is the TAGS Prize Essay, in which Sarah Moynihan explains her theory of
‘rotational projection’ as it relates to Sibelius’s early choral work Työkansan
Marssi. This will be of particular interest to anyone working on theory of form,
and her research also draws on Schenkerian approaches to tonal plots in earlymodernist music. Congratulations to Sarah on her prize-winning research!
As ever, if you have any news that you would like to publicise, such as major
publications, awards, prizes, or events, please contact me at
christopher.tarrant@newcastle.ac.uk and I will do my best to include items in
the next issue.
Christopher Tarrant
April 2020
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President’s Letter
As newly elected president, it’s my pleasure to welcome
you to our March Newsletter. It continues to be a very
busy year for the SMA with many exciting new ventures
and projects. First, however, it’s with mixed emotions
that I, on the behalf of the trustees and members, say
farewell to several individuals who have contributed in
no small measure to the success of the charity in recent
years. My presidential predecessor, Professor Julian Horton, stepped down at SotonMAC last summer, after six
years of steering the ship. In that time the SMA became
a registered charity, and forged a new relationship with
the journal Music Analysis. Julian created some important
new roles within the society, not least our Equality and
Prof. Kenneth Smith
Diversity role. He refined our working operations behind the
scenes, overseeing the digitisation of our membership lists, and
President of the Society for
producing a new constitution and a strategy document that has
Music Analysis
given us a clear direction of travel. It’s a shame that Julian’s last
few weeks were spent in various degrees of rage, directed at the
Society’s (unnamed) former bank. Our banking matters are
now happily resolved, and I’ve inherited a well-functioning financial set-up.
Thanks Julian, we wish you well in your new life as trustee!
We also said farewell to our treasurer Helen Taylor, who helped to get our books
up to date, before handing over to Dr Ross Edwards, who is now in post. Many
thanks Helen, and Ross, for stepping into the breach when Helen moved to her
new job. It’s also with profound gratitude that we thank Dr Becky Thumpston
who now steps aside as Administrator, and we congratulate her on her recent
teaching role in Nottingham University. By the time you read this, the role of
administrator will hopefully have been filled, and I warmly welcome the new
appointee, and thank Becky for the smooth hand-over process that she will
doubtless have given. We further welcome two new faces to our committee –
Barry Mitchell (www.theoryofmusic.eu) as trustee and Bozhidar Chapkanov
(City University) as student representative. Congratulations to you both on your
elections.
Some headline events to look out for. First, TAGS at City University (25–26
April) with Prof Michiel Schuijer (Conservatorium van Amsterda) as keynote,
and a roundtable on atonal music in the curriculum, organised by Dr Ian Pace.
Second, please consider supporting the first big venture from our fledgling SMA
interest group – The Formal Theory Study Group – with their International Conference on Musical Form at the Copthorne Hotel, Newcastle (30 June–1 July), with
keynote speakers Prof. Janet Schmalfeldt (Tufts University) and Prof. Steven
Vande Moortele (University of Toronto). Thirdly, we celebrate our ‘big mac’ –
the aptly titled BrumMAC, hosted at Birmingham (23–25 July), with keynote
speakers Prof. Dmitri Tymoczko (Princeton University) and Dr Anna Zayaruz4
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naya (Yale University). Euromac is the fourth major event on our calendar, in
Moscow this year, at the Tchaikovsky Conservatory (21–26 September). The
SMA’s representative speaker at this event is Dr Catherine Bradley (Oslo). In
addition to all of this, we are running successful and regular student writing and
study groups, so please do check out the website for details.
I’m sure with this impressive array of events you will be looking forward to
turning the pages of this newsletter, but I should briefly alert you to some other
ventures. Our Equality and Diversity officer, Dr Anne Hyland, is steering a new
mentoring network for female scholars in the field, which you will hear more
about in the summer. We also have some awards, spearheaded by Dr Ian Pace,
who is now in charge of the SMA’s award schemes. We have also opened up
some of our funding opportunities to Early Career Researchers as well as students, so please bear this in mind when applying for attendance at our events.
I look forward to seeing you through the coming year, and I hope you enjoy our
Newsletter.
Prof. Kenneth Smith
March 2020
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TAGS Prize Essay
Sibelian Rotational Projection:
Erfüllung in Sibelius's Työkansan
Marssi
By Dr Sarah Moynihan
Sibelius’s musical materials perpetually reemerge throughout his forms. Sometimes, it seems, even more so than the
music of other fin-de-siècle symphonists. This essay argues
that the sense of intensified recurrence in Sibelius’s music is
not only because of its ‘rotational’ form, but also because
of a phenomenon I term ‘rotational projection’. 1 The standing of James Hepokoski’s ‘rotational
principle’ as a Sibelian trait or even as an early modernist deformation has been weakened significantly since his more recent codification of ‘rotation’ in Elements of Sonata Theory with Warren Darcy.2
In this text, rotation is defined as a basic principle of large-scale recurrence that is not only implicated in every sonata, but any kind of form that emphasises ‘return and re-beginning’.3 This principle
underpins a multiplicity of forms, from ostinato-grounded works to strophic forms, and thus the concept of rotation as a unique formal feature of early modernism has been undermined. Notwithstanding this, the process of ‘rotational projection’ may yet revive and nuance current understanding of Sibelius’s specific early-modernist treatment of the rotational principle.
This essay maps out a theoretical definition of ‘rotational projection’ in the context of late-nineteenth-century form before applying the concept to Sibelius’s little-known early work, Työkansan
Marssi, JS 212 (1893, published 1896). As voice-leading and formal analysis will reveal, the formal
schema and harmonic progressions in Sibelius’s ‘March of the Workers’ are fulfilled by the end of the
march, but not by the formal route laid out at its opening. Through a mediation between the literary
form of the poem and the musical form of the small ternary march, a small-scale parallelism of rotational projection unfurls to provide fulfilment of both aspects through new means in an instance of

I would like to thank Paul Harper-Scott and Daniel Grimley for generously giving their thoughts, criticism, and encouragement
during the writing of this essay. My immense gratitude also goes to Cecilia Oinas, who helped shape my rough-hewn translation
of Erkko’s difficult poem into a more accurate representation of the original Finnish lyrics.
The concept of ‘rotational projection’ is theorised in my PhD thesis: ‘Sibelius and Materiale Formenlehre: Projections Beyond the Edges
of Musical Form’ (unpublished doctoral thesis, Royal Holloway, University of London, 2019).
1

James Hepokoski, Sibelius, Symphony No. 5 (Cambridge, Cambridge University Press, 1993), 7 and 23–26; James Hepokoski, and Warren Darcy, Elements of Sonata Theory: Norms, Types, and Deformations in the Late-Eighteenth-Century Sonata (New York: Oxford University Press,
2006 and 2011), ‘Appendix 2: Rotation’, 611–3.
2

3

Hepokoski and Darcy, Elements of Sonata Theory, 612.
6
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the Adornian material formal category of Erfüllung [Fulfilment].4 The process of analysis will offer
further nuance to Sonata Theory’s double-rotational sonata forms, along with concepts of ‘becoming'
and ‘telescoping’, and expand the scholarly understanding of Sibelius’s music to his critically neglected marches.

Rotational Projection
The rotational principle, as defined in Hepokoski and Darcy’s Elements of Sonata Theory, dictates that
the order of musical materials in a rotational piece should refer back to the order of its first rotation,
otherwise known as the ‘referential rotation’.5 In Sibelius’s music specifically, Hepokoski discerns an
accumulative effect of growth or rumination on material through successive rotations, implying that
Sibelian rotations refer back not just to the first, but also to all previous rotations within a work freely,
in order to expand, comment upon, or negate certain features.6 This process of internal reference
intensifies the rotational form of a work. Yet there also exist some moments in Sibelius’s music when
reordered material feels like it is rotational but does not seem to conform to the expectations of the
section in which it appears. It’s these moments that can be understood using the concept of ‘rotational projection’. Occasionally, material is allowed to project beyond, against, or outside the formal expectations of the sonata or other generic form by calling forth other material that cycles away from it
that makes rotational sense at the moment of this crossroad. The order of this material cannot
straightforwardly be predicted from the referential rotation. When the material of Part I and Part II
of a given rotation is very similar – either monothematic, with a P-based S, or with some similar unit
appearing in both parts – the forward projection of the rotational principle from certain modules can
present multiple pathways to chose from at unusual points in the structure. The result is a rotational
form, but not one that conforms to the linear layout of the referential rotation.7
In a sonata form, for instance, an exposition’s closing zone that is based on the primary theme might
short-circuit straight into the primary theme itself without any kind of sectional division to separate
the two theme zones (Fig. 1). Later on in a sonata, the retransition at the end of the development
might borrow and functionally transform material from the exposition’s transition (Fig. 2). This bor-

Theodor W. Adorno, Mahler: A Musical Physiognomy translated by E. F. N. Jephcott (University of Chicago Press, 1996), 41-2. See also
John Sheinbaum, ‘Adorno’s Mahler and the Timbral Outsider’, Journal of the Royal Musical Association, Vol. 131, No. 1 (2006), 38–82 at
43.
4

Hepokoski and Darcy, Elements of Sonata Theory, 23. The same rotation is referred to as a ‘referential statement’ in Hepokoski, Sibelius,
Symphony No. 5, 26–7.
5

Hepokoski, ‘Rotations, sketches, and the Sixth Symphony’ in Timothy L. Jackson and Veijo Murtomäki (eds.), Sibelius Studies (Cambridge University Press, 2001), 322–51 at 322–2. Hepokoski gives the following examples of kind of expanding and contracting rotational form: Lemminkäinen’s Return, The Bard, the finale of the Sixth Symphony, and the Seventh Symphony. See 327–8.
6

Examples of rotational projections earlier in the nineteenth century include the first movement of Mendelssohn’s ‘Scottish’ Symphony No. 3 in A minor, which contains P-based S themes that result in unusual rotational ordering. The blurring of rotational borders in
the first movement of Mendelssohn’s String Quartet, Op. 44, No. 2 in E minor, presents another example of P-based C-zones that flow
directly into post-P1 modules at the beginning of a new rotation. The process of rotational elision and becoming in this work demonstrates the kind of rotational projection in Fig. 1 particularly clearly. The first movement of Beethoven’s ‘Appassionata’ sonata is perhaps one of the earliest examples of rotational projection (P-based S theme) and is discussed in detail in my doctoral thesis.
7
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Gerald Abraham, ‘The Symphonies’ in Abraham (ed.), Sibelius: A Symposium (L. Drummond, 1947), 25. Abraham also finds this kind
of telescoping in the first movements of Sibelius’s First and Second Symphonies. See 17 and 21.
8
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tional projection’ might work in tandem with concepts like ‘telescoping’ or ‘becoming' to lend them
further specificity and contextual meaning. 9
In summary, rotational projections occur at musical moments when an individual form retrospectively refers to a previous rotational moment by projecting forth the ordering of that moment’s material, but
by doing so against the logic of the historically mediated form’s generic schema. The endings of rotations become difficult to discern and it often seems that the music is at mid-rotation before we realise
that it has even begun. This is not a process that is limited to sonata forms, as I argue below, though
their large-scale sectional form provides an opportunity for some of the most striking projections.
Nevertheless, the brevity and simple homophonic choral writing of Sibelius’s Työkansan Marssi makes
it a particularly appropriate musical example to demonstrate the practical application of my theory.
This march is a small-scale parallel of the much larger-scale rotational projections and instances of
Adornian material formal categories like Erfüllung in Sibelius’s symphonic sonata forms. In fact, understanding large-scale rotational works by referencing their small-scale counterparts has a precedent
in Sonata Theory. Hepokoski’s theory of rotation was first conceived as an amplification of the smallscale repetition schemes in song forms to symphonic works, both independently of and in relation to
Sibelius’s music. In his writings from the early 1990s he defines this member of the ‘sonata deformational family’ as a kind of ‘strophic’ sonata hybrid or series of ‘varied multisectional strophes’ that
became increasingly prominent in Sibelius’s music after 1912.10 The following analysis, therefore, reverses the trajectory of Hepokoski’s theory of ‘rotation’, in order to understand how similar processes
might also unfurl in the little works that Sibelius referred to as his ‘bread-and-butter music’ much later in his life.11

Työkansan Marssi
Sibelius’s march for mixed choir a cappella was finished by August 1893 when he sent the autograph
score to the lyricist, the poet and playwright, Juhana Heikki Erkko (1849–1906). It was written during
the time Sibelius was working on what would turn out to be an unfinished opera, Veneen Luominen
[‘The building of the Boat’].12 In Sibelius scholarship the march is considered nothing more than an
inconsequential by-product of Erkko’s and Sibelius’s brief partnership. Andrew Barnett, for instance,
suggests that ‘neither Erkkos’ text […] nor Sibelius’s rather conventional march setting suggest that
Hepokoski and Darcy use this arrow to denote the when a TR ‘becomes’ Fortspinnung in ‘continuous expositions’ in Elements of Sonata
Theory (52–5), as well as when one type of sonata becomes another type (see 376–78). Janet Schmalfeldt has developed the concept of
becoming more recently in In the Process of Becoming: Analytic and Philosophical Perspectives on Form in Early Nineteenth-Century Music (Oxford
University Press, 2011), and Julian Horton also uses the arrow to denote ‘functional transformation’ in ‘Formal Type and Formal Function in the Postclassical Piano Concerto’ in Steven Vande Moortele, Julie Pedneault-Deslauriers, and Nathan John Martin (eds.), Formal
Functions in Perspective: Essays on Musical Form from Haydn to Adorno (University of Rochester Press, 2015), 77–122 at 86.
9

The specific ‘strophic-sonata hybrids’ are introduced as precedents to Sibelius’s ‘rotational forms’: works by Beethoven,
Mendelssohn, Berlioz, Mahler in Hepokoski, Sibelius, Symphony No. 5, 7 and 23–26.
10

11

Erik Tawaststjerna, Sibelius, Volume III: 1914–1957, translated and edited by Robert Layton (Faber & Faber, 1997).

Though the sketches have been lost, musical material from the opera was revised to become Tuonelan Joutsen [‘The Swan of
Tuonela’], whose title was similarly inspired by Kalevala mythology. This tone poem became the slow movement of the Lemminkäinen
Suite, Op. 22.
12

9
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they wasted much time on the project’.13 There is no existing analysis of the piece and nothing is
known of the work’s performance history other than that it was published in a worker’s almanac in
1896 (Fig. 3).

Figure 3

Työväen Kalenteri IV [‘Worker’s Almanac/Calendar IV’]14

The march was proposed to Sibelius and Erkko by Alli Trygg-Helenius (1852–1926) as a song for the
Viipuri Workers’ Movement for whom she campaigned, with the aim to ‘bridge the gap between the
bourgeois and growing working class movement’ and to foster national unity.15 Erkko’s patriotic and
archaic Finnish lyrics espouse the virtues of ‘good hard work’, brotherly solidarity, and the stoic determination of the workers that lies at the heart of Finland’s strength (Fig. 4).16 Though Sibelius gravitated towards poems in his first language by other Swedish-speaking Finns like J. L. Runeberg (1804–

13

Andrew Barnett, Sibelius (Yale University Press, 2007), 83.

Jean Sibelius and J. H. Erkko, Työkansan Marssi in Viipurin Työväenyhdistys, Työväen Kalenteri IV [‘Vyborg Worker’s Association, Worker’s Almanac/Calendar IV’] (Viipurissa, Viipurin Sanomain kirjapainossa, 1896), 82-83. Image source: Kansallis Kirjasto, Digitaaliset
Aineistot, https://digi.kansalliskirjasto.fi/aikakausi/binding/978517?page=92.
14

Sakari Ylivuori, ‘Preface’, in Jean Sibelius, Works for Choir (a cappella) Vol. VII/1 ed. Sakari Ylivuori (Wiesbaden: Breitkopf & Härtel, 2012), XII.
15

Juhana Heikki Erkko, Finnish poet, playwright and aphorist, published the poem in a collection of poetry, Ajan varrelta, laulurunoja
[‘Over the years, writer of runo songs’], (Kustannusosakeyhtiö Otava, 1896). Erkko gifted Sibelius the copy which is now in the library
of his home, Ainola, in Järvenpää. It contains Erkko’s handwritten dedication, ‘Jean Sibeliuselle ystävyydessä 25.11.1896’ [‘Jean
Sibelius in friendship 25.11.1896’]. See Helsingin Yliopiston kirjasto, Jean Sibeliuksen Kirjaston Luettelo (Helsinki, 1973), 23.
16

10
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1877) or Swedish writers like Viktor Rydberg (1828–1895) and E. Josephson (1851–1906) throughout
his career, Työkansan Marssi is one of the very first songs by Sibelius in Finnish, and certainly his first
setting of a contemporary Finnish text. 17
Työkansan Marssi was published long before overtly leftist political parties emerged in Finland.18 In the
march’s title, ‘Työkansa’ does not imply union membership but is rather a poetic and archaic term
for the cultural entity of the working people.19 As Tomi Mäkelä emphasises, it is Tolstoy’s religious
and idealised views of agricultural workers that formed the context for Erkko’s nationalistic poem,
and not socialist economic models. It follows that Sibelius’s march should not be taken as ‘indicative
of [his] genuine interest in socialism’ or even in Tolstoy. Nevertheless, the idealisation of agricultural
workers in Erkko’s poem had particular significance in Finland in the late nineteenth century.20 The
two dominant languages spoken in the country were divided across the class gap that Trygg-Helenius
refers to. The language of the administration and the intellectual, aristocratic classes was Swedish,
while the working classes spoke Finnish. The subtext of Trygg-Helenius’s nationalistic aims was
therefore to unify Finland by identifying the core of its ‘cultural entity’ in the majority language,
Finnish. This meant promoting community solidarity through Finnish-language projects like
Työkansan Marssi. Ironically, those promoting the equal status of the Finnish language were almost entirely first-language Swedish speakers, including the groups of artists and intellectuals that Sibelius
associated with.21

As Table 1 shows, Sibelius sets Erkko’s poem as a recurring small ternary form which is altered in the
fourth strophe to provide a perfect authentic cadence at the march’s conclusion. Although Sibelius
does not follow the rhyme scheme of the poem, the terminal caesuras of its lines do correlate with
cadential closure.

Sibelius set a handful of other Finnish texts in the early 1890s including Kalevala extracts in his choral symphony, Kullervo, Op. 7
(1892) and in his Karelia Music, written for the Viipuri student’s Association and later published as the Karelia Suite, Op. 11 (1893). He
also arranged a traditional Finnish song entitled ‘Tule, Tule Kultani’, JS 211 (1892).
17

David Kirby, A Concise History of Finland (Cambridge: Cambridge University Press, 2006), 171. The Finnish Communist Party, founded in Moscow in August 1918, or the Socialist Worker's Party, formed in Helsinki in 1920.
18

Tomi Mäkelä, Jean Sibelius, translated by Steven Lindberg (Woodbridge: Boydell & Brewer Ltd, 2011), 50; and Mäkelä, ‘Sibelius and
Germany: Wahrhaftigkeit beyond Allnatur’ in Daniel M. Grimley (ed.), The Cambridge Companion to Sibelius (Cambridge, Cambridge University Press, 2004), 169–81 at 173. Though Line 1 appears to recall The Communist Manifesto’s final exclamation, ‘Workers of the
World, unite!’, it is anachronistic to assume widespread knowledge of Karl Marx’s particular type of communism in Finland in the
1890s.
19

In the early 1890s, Finland was on the cusp of several decades of Russian oppression, but it is anachronistic to claim that independence from Russia was thought possible or even widely desired at this point. In fact, Tsar Alexander II had nurtured Finnish political
autonomy and cultural identity in order to foster a sense of separation from its former empire, Sweden, by giving Finnish equal status
to Swedish in his Language Edict of 1 August 1863. See D. G. Kirby (ed.), Finland and Russia, 1808–1920. From autonomy to Independence: A
Selection of Documents (London, Macmillan, 1975), 23.
20

These groups included the Järnefeldt circle (Sibelius had recently married the daughter of the literary salon’s founder), the Päivälehti
circle (a national newspaper established by J. H. Erkko’s younger brother), as well as the liberal Young Finns (Nuori Suomi), who formed
a political party in 1894.
21
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Työkansa, nouskaamme!
Tuo entisyyden loistoisuus
ja nykyisyyden mahtavuus
on työtämme.
Nyt painavatko meitä ne!
Ne niskoiltamme puistamme.
Täys' ikäisiksi kypsyttää
meit' aika tää
ja neuvoo menneisyys.
Työkansa, nouskaamme!
Työ korkeimman on tahtoa,
mut' kurjuus orjan kahleita –
ne katkomme.
Siks' emme raada juhtina,
vaan luonnon eturinnassa,
valoa kohti pyrkien,
töin, taistellen –
se meidän valtatie.
Työkansa, nouskaamme!
On meissä Suomi suurinna
ja kansanvoima vahvinna,
me nouskaamme!
Kun perhekunnat, lapsemme
me valvehille nostamme,
ne uuden voiman tenhokkaan
tuo maailmaan
ja Suomen vahvuuden.
Työkansa, nouskaamme!
Meit' osa kallis vartoaa,
töin, toimin, voimin valloittaa
sen tahdomme.
Työn kunnia, työn arvo, ne
ja valistus on toivomme,
kaikk' oikeudet tasaiset,
tiet avoimet
ja veljein vertaisuus.
Figure 4

Workers, arise!
The splendour of times gone by
and the majesty of the present
is our work.
Now, do they weigh on us!
We will shake them from our backs.
To come to full fruition
it’s our time
advised by the past.
Workers, arise!
To work is the will of the almighty,
but miserable shackles of slaves –
they we will break.
That is why we do not work as beasts of burden,
but rather in the foreground of nature,
aiming towards the light,
at work, fighting –
it is our way.
Workers, arise!
In us lies Finland’s greatest strength
and the strength of the people’s power,
let us rise!
When the families, and our children
we awaken,
a force of a new enchanted power
they bring to the world
and to the strength of Finland.
Workers, arise!
An important role is waiting for us,
by work, by duty, we can conquer
that’s what we want.
The glory of work, the honour of work, those
and enlightenment are our hope,
all rights equal,
open roads
and brotherly peers.

J. H. Erkko’s poem, Työkansan Marssi [‘March of the Workers’]22

First published in Viipurin Työväenyhdistys, Työväen Kalenteri IV, 82–83, and later in J. H. Erkko, Ajan varrelta, laulurunjo [’Over the
years, runo-songwriter’] (Otava, 1896). My translation is rough and literal, and unfortunately does not capture any of Erkko’s poetic
metre or rhyme scheme (ABBA, AACCD). I thank Cecilia Oinas for all her help with the poem’s translation into English.
22

12

15 April 2020

Section

Phrase Line (Strophe 1)

A

a

1 Työkansa, nouskaamme!

b

2 Tuo entisyyden loistoisuus

I : HC

2:4

c (c1)
c (c2)

3 ja nykyisyyden mahtavuus

V : HC

4:4

4 on työtämme.

I : IAC

6:4

d

5 Nyt painavatko meitä ne!

ii : IAC

7:4

d’

6 Ne niskoiltamme puistamme.

ii : PAC

9:4

c1+2

7 Täys’ ikäisiksi kypsyttää

I : IAC

12

b’

8 meit' aika tää

I : HC

13:4

c1’
c 2’

9 ja neuvoo menneisyys.

I : HC (Strophes 1–3)
I : PAC (Strophe 4 only)

14:4

B

A’

Table 1

Cadence

Bar
1

Formal Analysis of Työkansan Marssi

The return of section A as A’ in this ternary is complicated by various musical features. The first line
of every stanza, ‘Työkansan nouskaamme’, which translates as ‘Workers arise’, is set as an exclamatory
command from the altos, tenors, and basses in phrase a (see Ex. 1). It is answered by the entry of the
sopranos with Line 2 in phrase b, for a united tutti front in the remainder of the strophe. Lines 3 and
4 span the slightly longer phrase c, which is based on b. After section A closes with an imperfect authentic cadence in the tonic, E@ major, section B begins in F minor, the supertonic, setting the next
declamatory sentence of Erkko’s poem (lines 5 and 5) to phrases d and d’, based on phrase c. The last
sentence sees a return to the tonic and section A material. Nevertheless, the musical formal return is
complicated by the poetic structure, which does not reprise the exclamatory epithet of ‘Worker’s
arise’. Instead, line 7 begins a new sentence and Sibelius sets this to phrase c1+2 instead of phrase a,
and thus, the line closes with c’s imperfect authentic cadence in the tonic. A compressed version of
phrase b then follows with its half cadence for line 8, and an appropriately shorted phrase c for the
last line, with the aforementioned alternate endings depending on the strophe number.
The level of phrase substitution in section A’ might be considered even greater when considering the
structure of Erkko’s poem. Excluding those in the first stanza, the fourth to eighth lines of each are
part of one sentence and thus syntactically joined. Sibelius’s musical setting conforms to this aspect
of the poetic form. Thus, section B and its phrases might be understood as replacing or ‘writing over’
the opening ‘Worker’s arise’ line. In this case, section B is also joined to A’: the latter acts initially as a
continuation and they might be considered ‘telescoped’. Nevertheless, Sibelius separates section B
from A’ with a crotchet rest – the only caesura other than those found at the end of each strophe.
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Example 1

Jean Sibelius’s Työkansan Marssi, JS 212 (1893)23

It is at the juncture between section B and section A’ that the concept of rotational projection enriches this interpretation of the march. Section A’s phrase order is rotationally projected forth and locked
into after its complicating first phrase. In this sense, the march eventually fulfils the promise of a
small ternary structure but not by the means demanded by that form. The potential for a rotational
projection to unfurl from the end of section B is set up by the fact that phrase c is melodically based
on phrase b, and phrase d is based on phrase c. Phrase c therefore functions as continuation and closure. When it appears in Section A’ as c1+2 it acts as a continuation in three ways. The first of these is
melodic. Phrase c proceeded from b almost sequentially, so when c1+2 is heard later it retains some of
this signification through the accrual of internal syntactical meaning. Secondly, phrase c1+2, taken on
its own, is an ‘auxiliary cadence’ or to use Schenker’s term, a Hilfscadenz.24 It does not assert the tonic,
E@, at its opening, only the subdominant, A@. The tonic is deferred to an IAC at the end of c1+2 (bar
13).
Schenkerian analysis can be used to support the third reason for interpreting the role of phrase c1+2
as a continuation function. Schenker’s theorisation of background tonal structures is such that smallscale forms, such as this piece, parallel the very same kinds of Ursatz in large-scale forms, making this
a fitting tool to understand how tonal processes might interact with rotational processes of ‘return
and beginning’. At the level of Työkansan Marssi’s middleground, the whole of phrase c1+2 continues

23

Score based on the most recent critical edition in Sibelius, Works for Choir (a cappella), 79.

Schenker’s concept is discussed at length in L. Poundie Burnstein, ‘Unravelling Schenker’s Concept of the Auxiliary Cadence’, Music
Theory Spectrum, Vol. 27 Issue 2, 159–85.
24
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what can be retrospectively reinterpreted as pre-dominant preparation that extended through section
B.
Several voice-leading readings are possible. A 3-line Urlinie is just about plausible with an interruption
after the descent to 3’s lower neighbour, F in section B (Ex. 2). Part II of the Urlinie then begins in section A’, with a few intervening covering tones before the final strophe sees the closure of the Ursatz.
This reading of the voice-leading supports the division between sections B and A, placing the march
more straightforwardly in line with the norms of ternary form. The weakness of this reading, however, is the lack of dominant support before the interruption.

Example 2

Voice-leading Graph of Työkansan Marssi, two-part 3-line Urlinie

A more convincing reading is a 5-line Urlinie with an initial ascent that steps up from 3 at the opening, to 4 in section B (Ex. 3). The Kopfton is finally reached when the soprano and tenor parts swap
voices at the beginning of section A’, and it then descends by step at the final cadence (Ex. 4). The
piece might also be read as a continuous prolongation of 3, with decoration via its lower neighbour in
section B and a return to the Kopfton in section A’. In this case, 5 at A’ might be heard as a covering
tone. Either way, these readings both suggest tonal continuity rather than disjunction between B and
A’.

Example 3

Voice-leading Graph of Työkansan Marssi, 5-line Urlinie with initial ascent (Anstieg)
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Melodically, harmonically, and structurally, Phrase c1+2 represents a process
that is already underway without a clear beginning. It is just a middle. When
the phrase starts, it does not necessarily signal a return of Section A or that a
ternary form is underway. The phrase could simply continue Section B. In
fact, not only does Section B present a structural parallelism of the opening
phrase’s (a) ambiguous non-tonic harmonies (F minor/A♭ major), the section
also imports the rotational implications of that phrase too (Fig. 5). The rising
Example 4 Voice-leading Graph of Työkansan Marssi (foreground)
alto ending of Phrase d’ (E♭ – F in b. 11) recalls the ending of both Phrase a
and b (x), and so the next phrase to occur should be Phrase c according to
theharmonically,
referential layout
of Section
A. Ccdoes
indeedaproceed,
completing
the
1+2 represents
Melodically,
and structurally,
phrase
process that
is already underway
of It
F minor
upper When
voice the
andphrase
affirming
tonic,
major at its
without aarpeggiation
clear beginning.
is just ainmiddle.
starts,the
it does
notE♭necessarily
signal a
return of close.
sectionYet
A or
that
a ternary
form
underway. The
couldfollowed
simply continue
section B.
the
next
phrase,
b, isis projected
forthphrase
next and
by a return
In fact, not
doesfollowing
section B present
a structural
parallelism
of the opening
(a) ambiguous
of only
c, thus
the demands
of the
small ternary
form. Itphrase’s
is a through
a
non-tonicpsychological,
harmonies (F minor/A@
the section
also imports
rotational
implications
of that
gradualmajor),
process
of becoming
thatthethis
passage
therefore
phrase too (Fig. 5). The rising alto ending of phrase d’ (E@–F in bar 11) recalls the ending of both
asserts its identity as Section A’ when the phrases lock rotationally into
phrase a and phrase b (x), and so the next phrase to occur should be phrase c according to the refercorrespondence with that section’s rotational ordering of materials: a
ential layout of section A. Phrase c does indeed proceed, completing the arpeggiation of F minor in
projection.
form
is in some
ways Yet
likethe
a microscopic
of a forth
the upperrotational
voice and affirming
theThe
tonic,
E@ major,
at its close.
next phrase, b,version
is projected
orby
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that
this passage of
therefore
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to slide from
development
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that as
section A’seems
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section’s rotational
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without
havinginto
had
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Thethat
beginning
has beenordering of materials: a rotational projection. The form is in some ways like a microscopic version of a
written over. There are therefore two rotational projections at work. The first
binary or ‘Type 2’ sonata, one in which the second section (or rotation) can seem to slide from develseemingly
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B (Phrase
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the material
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B (phrase
c1+2
but the
unfolds
(Phrases
b’) and
c’). material of this projection diverts the
phrase order back into a reprise of section A and the second rotational projection unfolds (phrases b’
and c’).
Figure 5
Rotational Projection in Työkansan Marssi
SECTION A
a

b
x

c1

d

c2

x
I:HC

Figure 5

⇒

SECTION B

V:HC

I:IAC

ii:IAC

d’

C1+2

SECTION A’
b’

c1’

c 2’

x
ii:PAC

I:IAC

I:HC

I:HC

I:PAC

Rotational Projection in Työkansan Marssi
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The musical setting of Erkko’s lyrics invites us to interpret the march in programmatic relation to
their sentiment and historical context amid the politicisation of language. Työkansan Marssi might be
interpreted as follows. Though the Finnish people work and fight in the ‘foreground of nature’ – or
the foreground of the so-called ‘chord of nature’ in Schenkerian terms – they also ‘arise’ in nationalistic solidarity through the middleground Anstieg to the Kopfton. The mediation between the literary
form of the poem and the musical form of the small ternary march creates a ‘pattern of freedom’, to
use Adorno’s turn of phrase, through which the expectations of both forms, and neither, are paradoxically met in a moment that parallels larger-scale symphonic rotational projections and Adornian
Erfüllung.25 The pinnacle of the Ursatz is sounded at the moment that a hopeful future of Finnish Fulfilment or ‘fruition’ is envisioned: one where the awakened country reaches a new power and ‘all rights
[are] equal’, whether that is as a unified nation of Finnish speakers or, more idealistically in 1893, as
a fully independent country. The rotational projections give a glimpse of what society and musical
form could look like built from the bottom up, from the ‘honest work’ of the Finnish-speaking workers at the feet of society and from the rotational implications of musical materials. The march defies
its dialogue with an historically mediated, strophic ABA form, but its rotational projection unfolds to
fulfil the form nonetheless, as well as the future form of a unified Finland.

25

Adorno, Mahler: A Musical Physiognomy, 41–2.
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Conference Reports
Questioning the Gap in Music Literacy in English
higher education today: Defining a role for the
SMA
By Hilary McQueen

This article has two purposes. First to explain the project and invite you to take part in a survey. Secondly to report on a roundtable discussion on music literacy which took place last summer at the Southampton Music Analysis Conference, 2019.
The Project and Request for Feedback
In January 2019 I was appointed by the SMA trustees as researcher for a
project that aimed to explore the extent to which stakeholders in music education agree that, over time, music literacy has declined and that there is now a
gap between what might be reasonably expected of higher education applicants
for a music degree and the skills and knowledge that many young people have.
The research questions about how music literacy might be defined have proved
to be interesting and thought-provoking for the 20 participants interviewed in
the first phase of the project. The next phase is a survey. Detailed information
about the project and how you can participate can be found on the SMA website https://www.sma.ac.uk/ where an area has been created for the project,
including a forum space. Links to the surveys for music teachers and music students over the age of 16 can be found there, too.

Please do take a moment to complete the survey if you are a music teacher yourself, and please
send on the link to anyone you think might be interested in taking part.

Conference Roundtable Report
Connected to the project was a roundtable discussion that took place at last
year’s Southampton Music Analysis Conference, 2019. This consisted of an
introduction to the project followed by four position papers and an open discussion. As chairperson, I began by advancing a general concern about music education. Daubney et al. (2019: 15) say that ‘Music is the fastest disappearing A
level subject’, however, music literacy is difficult to define and there has been a
shift in thinking towards multi-literacies in language and literacy. Cope and
Kalantzis (2000) have written about a pedagogy of multiliteracies because of
19
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changes in the world of communication. They talk about multilingualism and
multimodalities. A parallel for multilingualism might be the increased interest
in ethnomusicology, where aspects of music defy the direct application of traditional musical terminology. The language of music varies considerably both
within and between musical genres and places of origin. The multi-modal aspect in language refers to the visual, auditory, gestural and spatial aspects of
meaning, which go beyond ‘alphabetical literacy’. In music, there might be other ways to analyse and to communicate the ensuing analyses, for instance. A
related aspect is the idea of progression in curricula. Although a good idea in
principle, there are hiatuses when young people attend different schools during
their compulsory education, and progression curricula are dependent on continuity and, of course, teacher knowledge, which varies according to the music
education the teacher has received. Many have now experienced an education
that emphasises performance, aural skills and technology or, in some cases, an
education bereft of music education. I ended with these questions that underpin the research project: first, what kind of music literacy is needed to study
music in higher education? Secondly, at what point in a young person’s music
education should that literacy begin? Thirdly, who is responsible for developing
that literacy, for example, school teachers or instrumental teachers? Fourthly,
how does one address the challenge of inclusion and variations in cultural capital if a specific form of music literacy is to be privileged? Finally, might the Society for Music Analysis be able to offer any resources that could bridge the
perceived gap?
The first position paper by Esther Cavett observed the change in musical training that has occurred, having returned to music education after almost thirty
years. She recognised the importance of valuing and respecting all music. Reviewing curriculum changes in line with policy, she noted that the changes that
have occurred in music education are not a result of a change in the underlying
aims but are related to many factors including resources, the prevailing ideology and political climate, and the relative power of lobbying groups. The SMA
needs to be aware of these factors so that it can make a meaningful contribution beyond its members. If there is no change, the SMA could be left guarding
a rarefied corner of the discipline with the aim of stopping it disappearing altogether, which may be acceptable, but is not what is currently considered to be
its remit.
The next position paper, by Chris Dromey, noted the tendency to focus on perceived deficiencies in secondary and further education, particularly around curricula and transition from one stage to another. Although important, he proposed the need to look towards primary and higher education, too. There is a
need to investigate children’s first musical experiences, how these are influenced
by government targets, socio-geographical variations in provision, and the way
in which contentious ‘art/other’ musical perceptions emerge. At the other end
of the system, those in higher education should look to themselves as curriculum designers, teachers, and musicologists. What assumptions are made about
20
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music literacy? Is the talk of decline real or illusory? Why is the topic of music
education not included in most music degrees? The government’s National
Plan for Music Education (2011) [https://assets.publishing.service.gov.uk/gover nment/uploads/system/uploads/attachment_data/file/180973/
DFE-00086-2011.pdf] has had a considerable impact, a secondary one being
the effect on higher education. Dromey called for an investigation of how
teachers, whether peripatetic or based in the classroom, handle sight-reading
and music theory, as well as ways in which music hubs, schools, pupils, and parents interact.
Amanda Bayley began by referring to the conference at Utrecht University in
2018 about ‘Material Cultures of Music Notation’ [https://notationcultures.files.wordpress.com/2018/04/notation-cultures-full-prog rammefinal1.pdf].The conference set out to address the question of how to conceptualise the role of musical writing, representation and visualisation in the cultural
practice of music. Music literacy could be viewed as a form of cultural literacy,
if music notation is seen as an object of social interaction and cultural exchange. She pointed out that transcription is an important tool for music analysis, especially for understanding orally transmitted repertoires. Technology provides the means to move from a text-based discipline to one that includes more
interactive and aural means. The ERC has funded a project entitled ‘Interactive Research in Music as Sound’, which focuses on areas where notation and
transcription are especially problematic. Bayley argued that aurality should be
part of literacy. She offered various examples, including bird song, which, like
electronic music, is not easily notated. Other methods for articulating sound
might include sonograms or a new descriptive vocabulary. Sounds, she concluded, are an increasingly important measure of the health of our environment. Aurality can provide access to and development in music literacy.
The final position paper by Ian Pace began by acknowledging the importance
of a music education that reflects the diversity of society. Nonetheless, he proposed that literacy skills, including reading staff notation, should be included in
young people’s education. As he said, staff notation has proved to be the most
enduring notational scheme. Other literate traditions and notional systems
should be included in music education; however, while aural traditions are
valuable when it comes to making music, they are not sufficient on their own
for the study of music. The response, he said, has been to place greater emphasis on sociological and ethnographic approaches to music, among others. That
could pose a threat to music, which could be placed in a marginal position
within other disciplines.
The SMA trustees hope that you might be interested in taking part in the research and in debating issues around music literacy. Do visit the SMA website
and mention the project to colleagues who may not be members of the SMA.
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Southampton SMA Summer School Report
By Yvonne Teo
Durham University
The SMA Summer School 2019 was held at the University of Southampton,
and we were very fortunate to be treated to a wide variety of plenary lectures
and tutorials from four distinguished and prominent academics from the field
of music analysis: Eric Wen, Andrew Hicks, Michael Clarke, and Kenneth
Smith.
‘Not the Destination, but the Journey: Mapping the Tonal Landscape’ – our
first lecture at the summer school was conducted by Eric Wen and he brought
along his expertise and keen passion for analyses of tonal music. He focused
specifically on species counterpoint, a concept labelled by Schenker as ‘the
bridge to free composition’, to make a distinction between structural harmonies
and chords that emerge from voice-leading reductions, and how the understanding of different hierarchies of species counterpoint can contribute to a
more detailed reading of a piece. Eric’s current project is on counterpoint, but
more specifically species counterpoint and combined species, to demonstrate its
relevance in today’s music education, reviving an area of music often neglected
in music education. Ultimately, Eric’s approach focuses on the analytical
process rather than the end results, and he hopes that his upcoming book will
encourage more educators to use counterpoint as a pedagogical tool. In his lecture, we explored passages from several different works – ranging from short
piano pieces to piano sonatas to string quartets to symphonies – by composers
such as Bach, Brahms, Beethoven, Mozart, and Schubert. In the tutorials we
examined the tonal structure of passages from three different works: the first
movement from Brahms’ String Quartet No. 2 in G, Op. 111, Chopin’s
Mazurka in A flat, Op. 59, No. 2, and the first movement of Beethoven’s Piano
Sonata in F minor, Op. 57. This smaller session allowed us to explore the interaction between chords that contain structural significance and chords that have
a voice-leading purpose. Although Eric adopted a Schenkerian approach in his
analyses, we were allowed to approach these works using any analytical method
– a few of us even attempted voice-leading sketches! Through these case studies, we were able to understand the importance of species counterpoint as a
pedagogical tool and how combined-species counterpoint in particular is a feature that is operative in many tonal compositions.
Andrew Hicks took on a different perspective, bringing us the history of music
theory and musical mathematics, under the title ‘Pythagoras Latinus, Arabus, et
Persicus: The Divergence of Musical Mathematics’. He applied the history of
music theory to inform our approach to analysis as well as examining the role
of maths (how it functions in a variety of musical contexts) in relation to music.
Andrew stated that some of the principles within analytical methods are derived from music mathematics and he demonstrates this by providing fresh perspectives on several texts that contribute to musical mathematics – as some of
these studies lay out the theory and philosophy behind the method. In the tutorial sessions, we explored some of these topics in more detail: the close exami22
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nation of interval ratios (e.g. major and minor 3rd intervals), understanding the
significance of the Pythagorean ditone and the syntonic comma (the comma of
Didymus).
On the other side of the spectrum, under the title, ‘Developing and Using
Software Tools for Interactive Aural Analysis of Music’, Michael Clarke and his
team, Frédéri Dufeu and Keitaro Takahashi, presented an innovative approach
to analyse music. Their current project, IRiMas (Interactive Research in Music
as Sound), consisted of researchers devising a software toolbox to facilitate a
closer engagement with music. This software was able to extract segments of a
musical score, analyse acoustical features such as brightness and timbre, and
present the results in graphical representations such as spectrographs and sonograms. What was particularly insightful about Michael’s research was its wider
and real-life implications. This software has the potential to assist with ethnography, analysing music with no formal notation, and going beyond the analysis
of just pitch and rhythm. The tutorial sessions were then structured as a handson demonstration as a way for us to try out the software and explore its various
features.
Kenneth Smith’s lecture and tutorials, titled ‘Chromatic Harmony: Drive,
Function, and Transformation’, explored the idea of tonal drive in works that
employ extended tonality. His analytical approach is inspired by Stephen
Downes’ analysis of Narcissus, which looked at the different energies of chords.
This forms part of his current project which explores neo-Riemannian theory
and function theory. The fascinating aspect of Kenneth’s approach was the
graphical representation to depict these drives. Kenneth devised a system of
symbols, ‘avatars' in his own words, to represent the different ‘drives’. These
avatars describe triads and seventh chords of any nature (e.g. major, augmented, diminished) and aligning with its corresponding pitch class numbers. Ultimately, by placing these avatars on a chart, this graphical representation will
depict the discharge of tension across the entire piece. In the lecture, we looked
at the model’s application to a case study, Szymanowki’s Third Symphony, Song
of the Night. It was particularly insightful to examine the harmonic ‘pillars’ in the
first movement in his middleground sketch – how they are mostly either made
up of a whole tone or octatonic collection and moments of interest (when
chromatic notes are introduced, on which instruments, when there is a chromatic disintegration). The representation of all these chords are then illustrated
using their appropriate avatars on the drive analysis graph. This representation
was particularly effective as a visual aid as we could see recurring chords across
the movement, how the notion of discharge can carry through over a significant number of bars, and how they are resolved at different points. In the tutorial sessions we were able to try and create our own drive analysis graph for
Skryabin’s ‘Enigme' from 3 Morceaux, Op. 52, No. 2. It was rather tricky but it
gave us the chance to try it out and it definitely gave us a new perspective on
segmentation by considering the different motives and scales being used. In all,
Kenneth’s sessions were extremely insightful in describing the transformation
between tonality and atonality.
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The 2019 Summer School has indeed given us all a taste of some of the approaches one can take within the realm of music analysis. Many thanks again
to all the hard work from the tutors, for putting together such a rich and inspiring program, as well as creating an inclusive and stimulating environment for
everyone!

Sixteenth International Conference on Music
Analysis and Theory
‘Dichotomous Paths and Clashes: Complexities and Multiplicities in Music
Analysis and Theory’
Istituto Superiore di Studi Musicali ‘G. Lettimi’, Rimini, 10–13 October 2019
By William Drabkin
University of Southampton
The Gruppo Analisi e Teoria Musicale, Italy’s society of music analysis since
1989, held its annual conference in the city of Rimini, on the Adriatic coast. It
has long been an international event, and this year a third of the presenters
came from abroad. The 2019 conference was organised by a team of seven
Italian academics, including the president and secretary of GATM, and proposals were vetted by a large team of international scholars. The 160-page conference booklet was meticulously prepared by Catello Gallotti, Marina Mezzina
and Giuseppe Sellari.
The conference theme was something of a mouthful, and not entirely free of
ambiguity. Most presenters took it as an invitation to speak about more than
one dimension of the discipline, for example composers and their theoretical
approaches to music, tonal and atonal approaches to a particular piece or
repertory, mathematical and philosophical approaches. There were several papers on music and poetry. The study of orchestral works arranged for piano
duet were also a featured topic.
The ‘pre-organised’ sessions had the advantage of thematic unity, for example
on Scarlatti, on the Rite of Spring, on late twentieth-century music theatre, and
on ‘chim(us)ica’, a concept designed to shed light on the affinity between chemistry and music. And, yes, there was a session devoted to Schenkerian approaches – dealing with the dichotomy between surface and depth (tra superficie e
profondità) – to song (Schubert), music featuring quotations from other works
(Schumann), post-Romanticism (late Scriabin), and the teaching of harmony
in the classroom. The Schenker session showed that layered voice-leading
analysis is now a well-established part of the Italian curriculum, at a time when
some perceive it to be under threat in Britain.
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Nineteenth-century Italian opera was represented in a paper on Nicola Vaccaj’s
and Vincenzo Bellini’s settings of Felice Romani’s libretto on the Romeo and
Juilet story. For Italian instrumental music, Domenico Scarlatti took up an early
morning session, extending into and even beyond the half-hour coffee break
which followed. This included a fascinating study of earlier and later versions
of several Scarlatti keyboard sonatas, the changes in all probability stemming
from the composer himself; I was reminded of a paper I heard in Britain, many
years ago, on Clementi’s revisions to some of his early sonatas as they went
through subsequent editions in the composer’s publishing house.
There were six ‘concerto-analisi’, papers that were followed by the performances of the works that were discussed, including two on unfinished works:
Marco Rapetti’s virtuoso gap-filling of Scriabin’s early Sonata in E flat, completed in 1889 but not surviving intact; and my own expansion of Mozart violin
sonata fragments in A major (1784, 1787) to make a complete two-movement
sonata (cf. K. 301 in G and especially K. 304 in E minor), which I had the good
fortune of performing with an outstanding young violinist, Isabella Testa.
I attended the second of two keynote papers, given by Nicolas Meeùs, on problems in comprehending the musical ‘work’. This began with a thoughtful discussion of the origins of the concept of autonomous work, and whether (as Lydia Goehr has argued) it belongs to the Enlightenment – when philosophers
began to contemplate musical works as ‘pure’ (in this regard, see Kirnberger’s
Kunst des reinen Satzes) – or whether we can go further back in time, as far back
even as the fourteenth century, when Machaut supervised the preparation of
manuscripts of his collected oeuvre. Meeùs then considered Joseph Kerman’s
hostility towards music analysis in writings from the 1980s, stressing the need to
differentiate between technical study of music – the analyst’s true business –
from the more restrictive search for ‘unity’ or ‘organicism’ in a single work.
There were also presentations on current GATM initiatives. In addition to producing the Rivista di analisi e teoria musicale, the society has been running a oneyear intensive Master’s degree programme in music analysis, through a consortium of universities and conservatories in Calabria, Salerno and Pescara, with
tutors drawn from these and other Italian institutions. The sixth ‘edition’ of this
programme has been announced, for the academic year 2019–2020.
The conference was bilingual. Nearly all of the foreign guests presented in English, and several of the Italians also read their papers in English, and at a tempo
at which listeners would have been able to follow them. One of the Italian
speakers, Egidio Pozzi (the current president of GATM), went so far as to provide an English translation of his paper for anglophones to follow during his
presentation on quotations in Schumann.
But not all presentations were, in my view, successfully delivered; and at the risk
of preaching to the converted, I offer the following suggestions (or reminders):
1. When putting text onto PowerPoint slides, ensure that the font is large
enough to be read by those seated at the back of a lecture theatre. In par25
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ticular, avoid putting detailed charts and statistical information on slides
without a providing an accompanying handout.
2. Make your paper short enough not only to allow time for questions but also
for setting up audio-visual materials: computer glitches are not yet a thing
of the past.
3. A paper that is read will take significantly less time than one that is verbally
elaborated from notes. There is, admittedly, a greater chance of engaging
with an audience by speaking ex tempore; but it is important to curtail the
number of points you wish to make.
4. When speaking about a recent or unfamiliar work, include a recording (or
live illustration) of at least some extracts from it, preferably before or soon
after it is discussed.
Unsurprisingly, it was sunny in Italy, with temperatures in the low to mid 20s. (I
missed the British monsoon season.) Rimini is a holiday resort, with sandy
beaches up and down the Adriatic coast; by mid-October, however, the tourist
season has long finished and the beaches are deserted. There are architectural
attractions in the centro storico, further artistic treasures in the nearby coastal
cities of Ravenna and Pesaro, which are only a short train ride away. Particularly if you can understand, or speak, Italian or feel able to address the conference
theme, do consider making a proposal to the organisers of a future GATM
meeting. A warm welcome will await you.

26

15 April 2020

New Publications
Desire in Chromatic Harmony
by Kenneth M. Smith (OUP,
2020)
How does musical harmony engage listeners in relations of desire? Where does this desire come from?
Kenneth Smith seeks to answer these questions by
analysing works from the turn of the twentieth century
that are both harmonically enriched and psychologically complex. Desire in Chromatic Harmony yields a new
theory of how chromatic chord progressions direct the
listener on intricate journeys through harmonic space,
mirroring the tensions of the psyche found in
Schopenhauer, Freud, Lacan, Lyotard, and Deleuze.
Smith extends this mode of enquiry into sophisticated
music theory, while exploring philosophically engaged
European and American composers such as Richard
Strauss, Alexander Skryabin, Josef Suk, Charles Ives,
and Aaron Copland. Focusing on harmony and chord
progression, the book drills down into the diatonic undercurrent beneath densely chromatic and dissonant
surfaces. From the obsession with death and mourning
in Suk’s Asrael Symphony to an exploration of ‘perversion’ in Strauss’s Elektra; from the Sufi mysticism of
Szymanowski’s Song of the Night to the failed fantasy of
the American dream in Copland's The Tender Land, Desire in Chromatic Harmony
cuts a path through the dense forests of chromatic complexity, revealing the
psychological make-up of post-Wagnerian psychodynamic music.
Available in ebook format. Hardback will be available in due course. Copies can be pre-ordered from Oxford University Press by following this link: https://global.oup.com/acad e m i c / p ro d u c t / d e s i r e - i n - c h ro m a t i c - h a r m o ny - 9 7 8 0 1 9 0 9 2 3 4 2 6 ?
cc=gb&lang=en#
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Diary
Theory and Analysis Graduate Students (TAGS) Conference
City, University of London
This conference has been postponed until further notice
BrumMAC
Birmingham University, 23–25 July 2020
https://www.birmingham.ac.uk/schools/lcahm/departments/music/events/
2020/society-for-music-analysis-conference.aspx
International Conference on Musical Form
Formal Theory Study Group (FTSG)
Copthorne Hotel, Newcastle upon Tyne
This conference has been postponed until further notice
Carl Nielsen Studies Conference
Newcastle University, 17–18 September 2020
CfP closes on 1 May at 1700BST
https://goldenpages.jpehs.co.uk/2019/10/02/1st-biennial-carl-nielsen-studiesconference/
10th European Music Analysis Conference (EuroMAC)
Tchaikovsky Conservatory, Moscow, 21–26 September 2020
https://euromac.mosconsv.ru
RMA Annual Conference
Goldsmiths, University of London, 8–10 September 2020
https://sites.gold.ac.uk/rma-annual-conference/
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Bursaries and 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 UKbased 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
t h e we b s i t e o f t h e S M T ’s C o m m i t t e e o n D i ve r s i t y : h t t p : / /
www.societymusictheory.org/grants/travel.
Music Analysis Development Fund
Grants are made from the Music Analysis Development Fund to conduct
research and to support conferences and other meetings. Applications are
welcomed from members of the SMA. Details can be found by visiting this
link: https://www.sma.ac.uk/grants/development/.
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