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EDITORS’ NOTE

The editors of Intégral are excited to present our latest vol-
ume! Its four articles, one analytical vignette, one con-
ference report, and two reviews showcase the variety of
musical study that can gather under the banner of mu-
sic theory. The repertoire investigated ranges from J. S.
Bach's Inventions to popular-song adaptations of a Frédéric
Chopin melody; from folk revival songs to video game mu-
sic. And this volume’s authors explore various relation-
ships with this music: navigating flow states and interac-
tive storytelling, drawing intertextual connections, cogniz-
ing unique moments, and listening through historical the-
oretical models.

Two of this volume’s entries explore lyric-driven ma-
nipulations of song forms. In “Freewheeling Strophic
Form,” Nancy Murphy introduces a song form that features
verses with a variable number of repeated melodic lines.
Murphy argues that the irregularity of this form animates
modes of musical storytelling, intensifying political narra-
tives and, in her final analysis, reflecting the flight of Buffy
Sainte-Marie’s “little bird.” Her article is part hermeneu-
tic, drawing meaning out of the form’s use in 1960s singer-
songwriter music, and part historical, locating this form’s
precedents in cumulative and enumerative folk music.

John Y. Lawrence considers the role of lyrics in de-
termining formal structure. In an analytical vignette ti-
tled “Three Forms of ‘Tristesse,” Lawrence analyzes two
popular-song adaptations of Chopin’s Etude, op. 10, no.
3, one in French and the other in English. This Etude’s
ambiguous and asymmetrical form is clarified in diver-
gent ways by contrasting rhyme schemes, which sug-
gest their own patterns of segmentation and associa-
tion.

Gui Hwan Lee and Joon Park explore the role of mu-
sicin the boss battles of FromSoftware’s famously challeng-
ing video games in “Music as Solution for ‘Hard’ Game De-
sign: A Cross-disciplinary Study of Boss-Battle Music in
Bloodborne, Dark Souls I11, Sekiro, and Elden Ring.” They ar-
gue that this music invites players to enter into a flow state,

”»

a state that may otherwise seem challenging to reach in the
context of such difficult gameplay. Lee and Park attend to
narrative and formal correspondences between boss bat-
tles and their scores, drawing on product design scholar-
ship to make connections between these correspondences
and player immersion.

In “Once upon a Time: One-Time Occurrences as
Structural and Formal Markers,” Ram Reuven introduces
a powerfully flexible analytical category: the one-time
occurrence. Reuven identifies a variety of such occur-
rences—strings of rare harmonies, changes in contour, and
even silences—and observes that they frequently punctuate
important structural moments in tonal repertoire, ranging
from Baroque fugues to late Romantic operas.

Jeffrey Scott Yunek proposes an adjustment to the
common understanding of historical Russian music the-
oryin “Sergei Taneev’s Place in the Russian Functional Har-
mony Tradition.” In this article, Yunek argues that Taneev,
although best known for his counterpoint pedagogy, played
a significant role in the dissemination of functional har-
monic theory in Russia. To support this argument, Yunek
references Taneev’s diaries and other rarely cited Russian-
language sources, and he uncovers traces of Hugo Rie-
mann's functionalism in Taneev’s unpublished harmonic
theories.

In a report on the 2025 Harvard Graduate Music Fo-
rum Conference, Stephen Tian-You Ai and Christina Mis-
aki Nikitin, two of the conference’s co-organizers, provide
insight into the guiding questions behind the conference’s
theme, “TRANS+Media.” Ai and Nikitin frame their discus-
sion around the tension between “trans-as-method” and
“trans-as-identity,” providing a compelling account of the
papers presented and the emergent themes. Through this
framing, they also highlight the importance of the confer-
ence as an affective space that included many queer and
trans attendees.

We are also pleased to present two reviews of recent
books: Aldwyn Hogg Jr.s review of Atomic Tunes: The Cold
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War in American and British Popular Music by Joanna and Tim
Smolko (2021), as well as Bryan J. Parkhurst’s “Historical
Materialism: Normative and Applied,” a double review of
Toward a Materialist Conception of Music History by Stephan
Hammel (2024) and Hearing Double: Jazz, Ontology, Auditory
Culture by Brian Kane (2024).

As ever, we express our deep appreciation to Intégral’s
staff, editorial board, and typesetters for their diligent ser-

vice, to the many scholars who provided thorough and in-
sightful reviews, and to you for your readership and sup-
port.

Kaylee Bernard
Maeve Gillen
Ryan Jones
Co-Editors
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MusIC AS SOLUTION FOR “HARD” GAME
DESIGN: A CROSS-DISCIPLINARY STUDY OF
Boss-BATTLE MUSIC IN BLOODBORNE,
DARK SoulLs Ill, SEKIRO, AND ELDEN RING

BY Gul HWAN LEE AND JOON PARK

Abstract.

FromSoftware’s action role-playing games (F-ARPGs), including Blood-

borne, Dark Souls 111, Sekiro, and Elden Ring, are infamous for their difficulty yet con-
sistently gain popularity and support among gaming communities. We investigate
key features of boss battles and associated scores (F-ARPG boss-battle repertoire, or
FBR) to determine how this balance is achieved. Drawing on the theory of flow (Csik-
szentmihalyi 1988) and the concept of interactive storytelling (Nam and Kim 2011; Lee
2003), as well as positioning our analyses within the context of ludomusical narrativ-
ity (Grasso 2024), we argue that FBR enriches players’ transfiguring experiences of
the boss battles and their perceptions of narratives—namely those of the boss en-
emies and the players. Through four case studies, we show how FBR compensates
players for the otherwise challenging process of reaching the flow state and accessing

»_ o«

these transfiguring experiences; this process we theorize as the “tremendous”—“tax-

y

ing’-“teasing’-“transfiguring” (T4) flow scenario rewards players with diverse narra-

tives.

KEYWORDS AND PHRASES: FromSoftware (game studio); ludomusicology; boss-battle

music; narrativity; product design.

INTRODUCTION

ROMSOFTWARE'’S action role-playing games (F-ARPGS),
F including Bloodborne, Dark Souls I1I, Sekiro, and Elden
Ring, are infamous for their difficulty yet consistently gain
popularity and support among gaming communities. We
investigate boss battles and associated original scores (F-
ARPG boss-battle repertoire, or FBR) to determine how this
balance is achieved. Drawing on the theory of flow (Csik-
szentmihalyi 1988) and the concept of interactive story-
telling (Nam and Kim 2011; Lee 2003), as well as position-
ing our analyses within the context of ludomusical narra-

tivity (Grasso 2024), we argue that FBR enriches players’
transfiguring experiences of the boss battles and their per-
ceptions of narratives—namely those of the boss enemies
and the players themselves. Through four case studies, we
show how FBR compensates players for the otherwise chal-
lenging process of reaching the flow state and accessing
the transfiguring experiences, the process we theorize as
the “tremendous”-“taxing’—“teasing”—-“transfiguring” (T4)
flow scenario, and reward them with diverse narratives.
As a partial predecessor of our research, Joana Fre-
itas’s (2020) article discusses the boss-battle music of Dark
Souls ITI from a similar viewpoint, acknowledging the score

1
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as a “key element for immersion and narrative success to
foster the player’s involvement and flow” (60). The author,
however, does not explore other F-ARPG titles before or af-
ter Dark Souls 111, leaving the development of a systematic
methodology for examining FBR as the future research goal
for other scholars. Thus, in this introductory discussion,
we propose a methodology that is applicable to multiple F-
ARPG titles and indeed demonstrate a cross-disciplinary
inspiration drawing on music theory, ludomusicology, and
product design literature.

1. BACKGROUND, DESIGN, AND METHODOLOGY
1.1 THET4 FLow SCENARIO

From Mihaly Csikszentmihalyi (1988), the concept of
flow has broadly influenced both game design (Hodent
2017, 163; Xu 2024) and game music studies (Ayers 2024,
52n; Freitas 2020, 60). The flow state, in which the play-
ers are fully focused or “in the zone,” generally occurs when
the players naturally discover the sweet spot between in-
creasing arousal (attributed to game design) and increasing
efficiency (referring to players’ adaptation). While players
could go through various scenarios to make such discover-
ies, we focus on a particular kind of scenario as it is relevant
and useful to F-ARPGs and our case studies from boss bat-
tles.

For the ease of subsequent discussion, we theorize this
taxing”-“teasing”—“transfig-
uring” flow scenario (henceforth the T4 flow scenario).
“Tremendous” characterizes the first stage of perception in
which the battles are felt or regarded by the player as dif-
ficult for difficulty’s sake—i.e., experiments to challenge
how far a player can proceed beyond the upper limit of diffi-
culty that would be accepted or tolerated by average players.
“Taxing” indicates the next stage of perception: the battles’
difficulties may not be entirely unmanageable but demand
arduous trial and error. “Teasing” is an advanced stage of
perception: the battles gradually shift the player’s percep-
tion of gameplay from onerous repetition to manageable,
self-assured processes, though partially relying on chance
and luck (e.g., “I thought I almost got this boss, until my
last attack missed!”). Finally, “transfiguring” is the mature
stage of perception in which the battles are understood as
ludic opportunities to reach an ultimate flow state and be-
come absorbed in various associated stories.

To see the intuitive relevance of the T4 flow scenario
to F-ARPGs, consider Example 1.! The unsuccessful run-
through of the boss battle in this video clip (ca. 2:30) suc-
cinctly exemplifies the T4 flow scenario—except the fourth

»_«

scenario as a “tremendous

! Here we would like to state four disclaimers. First, regarding the
original audio-visual resources of the notational illustrations and
edited video clips, we acknowledge their lawful copyright holders:

2

stage. The boss battle shown in the video clip poses a
“tremendous” challenge as the player is thrown into a field
full of enemies, traps, and mazes without safe spots, sup-
porters, or direct assistance. Following intense exploration,
during which nothing but diegetic noises and ambient
sounds are heard, the player steps into an isolated and
enclosed boss arena in which they can experience both
ruthless aggression from the boss enemy and unsettling
nondiegetic music. Indeed, as shown in Example 1, the boss
battle is “taxing” and/or “teasing”: if the players die in this
battle with the brutal enemy, they will have to repeat the
whole process, beginning each time with the exploration
portion.

Example1. Run-through from the field to the boss arena of
“Champion Gundyr” (Dark Souls III).

1.2 FROMSOFTWARE’S ACTION ROLE-PLAYING GAMES AND
THEIR SUCCESSES

In addition to their intuitive relevance to the T4 flow
scenario, several F-ARPG titles such as Bloodborne (2015),
Dark Souls III (2016), Sekiro (2019), and Elden Ring (2022)
also draw attention for their noteworthy successes. These
titles have consistently surprised video game journalism
upon their release, for two related reasons.? First, the listed
games, especially Elden Ring, have enjoyed constant growth
in sales and critical recognition: Elden Ring sold 20 mil-
lion physical and digital copies from 2022 to 2024 (Koselke
2024). Second, this success has been strongly tied to the

Sony Interactive Entertainment (for Bloodborne), Bandai Namco
Entertainment (for Dark Souls III), and FromSoftware (for Sekiro
and Elden Ring). Second, our use of the copyrighted materials fol-
lows the global convention of transformative fair use. Third, every
notational illustration and video edit in this article represents the
original works by the primary author and co-author. Fourth, when
watching the edited video clips, viewer discretion is recommended
because they contain visual and/or auditory expressions that may
disturb viewers for reasons such as depiction of violence.

% Even though there are other ARPG titles by FromSoftware, which
precede (e.g., Demon’s Souls, Dark Souls I, and Dark Souls II) or follow
(e.g., Elden Ring Nightreign) the four listed, we intentionally narrow
our definition of F-ARPGs for the following reasons. First, the four
listed titles share the identical game engine (i.e., software frame-
works central for game development) invented and internally used
by FromSoftware, facilitating mutual comparisons of in-game pa-
rameters. Second, the four titles show the establishment and pol-
ishing of the mature design philosophy by FromSoftware and their
ARPGtitles (e.g., fierce, action-packed boss battles). Third and last,
all these titles show a consistency in creator composition: for in-
stance, Yuka Kitamura, who until recently used to hold a core po-
sition within FromSoftware, appears as a credited composer in all
fourtitles. (For an exhaustive list of the composers whose scores are
mentioned or examined in our discussion, see Table 1.)


https://youtu.be/fTU-DkWxkuY
https://youtu.be/fTU-DkWxkuY
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difficulty of each game title. The phenomenon has been
noted (e.g., Bishop 2009) since the release of Demon’s Souls
(2009)—one of the earliest predecessors of the titles we
grouped above as F-ARPGs and the origin of the persistent
belief that FromSoftware gives players uniquely demand-
ing challenges. This belief has been consciously exploited by
the leadership of FromSoftware, as described by Hidetaka
Miyazaki, the director credited for his core role in F-ARPGs,
including Demon’s Souls:

If we really wanted the whole world to play the game [El-

den Ring], we could just crank the difficulty down more

and more. But that wasn't the right approach.... Had we

taken that approach, I don't think the game would have

done whatitdid, because the sense of achievement that

players gain from overcoming these hurdles is such a

fundamental part of the experience. Turning down dif-

ficulty would strip the game of that joy—which, in my
eyes, would break the game itself. (MacDonald 2024)

As implied in Miyazaki’s words, F-ARPGs push their
difficulty to a degree that could potentially undermine
broader sales, yet their consumer base continues to grow.
In other words, the quoted statement demonstrates that
difficulty and fandom cultivation can be pursued in tan-
dem. This unusual achievement, unsurprisingly, stimu-
lated investigations across multiple disciplines and re-
sulted in a diverse array of related subtopics: the keys of
effective game design (Hoedt 2019), critical themes or is-
sues emerging from gameplay experiences (Spokes 2020),
and spontaneous cultivations of mutually supportive com-
munities (Brock and Johnson 2022; Robinson et al. 2025), to
name a few.

1.3 How FROMSOFTWARE MAKES THEIR GAMES DIFFICULT

In our earlier theorization of the T4 flow scenario,
we proposed that a final, “cransfiguring,” stage may cause
players to perceive the gaming experiences as exceptional
opportunities for immersion into various stories. Assum-
ing that such experiences also contribute to F-ARPGs’ bal-
ance between difficulty—i.e., the sensation that character-
izes the “tremendous,” “taxing,” and “teasing” stages of the
flow scenario—and fandom cultivation—i.e., the fascina-
tion resulting from the “transfiguring” stage and immersive
experiences—we propose an analytical approach to the T4
flow scenario that remains attentive to the no-less signifi-
cant role of music.

Before illustrating this methodology, however, there is
background to be addressed: specifically, in which ways are
F-ARPGs made to be difficult to play and beat? Though risk-
ing oversimplification, a two-track explanation provides
this background information: difficulty is reified in gen-
eral game design, and is realized in boss battles. First, F-
ARPGs adhere to general design requirements for action

role-playing games (ARPGs). Shaun Musgrave (2017) sum-
marizes these requirements: (1) real-time combat; (2) per-
sistent inventory system for the player’s characters; (3) con-
trol of only one character at a time; (4) freedom of move-
ment through the environment (controlled by the player)
and one-to-one correspondence between clicks, taps, or
button presses, and the resulting actions (e.g., attacks,
guards, dodges, or runs); (5) requirement for the player to
acquire some degree of reflexive skill; (6) experience points,
gained by defeating enemies and earning character level-
ups; and (7) level-ups that increase the character’s stats
and/or capabilities. F-ARPGs, meeting these requirements,
push each even further to reify an otherwise abstract sen-
sation of difficulty into a set of practical gaming experi-
ences: (1) real-time combat becomes far stricter (e.g., invin-
cible time is limited and requires precisely timed actions by
the player); (2) the persistent inventory system does not pause
combat when itis controlled by the player; (3) only one character
is under player control at a time, and only one character is al-
lowed per saved data file; (4) a character moves around freely
and performs various actions, but at the cost of limited and
only gradually replenished stamina; (5) players need higher and
higher degrees of reflexive skill to make progress; (6) experi-
ence points earn character level-ups but will be lost if charac-
ters die before spending them; and (7) level-ups make the char-
acter stronger but do not dramatically facilitate general com-
bat.?

Second, boss battles represent the advanced chal-
lenges of the already-difficult general game design. Adapt-
ing to the peculiarities of the seven enhanced design re-
quirements described above is a prerequisite for the player
of F-ARPGs if they wish to beat the unavoidable boss ene-
mies. If these peculiarities explain how the games basically
work, the boss battles tend to exponentially increase the
difficulty against the degree of player efficiency. The bat-
tles do not openly instruct the player on how to increase
their efficiency, thus driving the players to tasks more com-
mon in classic retro games (that is, the iterative processes
of self-directed trial and error). The games therefore de-
mand the players be willing to repeat individual and ardu-
ous processes without providing any explicit information
as to what went right or wrong in their playing;* indeed,
F-ARPGs are notorious for giving no feedback beyond “You

3 Note that Sekiro makes several exceptions, though it does not di-
verge from the general direction of other titles. For instance, its
inventory system does pause combat but still forces players to use
the selected items within the real-time engagement with enemies.
Furthermore, although Sekiro does not have the stamina caps lim-
iting the player character’s actions, it still puts a precise cap on the
character’s guarding capacity.

4 For a relevant study that broadly investigates improved player re-
silience against the otherwise challenging boss battles of F-ARPGs,
see Chushu Ye 2023.
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Died” or “Death” messages every time the players fail in the
boss battles.® (This was shown at the end of the video clip in
Example 1.)

1.4 ANALYTICAL CONCEPTS AND METHODOLOGY FOR FBR

That F-ARPGs are made to be difficult to play and
beat—in terms of both general design and boss-battle de-
sign—not only reconfirms their relevance to the first three
stages of the T4 flow scenario but draws attention to the
boss-battle music. The discussion above surely helps us
grasp how “tremendous,” “taxing,” and “teasing” general
gameplay and boss battles could feel for inexperienced
players, butit also requires consideration of how the “trans-
figuring” experience is shaped and/or enhanced. While this
inquiry can focus on a variety of in-game music or audio ex-
amples, our study centers FBR. This repertoire not only re-
alizes generic ludomusical conventions for combat as well
as boss battles (see Summers 2024a, chap. 8) but helps the
player to appreciate boss battles as tough yet worthwhile
challenges.

Clearly, there are many other musical/sonic aspects
that warrant ludomusicologists’ attention to F-ARPGs, in-
cluding atmospheric music or sound that affects a player’s
gameworld exploration (Kamp 2024; Freitas 2025), indicat-
ing FBR may not be the only musical case connected to the
“transfiguring” stage of the T4 flow scenario. Our choice to
focus on FBR lies not only in its affiliation with the tense
culmination of the difficulty experienced by the player (boss
battles), but in its structural parallels to the boss-battle
design that unmistakably invite the existing conceptual
frameworks of “ludomusical narrativity” (Grasso 2024) and
“interactive storytelling” (Nam and Kim 2011; Lee 2003).

Ludomusical narrativity refers broadly to the various
manners through which music gives “narrative depth to
[game] character and place” and helps “unite aspects of the
story no matter what the player is (is not) doing” (Grasso
2024, 72).% Interactive storytelling refers to the stories em-
bedded within and enabled by the interactive systems in-
tegrated in digital or physical product designs. Nam and
Kim (2011) argue that interactive audio systems can embed
narratives of imaginary, amusing organisms within every-
day products. Through interactions between user and ob-
ject—including real-time responses from the object—even

5 See also Ayers 2024, 39—40, 54n regarding the sound design of
such messages in the Dark Souls series.

¢ Note also that game music can serve as a broader informa-
tional source, as has been discussed in Megan Lavengood and Evan
Williams (2023). Analyzing winter topics and tropes within a game
music corpus through a computational methodology, these re-
searchers reveal that composers have employed diverse techniques
and materials to turn their game soundtracks into informational
indicators of environments and weather.

a simple product can encourage the generation of nar-
ratives. Lee (2003) further specifies this user-driven pro-
cess of narrative generation: if interactive design is a prod-
uct, stories are biproducts embedded within the design or
emerging through the interaction between the product and
the user; to make this interaction more effective at narra-
tive generation, the product should be able to help the user
acquire unique and renewing experiences every time they in-
teract with the product.

Given that Nam and Kim (2011) characterize the afore-
mentioned interaction as ludic, and that Lee (2003) refers to
video games as spatialized exemplars of the same interac-
tion, interactive storytelling is one of the concepts enabling
cross-disciplinary collaborations between product design
and ludomusicology. This concept supports our methodol-
ogy for analyzing the T4 flow scenario for three reasons.
First, the T4 flow scenario suggests that a player is sup-
posed to repeat these demanding boss battle interactions,
and this repetitive interaction is partially comparable with
the behaviors an interactive product anticipates from its
target users. The T4 flow scenario also suggests that such
repetitive interaction nonetheless results in renewing, con-
stantly changing experiences instead of consistent and gen-
eralizable ones—not unlike the experience a product user
acquires from the successful realization of interactive sto-
rytelling. Third, the narratives that emerge as the biprod-
uct of such experiences once more prove the compatibility
between interactive storytelling and the T4 flow scenario,
also serving as the conceptual ground for our methodology.
If Grasso's (2024) ludomusical narrativity encourages the
basic premise that FBR has potential for emerging narra-
tives, interactive storytelling (Nam and Kim 2011; Lee 2003)
provides one possible account of how exactly the music
contributes to the emerging narratives (i.e., enriching the
repetitive but constantly renewing experiences of boss bat-
tles).

These narratives may be specified further as follows: (1)
a story emerging from a carefully designed boss enemy, (2) a
story produced by a player actively battling the enemy, and (3)
enhanced versions of the two stories perceivable through mu-
sic played over the battle. A story from the boss is a history
to be told regarding the boss enemy, often delivered to the
player part-verbally (e.g., the boss making “I” statements)
and part-contextually (e.g., the boss’s appearances and be-
haviors)—or entirely contextually. A story by the player is
their journey to reach the flow stage in the same scenario.
The enhanced versions of these two stories emerge when
the musicalideas and details, processed and appreciated by
the player, generate a distinct affective environment sup-
portive of the given stories.
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2. ANALYTICAL CASE STUDIES
2.1 INTRODUCTION AND OVERVIEW

In what follows, our central analyses address Blood-
borne: “Ludwig the Accursed,” Dark Souls I1I: “Twin Princes,”
Sekiro: “Demon of Hatred,” and Elden Ring: “Final Battle.”
The ludic context of each case study, or what is confronted
by anyone following the game’s system and facing the given
boss-battle design as it is, is illustrated through the T4 flow
scenario and its first three stages: how the given boss bat-
tle (1) poses a “tremendous” challenge to the expected av-
erage level of player efficiency/skill, (2) demands a “taxing”
process to figure out a solution, and (3) induces a “teas-
ing” anticipation that the challenge can be handled once a
proper flow state is achieved. We also address the fourth,
“transfiguring,” stage in our analyses. Reaching this stage
likely means that the player has already repeated enough
interactions to achieve sufficient reflexivity to respond to
the boss’s maneuvers (and, as a result, the accompanying
music), emphasizing the experiences as gradually trans-
formative and renewing rather than merely repetitive. As
a result, the player may be able to immerse themselves in
the bosses’ and their own narratives (i.e., “how I got on
top of this battle”). We explicate the “transfiguring” stage
as a peak realization of interactive storytelling and specify

it through (1) detailed interpretations of the bosses’ narra-
tives, (2) estimations of the player’s narratives, and (3) anal-
ysis of the contributions of the associated FBR, including
specific compositional details.

Before moving on to the main analyses, two points de-
serve acknowledgement. First, what we suggest regarding
the T4 flow scenario and interactive storytelling has room
for future enhancement, as it naturally invites empirical,
ethnographic, and other types of supporting research. We
do not claim to know the intent of either the game design-
ers or the composers; rather, we are analyzing this music’s
potential role in the player’s experience, drawing on perti-
nent scholarship to support our claims. We highlight how
each analysis can be effectively rationalized, backing our
ultimate argument that FBR performs a vital role in the T4
flow scenario, which in turn explains (if only partially) F-
ARPGs’ navigation of increasing difficulty and expanding
fandom.

Second, our manner of examining compositional de-
tails was partially inspired by Richard Anatone’s (2023) dis-
cussion of Kishotenketsu. In introducing this traditional
Japanese story arc, Anatone notes that, while not well-
known to Western audiences, Kishotenketsu has consis-
tently influenced Japanese fiction, including video games.

Composers Soundtrack titles
(last, first) (game titles)
(alphabetical order)

Comments on midway intervention of
new ideas/directions

Kitamura, Yuka

“Twin Princes” (Dark

Lyrical and continuous melodies in earlier part; choir in

Souls I1I) dactyl rhythm in later part
“Demon of Hatred” Binary structure where concise first part is followed by longer
(Sekiro) and more stylistically traditional second part

“Dragon” (Elden Ring)

“Malenia, Blade of
Miquella” (Elden Ring)

C minor in earlier part; G minor in later part

Miyazawa, Shoi

“Divine Beast Dancing
Lion” (Elden Ring)

F Phrygian scale in earlier part; D double-harmonic major
scale in later part

“Mohg, Lord of Blood”

Bb minor in earlier part; D minor in later part

(Elden Ring)
Saitoh, Tsukasa “Final Battle” (Elden Brass motive (originating from the title-screen music) in
Ring) earlier part; mysterious vocalise & choir in later part
“Margit the Fell Omen” -
(Elden Ring)
Suzuki, Nobuyoshi “Ludwig, the Accursed” Less-functional melodies/harmonies in earlier part; more
(Bloodborne) common-practice melodies/harmonies in later part
“Deacons of the Deep” -
(Dark Souls I1I)
Suzuki, Nobuyoshi, and “Living Failure” Instrumental ostinati in earlier part; homorhythmic choir in
Kouneva, Penka (Bloodborne) Latin in later part

Wandmacher, Michael

“Micolash, Host of the
Nightmare” (Bloodborne)

Table1

List of FBR case studies and credited composers (table by Primary Author).
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Composed of four consecutive words put together as if
they form a single word, this term lists four idiosyncratic
stages of a narrative represented by Ki (beginning), Sho
(process), Ten (turning point), and Ketsu (result). To be spe-
cific, if Ki and Sho establish and develop an initial topic,
Ten turns the script rather than sticking to the original topic
and pushing it toward its climax. As a result, Ketsu may
not always present the resolution conventional in Western
commercial fiction (i.e., the protagonist’s success and tri-
umph, or completion of original goals): it may end instead
with catastrophe, anticlimax, aftermath, and so on, which
may be understood better as the reverberation of Ten. Ana-
tone associates this story arc with his analysis of Nobuo
Uematsu’s soundtrack for Final Fantasy VII (1997). He espe-
cially draws attention to the main theme, the “longest and
most formally complex main theme in Uematsu’s Final Fan-
tasy soundtracks,” played in a continuous loop as the player
character explores the world map (28). Investigating both
its form and motivic development, Anatone argues that the
main theme demonstrates a “musical portrayal of the entire
game’s narrative” and effectively embodies Kishotenketsu
(33).

We find that selected musical examples from FBR
operate similarly in that they tend to enhance the in-
game (i.e., the bosses’) narratives by mapping their com-
positional details onto such stories. Furthermore, like Ue-
matsu’s main theme of Final Fantasy VII, our case studies of
FBR feature narrativity marked by the midway intervention
of new ideas or directions and thus recall Anatone’s (2023)
characterization of Ten of Kishotenketsu. Our subsequent
analyses accordingly illustrate how new ideas or directions
intervene midway in each selected case, including in works
by a team of composers. (For a complete list of the com-
posers and music included in this article, please refer to Ta-
ble 1; where relevant, commentary on the midway interven-
tion of new ideas/directions is found in the rightmost col-
umn.)

2.2 BLOODBORNE, “LUDWIG, THE ACCURSED”

The first FBR case study is Bloodborne: “Ludwig, the Ac-
cursed,” composed by Nobuyoshi Suzuki. The opening cello
solo, shown in the first system of Example 2 and heard in
0:00-0:14 of the supplementary video, introduces an al-
ternation between pitch-classes A and Ab (i.e., from the
strings in the first measure to the cello in the first and sec-
ond measures and back to the strings in the third mea-
sure). As shown in the male choir and cello solo in the sec-
ond system (0:16—0:24), this alternation is then extended
and solidified through other A-Ab alternations, highlight-
ing the emergent idea of oscillation and resulting in less-
functional harmonies anchored on a central pitch or chord:

6

until a more functional and goal-directed E-minor tonality
emerges (discussed below), pitch-class D or the D-minor
triad (shown in the second system) performs the role of the
central pitch or chord.

The prominence of oscillation and its impact on less-
functional harmonies ends later with the introduction of E-
minor melodies and harmonies that imply common prac-
tice tonality or diatonicism. A mysterious, homorhythmic
interlude sung by mixed choir (shown in the third and
fourth systems and 0:32-1:08) concludes with the unmis-
takable emergence of the D§°7 or vii®? in E minor. In the
fifth system (1:08-1:23), the majestic brass resolves this
chord to i in E, establishing E-minor tonality as the new
main idea (as Example 2 indicates by the shifting meter sig-
natures, this establishment is also marked by the new me-
ter, §).

The compositional shift from circling oscillation to
more goal-directed harmonies/melodies is related to its as-
sociated boss battle. This can be understood through an
overview of the battle’s structure and the challenges likely
to be presented to players by the boss, Ludwig. The struc-
ture is straightforward according to contemporary video
game convention. As the player steps into the boss arena,
the first phase of the battle immediately begins and the
player must confront Ludwig, a gigantic monster whose
aggression seems irrational, unstoppable, and lethal (for
the corresponding music, see the first two systems in Ex-
ample 2 and 0:05-0:24).” If/when the player manages to re-
duce Ludwig’s health bar (shown at the bottom of the game
screen) to a specificamount, an interlude cutscene is played
and presents an unexpected turn: Ludwig delivers a mono-
logue to a glowing magic sword, not used or seen in the first
phase of the battle, then picks up the sword to further test
the player’s skills (the third and fourth systems in Exam-
ple 2 and 0:32—-1:08). The second and final phase of the bat-
tle follows, this time presenting Ludwig as a knight skill-
fully using the sword (the fifth system in Example 2 and
1:08-1:23).

This overall structure accounts for the first three stages
of the T4 flow scenario. Having to fight the same boss twice,
once as a monster on a rampage and then as a skilled
knight, the player surely feels an overwhelming, “tremen-
dous” difficulty. The player could attempt to improve their
tactics through “taxing” retries, during which they may re-
turn at any point to frustration with the “teasing” situations
(“I almost beat the boss but I died so I have to start all over
again!”).

7 Note that an opening cinematic cutscene is played only for the
first time when the player enters the arena (not included in the sup-
plementary video, for the sake of conciseness). In this cutscene, a
nameless victim of Ludwig narrates their suffering and fear about
Ludwig while Ludwig's unintelligible roar is heard.
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J=ca.90 (Corresponding to 0:05-0:14 in the video)
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Example 2. Oscillation as the initial idea and then the emergence of the E-minor tonality in “Ludwig, the Accursed.” Transcribed by
Primary Author.
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Let us imagine that a less experienced player (de-
scribed above), after many tries, acquires the minimum ef-
ficiency to reach the otherwise hard-to-earn flow state and
then becomes capable of processing the overall boss bat-
tle and music. One possible experience at that point is that
of interactive storytelling, in which Ludwig’s narrative and
the player’s personal narrative become perceivable to the
player throughout the player’s interaction with the boss-
battle design and music. As the boss-battle overview im-
plies, Ludwig’s narrative is clear enough, albeit not verbally
narrated. Ludwig was probably originally a warrior pos-
sessing extraordinary swordsmanship and a noble spirit.
His degenerated state as a screaming monster is thus not
merely a plot device to offer a particular boss battle to the
player, but a tragedy in which the boss’s true identity is im-
prisoned by madness. In this context, the first phase of the
battle may be understood as more than a conflict between
the player and the violent Ludwig: it contains the tension
between the player and the madness distorting Ludwigs
true self. With the cutscene that signals the liberation of
Ludwig from madness and the beginning of the subsequent
phase of the battle, there is a new story for the boss enemy:
that of the redeemed swordsman. Furthermore, in the pro-
cess of becoming more efficient throughout both phases of
the battle, the player may be able to develop their own story:
they are performing an act of valor and redeeming Ludwig
by reversing his degeneration.

If the player also becomes attentive to the musical de-
tails unfolding in accordance with their progress, the music
may present—to this engaged listener—an emergent map-
ping between the compositional ideas and the stories dis-
cussed above. The shift from oscillation to E-minor tonality
acts as a musical portrayal of Ludwig as the prisoner locked
in his own madness (and the player’s strenuous efforts to
subdue that madness) and the transformation of Ludwig
into the redeemed warrior (and the player’s response to
him).

Our interpretation of the oscillation observed in the
first and second systems of Example 2 is inspired by pre-
existing perceptions of oscillation, found in various lit-
erature on functional or nonfunctional harmonies (Ram-
age 2020; Taruskin 1985; Malawey 2010). These perceptions
show that oscillation can represent refusal, confinement,
and/or stasis, and we deem the same perceptions are appli-
cable to ludomusical narrativity and the specific case of the
nondiegetic music played over the first phase of the given
boss battle. Ludwig is at an impasse in this phase, pos-
sessed by persistent madness, and the player must break
this deadlock by confronting Ludwig.

Maxwell Ramage (2020) calls “any alternation between
two harmonies that goes beyond traditional tonal syntax”
a “transcendental oscillation,” because it tends to refuse

functional harmonic progressions (287). The oscillation at
the opening of Example 2 not only fits this description but
indicates octatonicism as a mechanism to refuse the func-
tional harmonies: for instance, pitch classes A and Ab and
the chord tones of a D-minor triad can all be embedded
in OCT (2,3) (D, Eb, F, Gb, Ab, A, B, C). This not only sup-
ports the assumed octatonicism itself, but accounts for how
the opening oscillation in Example 2 could be mapped onto
Ludwig, the creature trapped in madness, in the first phase
of the battle: as Richard Taruskin (1985) notes, an octatonic
collection is one of the “outgrowths of circles of thirds” and
“for Russian composers, evocative of evil magic” (93). Addi-
tionally, due to its avoidance of functional harmonies, the
oscillation in Example 2 may also represent stasis or im-
passe, an impression commonly found in pop harmonies
(see Malawey 2010).

In addition to the inspiration from music theory liter-
ature, there are two more reasons why the E-minor tonal-
ity can be interpreted as a new musical idea related to the
narratives emerging in the second phase of the battle. One
is that this tonic-oriented progression mirrors the player’s
determined response to the redeemed boss. The other is
that this implied tonality now involves the D-minor triad
as part of the diatonic progression in E minor: the D-minor
triad now serves as bvii rather than the central chord (as it
had in the first two systems of Example 2). We interpret this
as a compositional parallel to Ludwig’s liberation from pos-
session, and his commitment to making a last stand as a
noble warrior.

Suzuki’s original score for “Ludwig, the Accursed”
presents a musical portrait of the boss enemy through the
abstract musical embodiment of impasse versus break-
through. The music compellingly compensates for the over-
whelming pressure of the boss battle by staging the player’s
combat as more than a difficulty for difficulty’s sake: it re-
minds the player that their combat is an act of valor to re-
deem Ludwig, by tracing his arc from fallen beast to chival-
rous warrior.

2.3 DARk SouLs I, “TWIN PRINCES”

The second case study is Dark Souls I1I: “Twin Princes,”
composed by Yuka Kitamura. This example initially es-
tablishes continuous, lyrical C-minor melodies (Example
3, mm. 1-15, and 0:51-1:38 in the supplementary video).
The uninterrupted quality is achieved through the simple
tonic—dominant alternation and the absence of rests, while
the lyrical quality is realized by the constant conversations
between melodic lines: as seen in the score, each line fea-
tures steady rhythms and balances leaps and steps, forming
a texture consisting mostly of oblique and similar motion.
In mm. 16-21 (1:39-1:56), the melodies are varied through
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Continuous, lyrical C-minor melodies for the first phase of the battle
(partial transcription) (corresponding to 00:51-1:56 in the video)
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Example 3. Continuous, lyrical C-minor melodies as the initial idea and then the emergence of the dactyl vhythm in “Twin Princes”
(two-part transcription/reduction). Transcribed by Primary Author.

accelerated rhythms and cadential progression to a PAC;
this is then followed by enhanced lyricism, characterized by
a mellifluous violin solo (mm. 22—31 and 1:56—2:27).

Continuous lyricism as the initial compositional idea
is later replaced by a homorhythmic choir highlight-
ing a long-short—short dactyl rhythm (mm. 32-39 and
2:28-2:58). While the sense of continuity is maintained by
harmonic progressions that fail to reach an authentic ca-
dence and instead keep arriving at half cadences (e.g., in
m. 39), the overarching rhythmic figure dominates the re-
mainder of the music and confirms its role as the new main
idea, positioning the entire boss-battle music as a two-part
musical accompaniment to the boss battle.

The boss battle associated with this two-part music
follows a series of interactions/events structurally resem-
bling that of Bloodborne, “Ludwig’: an opening cutscene
with a speech by the boss character, an initial phase of
confrontation, an intervening cutscene that progresses the
narrative, and a second phase of confrontation in which
the boss intensifies their attacks. In the opening cine-
matic cutscene, the physically weak but determined Prince
Lothric greets the player and establishes his narrative by
saying that he shall not sacrifice himself for the ritual the
player has to complete to save the world, though it demands
Lothric’s sacrifice (0:00-0:50 in the supplementary video of
Example 3). In the first phase, the player confronts Lorian,

the older brother and protector of Lothric (0:51-1:56). An in-
tervening cutscene is then played, in which Lothric makes
another speech that strongly encourages his brother Lo-
rian to keep resisting the player and the demand of sacrifice
(1:57-2:27). The second, final phase of the battle follows this
cutscene and the player must fight both Lothric and Lorian
at the same time (2:28-2:58). Because the player is obliged
to defeat one boss (Lorian) and then deal with two enemies
(Lothric and Lorian) in the second phase, the resulting T4
flow scenario involves the “cremendous” challenge posed by
the undeterred boss character(s), the “taxing” endeavor of
returning to the initial combat with Lorian every time the
player dies in the second phase, and the “teasing” situation
in which the second phase cannot end without defeating
Lothric once and for all. As shown in Example 3 (2:28-2:58),
Lothric is protected on the back of Lorian in the second
phase, never yielding to the player; to defeat this younger
prince and finish the entire battle, the player must deal a
certain amount of direct damages to Lothric.

If the player acquires enough proficiency to complete
the boss battle, three rewards of interactive storytelling
may become perceivable. One is the bosses’ narrative. The
overarching context of the battle is that Prince Lothric must
be sacrificed so that the player’s character can conduct a rit-
ual with Lothric’s remains and thus delay the destruction of
the world; as the player cannot progress in the plot of Dark
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Souls I1T without Lothric’s dead body, the boss’s will to live is
his final resistance before he is subdued and sacrificed. For
the same reason, Lorian is designed to be unyielding in his
role as Lothric’s protector. A second story emerges through
the player-boss interaction: the player’s gradual recogni-
tion of their role as the antagonist of a real-time tragedy;
the player’s growing proficiency draws Lothric closer to his
death and Lorian closer to his defeat.

Third, if the player is attentive to the music, they may
perceive the mapping between the compositional ideas and
the narratives described above. The first main idea, contin-
uous lyricism (mm. 1-31), is associated with both the first
phase and interrupting cutscene (1:57—2:27). This can be un-
derstood as a representation of Lothric’s feeble body and
contrastingly strong will to defy his destiny: the delicate
lyricism represents the boss character’s physical vulnera-
bility while the melodic continuity represents his deter-
mination. The second main idea, the homorhythmic choir
in dactyl rhythm (mm. 32—-39 and 2:28-2:58), is associated
with the second phase of the battle. In Western classical
music, the dactyl rhythm often appears to be the signifier of
death, such as in Purcell’s Music for the Funeral of Queen Mary,
Beethoven's Symphony No. 7, or Schubert’s “Death and the
Maiden;” the idea may thus be read as foreshadowing the
cruel destiny awaiting Lothric, and the player’s role in this
ritual.®

“Twin Princes” effectively portrays the nature of this
boss battle as fated to a tragic end. Assisting the narratives
of both the enemies and the player, the music can help the
player understand why they should confront the bosses by
staging the abstract but pervasive drama of will-to-survive
versus destined death, and by encouraging the player to im-
merse themself in the inherent drama.

2.4 SEKIRO, “DEMON OF HATRED”

The third case study, Sekiro: “Demon of Hatred,” was
also composed by Kitamura. The music presents a varia-
tion of rounded binary form fused with stylistic elements
from traditional Japanese music. With room for looping—a
common convention in boss-battle music, where partial
repetition accommodates players’ different playtimes—the
structure seems to present every section for the given for-
mal convention: introduction, main theme(s), contrast-
ing theme, returning main theme, and concluding theme,
though with some peculiarities, as we will discuss below.

8 For a discussion of the cultural tradition underlying Schubert’s
uses of dactyl rhythms for symbolizing death, see Karl Michael
Komma 1994; for broader research on the historical developments
of various rhythmic symbolisms for death in Western music, see
Jorg Riedlbauer 1996.

10

(For the corresponding video clip, refer to the supplemen-
tary video of Example 4 in which the subtitles indicate
which section of the binary form is being played.)

Three elements from traditional Japanese music are
equally significant to the boss-battle score. These elements
are (1) a traditional Japanese flute, shinobue; (2) a minor-
pentatonic collection, specifically a distinctive scale in-
between the yona-nuki minor scale and the Miyako-bushi
scale;” and (3) marked harmonic idiosyncrasies in the
shinobue-violin duet that presents the contrasting theme
(as we will discuss below, this duet is notable for its delicate
two-voice counterpoint).

When the binary form turns out to be open-ended
rather than self-contained, the structural and stylistic el-
ements suggest that the boss-battle music not only stays
receptive to looping, conventional in boss-battle music,
but reflects narrativity by highlighting traditional Japanese
musical elements. To make sense of this, the binary struc-
ture itself warrants further attention. Though we use the
term “concluding” for the ease of discussion, the conclud-
ing theme in Example 4 hardly offers a proper melodic
closure to the entire binary form. The concluding theme
instead presents a descent (Cf-B-A-G) passed from the
shinobue to the violin, providing a natural return to the
contrasting theme and implied Cf minor key area; the Gf
of the final descent can either link smoothly to the first
pitch of the violin part (Gf) or proceed to that of the shi-
nobue part (Cf). This return to the contrasting theme (Ex-
ample 4)—where the shinobue and violin duet highlights
marked harmonic idiosyncrasies—is repeated indefinitely
until the boss battle is finished. As a result, the player con-
fronting the boss enemy, specifically during the latter half
of the battle, is likely to be exposed to the recurring re-
turns of the contrasting theme, closely associated with the
Japanese traditional elements mentioned above and also
connected to the narratives of the battle.

If the binary form in this music is prone to repetition
that foregrounds Japanese traditional elements (connected
to the emerging narratives), the boss-battle design of “De-
mon of Hatred” itself features another kind of repetition

9 A conventional yona-nuki minor scale on Ff would be F, G, A, Ct,
D, Ff. If this scale is reordered to start from Gf, the output matches
the scale consistently implied in “Demon of Hatred”: Gf, A, Cf, D,
F, Gff (note that, just for the first three pitches, this also recalls a
Gf#Miyako-bushi scale though the last two pitches differ from the
authentic one: the authentic Gf Miyako-bushi would be Gf, A, C#,
D, E, Gf)). Despite such an ambiguity, it is suggestive that both the
music—though with Main Theme Pt. 2 being less so—and the re-
ordered yona-nuki minor underline the G§-D tritone more explic-
itly than the typical ordering of yona-nuki minor. (Main Theme Pt. 2
is less affiliated with the reordered yona-nuki scale because Fx, B,
and Cf are raised by a quarter tone at times; each of these pitches
adds intonations to the ones expected for the implied scale or does
not even belong to the scale.)
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Binary form in "Demon of Hatred"
in interaction with the boss battle phases

What musically happens when the battle is in the larger first phase

Soon after the battle starts, Then, if the larger first phase of the battle continues, music
Introduction and Main Theme Pt. 1, 2 returns to somewhere within Introduction and therefrom
are played in order - repeats everything listed in order

J=ca.130 Introduction (Corresponding to 0:00-0:14 in the video)
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(or, alternatively in 2/4 with reversed swing rhythm)

(Implied key - C# minor)

(Implied scale - F§ Yonanuki minor rearranged from G (G§-A-Cg-D-Fz-G¢); see arrows over the associated pitches)

Example 4. Rounded binary form and the emergence of Japanese stylistic elements in “Demon of Hatred” (transcription/reduction with
limited rhythmic/melodic parts). Transcribed by Primary Author.
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What musically happens when the battle is in the larger second phase

Soon after the battle enters the larger second
phase,

Contrasting Theme,

Main Theme Pt. 2 (Returning), and
Concluding Theme Pt. 1 & Pt. 2

are played in order

Then, if the second phase of the battle continues,
music returns to Contrasting Theme and
therefrom repeats everything listed in order
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in response. As the player enters the boss arena, a gigan-
tic burning boss enemy, the Demon of Hatred, is wreaking
havoc on the training ground of a medieval Japanese castle;
the player must stop the destruction and subdue the enemy
once and for all. This mission will be completed by deliver-
ing three deathblows to the enemy. However, each death-
blow requires a full-scale battle as the boss rises again af-
ter each of the first two deathblows with a fully replenished
health bar and intensifying aggression (see 0:55 for the mo-
ment right after the first deathblow in the video); note also
that the first deathblow triggers the second section in the
binary form, the contrasting theme. The player, from this
moment on, must survive the increasing difficulty until
they manage to deal the second and then third (last) death-
blows (2:10 in Example 4); the third attack not only instantly
terminates the battle but cuts the music short no matter
which section of the binary form was being played, imply-
ing the priority of the processes to reach the last deathblow
over the structure of the associated music—and the priority
of the emergent narrative over the conclusion of the battle
(we will address this narrative in detail below). This eccen-
tric, ruthless boss battle accounts for a T4 flow scenario in
which the player faces a “tremendous” challenge in learn-
ing how to deal an effective deathblow, a “taxing” trial-and-
error approach to survive through the initial and second
deathblows, and a “teasing” situation where the third and
last deathblow remains hard-to-reach or narrowly missed.

The “transfiguring” stage of the scenario may be par-
ticularly rewarding for the tenacious player who manages
to proceed to the third and last critical attack. One pos-
sible reward is that the boss enemy’s narrative becomes
clear. Taking the shape of an oni (a rough Japanese counter-
part of “ogre,” though a demonic humanoid creature would
be more accurate), this enemy—adopted from traditional
Japanese horror stories—persists in their destruction and
aggression out of anguish rather than as an indiscrimi-
nate threat. The video clip of Example 4 shows that the boss
enemy often expresses their pain through bodily gestures
(0:55-1:05). The infernal fire the Demon of Hatred wears
can be understood as torture, which holds them in eter-
nal suffering. In this way, the enemy is both a formidable
creature and a hopeless victim, one who awaits the player’s
brave action of granting them permanent rest.

Another reward is the player’s gradual awareness of
their role in the combat. By stopping the enemy from falling
deeper into pain and granting them a dignified death, the
player is encouraged to finish the battle not as an act of
extermination, but of mercy. Given that the enemy char-
acter was originally a supporting human NPC (non-player
character), the entire battle may also be viewed as a tragic
farewell to the player’s ex-comrade who struggled not to
succumb to the bloodlust and wrath rooted in their violent

past as a notorious ninja but failed, resulting in their de-
generation and metamorphosis: when the player delivers
the last deathblow and finishes the battle, the boss thanks
the player before vanishing in flame (Example 4, 2:04—2.:33).

These experiences, described above, highlight the re-
wards of interactive storytelling and may be further en-
riched when the player recognizes the synergy between
the two compositional ideas and the narratives. We inter-
pret that the rounded binary structure, purposely lacking
a proper closing theme, acts as a frame that loosely out-
lines the entire battle: the larger first half (intro and main
theme) of the binary form is precisely mapped onto the
battle from the beginning to the first deathblow; the sec-
ond half (contrasting theme, returning main theme, and
concluding theme in loop) is mapped onto the battle af-
ter the first deathblow and until the last one. Note that the
battle after the first blow takes more musical themes than
the battle before the first deathblow, implying that the mu-
sic aptly responds to the nature of this battle phase as an
indefinitely extensive, upper-level challenge. As it is likely
more “taxing,” time-consuming, and frustrating (“teasing”)
than the earlier phase, this painstaking process in which
the player attempts to execute the second and last death-
blows without dying effectively makes the associated T4
flow scenario exceptionally intense—and simultaneously
makes the player’s immersion in the narratives more re-
warding.

The traditional Japanese elements, stressed especially
in the repetition of the contrasting theme, arguably en-
rich the sorrowful narrative underlying the extensive and
challenging combat. The expressive convention of the shi-
nobue, well established in Japanese multimedia fiction,
contributes to this effect. Consider, for one famous exam-
ple, Toru Takemitsu’s score for Ran (dir. Akira Kurosawa,
1985). As Craig Lysy’s (2018) review observes, Takemitsu’s
use of the shinobue is justified not only by the authentic-
ity of the timbre as a Japanese period instrument, but by its
versatility that charges the score with “wailing,” “ambient,”
“playful,” “lyrical,” “plaintive,” and “piercing” effects. The
soundtrack for Xenoblade Chronicles 3 (2022) is also worth
mentioning: though the setting of this game is distant from
Japanese period drama, the developers clearly draw on the
melancholic expressivity of the shinobue in multiple tracks
(see Nintendo 2022).

The affective significance of traditional Japanese el-
ements is also supported by the yona-nuki minor scale,
which often represents folkloric and/or melancholic tastes
in Japanese popular music, and by the harmonic idiosyn-
crasies in the shinobue-violin duet from the contrasting
theme.’® The duet makes room for narrativity as its two-
voice counterpoint is charged with crunchy dissonances

1 One iconic example of the yona-nuki minor scale in Japanese
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(see the reduction below the contrasting theme in Exam-
ple 4). The intervallic language tempts us to hear an ab-
stract representation of the boss, player, and their fierce
conflict as the two instruments appear to be the two equal
treble voices. In general, both parts maintain their individ-
uality and simultaneously emulate a dazzling duel through
marked rhythmic exchanges (e.g., the first two measures
of the contrasting theme), voice exchanges (e.g., the vio-
lin and shinobue from the fourth measure), and contrary
motion (e.g., the fifth to sixth measures). While similar or
parallel motions also occur, consonances constantly alter-
nate with dissonances and vice versa, as if capturing the
tug-of-war between the player and the boss (e.g., the last
two measures). What is more, the two voices continually re-
turn to the harmonic interval of the tritone (e.g., the G§-D
tritone in the fourth and sixth measures), possibly repre-
senting both the continuing pain in the boss and the un-
resolved tension between the player and the boss. Though
these interpretations are subjective, they demonstrate the
rich narrative potential that arises from the interaction of
these features.

“Demon of Hatred” demonstrates another case of how
boss-battle music performs an important role in the flow
scenario and the “transfiguring” narrative experiences.
While loosely framing the entire battle with the rounded
binary form variant, the music focuses on repetition that
puts more weight on the contrasting B section. By doing
so, Kitamura's composition defies the conventional prior-
ity of the expository A section in classical rounded binary
and instead draws the player’s attention to the stylistic el-
ements foregrounded by the B section, namely the tradi-
tional Japanese musical elements. The aesthetic of sorrow
and affection in these elements, in turn, helps the player to
become immersed in the tragic drama between the player
and boss that develops over the larger second part of the
battle.

2.5 ELDEN RING, “FINAL BATTLE”

The fourth case study of FBR is Elden Ring: “Final
Battle,” composed by Tsukasa Saitoh. It first establishes
straightforward thematic cyclicity. The lobby or title-screen
music of Elden Ring presents a four-note brass motive
(A-B-A-GH) over the lower A pedal; this returns in “Final
Battle,” suggesting that the player is confronting one of the

popular music is enka. Per Okada Maki and Gerald Groemer 1991,
the yona-nuki minor scale preserves intervallic traits of more tra-
ditional, folk-oriented Japanese scales despite its relatively young
history; the authors suggest, for this reason, that this scale has been
suitable for enka—the Japanese love songs self-claimed to be a suc-
cessor of “traditional sentiment” (286).
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ultimate goals of their journey (mm. 1-8 in Example 5 or
0:00-0:13 in the supplementary video)."

However, as the boss battle enters the second phase,
the cyclical motive gives way to a contrasting, softer idea.
This new idea also originates from the lobby music, if only
partially, specifically the harp introduction that precedes
the brass motive. Note that, whereas the original harp intro
comprises just two oscillating chords over an A pedal (Am
and B”}) and a three-note figure (E-A-B), the version in
“Final Battle” presents the preexisting harp material (mm.
10-13 and 0:18-0:39) with an added soprano vocalise (mm.
14-19 and 0:40-1:19). This duet, not at all prefigured in the
lobby music, is followed by another unprecedented musi-
cal idea: a choir singing unintelligible lyrics over colorful,
modal harmonies (e.g., BbM to Dm to Am} imply D Aeolian
scale in mm. 20-25 and 1:20-1:40). Functioning as a minia-
ture contrasting idea against the preceding harp-voice duet
centered on A, this choir is followed by a similar duet, re-
sulting in an embedded ternary structure defined by har-
monic and textural elements (mm. 28—40 and 1:41-2:14).

The bold move from one compositional idea to an-
other—notably in correspondence to the first and second
phases of the battle and reversing the order of the orig-
inal lobby music (i.e., the harp intro and then the brass
motive)—suggests more than a cyclicity between the lobby
music and “Final Battle.” Through the series of ideas un-
foreseen in the lobby music, such as the harp-voice duet
and choir, the music for the second phase mirrors a special
narrative underlying the entire boss battle. Located inside
a massive tree, Erdtree, the first boss arena represents the
very heart of the game’s world, despite being unveiled for
the first time in this battle. In this meaningful place, the
player confronts Radagon of the Golden Order, one of the
most powerful and influential rulers of the world of Elden
Ring—or Lands Between. Fighting Radagon thus appears
to be the final trial in the player’s journey to become the
new ruler of Lands Between. However, there is a plot twist:
as soon as the player defeats Radagon, a mysterious crea-
ture named Elden Beast rises from the ground and tele-
ports both itself and the player to an otherworldly space
where numerous trees, as tall and big as Erdtree, have al-
ready risen into this space. Itis implied that the Elden Beast
is a transcendental creature from outer space, cultivating
countless Erdtrees as the nexuses through which it controls

" It is also noteworthy that an almost identical motive (ascending
then descending by semitone, e.g., Df—~E-Df-DH) appears in the
main theme of Demon’s Souls, the game that has become the unshak-
able foundation for subsequent APRG titles by FromSoftware (Dark
Souls I-111, Bloodborne, and Elden Ring). Both the earliest and latest
successes of the studio thus share similar musical motives, though
it is unclear whether it is coincidental or intended.
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Brass motive of Elden Ring's lobby music reemerges in the first phase of the battle
(partial transcription) (corresponding to 0:00-0:13 in the video)
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Example 5. Cyclical brass motive as the initial idea and then the emergence of the harp and vocal ensemble in “Final Battle” (two-part
transcription/reduction). Transcribed by Primary Author.

Lands Between and possibly other worlds across the uni-
verse; in this new boss arena, Elden Beast turns hostile to
the player and begins the second phase of the battle.

One possible T4 flow scenario for this battle would be
shaped by both boss enemies and the shifting nature of
combat. If facing Radagon in the first phase is a climax of
the player’s journey to become the new ruler of Lands Be-
tween, facing Elden Beast in the second phase is a lesson
about the ultimate truth of Lands Between: this alien crea-
ture was manipulating Lands Between and other worlds
across the universe. Adapting to this dramatic shift is a
“tremendous” challenge, while learning how to manage the
different threats from Radagon and Elden Beast is a “tax-
ing” and even “teasing” process—the player must go back to
the duel with Radagon whenever they die in combat with
Elden Beast.

What interactive narratives, then, could a player with
mature efficiencies access through the entire battle design?
We offer an interpretation of this narrative as a revelation
of both the truth about Elden Ring’s universe and the player’s
position in the game. First, the sovereignty of Lands Be-
tween turns out to belong to neither the existing figures
(e.g., Radagon) nor the new challengers (e.g., the player).
Second, even though the player may survive and vanquish
the hidden ruler of the world, Elden Beast, this victory does

not confirm that the battles are truly over; who is to say that
no other creatures will intervene and manipulate Lands Be-
tween? Therefore, the player’s position after the completion
of the battle may be closer to that of a spectator than a pro-
tagonist, one who just learned the ultimate truth about EI-
den Ring’s world,; it is still uncertain if this spectator will be
able to change the precarious relationship between Lands
Between and mysterious invaders from outer space.

These potential narratives, representing some of the
final experiences that Elden Ring aims to offer to players,
are further emphasized by the boss-battle music.”* One
way by which the music enhances the boss-battle narratives
through its compositional details is associating the two dif-
ferent musical styles—that is, the muscular brass motive
and the softer harp-voice ensemble—with the two enemies
confronted respectively in the first and second phases. By
doing so, the music indicates that the two bosses are fun-

12 This nihilism offers a notable contrast from a case discussed
in Thomas Yee 2020. In his discussion of the celebrated JPRG se-
ries Xenoblade Chronicles, Yee (2020) observes that the death of god
serves as the core narrative theme for the boss battles and the cen-
tral musical trope of the associated soundtracks. Those narrative
themes and musical tropes are driven towards a positive, active
subtext, unlike the empty, inert counterpart in Elden Ring and “Fi-
nal Battle.”
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damentally different in nature. Radagon is a formidable an-
tagonist who vanquishes his foes with both physical and
spiritual powers. Elden Beast is a mysterious creature with-
out a clear physical form, whose origin is not specifically
explained but implied to be outer space. Assumed to be the
avatar of whatis called the Greater Will—the invisible, tran-
scendent being that claims dominion over Lands Between
but does not directly communicate with most living things
in the Lands—Elden Beast’s message is likewise not en-
tirely clear (just like the unintelligible choir lyrics) though it
does not hesitate to eliminate the player and continue rul-
ing the world from the shadows.

The other way by which the music enhances these nar-
ratives is by mirroring the unhealed rupture between the
two world views. If the muscular brass motive of the first
phase of battle reflects a view that Lands Between is for
warriors, challengers, and their conflicts, then the music
for the second phase may be responding to a different world
view: that Lands Between is in fact ruled by a transcenden-
tal figure from outer space, whose mysterious origin is mu-
sically captured by the otherworldly, unintelligible soprano
and choir.

The two different compositional ideas and styles, with-
out any sign of mediation, give way to the fading sounds
of shattering glass when the battle is over (Video Example
5, 2:14—2.:20). When listening to this sound effect, which
follows the musical fade-in, one may recall both the lit-
eral image and the abstract metaphor of “shattering.” For
players attentive to this repeated metaphorical expression
in Elden Ring (e.g., the narration of the cutscene played
when the player selects a new game in the lobby screen), the
shattering noises heard after “Final Battle” may be another
layer of nihilism over the one already charging the music.
If the two unmediated contrasting styles reveal the frac-
tured rulership represented by Radagon the hero and Elden
Beast the alien, the sound effect seems to signify a nihilis-
tic truth that the same rulership, once shattered, may never
become a complete whole again—even though the player
vanquishes both the nominal (Radagon) and hidden (Elden
Beast) rulers of Lands Between.

3. MORE ON LubomusicAL NARRATIVITY AND
INTERACTIVE STORYTELLING

Our analyses of the four case studies illustrate how
features of F-ARPG boss battles intersect with the associ-
ated musical features, contributing to the demanding but
unique player experiences—specifically the “transfiguring”
stage in the T4 flow scenario that functions as the peak of
interactive storytelling. We believe that such experiences,
enabled by the interplay of musical and design features,
help Bloodborne, Dark Souls 111, Sekiro, and Elden Ring to
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compromise neither the general difficulty nor the broader
growth of fandom. When the boss battles expose fresh
players to both the challenging enemy designs and origi-
nal nondiegetic music, the flow state is frustratingly hard
to reach but firmly tied to the “transfiguring” experiences
of narrative(s). By exploring how players could progress
through the T4 flow scenario, and how they could immerse
themselves into narratives with the assistance of the mu-
sic, our analyses show the unusual value of FBR in not only
research on ludomusical narrativity but the experience of
interactive storytelling.

In the remainder of this article, we introduce a few
supplementary cases that further emphasize the relevance
of both ludomusical narrativity and interactive storytelling
to the boss battles and their nondiegetic scores in F-ARPGs.
As we mentioned in the earlier part of the article, in-
teractive storytelling comes from the discipline of prod-
uct design; while seemingly remote from ludomusicol-
ogy and music analysis, it nonetheless has potential as a
conceptual framework to account for the stories emerg-
ing through repetitive yet gradually transformative inter-
actions between a computer-programmed audio system
(which, of course, includes FBR) and a digital product user
(which includes F-ARPG players).

In the previous discussion, our primary analyses re-
lied on the T4 flow scenario to make sense of the compo-
sitional ideas and their contribution to interactive story-
telling; the following FBR cases are characterized by imme-
diacy and straightforwardness rather than gradual devel-
opment of the flow scenario. These examples show how rel-
atively simple compositional ideas can immediately affect
a player’s interactions during boss battles, enriching emer-
gent stories through (1) exoticization of boss enemies, (2)
sonic portrayal of physical traits of boss enemies or boss
arenas, and (3) representation of the changing states of ag-
gression of boss enemies.

The FBR examples related to the exoticization of boss
enemies often rely on musical tropes. Sean Atkinson (2019)
frames musical tropes as related to topics but much more
flexible; whereas a topic would be “largely unaltered and
presented in a normative context,” a trope may present
creative and dynamic treatment of one or more topics so
that new meanings can be signified ([4]).”> While Atkinson’s

3 Note that, like Atkinson (2019), we rely on the common under-
standing of the term topic, drawing upon the literature by Kofi
Agawu, Danuta Mirka, and other scholars engaged with Topic The-
ory. Agawu 1991, one of the seminal works in this literature, de-
fines topic as a musical material/sign “significant only within a cul-
tural context that recognizes the conventional associations of cer-
tain kinds of musical material” (16). While the context referred to
by the author is mostly the Classical era, researchers are consid-
ering other cultural contexts in their recent contributions to topic
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J=ca.70

Horn ostinato (partial transcription)
(corresponding to 0:00-0:13 in the video)

String ostinato (partial transcription)
(0:14-0:23 in the video)

J=ca.70

Choir in homorhythmic texture (partial transcription)
(0:24 and on in the video)
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Example 6. Choirin Latin as a trope in “Living Failure.” Transcribed by Primary Author.

(2019) theorization of tropes is primarily interested in fly-
ing sequences in video games, we find that his term works
with Bloodborne: “Living Failure,” Elden Ring: “Divine Beast
Dancing Lion,” and other examples from FBR.

In Bloodborne: “Living Failure,” composed by Suzuki
and Penka Kouneva, at least two religion-associated top-
ics (homophonic mixed choir and ecclesiastical Latin lyrics)
are combined into a trope that characterizes the Otherness
of the boss enemies called the Living Failures.™* This trope
emerges at the peak of the tension built up through the two
impulsive ostinato patterns (see the first system of Exam-
ple 6), presenting a surprising contrast for inexperienced
players: a choir homophonically intones the Latin phrase,
“Ave, ave stella!” (“Hail, hail the stars!”) while the boss en-
emies raise their hands and summon meteorites from the
void (see the second system of Example 6 and 0:24-0:40 in
the supplementary video). By presenting the boss enemies
as religious conjurers of astronomical phenomena—whose
powers are as incomprehensible as the Latin is to non-Latin
speakers—the musical trope in “Living Failure” effectively
alienates the boss enemies from the player, though the
trope itself draws upon familiar, religion-associated top-
ics.”

studies. Similarly, our discussion of topics emphasizes the musi-
cal materials/signs familiar and associable for a general audience
of twentieth-century and contemporary multimedia fictions—the
fantasy genre in particular.

14 Lavengood’s (2024) discussion of the topics common in film mu-
sic precedes our discussion as it covers similar uses of choirs and
Latin texts under what the author categorizes as the “ominous
chant” topic. Isabella van Elferen (2013) also observes ecclesiastical
choir and plainchant as the ideas often summoned for an essential
musical trope or imagination in medievalist fantasy fictions (5-11).
5 Dark Souls III: “Deacons of the Deep,” composed by Suzuki,
deserves mention as another relevant example that transforms
religion-associated topics into a trope of alien Others. Over the
battle between the player and a group of intimidating, degenerate
priests, the score features a male choir singing a hymn-like melody

In Elden Ring: “Divine Beast Dancing Lion,” composed
by Shoi Miyazawa, b2 and the augmented second are com-
bined into a trope highly reminiscent of the double har-
monic major scale or the so-called “Arabic” scale. As Exam-
ple 7 shows, the b2 appears in the form of Gb (b2) above F (9)
in the music for the first phase of the battle, implying an F-
Phrygian scale as the possible origin. Then the augmented-
second interval between Eb and Fff emerges in the music
for the second phase, this time foregrounding an obvious
affinity with the “Arabic” scale and thus a Eurocentric, exoti-
cist undertone. While the boss design does not directly re-
fer to Middle Eastern cultural stereotypes, the musical idea
nonetheless contributes to the exoticization of a real-world
non-Western culture: as the boss’s visual design suggests
in the video, there is a clear reference to the Chinese lion
mask dance. Given that this dance tradition is prominent in
Chinese-speaking communities, the choice of Arabic scale
(even if fragmental) may be odd and even problematic, as
the trope both perpetuates Western exoticist musical tra-
ditions and dilutes the Chinese cultural origin of the boss
design.

FBR examples highlighting the physical traits of boss
enemies or spaces largely utilize gestural ideas. In Elden
Ring: “Dragon,” composed by Kitamura, the chromatic de-
scending motion from the Gb to F (mm. 10-13, m. 17 in Ex-
ample 8) induces a sense of strong gravitational pull typical
of b3 resolving toward the F tonic; in other words, the ex-
ample can be interpreted as the musical embodiment of a
heavy and enormous enemy (such as a dragon) diving to-
ward the player. While this effect seems self-explanatory,
the same idea also recalls Wagner’s Leitmotiv for giants
from Der Ring des Nibelungen (1876), whether intentionally or
not (see Example 9), supporting this connection between

in the mid-to-lower register, accompanied by a grim-sounding
pipe organ.
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From the music for the first phase of the battle (partial transcription) (corresponding to 0:00-0:31 in the video)
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From the music for the second phase of the battle (partial transcription) (0:43 and on in the video)
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Example 7. The b2 and augmented seconds in “Divine Beast Dancing Lion” (part transcription). Transcribed by Primary Author.

(Corresponding to 0:07 and on in the video)
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Example 8. Descending chromatic motion as the gestural representation in “Dragon” (three-part transcription/reduction) (compare
with Wagner’s Leitmotiv for giants in F minor). Transcribed by Primary Author.
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Leitmotif for giants, from Wagner's Der Ring des Nibelungen (transposed to F minor)

Gb-F motion gravitated
to F-minor tonic

F minor:
Example 9. Wagner’s Leitmotiv for giants (transposed to F minor). Typeset by Primary Author.
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Example10. Sinking stepwise melodies as gestural representation in “Margit the Fell Omen” (two-part transcription/reduction).
Transcribed by Primary Author.

.=ca.140
When the first phase of the battle begins (partial transcription) (corresponding to 0:00-0:12 in the video):
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When the cinematic cutscene led to the second phase begins (partial transcription) (0:13 and on in the video):

Mixed Choir (only treble voice shown)
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Implied bass, played by Db. and other lower instruments

Gmma? 8

Example 11. Harmonic near-transposition between the openings of the first and second sections in “Malenia, Blade of Miquella”
(three-part transcription/reduction). Transcribed by Primary Author.
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Corresponds to 0:29 and on in the video 0:33:
J 40 Boss enemy shouts "anus!"
=ca.
Female choir
- — /_\
0 1 . . hf“ e Py
o I i = i fr 1
¢ '\’J“ i = i . i !
Strings
0., 4 J 4 4
)" A -
Lo L’ | LA V]

179
179
1L
179

179
L)
1L
179
1L
16

79

179
1L )
179
1L
179
79
179
1L
179
179
179
179
179

[ T — t 1
A ; _ = n
LA .Y
v = = =
0:40: Boss enemy 0:41: "nihil!" again
3 shouts "nihil!"
— Fade-in
Q T {1 b J = —Zx 2 ® T n( ) ~ i
‘ 5 17T I (7K | 1 1 1 1102}
I 'E ) LA J P *Q' 1 | T T 1 114
') [— { T 1 1T
EE——————
. 6[ . Fade-in
o ., bd = o J L (adein
b Ay e y ) ‘b‘
e) 1 1 1 1 1 | | 1 1 1 1 | 1 1 1 1 | L 1 1 1 1 | —
—————
(Fade-in) ~
Ol I T T =
Y T T O T
Z 5 V1 11 | L 1Y
LA T [ (7K Is[ & X3 L4
(S > >
PE————————
J=ca. 60
6 Strings >/_\etc‘
= > = =
Q T >' u.> = { IEF ha- IEF u.> T 7
S L = MY2K] 1179=X0 - 1 17 1 Y7 I 1
1 | fan Nd T hd | L = Is[7K3 T l T T [ | | e ) 1
\ej/ T { 1 i -1 T I T ‘I I 1
0:44: "nihil!" third and last time
n Male choir -
)’ A T T T
> I i o (o3
ANav4 S - [& X3 [”) (7 - 8:
D) F #f. ?. F' S—  —
—‘)%J
=
> > __ S— —

Example 12. Tonal transposition between the first and second sections of “Mohy, Lovd of Blood” (three-part transcription/reduction).
Transcribed by Primary Author.

musical gesture and size. In Elden Ring: “Margit the Fell
Omen,” composed by Saitoh, the sinking stepwise melodic
loop, in which every note is accentuated, gesturally emu-
lates the boss enemy’s ominous footsteps as they corner in-
experienced players in combat (see Example 10).16

16 While our discussion focuses on two examples that foreground
the physical traits or movements of boss characters, there is a no-
table example focusing on the movement the boss enemy forces the
player to repeat during the boss battle. In Bloodborne: “Micolash,
Host of the Nightmare,” composed by Michael Wandmacher, the
boss keeps fleeing and thus forces the player to repeatedly climb the
stairs to catch up to them. This peculiar spatiality is gesturally rep-
resented by the piano and its ceaselessly repeating sixteenth-note
figures.
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Examples from FBR that reflect the changing ag-
gressions of boss enemies often use “expressive tonality.”
Coined originally by Robert Bailey (1977), this term was later
adapted to support Frank Lehman’s discussion of harmonic
intensification in film scores (Lehman 2018, 54). Expressive
tonality refers to a chord or melody that is transposed in ei-
ther direction: upward to produce intensification or down-
ward to ease tension. Additionally, it tends to involve vari-
ous patterns of transposition including, but not limited to,
semitone and whole-tone transpositions, and modal flexi-
bility (either preserving the original mode or shifting to its
parallel).

The following two examples from FBR present in-
stances of upward, mode-preserving transpositions (note


https://youtu.be/e_UnkmM9N90
https://youtu.be/e_UnkmM9N90
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that the first example does not realize a literal transpo-
sition, while the second one does). In Elden Ring: “Male-
nia, Blade of Miquella,” composed by Kitamura (Example
11), the music for the first phase of the battle begins with
a Cmo sonority with an embellished, unresolved chordal
ninth (i.e., 9th—8th—9th-10th—9th, and so on), whereas the
cinematic cutscene leading to the second phase opens with
a GmM7 sonority. This near transposition from Cm9 to
GmM7 introduces a tense dissonance known as the “Hitch-
cock Chord.” This chord, employed by Bernard Herrmann
in Psycho (dir. Alfred Hitchcock, 1960), combines a minor
triad with major seventh.” In the music that opens the in-
tervening cutscene (0:12—0:25 in the supplementary video
of Example 11), the major seventh in the GmM7 delivers
an unsettling impression originating from its tendency to-
ward a perfect octave resolution. We feel this tendency mu-
sically responds to the visual transformation of the boss en-
emy, Malenia, from a defeated warrior to a divine being
with supernatural powers.

In Elden Ring: “Mohg, Lord of Blood,” composed by
Miyazawa (Example 12), the first phase of this boss bat-
tle is coupled with the Bb-minor tonality (mm. 1-5); how-
ever, the beginning of the second phase suddenly modu-
lates upward to the key of D minor (mm. 6-10). Coinciding
with the boss enemy’s strengthening ritual—such as the re-
peated incantation of “nihil!” (“zero!” in Latin) (0:40—0:44
in the supplementary video of Example 12)—this ascend-
ing key transposition serves as a straightforward represen-
tation of the intensifying battle, as in the previous exam-
ple.

CONCLUSION

Focusing on boss-battle design and associated origi-
nal scores, our study has shown that F-ARPGs offer a rich
and promising repository of case studies. By combining
and building upon the theory of flow and the concepts of lu-
domusical narrativity and interactive storytelling, the FBR
case studies demonstrate how boss-battle music can con-
tribute to the distinctive achievement of F-ARPGs, namely
the equal pursuits of higher difficulty and fandom growth.
For players exploring these games for the first time, reach-
ing the flow state and becoming proficient in boss bat-
tles may offer “tcremendous,” “taxing,” and “teasing” chal-
lenges. Nonetheless, whether through simple or abstract
musical ideas, FBR noticeably impacts players’ active per-
ception—once they develop efficiency—of both bosses’ sto-
ries and their own progress. The resulting immersion of the

17 For an accessible survey of the nicknamed chord and its deploy-
ment by Herrmann for Psycho, see Summers 2024b.

player in these narratives explains how boss battles in F-
ARPGs can be “transfiguring,” and thus fascinating, expe-
riences for players.

While our future research will address the lack of
ethnographic primary sources and the speculative limits
of our methodology, we strongly believe that our detailed
analyses have proven the potential of cross-disciplinary
conversations. The flow scenario, ludomusical narrativity,
and interactive storytelling can serve as effective concep-
tual frameworks for further analysis beyond the bound-
aries of F-ARPGs and/or the medieval fantasy genre. We
hope that these concepts will inspire more researchers
to explore how the interaction of music and game de-
sign contributes to players’ perception and internal de-
velopment through repetitive but transformative experi-
ences.

NOTES ON AUTHOR CONTRIBUTIONS

Primary Author has developed the methodology and
the discussions of the music-theoretical analyses, and has
structured the manuscript.

Co-Author has developed the cross-disciplinary dis-
cussions and helped Primary Author to integrate such dis-
cussions into the analytical methodology.

This manuscript represents the latest complete revi-
sion resulting from the cooperative and collaborative pro-
cesses by Primary Author and Co-Author.
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FREEWHEELING STROPHIC FORM™

BY NANCY MURPHY

Abstract.

In 1960s singer-songwriter music, several well-known artists demon-

strated a version of strophic form in which each verse contains a single line of mu-
sic that repeats with different lyrics. This article proposes the concept of freewheeling
strophic form to analyze such verses with a three-part construction: opening lines, a
variable number of repeating lines, and a refrain. The “freewheeling” nature of this
form results from a local sense of narrative motion and musical stasis in the repeat-
ing lines and a larger-scale flexibility in verse lengths depending on the number of
repetitions. I begin the article by exploring how freewheeling strophic form relates to
srdc song structure and possible sources in cumulative and enumerative songs. Then,
I analyze music by Bob Dylan, Paul Simon, and Buffy Sainte-Marie to illustrate how
freewheeling strophic form and its verse-chorus and AABA variants add interest and
aliveness to singer-songwriter songs with repeating formal units.

KEYWORDS AND PHRASES: Popular music; form; strophic form; singer-songwriter;

1960sS.

He's taught in his school

From the start by the rule

That the laws are with him

To protect his white skin

To keep up his hate

So he never thinks straight
‘Bout the shape that he’s in
But it ain’t him to blame

He's only a pawn in their game

Bob Dylan, “Only a Pawn in Their Game” (1964), excerpt
from Verse 3

* The method of song mapping presented in this study origi-
nated during a 2013 meeting with my dissertation advisor, Dr. John
Roeder. Keeping the idea in the back of my mind for many years,
finally assembled this research for a 2023 presentation at the Uni-
versity of British Columbia for a symposium in honor of Johr's re-
tirement. I dedicate this article to him and hislasting impact on the
field of music theory, particularly for those of us fortunate enough
to study with him at UBC.
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INTRODUCTION

HEN reading Bob Dylan’s lyrics, those who know the
W song “Only a Pawn in Their Game” can likely hear
the repeating melody in their heads that sets Dylan’s text.
Even those who are not familiar with the recording could
find themselves attending to a pattern of rhyme and stress:
each line has two strong syllables (‘He’s taught in his school
| From the start by the rule,” etc.) with end rhymes pairing
into couplets.’ This structure continues until the end of the
stanza at which point the two-beat pattern is disrupted by
the three strong beats of the final line: “He’s on-ly a pawn
in their game.” The overall result is a series of two-beat seg-
ments that culminate in a three-beat refrain.

! The lyrical line “So he never thinks straight” has several possibili-
ties for more than two text stresses. But at this point in the stanza,
the prevailing two-beat pattern is established enough to suggest
stresses on the first syllable of “nev-er” and on “straight,” which
matches how Dylan sings it on his studio recording.
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Repeating Lines Refrain
1,2,3, etc. | last time |
/1\ (optional) A
.% A
g . = A S
7 4 4 | 4 ||
E‘? . :3) 3 Lo (He’s) | only pawn in their [ game
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Example1. Dylan, “Only a Pawn,” repeated lines and refrain mapping.

The melodic pattern in Dylan’s song reinforces
the structure established in the lyrics, with repeating
lines—featuring two-beat units cycling through a melodic
pattern spanning 4—3—followed by a refrain. In Example
1,> I map out the melody of Dylan's repeating lines and
refrain. The top half of the diagram (with the white
background) shows the pitch structure in scale degrees
where placement on the y-axis represents pitch height.
The bottom half of the diagram (with the gray background)
includes the chord progression in Roman numerals with
bass scale degrees below.? This notation style intentionally
avoids notated pitches and rhythms to focus on melodic
and harmonic patterns, with vertical lines indicating mea-
sures. Dylan cycles through his repeating line (within the
repeat signs around the first two bars of Example 1) eight
times in Verse 3 before exiting to the different melodic and
harmonic structure of his refrain. Video Example 1 shows
the trajectory of Dylan’s repeating lines (green) and refrain

% Unless otherwise noted, I am using studio recordings for the anal-
yses in this study.

3 In this song, I also include a “vamp” pattern in the guitar on tonic
harmony (following Rings 2013) that Dylan uses to fill in space be-
tween phrases and verses. This notation style resembles Nashville
Number System scores in that the diagram for an entire song could
fit on a single page, allowing for ease of comparing repeated for-
mal sections. In all instances in this study, the diagrams illustrate
the structural details of only one particular performance, usually
the studio recording. Though it could be possible to compare dif-
ferent recordings of the same song, singers like Bob Dylan usually
make (sometimes significant) changes to their songs between per-
formances.

(pink) for Verse 3, with lyrics included below the diagram
as they arise in the song.

Video Example1. Dylan, “Only a Pawn,” Verse 3 repeating lines
and refrain trajectory.

The entire verse has a three-part organization (Exam-
ple 2) in which Dylan presents three opening lines (in blue),
then falls into a pattern of melodic and harmonic material
(green) in his repeating lines, and finally releases to the re-
frain (pink). Stressed syllables in Dylan's performance for
the repeating lines are highlighted in boldface. Looking
more broadly at the entire song shows a similar three-part
structure in each strophe of “Only a Pawn” (Example 3),
with opening lines progressing to repeating lines and then
a refrain. But Dylan, being the type of singer who avoids
predictability, adds further interest, cycling through the
melodic pattern of his repeating lines a different number
of times for each verse. This creates an interesting formal
flexibility in which the verses of his strophic form are dif-
ferent lengths.

If this flexibility was unique to “Only a Pawn,” it would
merely be an interesting quirk of this one Dylan song.
However, this flexible form also occurs elsewhere. First,
it appears in folk sources—such as turn-of-the-century
traditional folk songs and songs by folk singers like Pete
Seeger whose careers began in the 1940s and overlapped
with the 1960s folk revival—that influenced Dylan and
his fellow singer-songwriters. Second, this formal flexi-
bility also occurs in several Dylan songs, a few of which
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Opening lines

The deputy sheriffs, the soldiers, the governors get paid
And the marshals and cops get the same
But the poor white man’s used in the hands of them all like a tool

Repeatinglines | 75 keep up his hate

He's taught in his school
From the start by the rule
That the laws are with him
To protect his white skin

So he never thinks straight
‘Bout the shape that he’s in
But it ain’t him to blame

Refrain

He's only a pawn in their game

Example 2. Three-part structure for “Only a Pawn,” Verse 3.

Verse1 | Verse2 | Verse3 | Verse4 | Verses
1 1 1 1 1
Opening lines 2 2 2 2 2
3 3 3 3 3
Repeating lines 1 1 1 1 1
7) 2 2 2 2
3 3 3 3 3
Refrain 4 B - 4
> ? 9 Refrain
6 6 6
v ; Refrain
Refrain
Refrain

Example 3. Three-part structure for all verses of “Only a Pawn” with different numbers of vepetitions for the repeating lines.

have lyrics on topics of political significance in the 1960s.
And third, it arises in strophic and AABA songs by Dy-
lan’s 1960s contemporaries, Paul Simon and Buffy Sainte-
Marie, suggesting it was a songwriting possibility that per-
meated the singer-songwriter genre, available to artists in
this (primarily) solo performance practice as a method of
variation, adding interest to songs with repeating formal
units.

In this article I draw on my previous studies of singer-
songwriter music to analyze this flexible formal structure
as freewheeling strophic form. As I explore below, this form
seems to arise from strophic sources but also occurs in
singer-songwriter songs with repeating verse units, like
verse-chorus form and AABA. In this study I analyze the
seven extant examples in this repertoire that contain verses
that expand or contract depending on the number of in-
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ternal repeating lines.* Example 4 summarizes the seven
songs in this study. Three are from Dylan and model free-
wheeling strophic form: “Only a Pawn in Their Game” (1964),
“A Hard Rain’s A-Gonna Fall” (1963), and “The Lonesome
Death of Hattie Carroll” (1964). Two others from his reper-
toire—“Who Killed Davey Moore” (written in 1963) and “Mr.
Tambourine Man” (1965)—demonstrate how a freewheeling
formal structure maps onto verse-chorus form. Two exam-

4 For this project I surveyed the music of the singer-songwriters
who demonstrate flexible meter, as explored in Murphy (2023). My
determination was that the performance practice of these artists
made them more likely to include flexible features like freewheel-
ing strophic form in their songs. Because this form is so closely tied
to strophic form, its use diminishes as 1960s popular songwriting
trends toward verse-chorus forms.
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Artist

Freewheeling

Form Type

“Only a Pawn in Their Game” strophic
Bob Dylan “A Hard Rain’s A-Gonna Fall” strophic
“The Lonesome Death of Hattie Carroll” strophic
Paul Simon “A Most Peculiar Man” strophic
“Who Killed Davey Moore?” verse-chorus
Bob Dylan “Mr. Tambourine Man” verse—chorus
Buffy Sainte-Marie “Hey, Little Bird” AABA

Example 4. Summary of songs in this study.

ples outside of Dylan’s repertoire show how other artists
adapted freewheeling structures to their own songwriting
styles. Paul Simon’s “A Most Peculiar Man” (1965) explores
his own modifications to freewheeling strophic form while
Buffy Sainte-Marie’s song “Hey, Little Bird” (1967) demon-
strates how a freewheeling structure can arise in AABA
form.

I begin this study by briefly summarizing the expec-
tations for strophic form analysis, particularly for struc-
tures in which verses are varied with each repetition. I
then explore the origins of freewheeling strophic form in
the cumulative and enumerative strophic forms from early
twentieth-century traditional song sources. After this I
briefly analyze several of Pete Seeger’s songs for children
that employ cumulative or enumerative strophic form. Fi-
nally, I analyze how freewheeling strophic form and its
variants arise in 1960s singer-songwriter music as a story-
telling method, tied in some cases to topical protest song-
writing. Through these analyses L illustrate how freewheel-
ing strophic forms take the principles of cumulative and
enumerative songs further, creating flexibility of melody,
phrase, and form in ways that convey the creative songwrit-
ing approaches of each of these three artists within their
broader tradition of musical practice.’

1.1 STROPHIC FORM

In popular music, the term “strophic form” refers to the
repetition of a formal unit that has the same harmonic and
melodic material but different lyrics each iteration. John

5 Throughout this article I use the term “freewheeling strophic
form(s)” as a placeholder for forms with repeating sections that
expand and contract the way the strophic versions of this struc-
ture do. Though the formal types discussed in this article are all
“freewheeling” forms, freewheeling strophic form serves as a sort
of progenitor from which the other formal variants—verse-chorus
and AABA-arise.

Covach (2005, 73) uses the term “simple verse” to describe
strophic form, as does Jeftrey Ensign (2015, 33), referencing
the repeating units as “verses.” Drew Nobile (2020, 125-147)
refers to this as strophic form, acknowledging “simple verse
form” is a synonymous term. Walter Everett (2008, 141)
notes that structures with “only a single formal section” are
common in folk songs.

The terms “verse” and “strophe” are used interchange-
ably in analysis of strophic song forms. In this study I fol-
low Nobile (2020) and others with a preference for the term
“verse” rather than “strophe” for ease of comparing free-
wheeling strophic form with its verse—chorus variants. In
strophic form and AABA form, the verses (or ‘A sections”)
typically end with a lyrically and melodically invariant unit
called a refrain that acts as the final line of the verse.®

Popular music scholars also observe a possible
“statement-restatement—departure—conclusion”  (srdc)
structure for the verses of strophic form (Everett 1999;
Summach 2011; Nobile 2020). In such cases, the “state-
ment” and “restatement” lines could map onto the opening
lines, the “departure” as the repeating line, and “conclusion”
mapping onto the refrain.” Though the verse structures
have some similarities, I prefer not to use srdc in this study
because it foregrounds an immediate repetition of melodic
material at the beginning of a verse, which does not always
occur in singer-songwriter strophic form. Additionally,
the songs in this study vary in the number of opening
lines, sometimes using entirely different melodic material
for each. As a result, I prefer the category of “opening
lines,” which offers more possibilities for verse beginnings
without the expectations for immediate content repetition
suggested by the srdc paradigm.

¢ In mid-century folk songs this most often occurs as a “tail refrain”
at the end of each strophe.

7 The srdc structure was first introduced in Everett (1999); for more
on srdc in strophic form, see Summach (2011) and Nobile (2020,
39-69).
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There is, however, a strong correlation between the “re-
peating line” unit of freewheeling strophic form and the
possibilities for repetition in the “departure” lines of the
srdc structure. Jay Summach (2011, 15) explores such rep-
etition in his analysis of “Sugar Shack” by Jimmy Gilmer
and the Fireballs, in which the “d” section of the srdc is ex-
tended to six bars through an “extra” repetition of two-bar
units in this passage. The fragmentation within “d” repeats
harmonic and melodic material, in this case one too many
times, to create momentum and delay the “c” refrain.® The
use of the term “fragmentation” here intentionally refer-
ences sentential structure, where shorter units build en-
ergy toward the cadence. We will see a similar effect from
the repeating lines of freewheeling strophic form.

Mid-century popular music is not the only place that
modifications to strophic form arise. Victoria Malawey
(2014, 8), for example, explores the possibilities for mod-
ified strophic form in Amy Beach songs. On a spectrum
of formal possibilities from strophic (“maximal recurring
material”) to through-composed (“minimal recurring ma-
terial”), Malawey includes two categories between these
poles: “Minor Modified Strophic,” which has recurring ma-
terial with some minor changes, and “Major Modified
Strophic,” which has recurring material with some signif-
icant changes.® Beach's songs in the former category re-
tain melodic structure between strophes, with slight alter-
ations to texture, harmony, and/or rhythm. Malawey dis-
tinguishes this from the latter category, in which more
“major” changes occur to features such as melody, rhythm,
and/or harmony, replacing or adding to strophic design.
Similar ideas arise in studies of developing variation,
though I would argue that change is expected in these
cases, and therefore not as noteworthy as a modified
strophic form.™

1.2 “FREEWHEELING” STROPHIC FORM

It could certainly be possible to describe the 1960s
songs in this study as examples of modified strophic form.
Following Malawey’s categorizations, the features of songs
like “Only a Pawn” demonstrate alterations to harmony and

8 Summach (2011, 15) also notes a “lull in activity” during this sec-
tion in which “subdued instrumentation” also serves to build expec-
tation, which is fulfilled once the “active texture of sr is repeated in
¢, along with the opening harmonic progression.”

 Malawey’s study also references earlier work on modified strophic
songs, which includes]. H. Thomas’s 1973 study of Schubert’s explo-
rations of this form, particularly in Schwanengesang.

10 There are many examples of music-theoretical explorations of
developing variation including but not limited to studies of Brahms
(Frisch 1984) and more recent publications on Samuel Coleridge-
Taylor (Snyder 2025), German Lied (Krebs 2025), and modern jazz
(Baker 2025).
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rhythm, sometimes also to melodies, that would classify as
either minor or major modified strophic. However, it is im-
portant to distinguish between the two types of variation at
play in this study. On the one hand, there’s the natural vari-
ation that occurs between verses resulting from the self-
accompanied singer-songwriter performance practice. On
the other, there is the formal variation that results from the
changing number of repeating lines.

The term “modified” does not quite capture the for-
mal features of the strophic forms in this study, nor does
it account for the quality of aliveness that results from the
expansion and contraction of strophes in this music and
how that impacts storytelling. The concept of freewheeling
strophic form attempts to get closer to the structure and
sensations offered by such songs. The term “freewheel-
ing” is a clear reference to the title of Dylan’s 1963 album,
The Freewheelin’ Bob Dylan, an album on which one of this
study’s examples (‘A Hard Rain’s A-Gonna Fall”) was re-
leased. It’s also a reference to the duality of action and in-
action that arises in activities like cycling, when riders can
coast without needing to move the pedals. The analogue
here is musical motion—in the sense of sounds unfold-
ing over time—without progression through formal units.
As I demonstrate with the video examples in this study, a
song can progress narratively, with new information aris-
ing each time alyrical line is added, but also be inactive due
to the repetitive melodic material that extended the verse,
preventing movement through the larger form. This tech-
nique creates both motion and pause, which has the effect
of building tension that desires release. Much like the frag-
mentation in sentence structures and the repeating “d” sec-
tions of srdc structures, the repeating lines of freewheel-
ing strophic form build up expectation for closure and, as
we shall see in the 1960s songs, sometimes do so in unpre-
dictable ways, often in service of lyrical narratives.

2.1 CUMULATIVE AND ENUMERATIVE STROPHIC SONGS

Freewheeling strophic songs are related to sources in
traditional and folk music from the early twentieth century
that are classified as cumulative (strophic songs in which a
line of lyric is added to each subsequent strophe) or enumer-
ative (cumulative strophic songs with a counting element in
the lyrics).™ A simple example of a cumulative song is “The

1 Sharp (1919, vi) also lists “Accumulative” as a category of songs
that have cumulative strophic form. My use of the terms cumu-
lative and accumulative in this study differs from Spicer (2004)
and from Burkholder (19952, 1995b). Spicer’s study shows the way
themes from previous song sections accumulate and layer in a final
cumulative section. Burkholder’s definition of “cumulative form”
arises in his study of Ives’s music and other late nineteenth-century
pieces. His cumulative form features a reverse of the typical the-



MURPHY ¢ FREEWHEELING STROPHIC FORM

Opening lines

Here’s good luck to the pint pot / Good luck to the barley mow
Jolly good luck to the pint pot / Good luck to the barley mow

Repeating lines

The pint pot

halfa pint

gill pot

half a gill

quarter gill
nipperkin

and the brown bowl

Refrain

Here's good luck, good luck to the barley mow

Examples. “The Barley Mow,” three-part cumulative strophic form structure for Verse 1.

Opening line

On the sixth day of Christmas my true love gave to me

Repeating lines

Six geese a-laying
Five gold(en) rings
Four calling birds
Three French hens
Two turtle doves

Refrain

And a partridge in a pear tree

Example 6. “The Twelve Days of Christmas,” three-part enumerative strophic form structure for Verse 6.

Barley Mow” (Roud, index number 944), a traditional drink-
ing song from the British Isles that gradually adds lyrics as
the song progresses.'> The number of verses in the song can
vary depending on the singer’s desire, and the song is occa-
sionally sung alternating between the soloist and a group
(typically fellow drinkers). The first verse (Example 5) be-
gins with several predetermined repeating lines; the singer
adds a “pint pot” (in boldface) to the list of drinking vessels
and progresses through the rest, ending with the refrain.
In each subsequent verse, further items are added, some-
times progressing beyond vessels to wish good luck to the

matic order where a main theme is stated at the beginning. In-
stead, as Spicer (2004, 29) summarizes, “thematic fragments are
gradually introduced and developed, only to crystallize into a full-
fledged presentation of the main theme in a climactic pay-off at the
end of the piece.”

2 The Roud Folk Song Index is a database of over 240,000 tra-
ditional English language songs, compiled and maintained by
Steve Roud. For more on “The Barley Mow,” the recording used
in Example 5, and its inclusion in the Roud Folk Song Index,
see “Barley Mow,” English Folk Dance & Song Society, accessed
February 13, 2026, https://www.efdss.org/?view=article&id=2540:
efdss-resource-bank-chorus-barley-mow&ecatid=s5&highlight=
WyJjdW1ibGFoaXZlliwic29uZ3MiXQ==. The lyrics of Example 5
follow their transcription, the melody of which shows a repeating
tonic pitch for the repeating lines with a stepwise descent to the
dominant for the text “and the brown bow!” at the end of the
repeating lines.

landlord, the bookie, and other figures, accumulating re-
peating lines until the song concludes.

Enumerative songs differ from cumulative songs only
in that the verses accumulate numerically as well as lyri-
cally. “The Twelve Days of Christmas” (Roud, index number
68) is often cited as a prototypical example of an enumera-
tive cumulative song. In terms of its lyrical structure, this is
absolutely the case. Each verse progresses through a three-
part lyrical organization (Example 6) consisting of a single
opening line, a specific number of repeating lines corre-
sponding to the number of days of Christmas, and a refrain
that references the gift given on the first day of Christmas:
“(And) a partridge in a pear tree.”

Melodically, however, the song is not as simple as the
lyrics suggest. When the fifth day adds the melody for “Five
gold(en) rings,” this triggers a change of melody for the
“Four calling birds,” “Three French hens,” and “Two turtle
doves” melodies that is retained for the remainder of the
song. Example 7 maps out the melodic trajectory for the
whole song; Video Example 2 tracks the path of the verse for
the eighth day of Christmas through this trajectory. As the
video illustrates, the verse begins with the opening line and
progresses through the repeating line three times (to get
from days eight to six). The melody then proceeds through
what I've called the “Golden Rings Melody,” which is intro-
duced on the fifth day and triggers a new melody for the
countdown of the gifts for days four, three, and two. When
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Example 7. “The Twelve Days of Christmas,” enumerative strophic form melodic mapping.

Video Example 2. “The Twelve Days of Christmas,” eighth day of Christmas trajectory.

we first heard days two, three, and four, they were set to the
repeating line. But from the sixth day onward, they are in-
stead set to what I call the pre-refrain content, which is no
longer repeating. This is a surprisingly complicated struc-
ture for what could have been a simple enumerative version
of a cumulative song form.

Many other examples of cumulative form arise in folk
songs; they are listed in popular folk song sources like Ce-
cil Sharp’s (1919) collection, English Folk Songs, among oth-
ers.” Indeed, it is associated so strongly with folk sources
that when cumulative form arises in Gilbert and Sullivar’s

3 Karpeles (1974), a well-known folk song source, includes 12 songs
under the category of “Cumulative and Enumerative Songs.” “Be-
ginners’ Guides: English Folk Song — Types of Folk Song” (2025)
lists three cumulative songs: “The Tree in the Wood” (Roud, 129),
“The Barley Mow” (Roud, 944), and “The Twelve Days of Christmas”
(Roud, 68). Research on this topic is sparse but includes studies like
Brown (2014), which compares Senegalese versions of cumulative
songs with English counterparts, and Smith (2000), who cites cu-
mulative songs (like “Green Grass Grew All Around” and “There Was
an Old Lady Who Swallowed a Fly”) as good models for teaching lit-
eracy to children. In my research for this article, I also encountered
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“I Have a Song to Sing, O!” from Yeoman of the Guard (1888), it
acts almost like a folk topic.™* It follows, then, that the song
appears on the Peter, Paul and Mary album, Peter, Paul and
Mommy (1969), fitting seamlessly into their folk style.’

2.2 PETE SEEGER’S CUMULATIVE CHILDREN’S SONGS

Mid-century folk singer Pete Seeger released several
cumulative songs on his albums for children in the 1950s
and 1960s. His version of “I Had a Rooster” (from Birds,

other Christmas songs that are cumulative (e.g., “Must Be Santa”)
and many examples of cumulative songs in other languages, in-
cluding the German song “Drunten in der griitnen Au,” which is very
similar to Seeger’s “Green Grass Grows All Around.” Thanks to Bar-
bara Dietlinger for pointing out the use of cumulative form in Ger-
man folk songs.

4 Thanks to John Y. Lawrence for bringing this example to my at-
tention.

’5 Peter, Paul and Mary’s version of “I Have a Song to Sing, O!” is
identical to the Gilbert and Sullivan source and both are straight-
forward cumulative songs like Seeger’s, so L have notincluded a de-
tailed analysis here.


https://youtu.be/QOaSx89OD7g
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Oveningli I had a rooster, and the rooster pleased me
PEMINGUNES | | foq my rooster on a greenberry tree
Refrain The little rooster went cock-a-doodle doo
Dee doodle-dee doodle-dee doodle-dee do

Example 8. Pete Seeger, “I Had a Rooster,” Verse 1 lyrics.

Opening lines

I had a baby, and the baby pleased me
Fed my baby on a greenberry tree

Repeating lines

The little baby went waaaa, waaaa

The little lion went roar, roar

The little cow went mooo, mooo

The little pig went oink, oink, oink

The little duck went quack, quack, quack
The little cat went meow, meow

Refrain

The little rooster went cock-a-doodle doo
Dee doodle-dee doodle-dee doodle-dee do

Example9. Seeger, “I Had a Rooster,” three-part structure for
Verse 7 (comedic impressions noted in italics).

Beasts, Bugs and Little Fishes, 1955), typifies the use of this
flexible form for humorous purposes. Seeger showcases
a three-part structure with accumulating repeating lines
and includes comedic impressions of animal sounds within
those repeating lines. The first verse (Example 8) leaves
out the repeating lines and the impressions therein—the
rooster sings during the refrain, playing a musical role
rather than animpression. Seeger saves his first animal im-
pression for the second verse so that by Verse 7 (Example 9)
he is mimicking five animals and a baby, with timing flex-
ibility arising in his performance as he delivers the imita-
tions.

All the examples I could find where Seeger uses cumu-
lative form are in songs for children, but not all of these
are as humorous as “I Had a Rooster.” His version of “Green
Grass Grows All Around” (Sleep-Time: Songs & Stories, 1958) is
a less comedic example that focuses on accumulating de-
scriptors of a nature scene, without a clear intention to
make his audiences laugh. His first verse (Example 10) es-
tablishes the three-part structure for his strophes, with ac-
cumulation creating drama that culminates in the eleventh

Ovenineli Oh in the woods there was a tree
penmngines | qpe prettiest little tree that you ever did see
Repeating i Now the tree was in the hole
€peatngines| - x4 the hole was in the ground
. And the green grass grew all around, all around
Refrain
And the green grass grew all around

Example 10. Seeger, “Green Grass Grows All Around,” three-part structure for Verse 1.

Verse1l | Verse2 | Verse3 | Verse4 | Verses5 | Verse6 | Verse7 | Verse8 | Verse9 | Verse1o | Verse 11
. c 1 1 1 1 1
Opening lines 2 2 5 5 N 5 ) ) ) )
Repeating lines 1 1 1 1 1 1 1 1 1 1 1
2 2 2 2 2 2 2 2 2 2 2
Refrain 3 i i i i i i i i i
Refrain
Refrain 5 5 5 5 5 5 5 5
- 6 6 6 6 6 6 6
Refrain Refeain 7 7 7 7 7 7
. 8 8 8 8 8
Refrain
Refrain 9 9 9 9
Refrain 10 10 1)
Refrain 1 E
Refrain 12
Refrain

Example11. Seeger, “Green Grass Grows All Avound,” three-part structure for all eleven verses.
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verse, which cycles through the repeating line twelve times
(Example 11). Comparing this final verse with the first illus-
trates that the final verse is significantly longer than it was
at the beginning of the song after gradually accumulating
repeating lines in each verse.

The goal of cumulative and enumerative songs is
adding a single line each verse as part of a specific type
of storytelling in song. Some examples are drinking songs,
challenging an increasingly inebriated singer to remember
all the accumulating lyrics; some examples are designed to
teach kids about animals in a delightfully silly way. While
strophic form itself is simple, the cumulative technique of
gradually adding new lyrics with each repetition provides a
slight challenge, adding a level of play and interest to oth-
erwise straightforward song components.

3.1 FREEWHEELING STROPHIC FORM IN 1960S
SINGER-SONGWRITER SONGS

One of the hallmark features of 1960s singer-
songwriter music was its connections to precedents
in earlier traditions. Seeger’s own career began in the
1940s with the emergence of the folk revival period that
peaked in the mid-1960s. The 1960s singer-songwriters
found inspiration in earlier sources, initially offering
cover versions of existing blues songs and ballads and
then eventually contributing original compositions to
the folk canon.’ Given this focus on traditional sources,
and the general positioning of artists like Pete Seeger and
Woody Guthrie as central figures in the folk songwriting
canon, it seems reasonable to assume that singers like
Bob Dylan would have encountered Seeger’s songs for
children and the cumulative strophic forms some of them
employed."”

Dylan’s original 1960s songwriting drew on the tradi-
tion set by Seeger to use simple song structures and com-
munal topics to reach his audiences.’® Dylan wrote top-
ical songs, referencing specific events, and general lyri-
cal themes that reflected public sentiment in the 1960s.

16 Christa Bentley (2016, 417) proposes that singer-songwriters
grew out of the folk revival as they explored ways to make origi-
nal contributions to the folk music canon. Murphy (2023, 74-101)
explores the rise of topical songwriting and the individual styles of
Dylan, Simon, and Sainte-Marie.

7 There's evidence to suggest that Dylan was on the lookout for ways
to add irregularities to his performances. Rings (2013, 24) recounts
the singer’s use of a Guthrie songbook, From California to the New
York Island, that had an introduction by Seeger advocating for “ir-
regularity” in strophic song performances. For more on techniques
of such irregularities, see Murphy (2024-25).

18 Bentley (2016, 48) suggests that Seeger’s penchant for group
singing resulted in simple songs; his communal songwriting cre-
ated a “class solidarity” that was “essential to the labor movement.”
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He used the pared-down texture of voice and guitar (oc-
casionally adding harmonica) to highlight the lyrics that
were of personal and political significance to his listen-
ers. Using strophic form for his songs offered the option
to keep the form simple to highlight the meaning of his
lyrics.

That freewheeling strophic form arises in some of Dy-
lar’s topical protest songs is no surprise, given his tendency
to add improvisatory qualities to songs that disrupted ex-
pected formal and metric structures.’ As I explore in other
research on singer-songwriter music (Murphy 2023), Dy-
lan's influence permeated the flexible performance prac-
tice of 1960s protest songs and 1970s confessional songwrit-
ing. Three of Dylan's five freewheeling strophic songs can
be categorized as topical protest songs, referencing spe-
cific cultural events.>® In “Only a Pawn,” his lyrics refer-
ence an important event in the 1960s Civil Rights Move-
ment: the 1963 murder of NAACP leader and civil rights ac-
tivist Medgar Evers. Dylan offers a unique perspective in
his lyrics that differs from that of his 1960s songwriting
contemporaries.?! Rather than focusing on Evers as the vic-
tim of violence, as his musical peers do, Dylan's lyrics ex-
plore the broader sociopolitical structure in which Evers’s
murderer (the “poor white man,” Byron De La Beckwith,
whose name is not mentioned in the lyrics) was taught by
broader systems of power to focus on racism and acts of
racial violence rather than his own “poor” standing in so-
ciety.?*

Dylan’s first verse (Example 12) initiates this lyrical
perspective and offers the template for his freewheeling
strophic structure. The three opening lines set the stage
for Evers’s murder. The repeating lines then shorten the
phrase lengths to two bars while describing the shooter’s
eyes and then plainly stating “he can't be blamed.”*® The

19 Murphy (2024-25) explores how performed-out fermatas add in-
terest to Dylan’s strophic song performances, disrupting metric
and hypermetric structures.

20 As explored below, the remaining two songs— ‘A Hard Rain’s
A-Gonna Fall” and “Mr. Tambourine Man"—have more general
themes. Dylan disliked the term “protest songs” and refuted his sta-
tus as a protest singer, instead preferring to refer to himself as a
composer of “contemporary songs” (Scorsese 2005).

2L Murphy (2023, 87) lists several other 1960s songs written on the
topic of Evers’s murder including Nina Simone’s “Mississippi God-
dam” (1964) and two songs by Phil Ochs: “Love Me, I'm a Liberal”
(1966) and “Too Many Martyrs” (also titled “The Ballad of Medgar Ev-
ers”) (1964).

22 Todd Harvey (2001, 82) describes this perspective in “Only a
Pawn’ as support for the common man “even excusing a racist be-
cause he is a hapless pawn” and focusing instead on the corrupt of-
ficials who encourage acts of racial violence.

2 In Murphy (2023, 87-99) I explore the varying phrase struc-
ture lengths of Dylan's opening verse, which begins with a five-bar
opening line and vary due to Dylan’s expressive timing.
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Opening lines

A hand set the spark

A bullet from the back of a bush took Medgar Evers’ blood
A finger fired the trigger to his name
Ahandle hid out in the dark

Repeating lines

Two eyes took the aim
Behind a man’s brain
But he can’t be blamed

Refrain

He's only a pawn in their game

Example12. Dylan, “Only a Pawn,” three-part structure for Verse 1.

Video Example 3. Dylan, “Only a Pawn in Their Game,” Verse 1.

Verse1l | Verse2 | Verse3 | Verse4 | Verses
1 1 1 1 1
Opening lines 2 2 2 2 2
3 3 3 3 3
Repeating lines 1 1 1 1 1
2 2 2 2 2
3 3 3 3 3
Refrain i i o 4
> 0 5 Refrain
6 6 6
v ; Refrain
Refrain
Refrain

Example13. Dylan, “Only a Pawn,” three-part structure for all verses.

refrain lengthens the phrase back to four bars and of-
fers Dylan's perspective: De La Beckwith murdered Ev-
ers and did so by societal design. In Dylar's telling of the
story, De La Beckwith, a white man, held little upward
social mobility because of his poverty. Instead of direct-
ing anger towards the politicians who did nothing to im-
prove his poor sociopolitical standing, their rhetoric baited
him to transform that anger into racism. As historian
Sean Wilentz (2013) summarizes for NPR, in Dylan's ac-
count the “poor white man’s at the caboose of the train,
but it’s the system—the rich, the powerful, everyone from
the cops on up and down—they’re the ones who are twist-
ing this guy’s head around with racism in order to keep
him down.”** Video Example 3 shows how Dylan navigates
the melodic and harmonic trajectory of Verse 1, with short-

%4 For more on “Only a Pawn” and its historical context, see “Bob
Dylan’s Tribute to Medgar Evers Took On the Big Picture,” NPR,
accessed July 3, 2026, https://www.npr.org/2013/06/12/190743651/
bob-dylans-tribute-to-medgar-evers-took-on-the-big-picture.

ened phrases in the repeating lines. As the video demon-
strates, the musical scaffolding is retained in the repeating
line while Dylan sings through different lines of his lyrics.
There is narrative momentum but no motion through the
form.

The repeating lines section of the freewheeling
strophic form of “Only a Pawn’ creates an engaging
method of storytelling through its unpredictable structure
that stretches and reduces the number of repeated lines
in each verse. Example 13 (which reproduces Example
3) illustrates Dylan's freewheeling form that begins with
three repeating lines, then seven, eight, six, and finally
four.”

%5 T also notice similarities in formal structure across several live
performances of “Only a Pawn,” discussed in Murphy (2023, 19-20).
There I reference a July 6, 1963 performance at Silas Magee’s Farm
(Pennebaker 2011), a July 26 performance at the Newport Folk Fes-
tival (Lerner 2007), Dylan's July 30 recording for the Songs of Freedom
television program (Dylan 2013), and his August 28 performance at
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Opening lines

Oh, where have you been, my blue-eyed son?
And where have you been, my darling youngone?

Repeating lines

I've stumbled on the side of twelve misty mountains

I've walked and I've crawled on six crooked highways
I've stepped in the middle of seven sad forests

I've been out in front of a dozen dead oceans

I've been ten thousand miles in the mouth of a grave yard

Refrain

And it’s ahard, and it’s a hard, it’s a hard, and it’s a hard
It’s a hard rain’s a-gonna fall

Example 14. Dylan, “Hard Rain,” three-part structure for Verse 1.

Video Example 4. Dylan, “Hard Rain,” Verse 1 trajectory.

The structure is unpredictable in a way that differs
from the cumulative and enumerative songs of the previ-
ous section. Rather than gradually lengthening his verses
one line at a time, Dylan cycles through as many repeating
lines as necessary to tell a part of his story in each verse. The
version of strophic form that results is not cumulative like
Seeger’s examples that grow with each verse iteration, it is
freewheeling, expanding and contracting as Dylan’s narra-
tive unfolds.

Though I've begun this study with “Only a Pawn,” it is
not the first instance of freewheeling strophic song in Dy-
lar’s output—*A Hard Rain’s A-Gonna Fall” (1963) predates it
and provides a possible origin for this form. The structure
of the “Hard Rain” lyrics is based on the Child Ballad (No. 12)
“Lord Randal,” which begins with a few questions followed
by a series of answers.2¢

Rings (2025, 239) maps a three-part structure of
“Questions—Answers—Refrain” onto Dylan’s verses in “Hard
Rain.” Rings proposes that the middle “Answers” section
arose as the musical solution to complexities in Dylan's ini-
tial lyrical poetry (written in 1962). The poetry’s “Answers”
phrases created “visual bulges, causing each verse to swell
vertically as the surreal images pile up, one on top of an-
other” (243). Rings also explains the musical response.

Dylan's solution—to devise a rotating melodic and har-
monic figure that he could repeat as much as necessary
in a given verse—was one of his novel formal strate-
gies as a songwriter. He may say he never invents his
own melodies, but this technique, which I will call the

“iterative core,” is an exception, an invention borne of
necessity. It was a musical response to lyrical pressure,

the March on Washington as four performances that present iden-
tical lyrical and formal flexibility to his 1964 studio recording.

26 Rings (2025, 231-249) devotes a chapter to the musical sources of
“Hard Rain,” comparing Dylan's melody and prosodic structure to
possible precedents in folk-revival versions.

34

specifically in those songs that fall into “chains of flash-
ingimages” or otherwise drop into lists that can expand
and contract, accordion-style. (243)

In other words, the repeating lines that are a feature of
freewheeling strophic form may have arisen out of musical
needs to set the lyrical ideas for “Hard Rain.”

Dylan’s opening lines to the song (Example 14) corre-
spond with the verse’s “Questions” and the repeating lines
are his “Answers.” Example 15 shows the mapping of Dy-
lan’s repeating lines, where he often pauses to expand the
final notated measure to multiple bars. Video Example 4
maps the trajectory of repeating lines and refrain in Dy-
lar’s first verse. In “Only a Pawn” we saw a shortening of
the phrase unit lengths for the repeating lines; Dylan keeps
longer units for his repeating lines in “Hard Rain” that each
span four strong beats in the opening lines and repeating
lines.?”

Comparing the five verses of “Hard Rain” (Example 16),
Dylan's verse lengths peak in the final verse, with twelve
iterations of his repeating line. His freewheeling strophic
form allows for the expansion and contraction of the mid-
dle ofhis three-part form, culminating in the longest “chain
of flashing images” in the song.

Unlike “Only a Pawn,” which references a specific
event, the lyrics of “Hard Rain’ broadly comment on
suffering and injustice, both personal and environmental,
that are associated with the cultural feelings around the
time of the Cuban Missile Crisis in 1962, even though the

%7 The precise structure of Dylan’s hypermeter in “Hard Rain” is il-
lustrated in Rings (2025, 257) who shows the irregular 3+4 hyper-
metric organization for the opening and repeating lines. (He in-
terprets the refrain as shifting to a 4+4 organization.) The map-
ping in Example 14 illustrates that Dylan’s repeating lines span four
downbeats, the fourth of which corresponds to a hyperdownbeat in
Rings’s interpretation.
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Repeating Lines
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Example1s. Dylan, “Hard Rain,” repeating line mapping.

Verse1 | Verse2 | Verse3 | Verse4 | Verses
5 o 1 1 1 1 1
Opening lines 2 5 5 ) )
Repeating lines 1 1 1 1 1
2 2 2 2 2
3 3 3 3 3
4 4 4 4 4
S S S 5 5
N 6 6 6 6
Refrain - . .
Refrain 5
Refrain | Refrain .
10
11
12
Refrain

Example16. Dylan, “Hard Rain,” three-part structure for all verses.

song was written before the events of the crisis occurred
(Scorsese 2005). Dylan (2004, 85) himself describes “Hard
Rain” as “one long funeral song” for humanity. The song has
an improvisatory quality resulting from the freewheeling
strophic form. The varying size of Dylan's verses, due
to the changing number of repeating lines, matches the
in-the-moment qualities of his lyrics.

The final prototypical example of freewheeling
strophic form in Dylan's repertoire returns to his style
of topical protest songwriting. In “The Lonesome Death
of Hattie Carroll” (1964), Dylan’s lyrics make use of the
personal pronouns “you” and “your” (rather than the third
person “he” and “their” from “Only a Pawn”) to renounce the
racistinequalities evident in the justice system.2® The lyrics

28 Harvey (2001, 63) says the song “reaches beyond a simple recita-

dramatize the death of Hattie Carroll, a 51-year-old Black
server who was killed by 24-year-old William Zantzinger,
the white son of her employer, after he attacked her with
his cane. This song is Dylan’s response to the event after
reading a newspaper article about Zantzinger’s murderous
actions and subsequent light sentencing.?® He paints
Zantzinger as a drunken, aggressive son of well-connected
rich parents, whose wealth and social positioning ben-
efitted their son. In Dylan’s tale, the parents used their
resources to manipulate the trial judge to hand out a

tion of the facts, instead invoking a broader issue.” Though Carroll’'s
race is not mentioned in the lyrics, Harvey argues that her race is
clear from the lyrics and Dylan “implies that had their positions
been reversed (Carroll beating Zantzinger) the sentence would have
been more severe.”

29 Throughout the lyrics, Dylan misspells his name as Zanzinger.
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Opening lines

William Zanzinger killed poor Hattie Carroll
With a cane that he twirled around his diamond ring finger

Repeating lines

At a Baltimore hotel society gath’rin’

And the cops was called in and his weapon took from him
As they rode him in custody down to the station

And booked William Zanzinger for first-degree murder

Refrain

But you who philosophize disgrace and critize all fears
Take the rag away from your face / Now ain't the time for your tears

Example17. Dylan, “Hattie Carroll,” three-part structure for Verse 1.

Repeating Lines
1,2,3,etc. ‘ last time
- 5
& . ~ o b = .
HE®) . 313 300> 3 ) -
< A N ~
| IC N 1o @
: i L D I
| | (N O
Y.,
........ Indeterminate strumming
(extra measures sometimes included)
£ I Vi 111 Vv
=
Example 18. Dylan, “Hattie Carroll,” repeating line mapping.
shockingly short six-month sentence for the murder. The Verse1 | Verse2 | Verse3 | Verse 4
narrative here echoes that of “Only a Pawn” in framing . . i 1
racial violence within larger systems of oppressive white Opening lines 2 2 2 2
supremacy.>° . . . 3
Dylan's verses (e.g., Verse 1, Example 17) follow the Repeating lines ) 5 ) 4
three-part structure of freewheeling strophic form, with . : . 5
two opening lines, repeating lines, and a two-line refrain. 4 i 4 6
As the mapping of the repeating lines (Example 18) demon- 5 s 7
strates, Dylan’s phrase units are around four bars in length, Refrain 6 8
though some indeterminate strumming results in longer Refrain 7 9
phrase units in some cases. Like “Hard Rain,” the repeating 8 10
lines in “Hattie Carroll” are not shorter than the surround- 9 11
ing phrase units, but they still offer the sense of suspended Refrain | Refrain
. . . efrain
formal progress associated with the repeating lines of free-

wheeling strophic form.

Comparing the song’s verses (Example 19) shows more
of a cumulative structure—with four repetitions increasing
to five in Verse 2, then nine in Verse 3 and finally eleven in

3% Monk (2021) finds Dylan's clearer stance against Zantzinger in
“Hattie Carroll” to be an improvement over his more neutral tone in
“Only a Pawn;” he allows listeners to be outraged by Carroll's mur-
der and the subsequent light sentence handed out to Zantzinger.
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Example 19. Dylan, “Hattie Carroll,” three-part structure for
Verses 1-3, with a two-part structure for Verse 4.

Verse 4—than Dylan's other freewheeling strophic forms.
Verse 4, then, has the most repeating lines and features a
change in the typical three-part format. Dylan removes the
opening lines which results in a two-part structure (Exam-
ple 20) that begins with the repeating lines and ends with
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Repeating lines

In the courtroom of honor, the judge pounded his gavel

To show that all’s equal and that the courts are on the level
And that the strings in the books ain't pulled and persuaded
And that even the nobles get properly handled

Once that the cops have chased after and caught ‘em

And that the ladder of law has no top and no bottom

Stared at the person who killed for no reason

Who just happened to be feeling that way without warning
And he spoke through his cloak most deep and distinguished
And handed out strongly, for penalty and repentance
William Zanzinger with a six-month sentence

Refrain

Oh, but you who philosophize disgrace and critize all fears
Bury the rag deep in your face / For now’s the time for your tears

Example 20. Dylan, “Hattie Carroll,” two-part structure for Verse 4.

Video Example 5. Dylan, “Hattie Carroll,” Verse 4 trajectory.

the final refrain. In this final verse, he changes the refrain
lyrics slightly. Instead of ending “Take the rag away from
your face / Now ain't the time for your tears,” Dylan inten-
sifies the last statement: “Bury the rag deep in your face /
For now’s the time for your tears.”

It's critical that Dylan differentiate this final verse
somehow, since it is where the sentencing occurs. There’s
an irony to this choice as well, since the number of repeat-
ing lines in the verse far exceeds the number of months of
Zantzinger’s sentence. Further, Dylan also uses the rhetori-
cal device of anaphora, repeating the same words at the be-
ginning of multiple phrases to increase the emotional im-
pact of his lyrics.> In Verse 4 (Example 20 and Video Ex-
ample 5) Dylan begins his third, fourth, and sixth repeated
lines with “And that,” interrupted in the fifth line by “Once
that,” a variation on the anaphora word pair, and followed
later by lines beginning with a truncated “And.” These rep-
etitions build suspense toward the final line that reveals to
listeners that Zantzinger received a mere six-month sen-
tence for committing murder. This casts Dylan's previous
lyrics such as “nobles get properly handled” as sarcasm. All’s
not, in fact, “equal.”

Like “Only a Pawn,” “Hattie Carroll” shows a correla-
tion between Dylan’s topical protest songwriting and use
of freewheeling strophic form. This is made even more ev-
ident by the chronological alignment of the two within Dy-

31 Many thanks to an anonymous reviewer of this article who
pointed out the use of anaphora in the lyrics for “Hattie Carroll.”
Rings (2025, 244) also notes repetitions elsewhere, pointing out Dy-
lan’s use of the word “table” arising multiple times in the third verse
to emphasize the “dreary litany of tasks” that is then “suddenly in-
terrupted by an account of Carroll’s murder.”

lar’s songwriting canon: Harvey (2001, 64) positions “Hat-
tie Carroll” at the apex of Dylan’s topical protest songwrit-
ing; after this, Dylan rarely based his song lyrics on current
events. (The song is also the second-to-last iteration of free-
wheeling form in Dylan’s repertoire; the last is “Mr. Tam-
bourine Man,” which does not have protest lyrics and uses a
verse-chorus freewheeling variant.) The three songs in this
section (“Only a Pawn,” “Hard Rain,” and “Hattie Carroll”)
suggest that freewheeling strophic form may have been a
preference for Dylan to set his lyrics on themes of import
to his 1960s audiences.

3.2 PAUL SIMON’S EXPERIMENTATION WITH FREEWHEELING
STROPHIC FORM

Within the aesthetic environment of the mid-1960s
singer-songwriter style, Paul Simon found fertile ground
for nurturing his songwriting talent during a break from
his duo work with Art Garfunkel.?> Simon took advantage
of the “urban folk” sound of the 1960s alongside the oppor-
tunities for musical and lyrical trends to complement his
songwritingideas, particularly the possibilities for expand-
ing the “literary potential” of his lyrical craft (Bennighof
2007, xxi).?

3> Simon & Garfunkel released their debut, Wednesday Morning, 3
A.M., in 1964 to limited success. Murphy (2023, 12 n28) recounts
that the album only found success after an overdubbed “folk rock”
version of their song “The Sound of Silence” was released without
their knowledge in 1965, while Simon was in England. For more on
the history of this song and its impact on Simon & Garfunkel’s suc-
cess, see Stephan-Robinson (2009, 4).

3 Simor's studies in English literature were reportedly a major in-
fluence on his songwriting. For more on Simon’s influences, lit-
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Opening line

He was a most peculiar man

Repeatinglines | That's what Mrs. Riordan says, and she should know

Pre-Refrain

She lived upstairs from him

Refrain

She said he was a most peculiar man

Example 21. Paul Simon, “A Most Peculiar Man,” modified freewheeling strophic form structure for Verse 1.

Opening Line Repeating Lines
I |
1
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Example 22. Simon, “A Most Peculiar Man,” opening line and repeating line mapping.

The form of Simon’s song “A Most Peculiar Man” is ev-
idence of his awareness of songwriting trends stemming
from Dylan.* The solo version of this song was released
on The Paul Simon Songbook (1965) followed by a duet ver-
sion with Garfunkel on their 1966 album Sounds of Silence.
Simon wrote the song as a response to a two-line obituary
he saw in a newspaper while living in London in the mid-
1960s (Bennighof 2007, 17). While the first verse’s lyrics in-
troduce the man, the second and third verses illustrate the
insular nature of his existence (“all alone”), social dynamics
(“he wasn't like them”), and tendency to keep to himself (“he
seldom spoke”).

Simon begins his first verse (Example 21) with a mod-
ified version of the three-part structure of freewheeling
strophic form. First, he includes a single four-bar opening
line, which contrasts the two or three opening lines of the
Dylan examples above. Second, Simon creates three repeat-

erary and musical, see Bennighof (2007) and Stephan-Robinson
(2009).

34 Scholars like Craig Russell (1997, 595) credit the influence of folk
revivalists, particularly “Bob Dylan's poetic invention and social
commentary,” with a shift in Simon’s songwriting from “bouncy
pop music” of his early songs to covering the “troubling events of
the civil rights movement.” Simon’s parody song ‘A Simple Desul-
tory Philippic (or How I Was Lyndon Johnson'd into Submission)”
imitates Dylan’s early style, featuring a “rapid-fire succession of
ultra-short rhyming phrases” (Brackett 1995, 166).
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ing melodic lines out of one lyrical line (“That’s what Mrs.
Riordon says, and she should know”), creating additional
disorientation in ignoring his own line breaks.?* Third, Si-
mon includes an added pre-refrain line that moves melod-
ically upward to 5 (seen later in Video Example 6) and sets
up the melodic descent of the refrain line.

Simon’s version of freewheeling strophic form also
features a much shorter phrase unit for the repeating line:
here it is set to a single bar (shown in Example 22) rotating
quickly through the 3-2 melody (with occasional dips to the
submediant) before releasing to dominant harmony and
proceeding through the rest of the verse. This shorter unit
contrasts the surrounding four-bar phrases, causing Si-
mor's repeating lines to feel intensely tight and contained,
mirroring the insularity of the “most peculiar man.”

Like Dylan’s freewheeling strophic structure for “Hat-
tie Carroll,” Simon's increases the number of repeating
lines over the course of the song (Example 23), but not in
the systematic manner of a true cumulative song. His sec-
ond and third verses have four repeating lines, increasing
by one in comparison to the first, and his final verse dou-
bles in length.

35 This is how it is formatted on Simon’s official website: “Songs &
Lyrics: A Most Peculiar Man,” accessed July 6, 2026, https://www.
paulsimon.com/song/most-peculiar-man/.
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Verse 1 Verse 2 Verse 3 Verse 4
Opening lines 1 1 1 1
Repeating lines 1 1 1 1
2 Vi 2 2
3 3 3 3
Pre-Refrain 4 4 ‘5"
Refrain Pre-Refrain | Pre-Refrain 6
Refrain Refrain 7
8

Pre-Refrain
Extra Line
Refrain

Example 23. Simon, ‘A Most Peculiar Man,” modified freewheeling strophic form verse comparisons.

Openingline | He died last Saturday
He turned on the gas and he went to sleep
0. With the windows closed so he’'d never wake up
Repeating lines

To his silent world and his tiny room
And Mrs. Riordan says he has a brother somewhere

Pre-Refrain

Who should be notified soon

Extra Line

And all the people said, “What a shame that he’s dead.

Refrain

But wasn't he A Most Peculiar Man?”

Example 24. Simon, “A Most Peculiar Man,” Verse 4 structure with an extra line added before the refrain.>®

Verse 4 (Example 24) also has a peculiar structure that
echoes the peculiarity of the song’s subject. Like the previ-
ous verses, Simon continues to ignore his own line breaks
with the placement of his descending 3-2 melody as he de-
scribes the death. The character’s suicide is an upsetting
event, to be sure, but one that is rather methodical and un-
dramatic, a slow drift into endless sleep.’” The pre-refrain
occurs as expected, but then Simon adds an extra line (‘And
all the people said, ‘What a shame that he’s dead™) before
the final refrain. He “wasn’t like them,” his isolation and
peculiarity means the death is viewed as a “shame” rather
than a tragedy. This extra material helps reinforce the re-

36 Simon's melodic setting breaks up the syntax of his lyrical lines,
resulting in shorter fragments like “He turned on the gas,” “and he
went to sleep,” “with the windows closed,” “so he'd never wake up,”
etc.

37 Many thanks to a reviewer of this article for their suggestion
about viewing Simorr’s lyrics reflecting the methodical and mun-
dane nature of the man's suicide.

action to his death, highlighting the apparent apathy from
his neighbors whose inaction may have contributed to the
outcome. Video Example 6 traces Simon’'s melody through
these modifications to his form; here there’s a discernable
contrast between the motion/stasis of the repeating lines
and their eventual release to the content of the pre-refrain,
extra line, and refrain.

Video Example 6. Simon, “A Most Peculiar Man,” Verse 4
trajectory.

Simon’s use of freewheeling strophic form for “A Most
Peculiar Man” shows his awareness of Dylan's topical song-
writing, both in content (responding to a specific obitu-
ary in the newspaper and commenting on human behavior)
and flexibility of form. The changes he made illustrate Si-
mon’s own artistic voice as a songwriter, exploring musical
formats alongside his craft of lyric writing.
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4. VERSE-CHORUS VARIANTS OF
FREEWHEELING STROPHIC FORM

All four preceding examples explore the way that Bob
Dylan and Paul Simon set their songs to a freewheel-
ing strophic form structure rather than a typical strophic
form with repeating strophes of identical length. Two Dy-
lan songs also map features of freewheeling strophic form
onto a verse—chorus structure: “Who Killed Davey Moore?”
(written in 1963) and “Mr. Tambourine Man” (released in
1965). In these, the verses contain the repeating line struc-
ture, and the choruses act as opening line and/or refrain
sections.

Dylan’s song “Who Killed Davey Moore?” was written in
1963 but never released on a studio album.*® I'll be exploring
the 1964 Philharmonic Hall recording that was included on
the 2004 album The Bootleg Series Vol. 6: Bob Dylan Live 1964,
Concert at Philharmonic Hall. The lyrics present Dylan’s take
on the death of Davey Moore, a boxer who was knocked out
in a fight with Sugar Ramos in 1963 and died after being in a
coma (Harvey 2001, 120). Written several days after Moore’s
death, Dylan’s topical song offers commentary on the peo-
ple involved in the boxing event, none of whom accepted
responsibility for Moore’s death.>

Not being in strophic form, the formal structure for
“Davey Moore” differs from that of the preceding examples
of freewheeling strophic form. Dylan’s chorus functions as
the opening lines, echoing the structure and function of
the “Questions” in Rings’s three-part structure for “Hard
Rain.” In the first verse (Example 25) the repeating lines re-
count how the referee thinks he should not be blamed for
Moore’s death. The number of repeating lines is harder to
parse here than other songs, since the melody is a recit-
ing tone on the tonic (shown on the right side of Example
26), so for this study I'm counting Dylan’s lyrical lines and
repetitive bassline instead of pathways through a repeating
melody.*° Each verse ends with the refrain “No, you can't
blame me at all” that is repeated with identical melodic and
harmonic structure at the end of each verse. Since the lyrics
“It wasn't me that made him fall / No, you can’t blame me at
all” (or a close variant) occur each verse, I've italicized both
lines, with the former set to the repeating line melody and
the latter to its own refrain melody. Video Example 7 traces
Dylan’s path through the first verse.

38 The song was included on The Bootleg Series Volumes 13 (Rare & Un-
released) 1961-1991 (1991) and The Bootleg Series Vol. 6: Bob Dylan Live
1964, Concert at Philharmonic Hall (2004).

3 Harvey (2001, 121-122) suggests that Dylan supported an aboli-
tion of boxing as a sport and that what concerned the singer was
“that no one connected with the incident would accept responsibil-
ity.”

49 For more on Dylan’s reciting tones, see Rings (2013, 31; 2025,
106-113).
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Who killed Davey Moore?

Chorus
Why and what’s the reason for?

“Not I,” says the referee

“Dor’t point your finger at me

I could’'ve stopped it in the eighth

And maybe kept him from his fate

But the crowd would’ve booed, I'm sure

At not getting their money’s worth

It’s too bad that he had to go

But there was pressure on me too, you know
Itwasn’t me that made him fall

Repeating Lines

Refrain

No, you car’t blame me at all”

Example 25. Dylan, “Who Killed Davey Moore?,” structure for
Verse 1.

Video Example 7. Dylan, “Who Killed Davey Moore,” Verse 1
trajectory.

“Davey Moore” shows a modification of freewheeling
strophic form to a verse—chorus variant. Example 27 com-
pares the verses of “Davey Moore,” plotting the initial cho-
rus in an opening line position, since it is the first thing we
hear in the song. But after this verse, Dylan’s performance
places the chorus immediately after each refrain and fol-
lows it with a pause before the next verse, suggesting the
chorus is a post-refrain event. The repeated lines them-
selves are reduced to two bars within the verses, shorter
than the surrounding unit lengths. The freewheeling na-
ture of the song’s structure becomes more evident when
comparing the verses. Verse 1 has the most repeating lines
atnine. The song then adopts a decremental rather than cu-
mulative process, with the number of repeating lines de-
creasing to eight in Verse 2 and seven in Verses 3-5. The
song ends up with a predictable outcome in its three-part
structure, decreasing by the same amount across the re-
peating lines sections and then eventually settling on seven
repetitions rather than continuing to vary.

Formally, Dylan's song “Mr. Tambourine Man” takes
the verse-chorus variant one step further, offering two
three-part structures within each of his freewheeling
verses. There’s also a change to the function of the chorus
here: now it serves as the refrain rather than either as open-
ing lines or a post-refrain event. This adds another layer of
variety to the freewheeling form, with the function of the
chorus not revealed until after the first verse.

The structure of the first verse-chorus pair (Example
2.8) sets the template for Dylan’s subsequent verses. We first
hear the chorus, with its abac melodic construction. When
the verse begins, Dylan includes three melodic units: an
opening line that is similar to the a melody of the chorus,


https://www.youtube.com/watch?v=ptDcNJj9yXU
https://www.youtube.com/watch?v=ptDcNJj9yXU
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VERSE
CHORUS Repeating Lines Refrain
[
3 last time
3 (verse 6)
1 1 i 1 1
last time
~ A~ (verses 1-5) ~
5 5 . . 5 .
L] L] R R 4
3 3
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Example 26. Dylan, “Davey Moore,” melodic and harmonic trajectory for the chorus and verses.
Verse1 Verse 2 Verse 3 ‘ Verse 4 ‘ Verse s Verse 6
Chorus !
2
Repeating lines 1 4 1 1 1 1
2 2 2 2 2 2
3 3 3 3 3 3
4 4 4 4 4 4
5 5 5 5 5 5
6 6 6 6 6 6
7 7 7 7 7 7
¢ ¢ Refrain Refrain Refrain Cch
9 5 orus
Refrain
Refrai Chorus Chorus Chorus
efrain
Chorus
Chorus
Example 27. Dylan, “Davey Moore,” verse comparisons.
Hey, Mr. Tambourine Man, play a song for me
Chorus I’'m not sleepy and there is no place 'm going to
Hey, Mr. Tambourine Man, play a song for me
In the jingle jangle morning I'll come following you
Openingline | Though I know that evening’s empire has returned into sand
PART1 | Repeatinglines | Vanished from my hand
Closing line Left me blindly here to stand but still not sleeping
Openingline | My weariness amazes me, I'm branded on my feet
PART 2 | Repeatinglines | I have no one to meet
Closingline | And the ancient empty street’s too dead for dreaming

Example 28. Dylan, “Mr. Tambourine Man,” structure for the first chorus and two-part verse with internal three-part structures.
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Example 29. Dylan, “Mr. Tambourine Man,” verse mapping (vepeated twice per verse).

Chorus

Hey, Mr. Tambourine Man, play a song for me

I'm not sleepy and there is no place 'm going to
Hey, Mr. Tambourine Man, play a song for me

In the jingle jangle morning I'll come following you

Opening line

And take me disappearing through the smoke rings of my mind

PART:1 | Repeatinglines

Down the foggy ruins of time
Far past the frozen leaves

The haunted, frightened trees
Out of the windy beach

Closing line

Far from the twisted reach of crazy sorrow

Opening line

Yes, to dance beneath the diamond sky with one hand waving free

PART 2 | Repeating lines

Silhouetted by the sea

Circled with the circus sands
With all memory and fate
Driven deep beneath the waves

Closing line

Let me forget about today until tomorrow

Example 30. Dylan, “Mr. Tambourine Man,” Chorus and Verse 4 structure.

repeating lines derived from the end of the opening line
melody (though not yet repeated in this verse), and a clos-
ing line that shows similarity to the c line of the chorus.
I've chosen here to call these “closing lines” because the text
changes with each version so they’re not acting like true
refrains. After the closing line we again hear the chorus,
which functions like the refrain.

Example 29 maps the melodic and harmonic trajectory
for the verses. Like some other freewheeling forms, the re-
peating lines are reduced to two-bar units, creating a frag-
mentation function that releases to the closing line of each
part of the verse. The fragmentation is underscored by the
melodic similarity between the end of the opening line and
therepeatinglines (highlighted in gray in the mapping) and
between the repeating lines and the closing line (the indi-
vidual scale-degrees are enclosed in boxes, which overlap
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with the 3-5-3 motive in gray). These parallelisms create
potential for repetition and blur the boundaries between
the initial sections. The possibility for cycling through the
repeating lines is clearer in later verses, like Verse 4 (Exam-
ple 30), illustrated in Video Example 8.

Video Example 8. Dylan, “Mr. Tambourine Man,” Verse 4
trajectory.

Comparing the verses (Example 31), the total number
of repeating lines within each verse increases as the song
progresses. Taking the outer verses as models, this camu-
lative process seems evenly distributed across the two parts
of the verses: Dylan's initial verse has a single iteration of
the repeating line in each part whereas his final verse has


https://www.youtube.com/watch?v=fIUNyZrb0xE
https://www.youtube.com/watch?v=fIUNyZrb0xE
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Verse1 | Verse2 | Verse3 | Verses4
Opening line 1 1 1 1
1 1
1 2
ot T 1 2
PART:1 | Repeatinglines ; 2 3
4
Closingline 1 1 1 1
Opening line 1 1 1 1
. 1
PART2 | Repeatinglines 1 1 2 2
3 3
4
Closingline 1 1 1 1

Example 31. Dylan, “Mr. Tambourine Man,” verse comparisons.

four repetitions each. But comparing each part of the mid-
dle verses dispels any notion that this form is internally cu-
mulative or experienced as such. Verse 2 has three repeat-
ing lines in part 1 and only one iteration in part 2. Verse
3 cycles through two repeating lines in the first part and
three in the second. So rather than choosing to add repeat-
ing lines one at a time to progress from one statement to
four over the four verses, Dylan instead chooses a path of
unpredictability—a freewheeling approach, if you will—for
“Mr. Tambourine Man” in a verse-chorus context. This fits
better with the enigmatic nature of the titular Tambourine
Man, who does not himself seem systematic, preferring in-
stead to follow flights of artistic and nature-based inspira-
tion.

5. FREEWHEELING AABA FORM

The final example in this study, Buffy Sainte-Marie’s
song “Hey, Little Bird,” further modifies two central fea-
tures of the freewheeling singer-songwriter forms ex-
plored thus far. First, it breaks from the voice-and-guitar
texture commonly associated with singer-songwriters to
offer more complex, orchestral accompaniment.* Along-
side typical rock instruments like piano, guitar, bass, and
drums, the song’s setting also includes glockenspiel and
high-register woodwinds in dissonant harmonies that help
convey the energy and timbre of this quirky bird song.
Second, Sainte-Marie’s song explores how a freewheeling
structure can map onto AABA form (Example 32).#> Her

4 Peter Schickele (also known as P.D.Q. Bach) is cited as providing
orchestration for three songs on the album, including “Hey Little
Bird.”

42 It is common in popular music for AABA forms to include a rep-
etition of BA at the end of the song, as discussed Hudson (2021)

lyrics, rather than focusing on topical protest music, are in-
stead concerned with the growth, flights, and dreams of the
titular, “little bird.”

Buffy Sainte-Marie is an artist who navigated the
same musical and stylistic circles as Bob Dylan during the
Greenwich Village coffeehouse scene. She is best known
as a singer who contributed protest songs to the singer-
songwriter canon, including the Native American protest
songs “Now That the Buffalo’s Gone” and “Bury My Heart at
Wounded Knee” as well as the anti-war song “Universal Sol-
dier.”* Her first three albums are in a folk genre, including
mostly strophic songs that either adapt existing songs from
her contemporaries or folk revival sources, or offer origi-
nal contributions within 1960s folk styles like blues and bal-
lad traditions. Her fourth studio album, Fire & Fleet & Can-
dlelight (1967), mostly continues with this trend, but a few
outliers are original songs that push beyond folk-revivalist
influences. “Hey, Little Bird” is one such example.

The song’s first A section (Example 33) provides a pro-
totypical three-part structure that forms the scaffolding
of the subsequent A sections, with only one statement of
the repeating line. This prototype is repeated in A2, which
also has one repeating line. It is only in A3 (Example 34)
that the freewheeling structure begins to emerge, with four
iterations of the repeating melody. The first of these is
two bars, which emerges as a possible prototype, but the
second (which sets the text “I am a thrush now and you

and Nobile (2020, 125-147). Sainte-Marie’s song does a variation of
this which includes a new contrasting section, which I've called a
Bridge, though this could just as easily be classified as B2..

4 Sainte-Marie was initially promoted in the 1960s as a Cree folk
singer, born on the Piapot First Nations Reserve in the Canadian
province of Saskatchewan. A 2023 investigation from the Canadian
Broadcasting Corporation (the CBC) has found no evidence of Cree
ancestry in Sainte-Marie’s heritage (Guerriero 2023).
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Intro A1 A2

Timings 0:00-0:07 | 0:07-0:20 | 0:20-0:33 0:33-0:47 0:47-1:13 1:13-1:27 1:27-2:04 2:04-2:11

B A3  Bridge A4 Coda

Key B B BP

B> B |B—C| C B>

Example 32. Buffy Sainte-Marie, “Hey Little Bird,” modified AABA form.

Openingline | Hey, little bird, I remember you

Repeating lines| You and your dreams up higher than you could fly

Refrain I remember you

Example 33. Sainte-Marie, “Hey Little Bird,” three-part structure of the A1 lyrics.

Opening line So, little bird

Repeating lines

The times have changed considerably

I am a thrush now and you are a peacock indeed
So flash your colors and I will sing

Glide into time with the moon on your wing

Transition to Bridge | Little bird, little bird, little bird

Example 34. Sainte-Marie, “Hey Little Bird,” three-part structure of A3.

are a peacock indeed”) extends the unit to four bars. Af-
ter this, Sainte-Marie returns to two-bar units for the final
two melodic cycles. She adds further formal confusion by
proceeding from the repeating lines to a transition to the
bridge rather than the refrain.

The final A section, A4 (Example 35), is a culmination
of the freewheeling AABA form’s potential as set up by the
previous A sections. It features the single two-bar opening
line (shortening the four-bar templates of the opening lines
for the A1 and A2 sections), eight two-bar repeating lines,
and a statement of the four-bar refrain. Video Example 9
illustrates Sainte-Marie’s path through the repeating lines
in A4. The mapping (Example 36) shows a variety of melodic
trajectories for the underlying 4—3-3-1 melodic descent
(shown in gray) of the repeating lines in the A sections. Her
florid melodic paths musically illustrate the paths of the lit-
tle bird’s “transcendent” travels.

Video Example 9. Sainte-Marie, “Hey, Little Bird,” A4 trajectory.

Like the cumulative form examples explored earlier,
“Hey, Little Bird” does have verses of increasing length, but
Sainte-Marie’s approach is more dramatic than adding a
single line each strophe. In Example 37, I compare the A
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sections within the context of the song’s overall form. After
a short introduction, Sainte-Marie begins A1 and A2 with
four-bar opening lines followed by a single two-bar repeat-
ing line unit and a two-bar refrain. She’s initially conceal-
ing the potential for these lines to repeat. After an eight-
bar B section, A3 includes a two-bar opening line, four re-
peating lines (the second of which is four measures), and
then omits the refrain to include a four-bar transition to the
song’s bridge. Following the eight-bar bridge, Sainte-Marie
achieves the full freewheeling potential of her three-part A
section structure in A4, which begins with a two-bar open-
ing line, followed by eight iterations of the repeating line
and a four-bar refrain. To round out the form, Sainte-Marie
brings back the four-bar version of her opening lines (first
heardin A1) asan outro. As the repeating lines cycle through
the A4 section, the text is expansive as if echoing the ever
more sprawling view of the titular bird as it flies further
from its source, reinforced by the modulation up to C major
for this section. Returning to the opening lines in her outro
offers the promise of the bird returning and continuing the
cycle of migrations anew. Sainte-Marie’s use of freewheel-
ing AABA form adds to the song’s quirky character. Further,
it showcases how this formal technique can be applied to
forms beyond strophic and verse-chorus contexts.


https://youtu.be/5orv9QA0cps
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Opening line

So, little bird

Repeating lines

Take my blessings to the stars above you
And scatter my wishes to the ones who love you

Take off often on a trip transcendent

And sink in the waves and then rise resplendent
Fly with your friends in a “V” formation

And sing to the flocks from your vantage station
Out in the stars beyond hell’s dominion

And rest at my feet in between migrations

Refrain

Little bird, I remember you

Example 35. Sainte-Marie, “Hey, Little Bird,” three-part structure of A4.

Repeating Lines
Pick-up not included ~N
in every verse
g
2
P50
s
a v IV I Vi vi
A2: IV
g A3: ]
E A4: T (Cmajor)
Example 36. Sainte-Marie, “Hey, Little Bird,” repeating line mapping.
Intro B Bridge
@bars) | A1 Az (8 bars) A3 (8 bars) A4 Outro
- 2 bars 2 bars b
Opening lines 4 bars 4 bars 4 bars
1 1
Repeating lines 1 1 2 2
Repegﬁﬂg “fl'es are Refrain | Refrain 3 3
2 bars unless
otherwise noted. (zlbars) G i) 4 4
Transition 5
to Bridge 6
(4 bars) 7
*second repeated 8
line is 4 bars -
Refrain
(4 bars)

Example 37. Sainte-Marie, “Hey, Little Bird,” verse comparisons.
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Freewheeling Lyrical Theme f::nll);?et(lir;gsrﬁgerz
Form Type four-bar phrase lengths)
“Only a Pawn in Their Game” strophic topical shorter: 2 bars
Bob Dylan “A Hard Rain’s A-Gonna Fall” strophic broad sentiment similar length
“The Lonesome Death of Hattie Carroll” strophic topical similar length
Paul Simon “A Most Peculiar Man” strophic topical much shorter: 1 bar
“Who Killed Davey Moore?” verse-chorus topical shorter: 2 bars
Bob Dylan “Mr. Tambourine Man” verse-chorus | surrealist adventure shorter: 2 bars
Buffy Sainte-Marie “Hey, Little Bird” AABA nature/adventure shorter: 2 bars

Example 38. Summary of freewheeling form examples in 1960s singer-songwriter music.

CONCLUSION

The preceding examples illustrate the ways that free-
wheeling strophic form and its variants arose in 1960s
singer-songwriter music to enliven formal structures and
highlight lyrical meaning. Building on Example 4, Exam-
ple 38 summarizes the findings from the seven singer-
songwriter tracks in this study. Four of the seven songs
are in freewheeling strophic form, and four have topical
protest themes. The repeating line phrase units are typi-
cally shorter than the surrounding material, creating mo-
mentum in this penultimate section that is similar to the
fragmentation units of sentence structures before a ca-
dence. While freewheeling strophic form is the clear for-
mal prototype, its “freewheeling” characteristics can also
arise in other forms with repeating units, like the verses
of verse—chorus form and the A sections of AABA form. As
the examples in this study have demonstrated, the proto-
typical freewheeling strophic form is a three-part structure
with an internal repeating line. Like its precedent in cu-
mulative and enumerative songs, the length of each verse
can vary. But rather than gradually increase in size, one
added line at a time, the “freewheeling” quality of this form
arises in the expansion and contraction of strophes, with
lines being added and removed in an improvisatory man-
ner. The singer offers as much of the story as needed each
verse regardless of how much was told in the previous
verse. The repeating lines of these freewheeling forms of-
fer a unique storytelling opportunity for these songwrit-
ers, and became a vehicle for poetic imagery, clever rhetor-
ical devices, and formal structures imbued with the quali-
ties of aliveness and creativity associated with this period
of singer-songwriter music.
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ONCE UPON A TIME: ONE-TIME

OCCURRENCES AS STRUCTURAL AND

FORMAL MARKERS "

BY RAM REUVEN

Abstract.

This article examines one-time occurrences (OTOs)—single events or larger

groupings occurring only once within a work—that function as structural and for-
mal markers. It outlines a typology of OTOs grounded in three sources of marked
singularity (motivic deviation, parametric extremity, and absence or omission) and
shows how their salience emerges against established patterns of repetition and ex-
pectation. Through case studies from the common-practice tonal repertoire, the ar-
ticle demonstrates how OTOs articulate cadential arrivals, momentum toward clo-
sure, sectional boundaries, and narrative pivots. The analyses integrate formal, voice-
leading, and hypermetric perspectives. Treating OTOs as analytical objects clarifies
how the rarity and marked status of singular events shape formal articulation and
guide listening.

KEYWORDS AND PHRASES: One-time occurrence (OTO); repetition; motivic deviation;

extremity; absence.

INTRODUCTION

ONTEXTUALLY UNUSUAL musical occurrences, often cli-
mactic or strikingly distinct, frequently articulate
structural or formal goals. This study focuses on a partic-
ular subset of such occurrences whose markedness arises
not only from deviation or extremity but also from their
singularity: one-time occurrences (OTOs). These OTOs may
consist of single events, such as individual notes or beats,
or of larger units like motives, phrases, or episodes that
appear only once within a given piece.! OTOs represent
the highest degree of rarity and can heighten perceptual

* 1 gratefully acknowledge Naphtali Wagner and Yosef Goldenberg
for their valuable contributions to this manuscript.

! In this article, the delineation of a unit is constrained by at least
one of three conditions: repetition, separation, or schema. Rep-
etition groups several immediately successive events into a sin-
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salience even when the material itself is understated.

This study examines how OTOs can articulate formal
and syntactic milestones by marking cadential arrivals,
directing momentum toward closure, or delineating sec-

gle perceptual unit when the same material is immediately re-
peated. Separation entails distinct contrast with surrounding ma-
terial, often reinforced by internal unity. Schema refers to cultur-
ally or stylistically internalized patterns of musical organization.
Such schematic patterns include components considered funda-
mental to Western art music, such as scales and rhythmic pat-
terns (Krumhansl 1990; Meyer 1989); specific styles and genres,
such as Galant style schemas (Gjerdingen 2007); and piece-specific
schemas, such as idiosyncratic motives (Zbikowski 1999). In the
context of the present article, which focuses on one-time occur-
rences, repetition is relevant primarily as a background condi-
tion: it establishes a field of recurrent material against the non-
recurrence of a particular unit, rendering what does not return par-
ticularly salient.



REUVEN ¢ ONCE UPON A TIME: ONE-TIME OCCURRENCES AS STRUCTURAL AND FORMAL MARKERS

tional boundaries. While such functions may occur across
diverse repertoires, this study focuses on common-practice
Western tonal music, where the interaction between syn-
tactic and formal articulation offers a particularly fertile
ground for examining the expressive potential of singular
events.

As Arnold Schoenberg observed, “intelligibility in mu-
sic seems to be impossible without repetition” (Schoenberg
1967, 20, quoted in Margulis 2014, 5). Analytical discourse
has long emphasized recurrence—whether simple or var-
ied, overt or latent—as central to motivic development, for-
mal construction, and perceptual coherence. Identifying
patterns of repetition among thematic, motivic, rhythmic,
and harmonic elements is foundational to much musical
analysis. These repetitions create connections between mu-
sical events, contribute to internal logic, and suggest that
the work’s elements are not random.

By contrast, OTOs, defined here by the absence of rep-
etition in at least one parameter (possibly against a back-
ground of continued repetition in other parameters), have
rarely been treated as an independent object of inquiry.
While singularity is sometimes acknowledged in particu-
lar theoretical traditions—for instance, in discussions of
melodic climax—it has not been systematically explored
as a distinct analytical category.> Unlike repetition, which
is readily classified and often foundational to analytical
methods, singularity is often regarded as incidental or
anecdotal. This paper argues that OTOs merit analytical
consideration in their own right and accordingly develops
an analytical framework and typology of OTOs grounded in
three sources of marked singularity: motivic deviation (al-
teration of familiar material), parametric extremity (climax
or saturation in a single parameter), and absence or omis-
sion (suppression of repetition or other expected material).

The present study employs markedness in a restricted
sense. Following Robert Hatten (1994, 291-292), marked-
ness is “the asymmetrical valuation of an opposition (in
musical structure, language, culture)”: a marked element
is rarer in distribution and possesses greater specificity of
meaning than its unmarked counterpart. In the present
context, this opposition concerns a singular, marked oc-
currence and a more regular, repetitive, unmarked back-

2 A comprehensive review of climax theories can be found in Lee
(2018). The pitch climax in a species-counterpoint phrase exempli-
fies a rare curricular treatment of an OTO: Knud Jeppesen’s ([1931]
1992, 109-110) species-counterpoint pedagogy in the Palestrina
style prescribes a single-pitch climax in didactic cantus firmi and
species melodies, and subsequent counterpoint textbooks adopt
this rule even beyond Palestrina-style counterpoint (e.g., Salzer
and Schachter [1969] 1989, 4—5). Explicit discussion of the single-
pitch climax as an analytical parameter is largely confined to such
counterpoint pedagogy, with only a few attempts to integrate it
into broader analytical models (e.g., Eitan 1997).

ground. Cast in structural, formal, and perceptual terms,
markedness here refers to occurrences whose rarity and
deviation from an established context of repetition as-
sign them prominent roles in musical design, articulat-
ing formal and structural organization. This restricted us-
age remains compatible with Hatten's (1994, 2004) semiotic
model of markedness without invoking the full semiotic or
narrative apparatus of his theory. Markedness involves not
only differences in relative frequency but also differences
in evaluative weight: the rarer element in an opposition ac-
quires a distinct cultural and stylistic weight, shaped by
what a given musical culture or interpretive community—
historically situated composers, performers, listeners, and
analysts engaged with this repertoire—takes to be impor-
tant (Almén 2008, 47-48). In this light, the type of OTO
considered in this study is not simply any one-time oc-
currence, but a singularity accorded relatively high value
within a given stylistic and analytical frame—for instance,
by its participation in cadential positions, formal hinges,
registral peaks, or other locations that independent struc-
tural and formal analyses already identify as prominent.
Within this framework, the marked status of an OTOis
not an intrinsic property of the sounding event but reflects
an evaluative stance grounded in stylistic norms and listen-
ing practices. In this sense, OTOs emerge through analyt-
ical engagement with music rather than existing as onto-
logically self-sufficient entities in the score. From this per-
spective, the relevant question is not whether OTOs exist
as pre-given entities in the score, but how particular oc-
currences are identified and interpreted as OTOs within
specific stylistic, cultural, and analytical frames, and under
what conditions such identifications are analytically per-
suasive. In the present study, such occurrences are confined
to notated configurations of pitch (including contour, har-
mony, and register), rhythmic structure, and texture. These
occurrences are examined at time scales ranging from lo-
cal motives, phrases, and sections to complete movements
and, in one case, the finale of an operatic act. Other poten-

3 Byron Almén’s (2008, 47—48) distinction between markedness (the
evaluative imbalance within an opposition) and rank (the relative
importance of features within a passage) helps clarify why only
some singularities qualify as analytically significant OTOs. In the
present context, among the many local deviations a work may con-
tain, those granted higher rank in the unfolding chain of occur-
rences contribute most decisively to what is perceived as struc-
tural and formal articulation. In the case studies that follow, for-
maland structural salience and singular design features are treated
as jointly shaping the analysis: independently motivated formal
and voice-leading considerations provide the basis for assigning
structural weight to a given passage, while the presence of a lo-
cally salient OTO—whether subtle or striking—can focus analytical
judgment, support it, or at times tilt it between competing struc-
tural interpretations.

49



INTEGRAL 39 (202.6)

tial singularities, such as microtiming nuances or multi-
movement constellations, lie beyond the present scope.

The perceptual salience of an OTO often arises not
in isolation, but through its contrast with a stable con-
text of repetition and expectation. Repetition across mo-
tivic, rhythmic, and textural dimensions establishes a
framework against which deviations become more salient.
Thus, repetition and singularity operate as complemen-
tary forces: repetition creates the conditions that make an
OTO’s uniqueness perceptible.

Two notions central to the analytical status of OTOs
draw on complementary strands of scholarship. First, the
notion of locally salient events that articulate boundaries
and pivots is informed by work on perceptual segmentation
and similarity in music. This scholarship addresses percep-
tually salient local features or cues that stand out from the
musical surface and are implicated in processes that seg-
ment the acoustic continuum into discrete events, streams,
and larger-scale groupings (Cambouropoulos 2009, 11-13).
Second, the relation between a particular occurrence and
a background of repetition is examined in scholarship on
recontextualization and repetition perception, which ex-
amines how perceived musical sameness arises from the
recurrence of an element across contextually distinct in-
stances (Hanninen 2003, 59-60, 70-72; Margulis 2014,
chap. 2). Taken together, these perspectives highlight how
local cues and recurrent patterns shape listeners’ percep-
tual segmentation of the musical surface across multiple
time scales. The present study asks what happens when
a salient occurrence is not part of a chain of recurrence,
focusing on OTOs that function as boundary- and pivot-
marking cues. For these OTOs, a lack of recurrence against
an established background of repetition supports their role
in marking structural and formal significance rather than
their relegation to incidental or anecdotal status.

This paper begins by examining clear cases of OTOs
that stand out against highly uniform textures, showing
how altered motives or extreme events create salient mo-
ments that mark formal boundaries and pivotal points. It
then turns to an extreme OTO in a sonata-form movement
and to an operatic example in which an OTO functions as
a narrative hinge between dramatic realms. A subsequent
section broadens the focus to OTOs grounded in absence or
omission, including silence, suppressed pitch classes, and
the nonappearance of highly recurrent motives. The article
culminates with a J. S. Bach fugue that integrates multiple
OTO types at cadential and sectional junctures.

1. OTOS IN UNIFORM MoTIVIC TEXTURES

The first three examples are composed by Bach: Pre-
lude in C Major, the Well-Tempered Clavier (WTCI), BWV 846;
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Invention in Eb Major, BWV 776; and the Gigue from the
Partita No. 1 in Bb Major, BWV 825. These pieces feature
OTOs that deviate from the consistent motivic frameworks
that unify each composition. These frameworks are rein-
forced through multiple repetitions that solidify underly-
ing motives in the listener’s memory and intensify the im-
pact of each unexpected occurrence. The OTO’s impact is
especially heightened when a single motive is repeated con-
tinuously throughout, as in Bacl's Prelude.

The governing motive in the Prelude is a half-measure
five-voice figuration (Example 1a, m. 1) that occurs twice
per measure throughout mm. 1-32 (only in mm. 33—35 does
Bach suspend this framework). Within these initial thirty-
two measures, the figuration always includes at least one
leap in the right hand, and chord tones are unambiguous.
The figuration consists of an arpeggiated triad (as in m.
1) or seventh chord (as in m. 2) and occasional suspended
tones—but no passing or neighboring notes. Only in m.
23, as depicted in Example 1b, does Bach deviate from this
consistent figuration by introducing an altered melodic
shape in the right hand: a three-note stepwise span. This
deviation generates local ambiguity: either B; functions
as an incomplete neighbor to C4 within ii”, or C4 func-
tions as a passing tone within vii°4. Example 1c, a mid-
dleground summary after Schenker ([1932] 1969), demon-
strates Schenker’s preference for the first option: the in-
complete neighbor Bs is omitted from m. 23, and the har-
mony is presented using four voices rather than five. The
graph also provides broader context, showing that the OTO
occurs on the last chord in the pre-dominant area. Addi-
tionally, this is where the structural 2 of the Urlinie makesits
first appearance, just before progressing to the dominant.
Thus, this OTO serves as a structure-highlighting marker,
and itjoins another OTO with the same function: the salient
diminished-third leap in the bass between mm. 22 and 23,
which is the Prelude’s only diminished melodic interval.#
Some earlier editions of the WTC smoothed this rough leap
by adding a mediating passing six-four chord, known as the
“Schwencke measure,” shown in Example 1d. The additional
measure undermines both OTOs: first, it cancels the bass

4 John Rothgeb (1971, 231) argues that changes in surface design
often coincide with important structural points and thus warrant
particularly careful scrutiny when formulating or confirming an
analysis. Working within a Schenkerian voice-leading framework,
he shows how shifts in surface design—such as grouping, regis-
ter, dynamics, and expression marks—can determine whether a
harmony counts as structurally decisive or merely transitional, and
they can clarify the placement of cadential goals. The present article
is related to this concern with surface design, but it concentrates on
occurrences whose singularity within a work heightens their func-
tion as structural markers, treating OTOs as a specific subclass of
the surface changes that Rothgeb considers as potential evidence
for structural weight.
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Example1. Analysis of Bach, Prelude in C Major, WTC 1, BWV 846: (a) mm. 1-2; (b) m. 23; (c) voice-leading graph after Schenker;
(d) “Schwencke measure” added between mm. 22 and 23.
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OTO, and second, it extends the right-hand OTO backward
into the added measure (because both the added measure
and m. 23 contain an incomplete right-hand neighbor, the
occurrence in m. 23 loses its singular status and its salient
effect is weakened). Interestingly, the non-chordal B; in the
added measure, functioning as an incomplete neighbor to
C4, seems to support Schenker’s decision to omit B; in m.
23 of his analysis (Example 1c).

The OTO in Bach's Invention in Eb Major, BWV 776,
arises under more complex circumstances. Unlike the fig-
uration in the Prelude, which recurs continuously, the pat-
tern that underlies the Invention’s OTO occurs in only about
60% of the piece. Additionally, the OTO does not result from
a deviation within a single statement of the recurring pat-
tern but from the contour of its melodic sequencing.

The Invention, analyzed in Example 2, is designed as
a free mini-fugue with double counterpoint and a mod-
ulatory subject. The Invention includes two rotations, la-
beled Rot. 1 (mm. 1-11) and Rot. 2 (mm. 12—22), followed by
a final phrase (mm. 23-32). The brackets above the system
indicate that each rotation consists of an exposition (dux
and comes) and an episode, while the final phrase consists
of a retransitional double episode and a non-modulatory
extended subject. The main motive, fully displayed in m.
1 on the ossia staff, features a stepwise ascent of a perfect
fourth, the first note of which is decorated with a lower
neighbor. In Example 2, all instances of this motive are la-
beled with a bracket; on the main staffs, the motive is re-
duced to a four-note stepwise ascent. Bach sequences this
melodic pattern in both the expositions and the episodes.
In Example 2, each sequence is marked with an arrow that
indicates its beginning and direction, and each sequential
pattern begins with a stem. All sequences ascend except the
framed sequence in episode 2, which descends; hence, this
change of direction in an expected melodic contour is an
OTO. Since this exceptional melodic sequence is played by
thelefthand, it is also harmonically exceptional: it creates a
sort of cadential connection between its patterns until the
actual cadence is finally obtained (ii:PAC). The OTO not only
leads to the cadence but also emphasizes its structural sta-
tus: this is the Invention’s only cadence other than the final
cadence. Moreover, the OTO also contributes to the form’s
articulation, as it emphasizes the junction between the last
rotation and the non-rotational final phrase.

The OTOs observed in the Prelude and the Invention
stand out for their singular occurrence, while remaining
subtle in character. In the next example, a more salient OTO
similarly emerges within a consistent motivic and textu-
ral framework and, in this instance, within a more complex
form.

In the Gigue from Bach’s Partita No. 1 for keyboard,
BWYV 825, the listener’s expectations are stabilized by both
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the unified motivic and textural design shown in Exam-
ple 3a and the consistent quadruple hypermeter. As shown
in Example 4, the Gigue can be understood as compris-
ing three rotations within a binary form.> These rotations
are end-oriented due to the similarity of their conclud-
ing units: each rotation is a phrase consisting of two sub-
phrases, the second of which is an eight-measure end
rhyme (ER). Each ER consists of a dominant pedal point
(DPP) followed by a PAC, and each ER occurs in a different
key area.

The discussion below compares the opening sub-
phrases of the Gigue's three rotations (see Example 4). Rot.
1is symmetrical: both the first subphrase and the ER sub-
phrase span eight measures, and the first subphrase is di-
vided into an opening formula (mm. 1-4) and a modula-
tory unit (mm. 5-8). In Rot. 2, the first subphrase is re-
duced to four measures (mm. 17-20), functioning as both a
medial repeat that echoes mm. 1-4 and a modulatory unit
comparable to mm. 5-8. In this rotation, the DPP begins
in m. 20, one measure before the onset of the ER. As a re-
sult of this nonconcurrence, the Fffs in m. 20 resolves not
to the Gs in m. 21, but instead to the Gs in m. 28. The first
subphrase of Rot. 3 does not resemble those of Rot. 1 and
Rot. 2, nor does it serve the same function; rather, it acts
as a retransition, beginning with a modulatory unit that
leads back to the home key (mm. 28-31).¢ The DPP that be-
gins in m. 32 precedes the ER, as in Rot. 2. However, after
the V87 in mm. 32—33, Bach introduces a salient OTO that
generates momentum into the ER and the final cadence:
a seven-measure melodic sequence, comprising seven par-
allel diminished-seventh chords descending chromatically
(mm. 34-40). Bach avoids strict consistency and does not
spell these chords as literal parallels; rather, each appears
in a different inversion. Another inconsistency occurs be-
tween mm. 39 and 40, where the progression departs from
the preceding chromatic descent and instead descends by a
whole step. Alongside the harmonic and voice-leading de-
viation introduced by the OTO, the texture changes sub-
tly, featuring a half-measure figuration that occurs twice in
each measure, similar to the Prelude in C Major (compare
Examples 3b and 1a). Not only does the chromatic chain
of diminished-seventh chords unsettle harmonic orienta-
tion, but its seven-measure span also disrupts the regular
quadruple hypermeter, yielding hypermetric ambiguity.

This example from the Gigue differs from those de-
rived from the Prelude and the Invention in that the OTO
does not signal the arrival of a structural cadence, but

5 The voice-leading graph in Example 4 is after Ernst Oster and
David Beach (Beach 2008, 30-34).

6 In Example 4, m. 28 is duplicated to indicate the overlap between
Rots. 2and 3.
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Example3. Bach, Gigue from Partita No. 1in Bb Major, BWV 825: (@) mm. 1-4; (b) mm. 34-40.

rather marks a formal juncture leading into the ER. Tonally,
the OTO, fully contained within the DPP, interrupts the
DPP and suspends its expected continuity, generating ten-
sion and heightening anticipation of its eventual reacti-
vation. In retrospect, however, the DPP’s return does not
merely resume a process but initiates the ER as a new for-
mal unit.

Despite its harmonic and contrapuntal irregularities,
the OTO integrates coherently into the Gigue, aided both
by preparation (the earlier ERs feature diminished-seventh
chords that embellish structural dominants, and the half-
measure figuration emerges as early as mm. 32—33) and by
the smooth connection that follows. The progression from
m. 40 to m. 41, though marked by a bass leap, lands on an-
other diminished-seventh chord, creating a seamless con-
nection into the final ER.

In the three examples discussed thus far—Bacl’s Pre-
lude, Invention, and Gigue—the listener can recognize the
OTO through its deviation from an otherwise uniform fig-
urative or motivic framework, whether the OTO is sub-
tle, as in the Prelude and Invention, or striking, as in the
Gigue. Bach avoids gestures that might disrupt a tightly
woven motivic fabric; instead, he draws attention to a sin-
gle, carefully placed OTO that signals the arrival of a struc-
tural cadence or a formal unit. In a composition not orga-
nized around tightly repetitive motivic cells, an OTO that
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signals the arrival of a structural cadence or a formal unit
may be more salient and may require contextual prepara-
tion to maintain coherence. Such a salient OTO, closely re-
sembling the one in the Gigue, is the focus of the following
analysis of a sonata-form movement by W. A. Mozart.

2. AN EXTREME OTO IN SONATA FORM

In the second movement of Mozart’s Quintet in Eb Ma-
jor for Piano and Winds, K. 452, a particularly prominent
OTO appears just before the ESC: nine parallel diminished-
seventh chords (Example 5, mm. 106—108).7 This unusual
OTO stands out as a highly salient event within the move-
ment. The exceptional features of the sonata form in this
movement lead to an ambiguous ESC, and the OTO draws
significant attention to this moment, effectively marking
the ESC as a pivotal structural event. Despite its unique-
ness, the OTO is well integrated into the movement through
both an intensification process and preparatory material
introduced early in the movement.

The second movement in the Eb-Major Quintet fea-
tures a Type 3 sonata form with a continuous exposition
of the Expansion-Section subtype, in which the transition

7 Sonata-form terminology and abbreviations in this study follow
Hepokoski and Darcy (2006).
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OTO: 9 parallel diminished-seventh chords

Examples. OTO in Mozart, Quintet in Eb Major for Piano and Winds, K. 452, I1. Condensed Score of mm. 100-109.

evolves into a Fortspinnung (TR=-FS).® Each of the two rota-
tions is tripartite, consisting of the following sections:’

1. P:acompound period

2. TR=FS: a compound sentence concluding with the
EECor ESC

3. C:anexpanded cadential progression repeated twice,
followed by a codetta comprising brief cadential mod-
ules

8 Hepokoski and Darcy (2006, 51-64) identify the continuous expo-
sition in sonata form as lacking MC and S, proposing two subtypes.
In the first subtype, the Expansion-Section, the transition (TR) be-
gins after a P-idea but evolves into a restless Fortspinnung (FS) mod-
ule (TR=-FS), where motives “spin out” continuously without paus-
ing for the MC and the subsequent launch of S, ultimately reaching
the EEC. Hepokoski and Darcy discuss three strategies for TR=-FS,
with the first involving FS progressing beyond the S-point with-
out the listener noticing. They regard this strategy as a pure in-
stance of a continuous exposition, noting its rarity among the cele-
brated works of later eighteenth-century composers (53—54). Since
the TR=FS in the second movement of Mozart’s Quintet in Eb Ma-
jor follows this strategy, in both the exposition and the recapitula-
tion, the circumstances surrounding the arrival at the ESC may be
regarded as exceptional.

 Lauri Suurpdd (2022) discusses the continuous exposition in
Mozart's late chamber-music slow movements and analyzes the ex-
position in the Quintet, K. 452.
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Building on this formal framework, the OTO marks
the climax of an intensification process within the TR=-FS
section of the recapitulation, as illustrated in Example 6.
This intensification will now be examined in detail, start-
ing with its harmonic and form-functional characteristics
and then turning to its articulation through hypermeter.

The process of intensification begins with a relatively
stable compound presentation (mm. 92-99).)° This ex-
pands tonic harmony and, like the corresponding passage
in the exposition (mm. 19-26), is characterized by symme-
try between two- and four-measure units (see the form-
functional analysis above the system). This symmetry cor-
responds to multiple repetitions and provides the founda-
tion for emphasizing the deviations that follow. The tension
then gradually intensifies during the compound continua-
tion, whose expanded dimensions delay the arrival at the
ESC. The extended fragmentation (mm. 100-108), which
includes the OTO, prolongs the structural pre-dominant
and is unified throughout by parallel tenths between the
outer voices (see the 10 marking below m. 100 and the
subsequent horizontal line)." As in the exposition, a one-

10 The following abbreviations are used in the presentation section
of Example 6:b.i. = basicidea; c.i. = contrasting idea; c.b.i. = com-
pound basic idea.

" The parallel tenths between the outer voices in mm. 100-108 (Ex-
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Example 6. Analysis of Mozart, Quintet in Eb Major for Piano and Winds, K. 452, IT, mm. 91-113.

and-a-half-measure fragment (mm. 100-101) is followed
by shorter fragments of a diminished-seventh chord and
its resolution (mm. 101-105). Two-chord units, each com-
prising a diminished-seventh chord and its resolution, oc-
cur frequently throughout the movement, thus forming a
motive likely well ingrained in the listener’s perception.
However, here, the rapid eighth-note alternation creates a
particularly fast harmonic rhythm that heightens tension.
Unlike the fragmentation in the exposition, which com-
prises only four such short fragments (mm. 28-30), eight
short fragments appear here, grouped into three sequen-
tial patterns (the third is truncated), forming three higher-
level fragments. The tension that intensifies throughout
the sequence culminates in the OTO (mm. 106-108). The
third truncated sequential pattern (mm. 105-106), like
its predecessors, opens with short fragments, each com-
mencing with a diminished-seventh chord. However, in
the second short fragment (at the beginning of m. 106),
the initial diminished-seventh chord fails to resolve and
instead ascends to a parallel diminished-seventh chord.
This is the first ascent in the OTO, which unfolds as a
chromatic ascending melodic sequence of nine parallel
diminished-seventh chords (notated with varying enhar-

ample 6) operate on three levels: (1) the foreground level, shown by
all soprano—-bass pairings in these measures; (2) a middleground-
level sequence in mm. 100-105, with one note per measure indi-
cated by quarter and eighth note durations (in the soprano: Gs—Ebs
inmm. 101102, F5-Dbs in mm. 103-104, Ebs in m. 105); and (3) alin-
ear progression in a deeper middleground level, indicated by quar-
ter notes and outer slurs (Gs in m. 101, Fs in m. 103, Ebs in m. 105,
Dbs in m. 108, Cs in m. 109).

monic spellings), constituting compressed fragmentation.
Inthe absence of a cadential trill or other rhetorical gesture,
the OTO functions as a distinctive marker signaling the ar-
rival of the ESC, the movement’s most structurally signifi-
cant cadence.

Hypermetric complexities further contribute to the in-
tensification process outlined above, shaping the listener’s
perception of the OTO. These are reflected in the three
analytical lines below the system: hypermeter 2 underlies
the harmonic rhythm in the presentation and corresponds
with the notated meter in the continuation, while vari-
ous tension-enhancing disturbances are revealed through
the metric groups & dynamics and hypermeter 1. The pre-
sentation, while relatively stable, already exhibits hyper-
metric nonconcurrence between the outer voices. Hyper-
meter 2—comprising two hypermeasures (1-2-3-4 and
1-2-3-4-5-6)—is supported by the bass, with harmonic
rhythm articulated mostly in two-measure units, and by
its parallelism with the two preceding hypermeasures (Ex-
ample 7, mm. 82-91). In contrast, hypermeter 1 (Exam-
ple 6)—consisting of two quadruple hypermeasures fol-
lowed by an additional measure in parentheses—is sup-
ported by the soprano and by the formal functions indi-
cated above the system." In the fragmentation section, the
steady rhythmic surface intensifies hypermetric ambigu-

12 Such hypermetric nonconcurrence between outer voices is an ac-
knowledged feature in Mozart’s style (see Kamien 1993). The two hy-
permetric interpretations in Example 6 can be related to metrical
preference rules that William Rothstein (1995, 172-173) adopts from
Fred Lerdahl and Ray Jackendoff (1983, 347—348). For larger levels of
meter (i.e., hypermeter), he singles out two such rules as especially
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Example 7. Analysis of P of Rots. 1 and 2 in Mozart, Quintet in Eb Major for Piano and Winds, K. 452, II, mm. 1-18 / 74-91.

ity. Hypermeter 2 in this passage outlines two quadruple pended, making it difficult to construct a larger-scale tem-

hypermeasures, aligning with the notated 3 meter. The no- poral orientation or to anticipate the resumption of more
tated meter is supported by nearly consistent one-measure regular phrase structure, an experience Ito associates with
slurs in the wind instruments during the sequential frag- ~ William Rothstein’s (1989, 42—43) metaphor of holding one’s

mentation (Example 5, mm. 101-105) and in the piano’s breath. Clarity is restored in m. 109 with the return of a sta-
left hand during the OTO (Example 5, mm. 106-108). In  ble§meter (shown in Example 6 under metric groups & dy-

contrast, metric groups & dynamics support the intensi- namics) and the reestablishment of quadruple hypermeter,
fied hypermeter (1-2-3,1-2-3,1-2...), shown in hyperme- as shown in hypermeter 1.
ter 1 (Example 6, mm. 101-106). The pairs of diminished- The impact of the OTO in the Eb-Major Quintet is re-

inforced by additional contextual factors within the move-
ment and beyond. First, the OTO’s rarity exceeds the
boundaries of the movement itself. It is the only instance
of nine parallel diminished-seventh chords across the en-
tire three-movement quintet, Mozart’s chamber music
repertoire, and conceivably his entire oeuvre. Moreover,
within the tonal repertoire of the common practice period,
melodic sequences of parallel diminished-seventh chords
occur more frequently in descending motion—as in the
Bach Gigue (Examples 3b and 4)—than in the ascending
motion heard here. The stylistic rarity of this OTO signif-
icantly contributes to its markedness, rendering it partic-
weighty: the rule of harmonic rhythm, according to which strong beats ularly striking for the informed listener. Second, although
in th'e meter tend to coincide with changes of harmony, here sup- unique in its occurrence, this OTO is nevertheless antici-
porting hypermeter 2, and the rule of congruence, favoring congru- pated by earlier material within the movement. The OTO,

ence between melodic groups and their metrical time spans (Roth- ) . C o
stein 2011, 97), here supporting the alignment of hypermeter 1 with which constitutes the final appearance of a diminished-

melodic groups in the soprano. seventh chord, is prepared by the first occurrence of paral-

seventh chords and their resolutions function as com-
pressed % measures, each pair forming a hyperbeat, with
forte accents on the second eighth note of mm. 101, 103,
and 105 operating as hypermetric downbeats. The OTO then
marks the peak of this tension: its uninterrupted succes-
sion of parallel chords, accompanied by a crescendo that
leads to nowhere, obscures the metric organization and in-
tensifies the sense of hypermetric disorientation. This can
be heard as a brief hypermetrical tunnel in John Paul Ito’s
(2013, 63) sense: hypermetric orientation is effectively sus-
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Example 8. OTO in Wagner, Die Feen. Piano Score of Act I, Finale, mm. 20-28.

lel diminished-seventh chords, as well as the material that
prefigures these chords. The P section, shown in Example 7,
is constructed as a compound period (this analysis is ap-
plicable to both the exposition and the recapitulation). Its
components closely parallel those of the compound sen-
tence in the recapitulation’s TR=-FS, discussed above: (1)
the compound period begins with a c.b.i., followed by se-
quential fragmentation; (2) in the consequent, the figura-
tion intensifies and extends the continuation in relation to
the c.b.i.; and (3) most notably, against the backdrop of a
crescendo concluding the fragmentation, the final fragment
signals the arrival at the cadence through two ascending
parallel diminished-seventh chords. This precedent and the
OTO are the only passages in the movement that feature
parallel diminished-seventh chords.

3. AN OTO AT A NARRATIVE HINGE

The next example shows how an OTO may functionas a
formal and structural marker within a textual and dramatic

context. A case in point appears in Richard Wagner’s debut
opera, Die Feen. In the first act, the mortal heir to the throne,
Arindal, resides in the fairy realm with the half-fairy Ada,
who has renounced her immortality for the sake of their life
together. Yet their union is bound by a taboo: Arindal must
never inquire into Ada’s origins. The fairies, seeking to end
the relationship, manipulate Arindal’s perception and emo-
tional state, ultimately provoking him to break this prohi-
bition. Consequently, he is cast out of the fairy realm into
a barren, desolate wilderness. Wandering in grief and un-
aware of the magical forces behind his exile, he is eventu-
ally found by friends who inform him of his father’s death
and persuade him to return to the troubled kingdom he
had abandoned eight years earlier. Left alone, Arindal falls
into an enchanted sleep at the outset of the act’s Finale—
a moment that marks a transition back to the realm of the
fairies, where Ada reappears, torn between her love for him
and the cost of her sacrifice.

Arindal’s transition from earthly reality back to the
realm of the fairies is depicted in Example 8, which
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presents the final six measures before he falls asleep, as
he sings, “O cruel one, farewell, farewell forever, I go to
fight for my homeland, and my only hope is death!” The text
“ziel ich fiir mein Vaterland” (I go to my homeland) in mm.
24-25, which refers to an earthly destination, is set toa con-
ventional minor-key deceptive cadence. Arindal sings the
local leading tone, Efy4, and resolves it to F4 (17-1). Imme-
diately afterward, the text “und meine Hoffnung ist allein
der Tod!” (and my only hope is death!), signifying a transi-
tion beyond mortal reality, culminates in a different minor-
key deceptive cadence, framed in mm. 26-28. This cadence
introduces Arindal’s unexpected falling asleep, resolving V7
to a minor submediant on the word “Tod!” (death!). The res-
olution is strikingly unconventional for a minor key. In this
progression, theleading tone, Bl is “resolved” to its enhar-
monic doppelganger, Cbs (§7-b1). In other words, the minor
VI does not include the tonic tone, 1, but, rather, the para-
doxical b1, which is the enharmonically reinterpreted lead-
ing tone after being “resolved into itself.” This deceptive
cadence is a distinct OTO. The sense of surprise generated
by the unconventional resolution is further heightened by
its contrast with the four preceding conventional resolu-
tions of the leading tone B to the tonic C (§7-1) in mm.
21-23: first in Arindal’s vocal line on the word “Leb'wohl”
(farewell), then three more times in the orchestra.

As with the OTO in the second movement of the
Mozart Eb-Major Quintet, the rarity of the OTO in Die Feen
is not confined to its formal context. It is the sole instance
of such a deceptive cadence, not only in the first act but
across the entire opera. It is fair to say that such an OTO is
extremely rare within the tonal repertoire of the common
practice period. This scarcity amplifies the OTO’s distinc-
tiveness, making it especially striking to listeners attuned
to its uncommon harmonic character.

Inessa Wagner-Rubinstein (2016, 21-25) contextual-
izes this exceptional deceptive cadence within Wagner’s
broader exploration of states of “betweenness” in his
operas—transitional states of consciousness such as falling
asleep, awakening, dreaming, and being under a spell. This
OTO highlights a harmonically adventurous gesture and,
simultaneously, functions as a structural hinge between
narrative realms: from earthly reality to magical space and
from waking life to enchanted suspension. In this dual
role—as musical anomaly and dramatic signpost—it func-
tions as a formal pivot within the opera’s narrative.

3 Frank Lehman (2014, 88—89) discusses this type of deceptive ca-
dence as a SLIDE-based dominant transformation in Franz Schu-
bert’s Fantasia for Piano Four Hands in F Minor, D. 940. Schubert
employs this progression to both enter and exit the development
section (mm. 63—-66 and 8992, respectively) in the sonata-form
“movement” opening the four combined quasi-symphonic move-
ments.
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4. ABSENCE AND OMISSION

The preceding discussion has examined two sources
of marked singularity: motivic deviation and parametric
extremity. Examples of deviation include altered intervals
within or between expected melodic figuration patterns, as
in Bacl's Prelude, and a change in expected melodic con-
tour, as in Bach’s Invention. Extremity-based cases emerge
within a tightly constrained motivic context, such as the
parallel diminished-seventh chords in Bach's Gigue, or
arise in more complex formal and textural settings, asin the
parallel diminished-seventh chords in Mozart's Eb-Major
Quintet or the exceptional deceptive cadence in Wagner’s
opera.

In addition to deviation and extremity, a third source
of marked singularity is absence or omission. This cate-
gory is less intuitive, as analysis typically focuses on what
is present rather than what is lacking. Nevertheless, the no-
tion of absence is not foreign to music theory. Schenkerian
theory, for example, incorporates implied tones and substitu-
tions, as well as the auxiliary cadence, in which the tonic is
absent at the beginning.'* Absence becomes perceptually
salient against a background of established expectations.
Much like a motivic deviation, it can stand out through
contrast with multiple repetitions—for instance, with the
omission of a pervasively recurring motive. Absence and
omission thus function within the context of a cognitive
principle that links seemingly unrelated phenomena, in-
cluding the suppression of a highly recurring motive; a
pause in the musical texture; or, in rotational designs, the
omission of arecurring theme from a single rotation. Inter-
estingly, similarities between extreme values—such as the
very long or the very high—may be more readily perceived
than the kinship between different types of absence.

The most salient absence is silence against a continu-
ous sonic surround. Such a general pause (GP) can function
asadisruption aimed at creating enhanced tension. For ex-
ample, in the Kyrie from Mozart’s Requiem in D Minor, K.
626 (Example 9), a deceptive V-vii®”/V progression—itself
an OTO analogous to the exceptional deceptive resolution
in Example 8—precedes a GP, which then resembles the
abrupt halt of a moving train. The GP, located in the ante-
penultimate measure, marks the sole absence of sound in
the entire movement, occurring after restless, continuous
fugal activity. Its dramatic effect draws the listener’s atten-
tion toward the concluding cadence that immediately fol-
lows. Such an acoustic silence, occurring after dense con-
trapuntal motion and a harmonically charged deceptive

4 Examples of analytic studies that foreground nonoccurrence as
structurally meaningful include Rothstein (1991) on implied tones
within a Schenkerian framework and Mirka (2012) on absent ca-
dences in Joseph Haydn's Symphony No. 64, analyzed through
eighteenth-century rhetorical and formal theory.
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Example 9. Choir from Mozart, Requiem in D Minor, K. 626, Kyrie, mm. 97-100.

resolution, is a perceptually saturated span: the withdrawal
of sound affords both the retrospective digestion of the pre-
ceding fugal process and a continuation in the listener’s
inner hearing that projects the imminent cadential goal
across the gap, rather than functioning as a neutral break
in the texture (Margulis 2007, 245-246, 252—253, 260)."

A suppressed note (Wagner 2004) is the absence of a spe-
cific pitch class (PC) from a passage.’® Naphtali Wagner
discusses pentatonicism in The Beatles’ songs and demon-
strates that it was obtained by leaving two “holes” in a
seven-note diatonic scale. He further conjectures that lis-
teners may be unaware of a missing PC, yet its (re)appear-
ance has a powerful effect and might attract special atten-
tion. Composers may heighten the effect using other pa-
rameters, for instance by placing the reintroduced PC on a
strong beat, repeating it continuously, associating it with a
significant word in sung music, or aligning it with a pitch
climax.

An OTO derived from a suppressed note in the first
movement of Ludwig van Beethoven's Piano Sonata in G
Major op. 14, no. 2, is shown in Example 10. At the end of the
development, the retransition concludes with a DPP. Here,
the twelve PCs are labeled with the integers 0-11, with G as
0. The DPP is divided into two overlapping sections: from
m. 107 to the onset of m. 115, and mm. 115-124 (framed in
Example 10). The first section features rapid scalar passages

15 Ellen T. Harris (2005) discusses silences at cadential locations un-
der the label pre-cadential silence, focusing on Handel; Elizabeth
Hellmuth Margulis (2007, 260) adopts this label for similar general
pauses and extends the discussion to their perceptual affordances
in a broader repertoire.

16 Similar theories were developed by James M. Baker (2003) and
Henry Burnett and Roy Nitzberg (2007).

that include all PCs except PC1 and PC1o. Out of the 158
onsets in this section, the tonic note G appears 30 times
(19%), more frequently than any other PC, including the
dominant D (26 times, 16%) and the leading tone Ff (23
times, 15%). Conversely, in the second section, Beethoven
suppresses G entirely while including all other PCs, each
labeled at its first appearance. Rather than weakening G’s
representation in working memory, its suppression makes
the absence itself perceptually salient and heightens the ex-
pectation for a tonic arrival. Its reappearance on the first
strong beat of the recapitulation (m. 125) therefore lands
with heightened force. Notably, this framed section is the
only formal unit in the movement where G is suppressed,
and itis the only extended dominant-function passage that
omits the local tonic note. As such, this is an OTO that ful-
fills a similar role to those previously discussed: highlight-
ing a structurally significant and formally pivotal moment.

5. OTO CONSTELLATIONS IN BACH’S C-MINOR
FUGUE

Bach's Fugue in C Minor, WTC I, BWV 847, incorpo-
rates several OTOs that signal arrivals at significant struc-
tural and formal points (Example 11; the OTOs are enclosed
in frames).” This final analysis serves as a summary in that
it includes previously identified OTO types and an addi-
tional OTO derived from the absence of a motive. The C-
Minor Fugue features a binary division based on motivic
criteria, consisting of the two almost equal sections A and

17 The OTOs discussed in this section were first brought to my at-
tention by Dalia Cohen.
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Example 10. Pitch-class analysis (0-11) of Beethoven, Piano Sonata No. 10 in G Major op. 14, no. 2, I, mm. 107-125.

B (14 and 14.5 measures, respectively), followed by a coda.™®

8 The binary division based on motivic criteria in the C-Minor
Fugue features inherent nonconcurrence with a ternary division
based on tonal criteria (as proposed in Schenker [1926] 1996, 33). The
symmetry between sections A and B arises not only from the con-
sistent alternation of theme entries and episodes (Ep) but also from
specific parallelism at their beginnings: comes—Ep1-dux—Ep2 (mm.
3-11) in section A is mirrored by comes—Ep1’ —dux—Ep2’ (mm. 15-24)
in section B. Among the fugues of the WTC, binary symmetry is a
feature of Book I, where it is found in six of its twenty-four fugues.
The E-Minor Fugue is the most symmetrical (mm. 1-19 versus mm.
20-38): every unit in its first section is balanced by a corresponding
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In addition, the Fugue exhibits remarkable thematic unity,
achieved by the episodes’ maximal adherence to the the-
matic material of the subject and two countersubjects (CS1

unit in the second section (the overall equilibrium is broken by the
coda, mm. 39—42). Prominent symmetry exists in the Fugues in C
Minor (detailed in this article) and B Major (mm. 1-18 versus mm.
18-33). The D-Minor Fugue features symmetry between the second
halves of its two sections (mm. 10—21 versus mm. 31-43). Weaker
symmetry is featured in the Fugues in Eb Major (mm. 3—12 versus
mm. 26-35) and Cf Major (symmetry between beginning and end-
ing: mm. 1-12 versus mm. 42-53).
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Example 12. Main motive at the beginning of episode in Bach, Fugue in C Minor, WTC I, BWV 847.

and CS2), and by the near-exhaustive use of triple counter-
point, as evidenced by the inclusion of five of the six pos-
sible permutations of triple counterpoint.” Consequently,
the Fugue’s main motive—marked as x in Example 11—is
persistently present. In the expositions, this motive opens
the subject and recurs twice with altered contour (e.g., mm.
11-13, soprano: x—x'—x); it then reappears in immediate
succession at the conclusion of CS2 (e.g., mm. 12—13, mid-
dle voice: x). Within the episodes, x frequently undergoes
sequential patterning, as in the upper voices of mm. 9-11.
Toward the end of section B, Bach employs two OTOs
of the types discussed above to signal the approach of the
PAC at m. 29 (Example 11). The first OTO is the sequence

19 The realization of five out of the six possible permutations is
considered extensive. Harrison (1988) analyzed two rare cases of
all six possible permutations in Bach's triple counterpoint pieces:
the fugue-like D-Major Sinfonia for Clavier, BWV 789, and the F§-
Major Fugue, WTC I1, BWV 882. The latter is not a triple counter-
point of subject and countersubjects, but rather of a non-thematic
short unit appearing in episodes 1 and 3.
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of x"—a newly altered pitch contour of the main motive—
appearing in mm. 25-26 and concluding the fifth episode.
Example 12 illustrates this deviation. The main motive that
opens the fugue’s subject (Example 12a) is constructed from
alower neighbor pattern followed by a descending leap and
an ascending step. This patterning recurs at the beginning
of each subject entry and is consistently maintained in the
episodic melodies (Example 12b-f), except for the last one
(Example 129). Here, the descending leap is followed by a
descending rather than an ascending step, as indicated by
the gray circle. Bach shifted this altered motive upward
twice, thus creating a three-pattern sequence. Five factors
highlight the deviation from the main motive’s standard
contour and contribute to the tension it creates. First, the
melody in Example 12g is the only one in which the opening
main motive starts with D, whereas all other melodies (Ex-
ample 12b—f{) start with chord tones of the tonic triad: C, Eb,
or G. Second, only Example 12g begins with a lower neigh-
bor pattern at the interval of a major second rather than a
minor second. Third, the deviation in Example 12g occurs
on the motive’s last note, thereby increasing the listener’s
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sense of surprise. Fourth, the altered contour increases ten-
sion by eliminating the compensatory ascending step that
typically follows a descending leap. And fifth, the polyphony
is almost suspended in the first half of m. 25 due to the long
pause in the lower voice and the brief pause in the inner
voice (see Example 11).2°

The subsequent OTO in the C-Minor Fugue immedi-
ately precedes the cadence, with all three voices pausing
simultaneously for one eighth note in m. 27 (Example 11).
This is the only instance in the fugue where sound is ab-
sent. A GP is a rarity in the fugues of the WTC, appear-
ing in only four other fugues;* this infrequency enhances
the element of surprise for the informed listener. Although
GPs are inherently salient, particularly when functioning
as OTOs, the brevity of the silence here reduces its percep-
tual prominence. As in the GP near the end of the double
fugue in Mozart’s Requiem (Example 9), this sudden halt in
sound may likewise evoke the image of pulling the emer-
gency brake of a train. However, unlike that example, here
in the C-Minor Fugue, the momentum persists into the ca-
dential passage in the following measure, which liquidates
the thematic material and culminates in a structural PAC
and an exceptional coda.?

The two OTOsjointly articulate the momentum toward
the cadence in the C-Minor Fugue. The first OTO (Exam-
ple 11, mm. 25-26) sets the stage for the cadence, and the
following subject in the bass (mm. 26-28) delays it, increas-

20 Interestingly, Bach's fugue-like D-Major Sinfonia for Clavier,
BWYV 789, which also features triple counterpoint, interchanges
the relationship between the regular and altered motives in the C-
Minor Fugue: the Fugue’s altered motive (x”) is similar to the Sinfo-
nia’s regular motive, and vice versa. The main motives of the Fugue
and the Sinfonia share the same rhythm but differ slightly in con-
tour: in the Sinfonia, the first three notes move in ascending steps
rather than outlining a lower neighbor pattern, and after the down-
ward leap, the final two notes feature a descending rather than an
ascending step. This patterning governs the Sinfonia; Bach deviates
from it three times in an “episode” by altering the motive’s ending
to an ascending step (lower voice in mm. 15-16 and m. 17; middle
voice in m. 18).

21 GPs appear in four other fugues of the WIC: in WTIC I, the A-
Minor Fugue (mm. 80 and 82); and in WTC II, the E-Minor Fugue
(m. 70), G-Minor Fugue (mm. 73-74 and 78-79), and Ab-Major
Fugue (m. 46).

22 This is the only coda in the forty-eight fugues of the WTC featur-
ing a subject entry and a quasi-monodic texture. A subject entry in
a coda is stylistically rare. Additionally, throughout this fugue, we
have become accustomed to hearing the subject with two other in-
dependent voices simultaneously; however, here the independence
of the lower voices is drastically reduced, and the subject sounds al-
most naked in the upper voice. Only two other fugues in WICI have
the subject in the coda over a pedal point (WTC II has none): the
C-Major Fugue (mm. 24-26) and the A-Minor Fugue (mm. 83-87,
with four incomplete entries, two of which are inverted). In these
two fugues the polyphony is kept in the coda’s upper voices, in con-
trast to what occurs in the C-Minor Fugue.

ing the listener’s anticipation. Since the bass cannot simul-
taneously carry the subject and function as cadential, the
interruption caused by the second OTO (GP) becomes nec-
essary, allowing the bass to take a breath before resuming
its role as cadential foundation.

Bach uses OTOs to signal not only the end of sec-
tion B but also the end of section A. The final episode
of section A (Example 11, mm. 13-15) constitutes an OTO
due to the absence of the main motive (x, x’, or x). The
suppression of the highly recurring motive across an en-
tire episode stands out against its repetition throughout
the entire fugue. While listeners may not initially notice
the motive’s absence, its reappearance at the next sub-
ject entry (m. 15, middle voice) draws attention and retro-
spectively highlights the omission. Although this episode
omits the subject motive, the soprano inverts the bass of
mm. 9—11—material that derives from CS1’s opening (m. 11,
lower voice)—thereby preserving motivic continuity with
the countersubject. The texture of this episode also quali-
fies as an OTO, as it features a rhythmically uniform tex-
ture with parallel thirds in the lower voices, thus deviating
from the fugue’s characteristic polyphonic texture. The two
ascending scale passages in the upper voice lead to an OTO
resulting from extremity: Cg, the fugue’s pitch climax in m.
15. This climax is located precisely at the boundary between
the two sections of the thematic binary design. Placing a
pitch climax in the exact middle is a rare compositional
treatment of an already rare stimulus. Despite its inher-
ent straightforward salience, the pitch climax has a weak
structural status, as it is supported by a six-three apparent
tonic.?

CONCLUSION

This study demonstrates that OTOs can play a vital role
as structural and formal markers within diverse musical
works drawn from the common practice period. Far from
being incidental anomalies, OTOs—including deviations
in motivic contour, exceptional harmonic progressions, ex-
treme pitch events, and strategic absences—function as
perceptually prominent signposts that highlight formal
boundaries, cadential moments, and narrative transitions.
OTOs may result from compositional strategies that ma-
nipulate presence and absence, illuminating musical ele-
ments that would otherwise remain implicit or taken for
granted.

The rarity and uniqueness of OTOs amplify their per-
ceptual impact, contributing to the listener’s experience of

23 This chord is the sixth of III°~¢ (III being the entry in Eb major,
mm. 11-13), and it is reinterpreted as iv® in G minor.
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formal clarity and expressive intensity. As such, they de-
serve systematic consideration alongside more established
analytical categories that address types of repetition. Inte-
grating OTOs into structural, formal, and motivic analyses
enriches our understanding of musical organization as a
dynamic interplay between expectation and surprise.

Future research might explore how OTOs function
in repertoires beyond the Western tonal tradition, where
compositional strategies and listener expectations may
vary significantly. For example, in post-tonal practice—
from minimalist saturation of repetition to deliberate
avoidance of recurrence—single breaches can likewise op-
erate as salient formal markers. Mapping where such sin-
gularities articulate points of closure, sectional bound-
aries, or narrative pivots would test the broader applica-
bility of this framework. Additionally, empirical studies of
OTO perception could elucidate how listeners experience
the affective and cognitive effects of these unique occur-
rences. Ultimately, integrating deviation, extremity, and
omission as sources of marked singularity broadens the
scope of formal analysis and clarifies how singular events
articulate form and guide listening.
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SERGEI TANEEV’S PLACE IN THE RUSSIAN
FUNCTIONAL HARMONY TRADITION

BY JEFFREY SCOTT YUNEK

Abstract. The progression of Hugo Riemann’s functional harmonic theories in
Russia is consistently described as going from the proto-functional theories in Niko-
lai Rimsky-Korsakov’s textbook in 1885 to a full embrace of Riemann's functional ideas
by Georgy Catoire in his 1924 textbook. My research attempts to fill in this forty-year
gap by establishing that Sergei Taneev—the lead music theorist at the Moscow Con-
servatory before Catoire—was teaching functional elements seen in both Rimsky and
Riemann. To do so, I explore functional elements in Taneev’s theory of unifying tonal-
ity, as well as statements from his own diaries and from his students that document
his engagement with Riemann’s texts. I conclude that Taneev was the first major fig-
ure to teach elements of functional analysis at the Moscow Conservatory and that Ta-
neev serves as a significant intermediary figure between the proto-functional ideas
of Rimsky and the full embrace of Riemann by Catoire.

KEYWORDS AND PHRASES: Sergei Taneev; functional theory; modulation; Russian mu-

sic theory; Hugo Riemann.

INTRODUCTION

VERY SCHOLAR who has researched the arrival of Rie-
mannian functional analysis in Russia has noted that

it is one of the most impactful and resonant theories in
the history of Russian music theory (Boyarkina 2017; Car-
penter 1983; Ewell 2020a; Starostin 2010, 2013). The pro-
gression of Hugo Riemann’s theories in Russia is consis-
tently described as going from the proto-functional the-
ories in Nikolai Rimsky-Korsakov’s 1885 textbook to a full
embrace of Riemann’s functional ideas by Georgy Catoire
in his 1924 textbook (Carpenter 1988, 577; Ewell 2020a, 62;
Starostin 2010, 49). This conception has a nearly forty-year
gap, which is surprising given that Riemann’s Vereinfachte
Harmonielehre (1893) was translated into Russian in 1901
(along with many of Riemann's other writings; see Boyark-
ina 2017). This lacuna raises the question: Were any promi-
nent Russian music theorists studying and teaching func-
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tional analysis in this over twenty-year gap between Rie-
mann’s translations into Russian and the publication of
Catoire’s textbook?

An obvious person to look at is Sergei Taneev. Accord-
ing to a recent article by Ivan Starostin (2013, 22-23), Ta-
neev was the main theoretical force at the Moscow Con-
servatory before Catoire. Taneev spent nearly thirty years
teaching music theory at the conservatory before Catoire,
became director of the conservatory at twenty-five, and was
the beloved teacher of many famous Russian composers
and theorists including Alexander Scriabin, Sergei Rach-
maninoff, Reinhold Gliére, and Boleslav Yavorsky (Brown
2001). Accordingly, there are multiple Russian books and
articles dedicated to Taneev’s teaching at the Moscow Con-
servatory (Starostin 2013, 2018; Korabel'nikova 1974; Pro-
topopov 1947; Yavorsky 1987, 241-348). This admiration
of Taneev is echoed by Western scholars such as Philip
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Ewell, who writes, “Taneev, through his pedagogical activ-
ities, had a greater impact in late nineteenth- and early
twentieth-century Russia than anyone else” (2019, [3.11]).
Similarly, Gordon McQuere writes, “Taneev was at that
time the dominant music theorist in Moscow and perhaps
in all of Russia” (1983, 160n5). Furthermore, Taneev was
connected to all the earliest figures in the Russian func-
tional harmony tradition, including Rimsky, Catoire, and
Yoel Engel, the main translator of Riemann’s writings in
Russia (Boyarkina 2017).

Despite these connections, most Russian and Western
scholars do not associate Taneev with functional analysis.
To be explored in depth later, many of the Russian scholars
who specifically study Taneev’s teaching of harmony never
mention Taneev’s teaching of function or Riemann in gen-
eral (Korabel'nikova 1974; Fedorovna 2017; Starostin 2010,
2013, 2018). Instead, most scholars focus on Taneev’s teach-
ing of counterpoint (Segall 2014; Desbruslais 2015; Lukina
2020). However, Taneev himself explicitly refers to func-
tional harmony in multiple places, including in his strict
counterpoint book, in which he writes,

In the free style the use of intervals is entirely different
from that in the strict, and varies according to the har-
monic context. At times their use is in agreement with
the strict style, at other there is more or less departure,

finally all connection with the strict style is broken, as
harmonic function takes control. (1962, 299)

Taneev’s engagement with functional theory is further sup-
ported by references to harmonic function by Taneev’s close
friend, Georgy Conus, who recounts the following about
Taneev’s instruction of Scriabin: “Young Scriabin com-
posed the D-major Prelude Op. 11 in order to prove to his
current (or former) harmony teacher that the forbidden
progression of D-S is legitimate” (Mazel’ 1978, 323).

Correspondingly, there are some Russian and West-
ern scholars who connect Riemann’s harmonic ideas to Ta-
neev’s unpublished theory of unifying tonality. This theory
was developed by Taneev from 1898 to 1912, which lies be-
tween the harmony textbooks of Rimsky ([1885] 2014) and
Catoire (1924). In this theory, Taneev explicitly uses parallel
and relative relationships to extend harmonic function and
stresses the importance of subdominant- and dominant-
function harmony in establishing tonic. As [ will show later,
however, these references to Riemannian elements in the
secondary literature either simply note correlations (Car-
penter 1988, 442) or lack supporting evidence showing Ta-
neev’s engagement with Riemann’s ideas (Arzamanov 1984;
Zenkin 2022, 72).

In this paper, I strengthen the minority opinion that
Taneev was the first major figure to teach elements of func-
tional analysis at the Moscow Conservatory by expand-
ing on current observations of Riemannian elements in
Taneev’s theory of unifying tonality, exploring Taneev’s

professional and theoretical connections to Rimsky and
his proto-functional ideas, and exploring Taneev’s engage-
ment with Riemann’s writings on functional harmony.
Building on Ellon Carpenter’s (1988, 442) and Fedor Arza-
manov’s (1984, 50) observations, I will show the Riemann-
like elements in Taneev’s analyses of unifying tonalities
and connect them to Taneev’s comments on the impor-
tance of tonic, subdominant, and dominant function in his
writings (Taneev 1952, 246). Next, I will establish Rimsky’s
status as a proto-functional figure in the literature (Car-
penter 1988, 577; Ewell 2020a, 61-62; Starostin 2010, 29),
Taneev’s professional relationship with Rimsky (Taneev
1952, 28-50), and how Taneev’s teaching reflected Rimsky’s
proto-functional ideas. Finally, I will show that Taneev pos-
sessed, studied, and taught Riemann’s harmonic theories,
and I will show how the key relationships in Taneev’s theory
of unifying tonality closely correlate with the modulation
tables in Riemann’s Systematische Modulationslehre als Grund-
lage der musikalischen Formenlehre (henceforth Systematic The-
ory of Modulation, translated by Engel in 1898) in both con-
tent and theoretical reasoning. These new claims draw on
two sources that are not often discussed in the literature:
(1) Taneev’s diaries, which relay that he possessed many
of Riemann’s writings and attended presentations on Rie-
mann's harmonic system by Engel (Taneev 1981, 1982, 1985),
and (2) Yavorsky’s “Reminiscences of Sergei Ivanovich Ta-
neev,” which establishes that Taneev was distinct in his ac-
ceptance of Riemann at the conservatory, both in his use
of Riemann’s textbooks and endorsement of Riemann’s in-
versional conception of minor (Yavorsky 1987, 241-348)." As
a result of these findings, I conclude that Taneev was the
first major figure to teach elements of functional analysis at
the Moscow Conservatory and that he serves as an interme-
diary figure between the proto-functional ideas of Rimsky
and the full embrace of Riemann by Catoire.

1. CURRENT LITERATURE ON TANEEV’S
RELATION TO RIEMANN

Although they acknowledge the significance of Ta-
neev’s teaching before Catoire, the primary Western schol-
ars on Russian functional analysis have only explored how
Rimsky’s proto-functional theories proceeded to Catoire’s
adoption of Riemann's ideas. As recently as 2020, Ewell
writes,

Rimsky-Korsakov’s Harmony Textbook was the first to
group together families of chords based on common-

tone relationship, which he did eight years before Rie-
mann. Catoire’s Theoretical Course of Harmony was the

! Since all the dates in the letters and diaries are originally written
according to the Julian calendar, I have preserved the Julian calen-
dar throughout to ensure that dates referenced in the diaries and
letters correspond to the dates they were created.
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first to use the Riemannian designations T, D, and S in
conjunction with harmonic analysis. (2020a, 61-62)

This echoes earlier statements made by Carpenter:

Incipient functionalism in harmony had already
entered Russian music theory through Rimsky-
Korsakov’s textbook, and thus Russian theorists were
congenial to its acceptance. Catoire, though, was the
first Russian theorist to adapt Riemann’s approach to
a practical, pedagogical use, and to publish textbooks
based on it. (1988, 577)

Both of these scholars were well aware of Taneev’s peda-
gogy and the progression of functional harmony in Russia.
Carpenter is the main Western resource on Taneev’s the-
ory of unifying tonality (1983, 265-273), whereas Ewell re-
cently discussed Taneev’s teaching of Yavorsky (Ewell 2019,
[3.11]-[4.8]) and Yavorsky’s exposure to Riemann (Ewell
2019, [9.4]; 2020b). Despite Carpenter’s (1988) claims that
functionalism flowed from Rimsky to Catoire, she does
note that Taneev’s juxtaposition of subdominant and dom-
inantin his (soon to be explored) theory of unifying tonality
“may be related to” (442) the dualistic approaches of Moritz
Hauptmann and Riemann.* As I suggest later, this simi-
larity is more than coincidental and likely ties to Taneev’s
study of Riemann's functional writings.

This Rimsky—Catoire link in Western scholarship re-
flects most Russian accounts, including scholars who also
studied Taneev’s teaching at the conservatory. For instance,
Starostin’s recent article on the history of harmonic in-
struction at the Moscow Conservatory states,

However, the general idea of the Theoretical Course—that
is, the functional system of classical harmony—has a
dual origin. Initially, it was adopted by Catoire (as
a methodological principle) from his St. Petersburg
teachers—Rimsky-Korsakov and Lyadov [...] and was

subsequently developed by taking into account Rie-
mann's theory.? (2010, 49)

Not only does Starostin reaffirm that the functional ideas of
Rimsky flowed to Catoire, but he goes on to state that this
is in opposition to what occurred during Taneev’s tenure:
“However, we must not forget that representatives of the
Taneev tradition (as well as Lyadov’s) chose very different
paths in creativity, scholarship, and pedagogy” (50). Ac-
cordingly, Taneev is not mentioned as a teacher of func-
tional analysis in most of the Russian writings on Taneev’s
teaching, including Lyudmila Korabel'nikova's S.I. Taneev
at the Moscow Conservatory (1974), Leonid Sabaneev’s Re-
membrances of Taneev (2003), Protopopov’s Memories of Sergei

% Carpenter’s comment is limited to a single sentence, and she does
not discuss Riemann again for another two chapters (1988, 520).

3 All translations throughout the paper are my own unless they
come from preexisting translations of entire works (e.g., G. Ackley
Brower’s translation of Taneev’s Convertible Counterpoint in the Strict
Style [Taneev 1962]).
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Ivanovich Taneev (1947), and Starostin’s other writings (2013,
2018).

Although there are some Russian scholars that claim
a Riemannian influence on Taneev, they never substantiate
their claims by showing Taneev’s access to (or interest in)
Riemann nor any detailed correlations between Taneev’s
analyses and Riemannian theory. The boldest claim is by
Konstantin Zenkin, who states Taneev “considered himself
a Riemannian” (2022, 72). However, the entire paragraph
housing this claim lacks any citation. The closest citation
comes in the following paragraph, which cites Starostin’s
2018 article on Taneev’s teaching of harmony.* However,
this source only mentions Taneev’s focus on the “func-
tional T, D, and S triads” and never mentions Riemann
(Starostin 2018, 6). Given Starostin’s recently mentioned
claim that the Taneev school taught differently than Rim-
sky and Catoire, it is hard to claim that Starostin’s singular
reference to T, D, and S meant to convey that Taneev em-
ployed Riemannian functional analysis—especially since
this article never mentions Riemann. The other Russian
scholar claiming a Riemannian influence is the main Rus-
sian source on Taneev’s theory of unifying tonality, Arza-
manov, who writes, “Taneev used the valuable tenets of
Riemannian functional teaching in many aspects of this
theory [of unified modulatory plans]” (1984, 50). However,
the remainder of his discussion of modulatory plans never
mentions Riemann again. Furthermore, none of Arza-
manov’s examples feature any distinctive Riemannian no-
tation (e.g., Sp or ¥). More broadly, distinctive Riemannian
notation is not found in any of the other primary or sec-
ondary sources featuring Taneev’s analyses of unified mod-
ulatory plans (Belyaev 1927; Carpenter 1983; 1988; Taneev
1952).

In the following sections, I plan to overturn the broad
consensus that Taneev did not incorporate Riemannian
analysis into his teaching at the Moscow Conservatory.
First, I build on previous discussions of Taneev’s theory
of unifying tonality to show how it reflects two major el-
ements of Riemannian functional analysis: (1) the impor-
tance of both subdominant and dominant in harmonic pro-
gressions and (2) assigning chords function based on sim-
ilar pitch-class content (Lill 2024, 8-16). I then explore Ta-
neev’s connection to two of the earliest figures in the Rus-
sian functional harmony tradition: Rimsky and Riemann
(via Russian translations of the latter’s works).>

4 Zenkin inadvertently cites a different Starostin article (2010), but
the inclusive pages and content match Starostin’s 2018 article.

5 As shown by Ellen Bakulina (2020), the writers of the “Brigade”
textbook are significant figures in the later standardization of Rus-
sian Riemannian analysis. Although Starostin notes a connection
between the teaching of Taneev’s theory of modulatory plans and
the “Brigade” textbook (2013, 14), a full examination of these links is
outside the scope of this article.
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A) Beethoven’s Op. 10, No. 3, mm. 17-25.
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Example1. Correlation of Beethoven's op. 10, no. 3, I1I, mm. 17-25 to Taneev’s reduction.

2. RIEMANNIAN ELEMENTS IN TANEEV’S
UNIFYING TONALITY

The main sources that overview Taneev’s theory of
unifying tonality are Arzamanov (1984) and Carpenter
(1983; 1988, 428—443). In turn, their explorations of Ta-
neev’s theory are primarily based on his letters to Nikolai
Amani and Alexi Stanchinsky (Taneev 1952, 219-249) and
Viktor Belyaev’s secondhand account of Taneev’s twelve-
page notebook containing his analyses of Ludwig van
Beethover's piano sonatas (Belyaev 1927). As the name sug-
gests, the main element of the theory is that all keys are re-
lated to a unifying tonality. In this theory, related keys are
defined as being either a diatonic triad or a commonly used
chromatic chord within that unifying key.® These relation-
ships are primarily shown through harmonic reductions.
One of the clearest examples is his analysis of Beethoven’s
op. 10, no. 3, II1, mm. 17-25 (Example 1), which reduces the
score to a four-voice chorale.” Underneath the score, Ta-
neev lists the tonicized keys with capital and lowercase let-
ters to distinguish major and minor, respectively, with note
names in the Germanic system (e.g., h = B minor). Each
key is typically associated with two chords that are brack-
eted together: the first is the applied dominant and the sec-
ond is the tonicized triad.® Belyaev describes how Taneev’s
analysis shows the unity amongst these keys: “[Example 1]
demonstrates the dominant key playing the role of a unify-
ing tonality. Here we have the keys of B minor, E major, and

¢ I will later show how this definition reflects Riemann’s correlation
of key relationships and extended cadences in his Systematic Theory
of Modulation, trans. Engel (1898).

7 Taneev’s reduction of Beethoven's op. 10, no. 3, I1I (Example 1) nor-
malizes the bass register and largely ignores the right hand.

8 The only common exception is the opening chord, which is often
the main key of the movement (as seen in Example 2).

A major as representatives of I1, V, and I in the key of A ma-
jor, which is the dominant of the main key” (1927, 198-199).
Accordingly, B minor, E major, and A major are part of a
ii-V-1 progression of the unifying tonality of A major (the
dominant of the home key of D major).’

However, it is important to note that most of the
keys referenced by Taneev are not what modern scholars
would call modulations because they are often just reso-
lutions of applied dominants. Looking at the previous ex-
ample, B minor and E major occur within a falling fifths
sequence featuring their applied dominants and fall well
short of being considered strong subsidiary keys reinforced
by perfect authentic cadences. Similarly, Taneev’s analysis
of Beethoven's op. 10, no. 3, II, mm. 34—43 features another
example of applied chords, diminished-seventh chords in
this case, resolving to major or minor triads (Example 2).°

The second type of example Taneev employs is a line
graph, which underscores that a modulatory plan should
tonicize both subdominant- and dominant-side keys be-
fore returning to tonic. From Taneev’s archives, Arzamanov
shows a graph that Taneev provided to his form students as
a general outline for a modulatory plan for a development
section in a C-major sonata (Example 3)."

As Arzamanov notes, Taneev displays the unifying
tonality with a solid horizontal line in the middle and
the progression of tonicizations with a dashed line. The

° The subsequent arrow to “D” refers to the last clause in Taneev’s
quote that A major is the dominant of D major (Belyaev 1927, 202).
Taneev’s diagrams consistently use arrows to show dominant to
tonic relationships (see Belyaev 1927, exx. 5, 8, 11, 15, 16, 18, and 19.)
1© Translation of Russian in Example 2: “Unifying tonality is D mi-
nor,” and “A [major] equals the dominant of D minor.” Note that the
use of an apostrophe instead of a hard sign (s) is original to Belyaev.
I Translation of Russian in Example 3: “Tonic” is in parentheses
above “reprise,” signaling the recapitulation following this devel-
opment section.
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Example 2. Taneev’s reduction of Beethoven's op. 10, no. 3, I, mm. 34—43 (Belyaev 1927, 198, ex. 13).
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Example 3. Taneev’s generic modulatory plan for a sonata development (Arzamanov 1984, 64).

vertical placement of the given tonicizations roughly
aligns with their associated key signatures—with relatively
sharp-/dominant-side tonalities placed higher and flat-
/subdominant-side tonalities placed lower.” Although the
middle keys are unannotated, Taneev specifies the three
major functions at the end with (s), (D), and (tonika) and
maps those designations on to their associated keys of F
major and F minor, G major, and C major.

Accordingly, this graph appears to employ Riemann-
like T, D, and S symbols to refer to chords with their corre-
sponding functions and illustrates the importance of toni-
cizing subdominant- and dominant-function keys before
proceeding to tonic. This resonance with functional anal-
ysis is supported by Carpenter, who notes,

Taneev clearly depicts the interaction between the
dominant and subdominant “spheres” in the devel-
opment section, which culminates in their juxtaposi-
tion and the aspiration towards tonic. Taneev’s “dual-

istic” approach may be related to similar approaches by
Hauptmann and Riemann. (1988, 442)

More importantly, Taneev himself highlights the impor-
tance of tonic, dominant, and subdominant function in
modulatory plans in his letter to Stanchinsky, writing,

The prepared tonality acquires the greatest stability
when it is surrounded by keys on both sides: the side
of the subdominant and the side of the dominant, just
as in a sequence of chords where the central (tonic)
chord is a triad thatis preceded by its subdominant and
dominant. In this case, the prepared tonality serves the

12 T use the term “roughly” since these line graph are not very pre-
cise. For instance, his prototypical line graph for developments (Ex-
ample 3, see Arzamanov 1984, 64) features two explicit instances of
G major, but the height of the last instance is almost twice as far
from the center line as the first.
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goal of the preceding movement of the harmony. [...]
All these harmonic functions (funktsii garmonii) intro-
duce life, unity, organic coherence, and meaning into
a composition and are inseparably connected with the
tonal system and cease to operate in its absence. (Ta-
neev 1952, 246)

Furthermore, I suggest that Taneev’s line graphs con-
sistently highlight Riemann-like functional equivalencies
through parallel and relative relationships. Taneev consis-
tently refers to parallel relationships as odnoimennogo (i.e.,
of the same name) and relative relationships as the German
cognate parallelnogo throughout both his letters to Amani
and Stanchinsky (Taneev 1952, 219—249) and the footnotes
of his Beethoven analyses relayed by Belyaev (1927). Look-
ing at the previous line graph (Example 3), Taneev equates
the parallel subdominant keys of F major and F minor even
though their different key signatures would suggest dif-
ferent placements on the line graph. Accordingly, parallel
keys are also placed on the same plane in his other line
graphs, such as in his analysis of the development section
in Beethoven, op. 13, I (Example 4).

Taneev also places the relative keys of E minor and G
major on the same plane in the dominant sphere, which
suggests that they both serve dominant function. In fact,
in his letter to Stanchinsky, Taneev explicitly states that E
minor is able to serve as a dominant in the key of C major
because of its relative relationship to G major (Taneev 1952,
247). In this letter, Taneev comments on the tonicizations
in Stanchinsky’s Fugue no. 1:

fH
7 — ) T
b (e} (o3
12 re3 <3
<3 (eTel
— — O

| Cpenusis yacThb |

3-s yacTh

In this instance, the first harmony [i.e., E minor] is on
the dominant side (relative to G major), whereas the
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Parallel Relat
elative
[1 sharp] g\ [+ > G
[0 flats] 1(8)—— -~ o~
[1 flat] g PN
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Example 4. Taneev’s line graph of Beethoven’s op. 13, I, with added Riemannian relationships in color (Arzamanov 1984, 65).

Table1. Key relationships in Taneev’s twelve-page notebook on modulatory plans (Belyaev 1927) with an additional example (*) from
Arzamanov (1984, 61).13

other three belong to the subdominant group. (1952,
247)

My research also finds that Taneev’s requirement for
tonicizations of both subdominant and dominant seen in
the line graphs carry over to Taneev’s harmonic reductions.
Looking back, there are tonicizations of both subdominant
and dominant keys in both of the previous reductions (Ex-
amples 1 and 2) and in Taneev’s analysis of Stanchisky’s
fugue. In total, roughly 68% of Taneev’s reductions seen in
Belyaev (1927) and Arzamanov (1984, 61) feature toniciza-
tions of both subdominant and dominant keys (Table 1). In
the table below, I show all the keys tonicized in Taneev’s ex-
amples from Belyaev and Arzamanov as roman numerals
and indicate whether the example features both subdomi-
nant and dominant keys. I treat VI in minor as a subdom-
inant and iii in major as a dominant because of their re-
spectively flat and sharp key signatures. This practice fol-

B For clarity, I only show the keys related to the overall unifying
tonality. Three examples (Belyaev’s examples 2 and 6 and the Arza-
manov example) feature Taneev’s concept of a unifying tonality of
a higher order. For more on this concept, read Carpenter (1983,
269-271), Belyaev (1927, 195-196), and Arzamanov (1984, 56—62).

Major Excerpts Minor Excerpts
Ex. | Key | RNs S&D? Ex. | Key | RNs S&D?
2) A VIVI Yes 1) Fm IIIiVIivV Yes
4) A IbVII No 3) Am | IllivV No
5) A IVHIIVI Yes 6) Cm | VIV Yes
10) | Eb vIViv Yes 7) Am | IIIivV Yes
14) | A HVIIV Yes 8) Cm | ivVIiViviV | Yes
16) D IIVvibVIV | Yes 9) Cm vV Yes
19) | E IIVDHIIL No 11) Cm | Ilivi No
20) | C i iii Yes 12) | Am ivIIli No
21) | Eb Lii No 13) | Dm | IIIivV Yes
15) | Dm | VIivbIIIIIV | Yes
17) | Dm | ivVIbIII No
18) | Abm | iVIV Yes
Gm | VIiviV Yes

lows Carpenter (1988, 442) who states that the line graphs
depict flat and sharp keys as existing in subdominant and
dominant zones, respectively.

If tonicizing both subdominant- and dominant-
function harmonies is a significant element in most
reductions, what is the significance of the other 32% of the
reductions? I suggest these remaining reductions may be
meant to illustrate the importance of function-preseving
relationships because they all feature relative, parallel, and
leittonweschel key relationships, save for example 21 (from
Table 1).* For instance, Taneev’s analysis of Beethoven’s
op. 2, no. 2, IV, mm. 66-74 does not feature a clear
subdominant-function chord but features consecutive
relative and parallel relationships (Example 5).%

In another example, Taneev refers to the substitution of
F major for A minor in his analysis of op. 2, no. 2, IV, mm.
139-148 (Example 6)—which suggests a leittonwechsel rela-
tionship.'® Belyaev relays a footnote by Taneev which states,

14 Belyaev explains that example 21 is Taneev’s example of a direct
juxtaposition of keys without a modulation (1927, 201).

'S Translation of Russian in Example 5: “The unifying tonality = the
main tonality (= A minor).”

16 Translation of Russian in Example 6: “Exchange of dominants
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Examples. Taneev’s reduction of Beethoven’s op. 2, no. 2, IV, mm. 66-74 (Belyaev 1927, 195, ex. 3) with annotations by the author in

color.
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Example 6. Taneev’s reduction of Beethoven’s op. 2, no. 2, IV,
mm. 139-148 with added Riemannian annotations in color
(Belyaev 1927, 195, ex. 4).

“Taneev explained this as a relationship of the latter har-
mony (F major) with A minor, the parallel of the main tonal-
ity” (Belyaev 1927, 195). Accordingly, F major is related to A
minor via a leittonwechsel. Because this excerpt does not ac-
tually feature the A-minor tonicization mentioned by Ta-
neev, it appears that he is suggesting an elided leittonwech-
sel-parallel relationship, in which the leittonwechsel relates F
major to the elided A minor and the parallel relationship re-
lates the elided A minor back to the main tonic of A major.

This A major—(A minor)-F major relationship is repli-
cated in a later example (Belyaev 1927, 200-201) except
in this case the progression relates subdominant-function
chords (i.e., IV-(iv)-bII). Belyaev writes, “In Example [7],
the minor subdominant (A minor) is replaced by V1, the key
of F major.””” As in Example 7, there is no A-minor chord
despite Taneev mentioning a minor subdominant in this
E-major excerpt. Accordingly, this suggests another elided
leittonwechsel-parallel relationship.

In closing, Arzamanov and Carpenter are correct in
noting that some aspects of Taneev’s theory of unify-
ing tonality correlate with Riemannian relationships. My

and tonics” and “dim[inished] seventh chord.”

7 In fact, Taneev’s direct quote (preserved in Belyaev 1927, 202),
does not even mention F major, writing, “Example [7] is an example
of the juxtaposition of the major and minor subdominants.”
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research builds on Carpenter’s claim that Taneev’s line
graphs depict Riemann-/Hauptmann-like juxtapositions
of dominant and subdominant spheres by showing quotes
by Taneev that refer to the importance of surrounding tonic
with subdominant and dominant keys.® Furthermore, I
demonstrated how Taneev related chords via relative, par-
allel, and leittonwechsel relationships by highlighting these
relationships in Taneev’s line graphs and reductions.

3. TANEEV’S RELATIONSHIP TO RIMSKY AND
RIEMANN

Naturally, showing that some of Taneev’s key relation-
ships are Riemann-like is far from establishing that Ta-
neev knew of Riemanrn's theories and was implementing
them in his analyses. However, it does invite an explo-
ration into any connection between Taneev and the early
figures within the Russian Riemannian tradition. In Ta-
neev’s case, he has strong connections to both Rimsky and
Riemann. In this section, I will first establish Taneev’s con-
nection to Rimsky by showing that Taneev’s teaching de-
parted from Tchaikovsky to emulate Rimsky’s dualistic fo-
cus on I, IV, and V and that Rimsky and Taneev discussed
the latter’s theory of modulatory plans. Next, I will show
that Taneev read, studied, and taught Riemannian func-
tional analysis and that Taneev’s theory more closely corre-
sponds to Riemanr’s writings than to the theories of Rim-
sky or other theorists used by Taneev at the conservatory
(Tchaikovsky 1900; Bussler 1884; Prout 1896). The goal of
this exploration is not to pinpoint exactly when Taneev
shifted away from Tchaikovsky, when he may have emu-
lated Rimsky’s pedagogy, or when he incorporated Rie-
mannian analysis. Instead, L intend to alter the current per-
spective that Rimsky’s proto-functional theory prepared
Russians for Catoire’s much later adaptation of Riemann’s
theory of harmonic function by making a more direct claim

18 Taneev’s reference to the similar use of dominant and subdom-
inant chords will be explored later on through Riemann’s similar
overlap of key relationships and functional cadential progressions.
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that the Rimsky prepared Taneev (and his students) for the
acceptance of harmonic function through his writings and
pedagogical conversations with Taneev. Then, I show that
Taneev started reading Riemann’s functional theories and
incorporating elements from Riemann’s theories into his
upper-division form class. Finally, I suggest that Taneev’s
initial teaching of harmonic function and long friendship
with Catoire paved the way for Catoire’s full embrace of Rie-
mann's harmonic theories in his textbook. Accordingly, I
suggest that Taneev serves as a likely intermediary between
Rimsky’s proto-functional aspects and Catoire’s adoption
of Riemann that is overlooked by the vast majority of West-
ern and Russian scholarship.

Taneev was well aware of Rimsky’s teaching, given that
they discussed pedagogy and curriculum over letters, they
shared pedagogical materials, and Taneev visited the St.
Petersburg Conservatory to oversee exams. Rimsky’s and
Taneev’s tenures at their respective conservatories largely
overlapped, with Rimsky starting at the St. Petersburg
Conservatoryin1871and Taneev starting in Moscow in 1878;
both ended their tenures in 1905 with each writing a letter
of support regarding the other’s departure (Taneev 1952, 47,
524)." In addition to multiple personal letters and mutual
piece dedications, Taneev and Rimsky often discussed ped-
agogy (Taneev 1952, 28—-50). In fact, Taneev’s archives show
that he possessed and annotated Rimsky’s “Program for the
Theory of Composition” for the St. Petersburg Conserva-
tory (Korabel'nikova 1974, 104), and Taneev’s diaries show
that he purchased Rimsky’s Textbook of Harmony for his stu-
dents (Taneev 1982, 168, 8 May 1900).%° Furthermore, Ta-
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Example 7. Taneev’s reduction of Beethoven’s op. 14, no. 1, III, mm. 88-107 with added Riemannian annotations in color (Belyaev 1927,

200 ex. 19).

plans of Beethover’s sonatas. (1981, 212)

neev would have witnessed the teaching at the St. Peters-
burg Conservatory firsthand when he helped oversee ex-
ams there in 1898 (Taneev 1952, 37—38). During this trip, Ta-
neev documents that he discussed his modulatory theory
with Rimsky at length on 27 April 1898, writing,

I went to Nikolai Andreevich [Rimsky-Korsakov]'s

house. [...] We talked all evening about forms, modula-
tions, and developments. I showed him my modulatory

So, what were the proto-Riemannian elements that Ta-
neev would have seen in Rimsky that deviated from prior
Russian pedagogy? Rimsky’s textbook contains two claims
that are related to functional harmony: (1) I, IV, and V gen-

erate the major scale and (2) vi, ii, and iii are tonic, subdom-
inant, and dominant chords, respectively, based on relative
relationships. Rimsky’s first claim that I, IV, and V create

key relationships (Example 8).

the major scale (Rimsky [1885] 2014, 15) can be seenas a clear
departure from previous Russian music theory because it
drew the ire of Tchaikovsky. When editing Rimsky’s text-
book, Tchaikovsky wrote, “This does not explain anything,
since the entire scale is also contained in the II, V, and VI
chords” (Tchaikovsky 1957, 232—233). As Ewell (20202, 64)
notes, Rimsky’s idea that I, IV, and V generate the major
scale is a bedrock principle of function theory (cf. Harrison
2004, 11). Although Tchaikovsky’s textbook similarly notes
that I, IV, and V contain all the notes of the major scale, he
gives I, IV, and V special stature based on different criteria:
(1) they are the only major triads in the major scale and (2)
their keys are close to each other on the circle of fifths (1900,
11). Regarding functional groups, Ewell shows how Rimsky
set chords into functional tonic, subdominant, and domi-
nant groups according to their common tones and relative-

Despite Taneev’s continued use of Tchaikovsky’s text-

19 Rimsky was pushed out for his support of his students during the

First Russian Revolution, whereas Taneev resigned primarily due
to the firing of his colleague Georgy Conus.
20 For context, Taneev was working on counterpoint and harmony

with a student named Kolya. After the lesson, Taneev gave the stu- mony textbook (1982, 396n94).

book (Starostin 2013, 17), Taneev emulated these two func-

dent money to buy Rimsky’s textbook and keep the change. The ad-
joining footnote by the editor confirms that it was Rimsky’s har-
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Example 8. Ewell’s depiction of Rimsky’s functional
relationships between I and VI, IV and 11, and V and 111 (Ewell
20204, 66).

tional elements from Rimsky by (1) initially restricting stu-
dents to I, IV, and V in his teaching and (2) considering vi,
ii, and iii to have tonic, subdominant, and dominant func-
tion, respectively. Starostin conveys that Taneev’s focus on
I, IV, and V clearly departed from Tchaikovsky’s teaching,
writing,

As a student of Tchaikovsky, Taneev was guided by the

principles of his harmony textbook, but in his practi-

cal teaching he adhered to his own principles. Thus,

the initial stage of harmony training under Taneev

was associated with mastering the functional triads T-

D-S—in contrast to Tchaikovsky, who accustomed his

students to the full range of diatonic triads.* (Starostin
2018, 188)

This focus on the main functional triads is supported by
Taneev’s student Yavorsky, who claims that Taneev prior-
itized I, IV, and V and considered vi as a tonic and iii as a
dominant, writing,

According to Taneev’s concepts, tonality was defined by

a clear juxtaposition of the first, fourth, and fifth de-

grees in all their triad and seventh-chord forms. [...]

The sixth degree was freely tolerated as an interruption

after the dominant or as an extension of the progres-

sion from the tonic to the subdominant; the third de-

gree was tolerated in its dominant position before the
tonic.** (Yavorsky 1987, 269)

Naturally, there are also instances where Taneev’s
theory departs from Rimsky. Most notably, even though
Taneev and Rimsky specifically met to discuss Taneev’s
modulatory plans of Beethoven (Taneev 1981, 212), they
have distinctly different theories of key relationships.
The main point of intersection between Rimsky’s and
Taneev’s theories of modulatory plans is that they sought
to avoid abrupt modulations. However, Rimsky is more
focused on smooth paths between keys, whereas Taneev
is more focused on each key’s relationship to the unifying
key. As shown by Larisa Jackson (1996, 48-97), Rimsky
states that modulations should only occur between closely
related keys—specifically his notion of first-degree key

2! Although Tchaikovsky introduces I, IV, and V before vi, ii, and
iii in his textbook (1900, 11), Tchaikovsky’s opposition to Rimsky’s
focus on I, IV, and V reinforces Starostin’s claim that Tchaikovsky
likely presented all diatonic triads together in his teaching.

22 Yavorsky also notes that Taneev approved of Rimsky’s complex
consonance sequences (Yavorsky 1987, 269).
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A. From major to major
jrx ii iji
1) ¢ ~D II ¢C-e-D
2) ¢ - Bb [I1] c-d-sb
11) ¢ - c# 1V cC-da-a-f#-cH
12) ¢ - cb [1v) c-a-8b-eb-chb

Example9. Selected modulatory plans between major keys from
Rimsky’s Prakticheskii Uchebnik according to Jackson (1996,
69).

relationships. For Rimsky, a first-degree key relation-
ship is a major or minor triadic subset of the presiding
scale—which includes the chromatic minor subdominant
and the major dominant from Rimsky’s harmonic major
and minor scales, respectively. Therefore, to get to more
distantly related keys, one must develop a modulatory plan
that traverses a series of closely related keys. Shown above,
Rimsky’s first example of a more distant modulation
features increasingly sharp keys, followed by a second one
featuring increasingly flat keys (Example 9). The last two
examples feature significantly more extended series of
modulations incorporating the major dominant in minor
(#11: D minor to A major) and the minor subdominant in
major (#12: Bb major to Eb minor).

In this respect, Rimsky’s modulatory plans are like
nautical maps, in which one ventures to more distant
realms through a series of intermediary destinations. In
contrast, Taneev’s theory promotes modulations that are
all related to a unifying key by being diatonic chords or
commonly used chromatic chords within that unifying
key.?* Taneev’s insistence that keys be related to the unify-
ing tonality not only set his theory apart from Rimsky but
most of the theorists Taneev referenced at the Moscow Con-
servatory (e.g., Tchaikovsky 1900; Bussler 1884; Prout 1896;
see Yavorsky 1987, 258—-259), who all allowed for modula-
tions a tritone away.>*

In summary, there are two functional aspects in Rim-
sky’s theory that correlate with documented aspects of
Taneev’s teaching: (1) focusing on I, IV, and V in a way
that contrasts with Tchaikovsky and (2) assigning differ-

23 A notable difference between Taneev and Rimsky is how closely
they consider parallel keys. Because the minor tonic is a common
chromatic chord in major, Taneev considers it a closely related key
(Carpenter 1983, 268). In contrast, Rimsky considers both I - i and
i I to be second-degree relationships (Jackson 1996, 69—70).

24 To be clear, Taneev was aware of how other theorists modulated a
tritone away and an example of him showing a tritone modulation
can be found in Starostin 2018, 187. However, Taneev’s theory of
modulatory plans certainly did not showcase tritone modulations.
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ent chords into tonic, subdominant, and dominant groups.
However, there is also clear evidence that Taneev’s the-
ory employed functional elements that go beyond Rimsky’s
proto-functional theory. Kaja Lill isolates two aspects of
Riemann's theory of harmonic function that can be used
to compare Rimsky’s and Taneev’s theories: (1) assigning
chords function based on pitch-class content and (2) as-
signing chords a particular location in a harmonic progres-
sion (Lill 2024, 9).% In regard to the first element, Rimsky
only assigns harmonies into function groups based on rel-
ative relationships. In contrast, Taneev’s theory of modu-
latory plans also relates harmonies by parallel and leitton-
wechsel relationships (Examples 5, 6, and 7). Regarding the
second element, Rimsky does not claim that passages must
feature subdominant and dominant harmony for cadences.
Instead, Rimsky’s discussion of cadences primarily focuses
on the final two chords in a phrase ([1885] 2014, 33-56).
In contrast, Taneev constantly emphasizes the importance
of featuring both subdominant and dominant keys in his
modulatory plans—particularly in his line graph examples.
Looking beyond function, Taneev also deviates from Rim-
sky in terms of modulation (despite both discussing their
similarly named modulatory plans) by requiring all keys to
be closely related to a unifying tonality.

3.2 RIEMANN

I suggest that Taneev’s use of extended common-
tone relationships, his insistence on subdominant- and
dominant-function tonicizations, and his view of key re-
lationships reflect his broad study of Riemann’s theoreti-
cal works—particularly Systematic Theory of Modulation (Rie-
mann 1898, trans. Engel). To support this claim, I will es-
tablish that Taneev had access to many of Riemann’s writ-
ings and that he studied and taught Riemann’s harmonic
theories. I will then show that Taneev’s key relationships
closely resemble the modulation tables in Riemann’s Sys-
tematic Theory of Modulation (1898), that Taneev had access
to this work at the onset of his theory of unifying tonal-
ity, and that both Riemann and Taneev rationalize their key
relationships by referencing functional harmonic progres-
sions (i.e., cadences). Finally, I will explore the other theo-
rists Taneev references at the Moscow Conservatory to see
how their key relationships compare with Taneev’s related
keys.

As shown in his diaries, Taneev possessed many of
Riemann's writings and he even attended meetings dedi-
cated to discussing Riemann’s harmonic theories. Accord-
ing to the editor of Taneev’s diaries (Korabel'nikova in Ta-

%5 Lill also highlights voice leading, which is not a relevant element
in Taneev’s theory of modulatory plans (Lill 2024, 9-10).

neev 1981, 1982, 1985), Taneev possessed over twenty of Rie-
mann’s books (Taneev 1982, 286n175, 24 November 1901).%¢
Although these books are never listed in their entirety, the
diaries do mention Taneev studying Riemann's Lehrbuch
des einfachen, doppelten und imitierenden Kontrapunkts (1888),
Katechismus der Fugenkomposition (1890a), Katechismus der
Harmonielehre (1890b), and Musik-Lexicon (1882).%7 Further-
more, Taneev’s diaries reveal that he attended multiple
meetings on Riemann's harmonic system in 1903 led by his
former student Engel (1985, 89, 101) who translated Rie-
mann's Vereinfachte Harmonielehre in late 1901 and Riemann's
Systematic Theory of Modulation in 1898. The latter text seems
important within Taneev’s sphere of influence because it
was not only translated by Engel, but also by another of Ta-
neev’s students, Yavorsky, in 1899 (Ewell 2019, [9.4]).28
In his “Reminiscences of Sergei Ivanovich Taneev,” Ya-

vorsky confirms that Taneev taught from Riemann’s text-
books in his form class and that Taneev accepted Riemann's
inversional conception of minor (1987, 241-348).%° First, Ya-
vorsky establishes that Taneev used textbooks by Riemann
(amongst others) in some of his classes, writing,

These same considerations guided [Taneev] in his se-

lection of textbooks. He settled on the works of Bussler

and Bellermann, as well as those of Riemann and Prout,

which had already appeared during his teaching career

and sought to blaze new trails in the area of construc-

tive foundations of musical thought. He did not use the

textbooks of A. B. Marx, Lobe, Jadassohn, Richter, and

other theorists, widely known in Western Europe, al-
though he knew them well .3° (Yavorsky 1987, 258—259)

Yavorsky then goes on to clarify that these authors were
used in Taneev’s counterpoint and form classes and relays
Taneev’s appraisals of each author. At first, Yavorsky es-
tablishes that Taneev preferred some theoretical aspects

26 T am currently unable to directly confirm these contents due to
travel restrictions to Russia. There appear to be no digital archives
and my attempts to directly contact the managers of the archive
have not received a reply.

%7 The diary also mentions Riemann’s “Harmony” book (Taneev
1982, 102), but it is not clear whether it is Skizze einer neuen Methode
der Harmonielehre (1880), Handbuch der Harmonielehre (1887), or an-
other reference to the Katechismus der Harmonielehre (1890b). Since
it is dated 6 November 1899, it does not reference Engel’s transla-
tion of Vereinfachte Harmonielehre, which occurred in 1901.

28 Ewell notes that Yavorsky completed his translation at twenty-
two years old (2019, n. 49), suggesting a date 0f1899. I assume that
Yavorsky never published this translation because Engel published
a translation of the exact same text a year earlier.

29 As mentioned by Starostin (2013, 17), Taneev’s harmony classes
continued to use Tchaikovsky’s harmony textbook.

3% An important “other theorist” would be Frangois-Joseph Fétis,
who is repeatedly mentioned by Taneev regarding his theory of uni-
fying tonality (1952, 230-231; 1962, 19). Although Fétis’s derision of
omnitonality correlates with Taneev’s theory that all keys should
be related (Fétis 2008), I do not reference Fétis further because he
never establishes a theory of closely related keys. For more on Fétis
and Taneev, read Carpenter (1983, 266—267).
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from Ludwig Bussler and Ebenezer Prout over Riemann
because Riemann attempted to subject counterpoint and
nineteenth-century harmony to an underlying diatonic
framework:*"

When selecting textbooks on strict and free styles and

forms, [Taneev] settled upon the works of Bussler,

as they afforded the greatest freedom of thought; in

the strict style, they rejected the formulaic rigidity of

“white-key” major tonality, whereas in the free style,

they gravitated toward Bach-style voice leading. Sub-

sequently, for these very same reasons, he preferred

the textbooks of Prout to the works of Riemann—who

sought to subject the strict style, the fugue, and the mu-

sic of the nineteenth century alike to a rationalistic “di-

atonic” formula and claimed the primacy of meter over

rhythm.3? (Yavorsky 1987, 251)

However, this criticism of Riemann is immediately fol-
lowed by Taneev’s praise for other (unnamed) aspects of
Riemann’s theories:

Despite this rejection of these fundamental principles

of Riemann's musical thinking, there coexisted in Ta-

neev an exceptional acknowledgment of the scholarly

value of Riemanm's works. In thisregard, in Taneev’s es-

timation, Prout could not compete with Riemann. (Ya-
vorsky 1987, 251)

Because the earlier quote primarily focused on counter-
point, fugue, rhythm, and meter,*® I suggest the latter
part of this quote refers to Riemann's other theoretical
contributions—namely his theories of modulation, form,
function, and dualistic harmony. In fact, Taneev’s approval
of some of Riemann’s dualistic ideas is relayed in a later
quote by Yavorsky, who writes, “[Taneev] accepted Rie-
mann’s interpretation of the minor scale as an inversion of
the major scale and in other difficult situations relied on it”
(1987, 269—-270).

Although Vereinfachte Harmonielehre is arguably Rie-
mann's most influential harmonic text for music theory
in general, I suggest Riemann's Systematic Theory of Modu-
lation was the most influential text for Taneev’s theory of
unifying tonality for two reasons: (1) its earlier translation
aligns with the onset of his theory of unifying tonality, and
(2) its subject matter aligns with Taneev’s upper-division

3! Rather than ascribing to a universal approach to music, Taneev is
associated with delineating musical styles into historical time pe-
riods (Korabel'nikova 1974, 39; Starostin 2010, 48, 54; 2013, 17; Ya-
vorsky 1987, 301).

32 Yavorsky’s framing suggests that Bussler’s textbook was used for
the strict and free styles, whereas Prout’s and Riemann’s textbooks
were used for form.

3 Riemann's theories on rhythm and meter were rejected by Ta-
neev’s close colleagues, Conus and Catoire—the latter of which was
otherwise one of the most notable advocates for Riemann’s theo-
ries in Russia (Carpenter 1983, 308). Conus and Catoire are two of
the most mentioned figures in Taneev’s diaries (1981, 1982, 1985).
Conus has over 300 pages worth of entries, and Catoire has 135
pages worth of entries.
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form class in which Taneev’s theory of unifying tonality was
taught. As discussed earlier, Engel’s translation of Verein-
fachte Harmonielehre was not published until late 1901, and
Taneev only mentions studying Riemann’s harmonic the-
ories at meetings hosted by Engel in 1903. Given Taneev’s
departure from the conservatory in 1905, it leaves very lit-
tle time for Riemann's mature harmonic concepts to be in-
corporated into his form class (Zenkin 2022, 72). In con-
trast, Riemann's Systematic Theory of Modulation was trans-
lated by Engel in 1898, which chronologically aligns with Ta-
neev’s first mention of his analyses of modulatory plans in
Beethoven sonatas with Rimsky and the beginning of Ya-
vorsky’s time at the conservatory. This earlier text also cor-
relates with Taneev’s distinct teaching of key relationships
in his form class.>* Arzamanov specifically highlights Ta-
neev’s focus on modulatory plans in his form class, writing,
The theory of the tonal plan—which unifies keys—was
fully developed in Russia for the first time by the re-
markable scholar and pedagogue S. I. Taneev. By in-
corporating this theory into the curriculum for musical

forms, Taneev once again approached the subject in a
creative and innovative manner. (Arzamanov 1984, 15)

Furthermore, Yavorsky mentions Taneev’s teaching of Rie-
mann’s inversional conception of minor (seen in Riemann’s
use of “°” notation for minor, e.g., °g = C minor) and the im-
portance of T-S—-D-T progressions, which are present in
this earlier text (Riemann 1898, 25). Conversely, Riemann's
Systematic Theory of Modulation does not contain some of
Riemann's most distinct functional designations seen in
later Vereinfachte Harmonielehre (e.g., Tp), which correlates
with the lack of this notation in Taneev’s writings. Finally,
Taneev specifically advised students to study form with
Riemann as they traveled abroad, writing, “I am advising
[Alexander Kartsev] to study free counterpoint with Gliére
or [Pavel] Juon in Berlin, and then musical forms with Rie-
mann” (1985, 317-318, 2 May 1907).%

In Systematic Theory of Modulation, Riemann creates
modulation tables that are related to functional harmonic
progressions (i.e., Riemann’s cadences). Riemann clearly
lays out that these modulation tables are the most impor-
tant aspect of this text in the conclusion of this book, writ-
ing,

I shall limit myself merely to reiterating the signifi-
cance of the tables of key relationships (p. 195 et seq.)
and to most emphatically draw the reader’s attention

to the fact that these tables comprehensively cover ev-
erything that is musically conceivable in this regard.

34 Beyond key relationships, Taneev’s program for his form class in-
cluded the study of sentences and periods, phrase expansions and
extensions, song forms, minuet and trio form, rondo form, sonata
form, and cyclic forms (Arzamanov 1984, 18).

3 In an earlier diary entry, Taneev encourages another student
(Azanchevsky) to “study theory” with Riemann while living abroad
(Taneev 1985, 106, 11 January 1904).
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Table 2. Riemann’s modulation table for C major from
Systematic Theory of Modulation (1898, 196).

a+ oe+ oh+
fr oc* o, g+
dest | as* es*t

Table3. Riemanw’s extended cadence table from Systematic
Theory of Modulation (1898, 197).

oa+ og* oh+

£+ oct og+ d+

dest | as*

If a student has not yet acquired sufficient fluency in
navigating all the various keys, a single glance at these
tables—or at a quickly sketched chart of keys related to
achosen one—can, at times, prove of inestimable value.
(1898, 227-228)

After showing Arthur von Oettingen’'s Tonnetz, Riemann
displays a modulation table for C major that is based on
nearby tones in the Tonnetz (Table 2).

In this table, C major (i.e., cT) is placed in the cen-
ter with the subdominant and dominant chords of F ma-
jor and G major placed on the left and right, respectively.
Above and below, Riemann places major keys a major third
away from the central major chords. Finally, many chords
feature minor-chord-producing inversions around their
(Riemannian-conceived) roots by also having the “°” symbol
totheleft (e.g., °c for Fminor).3® After presenting this table,
Riemann almost immediately shows a similar modulation
table based on the extended cadence in C major, which Rie-
mann refers to as a “somewhat different form” of the earlier
modulation table (Table 3). The only differences are that this
second one includes D minor and D major while excluding
Eb major.

Following Lill (2024, 8-61), I suggest that the pitch-
class relations of the first table correspond with the
cadence-based relationships in the second table. Below, I
give a table reflecting Riemann’s first modulation table with
roman numerals (Table 4). The only addition is the mi-
nor supertonic (i.e., ii), which appears in Riemann’s ex-
tended cadence, in addition to being prominently featured
in his later writings on modulation (e.g., Katechismus der
Harmonie- und Modulationslehre [1906, 184]).

36 The use of both symbols to signify two distinct chords (e.g., °c™
signifies both F minor and C major) is supported later in the text
(1898, 229), in which Riemann also writes out both the minor and
major chords in prose.

These keys in Riemann's modulation tables are far
closer to Taneev’s related keys than they are to the sys-
tems of key relationships seen in the other theorists Ta-
neev referenced at the conservatory. Although Taneev never
lists the entirety of his closely related keys, he did fea-
ture many key relationships in his analyses that are subse-
quently confirmed by Yavorsky. Table 5 shows all the toni-
cizations within a major key in Taneev’s analyses with their
number of instances below.

Although the parallel minor tonic is never featured as
a tonicization, Taneev claims that the parallel minor tonic
commonly substitutes for the main major tonality (Exam-
ple 10).37 For example, Taneev’s analysis of Beethoven's op.
2, n0.3, IVin C major shows C minor serving as the unifying
tonality for mm. 143-167 (shown at the bottom of the score
with “C-moll”), which is explicitly stated by Taneev accord-
ing to adjoining footnote relayed by Belyaev (1927, 197). Ac-
cordingly, every tonicization in this section is diatonically
related to C minor (the parallel of the main key of the move-
ment, C major) except for the common appearance of the
major dominant at the end.3®

From these analyses, we can produce Table 6a, a list of
related keys seen in Taneev’s analyses, which closely cor-
respond to Yavorsky’s recollection of Taneev’s related keys
(Table 6b). To show how these keys relate to Riemann’s
closely related keys, I have preserved the progression of
chords seen in Table 4 (with missing chords denoted by “x”).

The only difference is that Yavorsky also adds in IIT and
bIII (also seen in Riemann, Table 4 above) as well as #v (en-
harmonic parallel of bVI). Furthermore, Yavorsky empha-
sizes that “Taneev was especially fond of major on the low-
ered second degree (in C major: Db)” (Yavorsky 1987, 269).
This inclusion of bII sets Taneev apart from every other con-
temporary writer he references on key relations—except
Riemann. As seen below, the other writers on key relation-
ships Taneev referenced at the Moscow Conservatory both
avoid bII and feature far less overlap with Taneev than Ta-
neev does with Riemann (Table 7).3°

Having discussed Rimsky’s key relationships earlier, I
will only discuss the nature of Tchaikovsky’s and Prout’s key
relationships here. Although Tchaikovsky spends most of
his time discussing closely related triads, he does mention
that the “normal course” for modulations was based on the

37 Translation of Russian in Example 10: “Unifying tonality: C mi-
nor,” and “G (=the dominant [of C] minor).” As Carpenter (1983, 268)
notes, the parallel tonic is the most common unifying tonality out-
side of the main tonic.

38 C major returns at the beginning of the refrain in m. 181, which is
shown in Taneev’s example with an arrow pointing to C major (i.e.,
capital “C”).

39 As described earlier, these figures often allowed for distant mod-
ulations up to a tritone away. Accordingly, this example shows each
figure's related keys, not which keys are allowed for modulation.
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Table 4. Riemanw’s keys from his modulation tables.

| T [ i | | oI [ii [ III[bII [ IV [iv [V [vi | VI | bVI [ VII |

Table 5. Tabulation of key relationship in Taneev’s twelve-page notebook on modulatory plans (Belyaev1927).

RNs I | i | bII |1l | IV | 1v | V| bVI | vi | bIII &1
Instances | 12 | 6 1 5 7 2 |5 2 1 o
=
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Example 10. Taneev’s reduction of Beethoven’s op. 2, no. 3, IV, mm. 143-167 (Belyaev 1927, 197, ex. 8).

Table 6a. Modulations featured in Taneev’s analyses of Beethoven for major (Belyaev 1927).

[Tl [pI[iii [x[x[IV]iv|[V][vi[x][bVI]x]

Table 6b. Taneev’s related keys for major according to Yavorsky (1987, 269).

[T ][ [ oI [ [T [PII [ IV [iv [V [ vi [ x [ bVI] x|

(#v)

Table 7a. Tchaikovsky’s and Prout’s related and nearly related keys for major (Tchaikovsky 1900, 11; Prout 1896, 38).

mx|ii‘X|iii‘X‘X|IV‘X|V‘Vi‘X‘X|X|

Table 7b. Rimsky’s first-degree relations for major ([1885] 2014, 69).

[IlxJii[x[ii|[x|x|[IV][iv[V]vi|]x]|x][x]

circle of fifths (1900, 68), which I realize as the keys a perfect
fifth above and below tonic and their relative keys.*° Prout
alternatively bases his key relationships on intervallic rela-
tionships in which IV and V are closest because “their ton-
ics form perfect consonances with [I],” whereas vi, ii, and
iii are nearly related because they are relative keys of I, IV,
and V (1896, 38).4

40 My reading reflects Tchaikovsky’s opening exploration of the es-
sential major triads (I, IV, V) and their relative chords (vi, ii, iii),
which Tchaikovsky also relates to the circle of fifths (1900, 11).

4 Adding in Prout’s second-degree relationships brings it much
closer to Taneev and Riemann by adding in I, bIII, iv, VI, and bVI
(Prout 1896, 38—39). Accordingly, there would not have been much
conflict in Taneev’s utilization of both Prout and Riemann. Prout
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Not only do Taneev’s key relations closely match those
in Riemann’s modulation tables, but both figures also sim-
ilarly assign these keys subdominant, tonic, and dominant
function. Because of their key signatures, Taneev’s theory
would designate the diatonic keys of IV and ii as subdomi-
nant, I and vi as tonic, and V and iii as dominant. Similarly,
Riemann assigns F major and D minor as subdominant, C
major and A minor as tonic, and G major and E minor as
dominant in his modulation table and extended cadence
for C major (Tables 2 and 3).#* This correlation continues
to their functional designations of chromatic keys. As seen

also similarly advised against distant modulations like Taneev de-
spite showing tritone modulations (1896, 51).
4> In Riemann's later writing on key relationships in Katechismus der
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in Examples 6 and 7, Taneev shows examples where major
triads can be substituted with major triads a major third
below—specifically F major in A major.®* Tonic is substi-
tuted with bVI in Example 6, whereas subdominant is sub-
stituted with bII in Example 7. Similarly, Table 2 shows that
Riemann places VI and bII respectively in the tonic and
subdominant columns of his modulation table for C major
(i.e.,as™ and des™). The only functional deviation between
Riemann's modulation table and Taneev’s analyses is that
Riemann's table shows F minor and C minor (i.e., °c and
°g) as being in the tonic and dominant columns, whereas
Taneev’s examples would assign these chords subdominant
and tonic function because of their parallel relationship (cf.
Examples 3 and 4).*

Looking at broader theoretical relationships, both fig-
ures similarly correlate key relationships with functional
chord progressions (i.e., cadences). In his letter to Amani,
Taneev states that the key relationships for C major are
based on “cadences” (i.e., functional cadential progres-
sions), writing,

In other words, what brings connection to the keys to
which we modulate? Just as a key brings connection
and unity to a series of chords belonging to it, so can a

series of keys can be united by a key of a higher order.
Let us call such a key a unifying tonality.

>

| | |
T 1 =i

S——F—

My

<

=

For example, in a cadence in C major, if we make modu-
lations in a key corresponding to its individual chords,
then these keys will preserve the same connection
among themselves as the chords of the cadence had,
and their unifying tonality will be C major. (Taneev
1952, 226)

This resembles Riemann's connection of the keys re-
lated within his modulation table (Table 2) to the chords
within the extended cadence in C major (Table 3). In
addition, Taneev similarly uses the term “cadence” to
refer to an extended harmonic progression, rather than

Harmonie- und Modulationslehre (1906, 184), he features a different
set of diatonic relationships in which they can have multiple func-
tions (e.g., vi could be either Tp or 8).

43 Taneev’s preserved commentary on this example (from Belyaev
1927, 202) draws specific attention to F major being a major third
below tonic, writing, “In example [6], there is a modulation to the
major key that lays a major third lower, which can be explained as
the harmonic desire of the unifying tonality to be like the parallel
minor [i.e., A minor].”

4 As shown in Table 6, there are no examples of Taneev discussing
the functional associations of the other keys shown in Riemann’s
modulation table for C major (i.e., I1I, bIII, (1)V1, and (5)VII).

a two-chord closing harmonic formula. This contrasts
with Tchaikovsky, who typically refers to “cadence” as
a two-chord closing formula, although Tchaikovsky
also refers to a prototypically four-chord “extended
cadence” (vasprostranennoy kadentsiyey) that also goes
tonic—subdominant—dominant—tonic (1900, 57).

Furthermore, this interrelation of functional caden-
tial progressions and modulation can be seen in both Ta-
neev’s and Riemann's views on form. As mentioned ear-
lier, Taneev taught his theory of unifying tonality in his
upper-division form class (Zenkin 2022, 72). Accordingly,
each of Taneev’s line graphs depicts a development sec-
tion in a Beethoven sonata ending with a S-D-T progres-
sion of keys (Examples 3 and 4; see more line graphs in
Arzamanov 1984, 65). Similarly, Riemann connected mod-
ulations and functional cadential progressions with form.
The connection of modulation and form is given in the
full title of his work: Systematic Theory of Modulation as the
Basis of a Theory of Musical Forms (1898). Early in the text,
Riemann identifies the two factors that combine to cre-
ate form: “These two factors—the harmonic construction
of cadences and rhythmic symmetry—together constitute
what is known in music as ‘form” (Riemann 1898, 8). De-
spite mentioning rhythmic symmetry, however, Riemann
primarily focuses on the formation of cadences (i.e., T-
S—D-T; chap. 1-3) and modulation techniques (chap. 4-7)
with only one subsection devoted to rhythm (sec. 19). Ac-
cordingly, Riemann almost exclusively discusses the har-
monic construction of phrases (i.e., microform) and key
relationships—thus avoiding any meaningful discussion of
small or large forms. Similarly, all of Taneev’s harmonic re-
ductions focus on the harmonic relationship between keys
in phrases.

CONCLUSION

Despite the widespread consensus that Russian func-
tional theory flowed from Rimsky’s proto-functional the-
ories to a full embrace of Riemannian functional analysis
by Catoire, I showed that Taneev was teaching elements of
functional harmony at the Moscow Conservatory decades
before Catoire and that he was well aquainted with the
writings of both Rimsky and Riemann. To show this, I first
built on the observations of Arzamanov (1984) and Carpen-
ter (1983, 1988) that highlight Riemann-like juxtapostions
of subdominant and dominant harmonies and function-
preserving key relationships in Taneev’s theory of unifying
tonality. Next, I showed how Taneev’s theory connects to
the proto-functional aspects of Rimsky’s writings by show-
ing that Taneev frequently discussed pedagogy and cur-
riculum with Rimsky and emulated his focus on I, IV, and V
in a distinct departure from Tchaikovsky. Finally, I showed
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that Taneev read Riemann’s functional writings and taught
Riemann's functionalideas in his classes, and I isolated cor-
respondences between Taneev’s theory of unifying tonal-
ity and Riemann’s Systematic Theory of Modulation involving
both content and theoretical reasoning. These new find-
ings partially came from referencing two sources that are
not often discussed in the literature: (1) Taneev’s diaries,
which show that Taneev possessed and studied Riemann’s
harmonic theories, and (2) Yavorsky’s “Reminiscences of
Sergei Ivanovich Taneev,” which states that Taneev taught
Riemann’s theories and that Taneev accepted some of Rie-
mann's harmonic ideas.

Accordingly, I show how Taneev can be seen as an im-
portant figure between the proto-functional elements of
Rimsky and Catoire’s later adoption of Riemann. Following
Carpenter (1988, 577), I find that Rimsky opened Russians
up to the idea of functional relationships which were sub-
sequently implemented by Catoire through his adoption of
Riemann. My research simply adds that Taneev served as an
important intermediary between these two figures by be-
ing the first to introduce Riemann’s functional ideas into
the Moscow Conservatory. Noting Taneev’s role in intro-
ducing Riemann to the Moscow Conservatory does little
to diminish Catoire’s significance because Taneev’s use of
Riemann appears to be more limited and less focused than
Catoire’s. That is, Taneev referenced a wide variety of well-
known scholars throughout Europe and Russia, including
Tchaikovsky, Rimsky, Frangois-Joseph Fétis, Prout, Bussler,
Heinrich Bellermann, A. B. Marx, Johann Lobe, Salomon
Jadassohn, Ernst Richter, and others—including Riemann.
In contrast, Catoire served an important role in elevating
Riemannian functional analysis by primarily focusing on
adapting Riemann's functional ideas. In short, Taneev was
more focused on combining Riemann’s ideas with other
contemporary theories (including his own) than prioritiz-
ing Riemannian functional analysis.

I hope this research spurs further study into Taneev’s
theory and its impact on his students. As mentioned by
Arzamanov, the Tchaikovsky State Memorial Music Mu-
seum in Klin contains many additional line graphs made by
Taneev that may shed new light on his theory (Arzamanov
1984, 65). In addition, many famous composers who stud-
ied with Taneev have not been examined through his the-
ory of unifying tonality, including Scriabin, Rachmaninoff,
Nikolai Medtner, and Gliére. In particular, Scriabin would
be an ideal case study because it is already documented
that he applied Taneev’s theory to his personal study of
Beethoven's sonatas (Belyaev 1927, 203).

In closing, the arrival of Riemannian functional theory
in Russia is consistently viewed as one of the most signif-
icant moments in Russian music theory (Boyarkina 2017;
Carpenter 1983; Ewell 2020a; Starostin 2010, 2013). De-
spite previous scholars stating that Riemann's ideas were
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not prevalent until Catoire’s Riemann-based textbook in
1924, I have suggested that aspects of Riemann’s theory
were present over twenty years earlier through the teaching
of Taneev. This raises multiple questions regarding what
happened during this over twenty-year gap between Ta-
neev’s teaching of Riemann and Catoire’s textbook. Did
Riemann’s ideas impact the theories of Taneev’s theory stu-
dents such as Yavorsky? Did Taneev’s use of Riemann in
the teaching of form continue after he left the conserva-
tory in 1905? Did Taneev and Catoire’s constant meetings—
which lasted from the onset of Taneev’s theory of unifying
tonality until Taneev’s death—impact Taneev’s teaching
or Catoire’s later adoption of Riemann?* These questions
must wait for another study. What is clear is that Taneev’s
impact on Russian music pedagogy goes beyond his much-
discussed teaching of counterpoint. Starostin states that
Taneev’s teaching elicited high praise for not only counter-
point, but for harmony and form as well (Starostin 2013, 17).
This study shows that Taneev’s practice of reading a wide
variety of scholars to develop novel approaches to musicin-
struction is not limited to counterpoint. Taneev was study-
ing and teaching the most recent theories on harmony and
form from throughout Russia and Europe—introducing
the momentous theories of Riemann in the process.
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THREE FORMS OF “TRISTESSE””

BYJOHN Y. LAWRENCE

Abstract.

This article builds on my previous article, “Lyricist as Analyst,” claiming

that rhyme schemes in lyrics written to pre-existing music have implications for for-
mal analysis: they suggest where formal units begin and end, and what those units’re-
lationship is to each other. This article applies this model to two popular-song adapta-
tions of Chopin’s Etude in E major, Op. 10/3: Jean Marietti and André Viaud’s “Reviens
mon amour” and Sonny Miller’s supposed translation of that song as “So Deep is the
Night.” The unconventional form of Chopin's melody inspired the lyricists to write un-
conventional rhyme schemes, which sometimes reinforce how a listener likely would
have analyzed the musical form anyway, and other times supplement, contradict, or
override the results of a music-only analysis. I suggest that adaptations of classical
works have much to teach us about the originals, because they capitalize on affor-
dances that might otherwise have remained dormant.

KEYWORDS AND PHRASES: Text-music interaction; rhyme; Chopin; listener; Formen-

lehre.

INTRODUCTION

HIS ARTICLE IS ABOUT THE MUSIC of one of the great
T popular composers of the early twentieth century:
Frédéric Chopin. Yes, twentieth century, not nineteenth
century. After Joseph McCarthy and Harry Carroll adapted
the middle section of Fantaisie-Impromptu into the smash hit
“I'm Always Chasing Rainbows” in 1917, pop song adapta-
tions of Chopin’s music seemed to spring up everywhere for
the next few decades. The A-flat polonaise became “Till the
End of Time” (adapted by Buddy Kaye and Ted Mossman),
the D-flat nocturne became “My Promise to You” (adapted

* My thanks to George Adams, Poundie Burstein, and Julianne
Grasso for their comments on an earlier form of this material, to
Jess Peritz for learning these songs together with me when we per-
formed them, to Alden Thompson for his help in tracking down the
score of “Reviens mon amour,” and to this journal’s readers and
editorial board for their helpful suggestions, which substantially
transformed the article.

by Ervin Drake and Jimmy Shirl), and the E-flat nocturne
became “My Twilight Dream” (adapted by Eddy Duchin and
Lew Sherwood).

One of the most popular choices for this sort of adap-
tation was the main theme of Etude in E major, op. 10, no.
3, written in 1832. As of this publication, the website Sec-
ondHandSongs lists 20 pop songs in 11 languages based on
this melody.’ Although the melody is in a major key and
is dominated by tonic and dominant harmonies, critics in
Chopin's time detected an undercurrent of melancholy in
the music, and thus nicknamed the piece “Tristesse” (“sad-
ness”) or “Ladieu” (“farewell”). Many lyrics that were writ-
ten to this melody (knowingly or unknowingly) reflect these
nicknames by depicting a protagonist pining for their ab-

! https://secondhandsongs.com/work/179407/all. Note that al-
though there are more than 20 entries, some of these are dupli-
cates. For more on popular songs adapted from this étude, see
Raykoff (2014, 165-167; 266, 1. 55).
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Example1. Cover of “Reviens mon amour” (1939).

sent love. One such adaptation was a 1939 French song with
lyrics by Jean Marietti and André Viaud, sold sometimes
under the title of the étude’s nickname, “Tristesse,” and
other times under the title of the first line of the lyrics, “Re-
viens mon amour.” (For the sake of clarity, I will refer to it
by the latter title in the remainder of this article.) Example 1
shows the cover of the published sheet music, which uses
“Reviens mon amour” as the title and “Tristesse” as the sub-
title. Although the song is marketed as a tango, the original
rhythm of Chopin's melody remains unchanged. Traces of
tango—and rather faint ones at that—are detectable only in
the accompaniment rhythms and instrumentation. Mario
Melfi is the credited arranger on the sheet music. But “ar-
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ranger” here does not primarily mean the person respon-
sible for the instrumental arrangement, as Melfi remained
credited in many subsequent recordings and versions that
did not share the exact arrangement from either Bruno
Clair’s original recording or the version released by Melfi
himself the same year (with the mononymous Bernardi as
the singer). Instead, Melfi appears to be credited as the ar-
ranger for the act of adapting the music from the original
étude, although (as we shall see) this involved minimal re-
composition or reharmonization.

The same year, the French adaptation was released in
the United Kingdom as “So Deep Is the Night” with new En-
glish lyrics by lyricist Sonny Miller, first recorded by Jack



LAWRENCE ¢ THREE FORMS OF “TRISTESSE”

=50 ~PEEP [8+THE NIGHT

T i "..;z.:"w"ﬁ (TRISTES
V’ords by t Based on a melody by
JEAN MARIETTI & ANDRE VIAUD

English Lyric by SONNY MILLER

SE)

CHOPIN Music by

FR. CHOPIN
Arr.by MARIO MELFI

, , Andante moderato Key Eb il o el it .4 |r = }
= = — : T T T s 7
VOICE Sy s ! i ., e i
v
deep is the night,
A e e | el
O r— Fo—— F e —
SR e = o — - =—=F .5335
e AR e
PIANO nf » PP —— =
~T] g L = — oo op
e i - St — s T + NP L5
R = == = e
/3 R Bl
E3 E =72 ol
e
e fl- m r |m = = SR =y |f‘ m ity d |r - }
E; .
— Nomoon to - night, No friend-ly 'l.!o guide me with its light ;

star

b P
o 1S mo.r | s % tyd e = |- m :m x| - [T }
T == T = i e s o e AT

e = = i e e RSN
h— = —: =+ S o p i s |
= it S — s it : =
world far a - part. % deep is the night, O lone-ly night. On bro-ken
S s e
ghel & 5 1& A& ey id s S S ¢
i e ny ¢ aad == ESIrEE TS T
Sl T ¥ v 5 o e [ [ e i o o i BT e
piv p £ e SR Y pu— —_— ——
> e — 2 =
b L e Par ol on PR P s 5 o
== tg 3 - ot of : ' £
(B 3 = = S = I S
=t + o 2 ==———F = - =" e
BRSNS S SR S
English version Copyright MCMXXXIX by Keith Prowse & Co.Ltd. London
Copgright MCMXXXIX by Editions Max Eschig, Paris 7
59491

Keith Prowse & Co.Ltd. for British Empire, excluding Canada

Example 2. First page of “So Deep Is the Night” (1939).

Hylton (a bandleader fond of “jazzing” classical music) and
his orchestra with vocalist Sam Browne (1939).> Although
Marietti and Viaud retain lyricist credits in the published
sheet music (Example 2), Miller’s lyrics are not a trans-
lation of the Marietti and Viaud’s words. Miller preserves
neither the meaning nor (equally crucially, for this article)
the rhyme scheme of the French lyrics.? And the song is
no longer advertised as a tango. Instead, Hylton's record is

2 For more on Hylton's penchant for playing adaptations of classical
music, see Mawer 2014 (165-192).

3 It is also not to be confused with a different English-language
adaptation of the étude, also titled “So Deep is the Night,” with
lyrics by Al Stillman, which was released on recording in 1940. That
song's musical adaptation by Jacques Dallin is much more radical.

marketed as a foxtrot and played at a much faster clip than
most subsequent recordings of the song, which treatitasa
slow-to-medium-tempo ballad.

It may be surprising that I propose to embark on anal-
yses of these songs. Many listeners and scholars alike would
find the lyrics to these songs so pedestrian as to be un-
worthy of academic attention.* But this article is about
these lyrics not merely as objects of analysis, but also as
analyses themselves. I first made this perhaps unintu-

4 Mawer (2014, 177-180) is the only scholar I know of who has
treated this song as an object of study, but she is primarily inter-
ested in the “added sociocultural meanings” accrued by Chopin’s
original through its transformation into a popular song and doesn’t
analyze any individual lines of the song.
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itive claim—that song lyrics can function as analyses of
songs—in the article “Lyricist as Analyst: Rhyme Scheme as
Music-Setting in the Great American Songbook” (Lawrence
2024a). The logic behind this analogy is as follows: When
confronted with a pre-existing melody, lyricists have to de-
cide where to place line breaks, which means determin-
ing where the melody’s internal units begin and end. They
also have to place rhyme words at these line breaks, creat-
ing a rhyme scheme that establishes kinships and contrasts
between units.” These two tasks—determining the bound-
aries of and relationships between formal units—are also
the main duties of a formal analyst.

In “Lyricist as Analyst,” I show that melodies in Amer-
ican popular songs of this era are frequently composed of
eight-bar units that conform to standard sentence and pe-
riod models, and each sentence and period type has a stan-
dard rhyme scheme that goes with it. Building on the work
of David Temperley (2001), I treat such rhyme schemes as
“descriptive’—that is, they are likely to reinforce (rather
than challenge) the perception of musical form that one
might have had when encountering the melody alone, with-
out lyrics. However, when the form of the melody is am-
biguous and/or departs from conventional models, rhyme
schemes can play a more “suggestive” role: they can nar-
row the focus of listeners, making some interpretations of
the music seem more viable, others less; or they can also
broaden the focus of future analysts, introducing possible
readings that would never have been salient from the mu-
sicalone. Aswell shall see, the formal shape of the melody to
Chopin's “Tristesse” étude is anything but straightforward.
Any rhyme scheme that attains a sense of “fit” with the mu-
sic will necessarily need to function suggestively.® This ar-
ticle operates under the assumption that insights can arise
when we pay heed to such suggestions.

In the remainder of this article, I analyze the main
melody of this étude three times. First, I look only at
Chopin’s music, to identify the formal difficulties it poses.
Second, I see what analytical implications are suggested by
the French lyrics, including multiple versions of some pas-
sages. Third, I examine the later English lyrics, to see what

5 Matthew BaileyShea likewise makes the case that rhyme can play
arole in musical segmentation writing, “Rhymes in music help de-
lineate cadences, subphrases, and syncopations by segmenting the
language into smaller groups, whether regular, in the case of bal-
anced phrases and subphrases” (2021, 83). For more on this, see Bai-
leyShea 2021, Chapter 3. His orientation towards the lyrics-music
relationship in Chapter 4 of that book, especially pp. 104-118, forms
the obverse of mine: his concern is with how musical settings inter-
act with a pre-existing sense of poetic form created by line breaks;
mine is with how adding a text with line breaks interacts with a
pre-existing sense of musical form.

¢ For more on the notion of “fit,” see Lawrence 2024a (3—4).
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was lost in translation and what was gained.”

The mode of analysis I employ in this article rests on an
assumption I have defended in prior work (Lawrence 2020):
namely that if formal analysis is meant to reflect real-time
listening processes (including listening to a piece for the
first time) rather than the out-of-time act of score anal-
ysis, it needs to consider a listener’s potential projections
into the near future—their guesses about what might hap-
pen next based on what they have already heard.® I adopt
this approach not as a matter of aesthetic preference, but
rather because I think it is more consonant with the pic-
ture of the human mind drawn by cognitive science and
music psychology alike.? According to this model, an ex-
perienced listener in any musical style will constantly pre-
dict the form of the second halves of themes after hearing
their first halves (e.g. in Classical repertoire, by predict-
ing continuations after hearing presentations and conse-
quents after hearing antecedents). Analysis of this dimen-
sion requires attending to not only actual structures that
emerge over the course of a piece but also the dialogue be-
tween the actual and expected structures. The idea of treat-
ing rhymes schemes as well in this manner has precedent in
the work of Richard Plotkin (2023), who suggests that when
listeners hear words at the ends of lines of lyrics, they de-
velop preferences for which words will be rhymed later and
when those rhymes will occur.’® The analyses in this article
show some of the things that can happen in the listening
process when musical form and rhyme scheme interact.

1. CHOPIN’S “TRISTESSE”

The main melody of Chopin’s étude immediately poses
formal surprises (to a listener) or challenges (to an analyst)
within the first eight bars of the theme, which divide into
5 + 3, instead of 4 + 4 (Example 3)."" There are two main
ways of parsing the five-bar phrase: as 3 + 2 or 2 + 3. The
first of these interpretations—most notably propounded
by Heinrich Schenker (1979)—suggests that there is an un-
derlying six-bar model whose second half has been com-

7 The idea of extending my approach to understand the differences
created by translation across languages has precedent in Anabel
Maler’s (2026) analysis of sign language covers of popular songs.

8 For more on how first-time listening differs from later listenings,
see Cone 1977.

9 For more explanation of this, see Lawrence 2020 (1-4).

10 Although I share with Plotkin (1) the belief that listeners will pre-
dict future rhymes in this manner and (2) the goal of modeling
those predictions, I do not adopt his preference rules in this arti-
cle, due to the problems I identified in Lawrence 2024b, [1.15-1.19].
" In this analysis, I consider only the challenges posed by group-
ing structure at the phrase/theme level. For problems created by
the underlying syncopation, see Rink 2015 and Temperley 2008
(316-319).
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Example 4. Four-bar recomposition of mm. 1-5, based on Stillman-Dallin (1940).

pressed by one bar.’? I support the second of these inter-
pretations, as shown in Example 3: a two-bar basic idea fol-
lowed by a contrasting idea that has been stretched out to
three bars rather than two. I would argue that this inter-
pretation is likely truer to a listener’s first, real-time hear-
ing of this melody. Experienced listeners of this repertoire
tend to default to hearing duple units, absent strong evi-
dence to the contrary that indicates that the basic idea is
continuing (inline with Schenker’s reading). Such evidence
in Schenker’s favor might include the G that is held across
bars two and three. Militating against this reading, how-
ever, is the fact that: (a) the sixteenth-note rhythm on beat
two of bar three would be a very unusual way to end a formal
unit; and (b) the figure beginning on beat two of bar three is
slurred with beat one of bar four. Further support for a 2+3
reading comes from the fact that if bar three is understood
as the start of a new unit, the use of the tail motive of the
basic idea as the head motive of the contrasting idea would
conform to the standard device of “linkage technique.”

2 Heinrich Schenker’s rather elliptical explanation is that the five-
bar phrase “results from a rhythmic shift” and that “[wlithout the
eighth-note acceleration in m. 4, answered in parallelistic fashion
inm. 5, six measures would have been required” (1979, 12). William
Rothstein interprets Schenker as meaning that there is a two-step
process going on here: first, there is an unsyncopated four-bar
model for this phrase that one transforms into a six-bar phrase by
“lengthen[ing] all but the first and last of the principal tones”; then,
one compresses the last three bars of the six-bar version into two
bars to arrive at a five-bar phrase (1989, 221).

3 For an introduction to this concept, see Jones 1982 (7—9, 134—135)
and Rothgeb 1983 (42—45). For a more contemporary view on
this device, connecting it explicitly to the rhetorical technique of
anadiplosis, see Alegant and McLean 2007 (5-6). This technique
can be found in the theme type that Mark Richards (2016) calls a
“periodic clause” and Dmitri Tymoczko (2023, 437-442) calls “tail-
development form.”

If one settles on 2+3 reading, an important additional
question remains: how precisely did the two-bar contrast-
ing idea become a three-bar idea? One option is that the
idea has been stretched out, which William Caplin (1998)
calls “expansion.” (Example 4 provides a potential four-bar
model for what a pre-expanded form looks like, based on
Dallin’s recomposition of this song for his version of “So
Deep Is the Night.”) The other option is that an additional
component has been tacked onto it, which Caplin calls “ex-
tension” (20). In this case, the answer to the question is de-
termined by whether one hears mm. 3—5 as forming one co-
hesive unit (as if the goal was always tonic, and the domi-
nant chord straddling mm. 4-5 stuck for too long) or they
hear m. 5 as supplemental (as if the initial goal was the
dominant chord in m. 4, and then m. 5 twists the music
back to tonic after the fact).**

If a listener or an analyst finds both readings plausi-
ble (as indeed I do), their perception might be conditioned
by the pianist’s decision. If the pianist breaks the phrase at
m. 5, an impression of extension may be created,; if the pi-
anist phrases very fluidly, the music may feel expanded in-
stead. Audio Example 1 provides samples of each of these
from different recordings by Abbey Simon. In 1a, his Vox
performance (1996 [recorded in 1976]), he dramatically al-
ters the dynamics and his touch in m. 5, sharply differenti-
ating it from m. 4, suggesting extension. By contrast, in 1b,
his later Basilica recording (released in 2014, but no record-

4 Although I've used this to illustrate expansion, Stillman-Dallin
version of “So Deep Is the Night” certainly operates under the as-
sumption that the core compound basic idea has been completed
after four bars, which supports an extension-based reading. This
is clear because Dallin cuts mm. 5-8 and launches directly into the
consequent phrase, making an eight-bar period! See Harry Cool’s
recording (1940).
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two-bar sequence

(V) = 1V

pre-dominant push == cadential 6/4

cad 6/4

ten .

ViV

con forza

Fr+6

- S - 8 g 8 g
el =~ @ ¢
'-“’ ) )

vi

cad 6/4? (or I?) I
?r ’

rallent. pp

I,

I —
%

- }

Example 5. Compound consequent’s continuation in A section (mm. 14-21).

ing date specified), Simon exaggerates the break between
beats one and two in both measures 2 and 3; this brings out
a sense of continuity between mm. 4-5, since there is no
corresponding break, which supports an expansion read-
ing.

Audio Example 1a. Abbey Simow’s earlier recording of mm. 1-8.

Audio Example 1b. Abbey Simon’s later recording of mm. 1-8.

The new idea in mm. 6—8 seems less ambiguous. As
shown in Example 3, this three-bar idea is composed of two
units, each of which is one-and-a-half bars in length in-
stead of two bars. This sort of compression is the counter-
part of expansion not extension. The shorter length comes
from shrinking the units, not from removing from one of
them.

For a first-time listener, the strong modulation to V
in m. 8—after much time spent dithering between tonic
and dominant—may indicate that the theme has reached
its midpoint. If so, they may form a hypothesis about what
sort of theme this is and what is going to happen next.
They might, perhaps, regard the basic idea and contrast-
ing idea in the first five bars as forming some sort of com-
pound basic idea, and therefore the next three as some sort
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of continuation (serving the same role in the compound an-
tecedent thata contrasting idea would play in a four-bar an-
tecedent). They might then understand this as a deforma-
tional compound antecedent of a possible compound pe-
riod.”

This hypothesis gains credence as soon as mm. 9—-10
begin, for it immediately becomes evident that the open-
ing materialis returning. Thus, a listener might project that
they are in the midst of a compound consequent, and that
the ongoing unit will be five bars long again, as indeed it
turns out to be. Example 5 shows the continuation of the
compound consequent as it first appears in the étude’s A
section. The events are as follows: First, a two-bar model se-
quence (mm. 14—15), then a pre-dominant push towards a
cadence (m. 16), and the attainment of a cadential j (m. 17).
This yields the ending’s first big twist: the dominant does
not resolve. Itis succeeded by a vi chord, but this is not even
a deceptive cadence, because it is not a cadence at all. The vi

15 Although James Hepokoski and Warren Darcy developed the idea
of deformation for discussions of large-scale form (2006), Hep-
okoski has endorsed the idea that dialogic approach to analyzing
musical form (of which the idea of deformation is a part) should ap-
ply to small-scale form as well as large-scale form (2009), and the
idea has already been applied to small-scale metric structures by
Brad Osborn (2013).
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Example 6. Compound consequent’s continuation in A’ section (mm. 67-78).

chord is on a weak beat. Instead, this is the first leg of yet
another two-bar sequence (mm. 18-19).

There are multiple ways to interpret what happens in
mm. 20-21, of which I will consider three. The first and
simplest reading is to interpret the chord in m. 20 as an-
other cadential §, which “resolves” back to a root-position
tonic (m. 21). The theme’s final “cadence” is therefore re-
ally a non-cadence, with the role of the dominant fulfilled
by that lowly § chord instead of by a bona fide V chord.’®
The second reading is to interpret the chord in m. 20 as a

16 This non-cadence could perhaps be understood as an example
of what Caplin calls “prolongational closure” (2018, 14-26; 2024,
346-348). I write “perhaps” because the examples of prolongational
closure that Caplin provides are ones in which the penultimate
chord is a dominant- functioning chord that has 7 or 2, but not nec-
essarily 5(in the bass or inner voices), whereas this is a case where
there is indeed 5, but no 7 or 3 in the inner voices.

(non-cadential) Ii chord." Under this interpretation, mm.
20-21 form a tonic prolongation, rather than a dominant-
to-tonic progression.® The third reading also suggests that
mm. 20-21 form a tonic prolongation, but suggests that
the true bass of m. 20 is already 1, even though it occurs
off the beat. This is made plausible by the precedent set in
mm. 18-19, in which one is surely tempted to say the bass
notes of the chords on the first beats are B and Gf respec-

17 For more on the phenomenon of the non-cadential tonic §, see
Temperley 2017 (2—11). It should be noted, however, that none of
his examples have this sort of progression (i.e. a I § resolving to a
I3). Potentially more apropos is Robert Hatten's (1994) idea of an
“arrival §,” as adapted by Ji Yeon Lee to apply specifically to cases
where the chord “[a]ppears as Vj, but turns into I i by abandoning
the assumed cadential agenda” (2023, 370).

18 This is Rothstein’s (1989, 224-226) reading, although he takes it
even further by interpreting mm. 17-21 as one long tonic prolon-
gation.
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tively, not Ff and Df. Since m. 20 does not have a dominant
function in readings two and three and is instead the onset
of a tonic prolongation, someone subscribing to either of
those readings would have to locate some non-tonic chord
prior to m. 20 that resolves in m. 20. The nearest option, of
course, is the IV chord ending m. 19, in which case the con-
cluding progression is a plagal cadence. If one insists on a
dominant chord instead, one has to go all the way back to
the § chord leading to the V chord in mm. 17-18. It remains
an open question whether either of these possibilities—a
plagal cadence or a dominant separated from its tonic res-
olution by an intervening vi-iii—IV progression—provides
a stronger sense of closure than the progression perceived
in the first reading, which has direct motion 3-to-1 in the
bass although it lacks cadential content in the harmoniza-
tion.

Someone ambivalent about these readings (more likely
an analyst rather than a first-time listener) might seek as-
sistance from the way these bars are altered in the closing
bars of the étude (the A” section), shown in Example 6, but
the ambivalence is likely to remain. The role played by m. 20
is now filled by four bars (mm. 73-76), which oscillate be-
tween the § chord (or I chord, in the third reading, in which
the E is treated as the true bass) and ii”} (or ii”}, in the third
reading) before the quasi-resolution to the root-position
tonic chord in the final measure. This revised progression
is easily malleable to all three competing interpretations
of the prolongation. In the first reading, the wavering be-
tween these two chords is prolongation of the dominant-
functioning . In the second reading, the half-diminished
chord is likely interpreted as having subdominant function
rather than predominant function, participating in a tonic
prolongation. And in the third reading (in which E is the
true bass), the half-diminished chord occurs over a tonic
pedal, making it even more clearly an agent of tonic pro-
longation.

In sum, the main melody’s ending is awash with am-
biguity. The ambiguity expressed by this ending is in keep-
ing with the formal ambiguity manifest throughout the
theme. Such formal ambiguity does not always survive the
addition of lyrics, as the structural relationships between
words are rarely as fuzzy. Whether one word rhymes with
another is a much plainer matter than whether one mu-
sical idea derives from another, as long as one is operat-
ing in a genre such as this in which near rhymes and slant
rhymes are never allowed to substitute for exact rhymes.
And what constitutes a grammatical clause is usually less
contentious than what constitutes a musical phrase. This
grants two great powers to the proceeding lyrics: to adjudi-
cate between already present possibilities and to introduce
new ones.
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2. “REVIENS MON AMOUR”

Before we leap into the lyrics of “Reviens mon amour,”
we must first consider the differences that arise from Mario
Melfr’s rearrangement of Chopin's melody. Melfi hybridizes
the A and A’ versions. He begins with the compound an-
tecedent from mm. 1-8 of the étude, but instead of us-
ing the compound consequent from the A section (mm.
9-21), he uses the compound consequent from the A" sec-
tion (mm. 62-77). His arrangement is also unambiguous
about what the true bass note is after the model sequence:
itis 1. In the published sheet music and in both of the 1939
recordings (his and Bruno Clair’s), one can see/hear 1 in
the bass on the downbeats. This fact will be reflected in the
analyses in the rest of this article.

In the figures that follow, I make the following nota-
tional choices for ease of comparison between the three
versions of the melody (Chopin, French, and English): (1)
I do not include the instrumental intros added in the pop
versions; nor do I count them in the measure numbers.
(They are inconsistent across sheet music and recordings:
the sheet music of “Reviens mon amour” and “So Deep
Is the Night” have four-bar intros; both Bruno Clair and
Mario Melft’s recordings have much longer intros.) I treat
the first measure of the vocal parts as the first measure of
the song, so it aligns with the étude. (2) Although “Reviens
mon amour” and “So Deep Is the Night” were both pub-
lished in E-flat major, rather than E major, I maintain E
major. (3) Although the published versions of “Reviens mon
amour” and “So Deep Is the Night” double the note values
of Chopin’s original (but not the meter, which remains %), I
have kept Chopin’s original values.

Example 7 shows the published lyrics of “Reviens mon
amour” (side by side with an English translation by me)
with the rhyme scheme indicated by letter labels.” Exam-
ple 8 shows the first three quarters of the melody (mm.
1-13) together with the French lyrics and the same let-
ter labels and color-coding as in Example 7. I do not rec-
ommend beginning by listening to either of the premiere
recordings of the song—Bruno Clair’s or Mario Melfi with
Bernardi. Although the cover of the sheet music states
“crée at enregistré sur disque Pathé PA 1669 par Bruno

% The annotations mark only exact rhymes, not near rhymes or
slant rhymes. Consequently, the “-our” (or IPA: u) sound that ends
(e.g.)“amour”is treated as entirely distinct from the “-oeur” (or IPA:
cep) sound thatends (e.g.) “coeur,” even though these sounds are the
most similar pair of rhyming sounds in the song. While a listener or
analyst might exploit this similarity to reach additional hermeneu-
tic conclusions, I have chosen not to do this for the sake of limit-
ing the scope of this analysis and because the difference in these
sounds is likely to be less distinct to a non-native speaker of French
than to a native speaker. (Failing to tell apart French’'s various subtly
different vowels is one of the characteristic markers of an outsider.)
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French:

Reviens, mon amour (a)

Jattends ce jour (a)

De tout mon cceur (b)

Plein d’infinie douceur (b)

Pour t’accueillir (c)

Joublierai dans cet instant supréme (d)
Combien j’ai pu souffrir (c)

Reviens, mon amour (a)
Jattends ce jour (a)

De tout mon cceur (b)

Si triste en sa langueur (b)
Pour t’accueillir (c)

I1 nest pas, sans toi que jaime (d)
Un seul jour, une heure méme (d)
O vers toi, tout vibran du désir (c)
De te chérir (c)

Je dis sans retour (a)

Reviens, mon amour (a)

De tout mon cceur (b)

Jattends ce jour (a)

English: (translation mine)

Return, my love

I await the day

With all my heart

Full of infinite sweetness

To welcome you

In that supreme moment, I will forget
How much I have suffered

Return, my love

I await the day
With all my heart
So sad in its languor
To welcome you

Without you, my beloved, there is not
A single day, or even an hour,

When, trembling with the desire

To cherish you,

I do not call out to you:

Return, my love

With all my heart

I await the day

Example 7. Marietti and Viaud's printed lyrics to “Reviens mon amour”.
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Example 8. “Reviens mon amour,” mm. 1-13.

dubious at times, his most questionable pronunciations
take place only within lines and do not affect the rhyme

Clair” (“created and recorded on disc Pathé PA 1669 by
Bruno Clair”)—therefore leading one to expect the sheet
music and recording to match—the lyrics that Clair and ~ scheme.)
Bernardi sing do, in fact, differ from the sheet music in

places. To hear the printed lyrics for mm. 1-13, I recom-
Audio Example 2. Beniamino Gigli’s recording of “Reviens mon

mend listening to Beniamino Gigli’s 1948 recording (Audio
amour,” mm. 1-13.

Example 2). (Even though Gigli’s French pronunciation is
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In the first five bars of the melody, Marietti and Vi-
aud employ the rhyme scheme AABBC. When examining
the music alone, expansion and extension both seemed like
viable explanations for this phrase’s asymmetry. But these
lyrics seem to endorse extension: because the rhyme words
mark off regular one-bar intervals, none of the units feels
expanded; and the rhyme scheme marks the fifth bar as an
appendage because it does not match with anything that
comes before. This sense of interloping is also reinforced
by the syntax of this stanza (here, consulting Example 8 is
clearest): the first four lines express a complete thought;
removing the fifth line (“Pour t'accueillir” / “To welcome
you”) would change the stanza’s meaning but would not
produce an ungrammatical sentence (in either French or
English). This isolation—sonic and grammatical—creates
a need for the word “accueillir” to acquire a partner, which
alistener might expect to occur at the end of the compound
antecedent.?®

That does indeed occur in m. 8. But now a different
line-ending word has been left hanging: “supréme” (m. 7),
which is marked as “D” in the rhyme scheme. Besides be-
ing unpaired, “supréme” is also notable for its placement. It
comes one-and-a-half bars after the previous rhyme, thus
breaking the pattern of one rhyme per bar. This disrupts the
song’s “rhyme rhythm” (Lawrence 2024a): a phenomenon
that is to lyrics as harmonic rhythm is to music—not the
pace at which notes move, but the pace at which “events” oc-
cur. Squeezing together rhymes at one juncture can create
tension, and spacing out rhymes can create relaxation, just
as hastening or slackening harmonic rhythm respectively
increases or decreases tension. In the case of these opening
bars, broadening the space between C and D in the rhyme
scheme relaxes the music, creating a bit of breathing room.

We might pause at this moment to consider the lyrics
sung on the premiere recording by Bruno Clair.?’ Exam-
ple 9 presents my transcription of them, alongside a trans-
lation, with the changed lines bolded. The reader is invited
to compare this with Example 8, which will allow them to

20 In their comments on an earlier version of this article, an anony-
mous reader for this journal came to a different conclusion. They
suggested that although the rhyme scheme supports an extension-
based reading (as I have suggested), the syntax better supports an
expansion-based reading. Their logic is that even though the first
four lines could stand alone syntactically (if the fifth line did not
exist), the addition of the fifth line produces a new syntactic struc-
ture in which all five lines are syntactically necessary. Because the
added fifth line is now integral, it feels like part of an expansion
rather than an optional extension. Even if I do not personally agree
with this logic, I nonetheless embrace this as a way of integrating
the parameters of rhyme and poetic syntax into the analysis of mu-
sical syntax.

2L These are also sung by Bernardi on Melfi’s recording, although he
sings only the compound consequent.
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see that the printed rhyme scheme has been preserved, fur-
ther cementing this as a key feature of Marietti and Vi-
aud’s analysis of Chopin's melody. They can then listen to
Bruno Clair sing these alternate lyrics in Audio Example 3.
The point about how the grammar of this stanza abets a
sense of extension (rather than expansion) in m. 5 remains
supported by the alternate lyrics, as “Pour te chérir” (like
“Pour t'accueillir”) is syntactically unnecessary for the first
stanza, even if it is semantically significant.

Audio Example 3. Bruno Clair’s recording of “Reviens mon
amour,” mm. 1-13.

As might be expected, the rhyme scheme of mm. 9-13
is a perfect copy of the one in mm. 1—4 (see Example 8). In
fact, the first three bars have not merely the same scheme,
but also the same lyrics. It is therefore mm. 1424 that pro-
vide the most interest, as was the case in our formal anal-
ysis of Chopin's two versions of the consequent’s continu-
ation. Example 10 shows four versions of this phrase: the
printed version, what is sung by Gigli (which differs only in
the final four bars), and two different ways of construing
what is sung by Clair, which differ from the printed version
and Gigli’s in mm. 16 and then handles the final four bars
as Gigli does). The performances of Gigli and Clair respec-
tively may be found in Audio Example 4. I personally favor
the reading in Example 10c over the one in Example 10d.
That is, I do not think that the “coeur” in m. 15 was meant
to be understood as part of the rhyme scheme, as the lyric
variants have preserved the rhyme scheme (i.e. the analysis
of the melody) in all other respects, and this granular level
of internal rhyme seems out of keeping with the approach
of the rest of the song. (Example 10d has one minor impli-
cation that I will consider in the closing paragraph of this
section.)

Audio Example 4a. Beniamino Gigli’s recording of “Reviens mon
amouy,” mm. 14-24.

Audio Example 4b. Bruno Clair’s recording of “Reviens mon
amour,” mm. 14—24.

Let us start with what is consistent among them. The
first two legs of the sequence (mm. 14-15) finally provide
rhyming words (/aime” and “méme”) for “supréme,” which
had been suffering in seclusion since m. 7. We could think
of this as merely a matter of economizing: why use a new
sound for this double-syllable rhyme when we have a per-
fectly serviceable (as yet unrhymed) double-syllable word
ready to hand? But the return of “-éme/-aime” (IPA: e.mo),
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French:

Reviens, mon amour (a)

Jattends ce jour (a)

De tout mon cceur (b)

Espére ce bonheur (b)

Pour te chérir (c)

Joublierai dans cet instant supréme (d)
Combien jai pu souffrir (c)

Reviens, mon amour (a)
Jattends ce jour (a)

De tout mon cceur (b)

Si triste oh ma douceur (b)
Qu'il peut mourir (c)

11 nest pas, sans toi que jaime (d)

Un seul jour, une heure méme (d)

Ol mon ceeur tout vibran du désir (c)
De te chérir (c)

Je dis sans retour (a)

Reviens, mon amour (a)

De tout mon cceur (b)

Jattends ce jour (a)

Pour mon amour (a)

English: (translation mine)

Return, my love

I await the day

With all my heart

I hope for the happiness

Of cherishing you

In that supreme moment, I will forget
How much I have suffered

Return, my love

I await the day
With all my heart
So sad, oh my sweet,

That it might die

Without you, my beloved, there is not

A single day, or even an hour,

When my heart, trembling with the desire
To cherish you,

Does not call out to you:

Return, my love

With all my heart

I await the day

For my love

Example 9. Sung lyrics on Bruno Clair’s recording of “Reviens mon amour”.

or sound D in the rhyme scheme, can also draw attention to
the motivic connections between the current sequence and
m. 7.

The formal analysis of Chopin’'s melody in the previous
section did not draw motivic connections among the vari-
ous ideas contained within this theme. However, the mo-
tivic derivation of this sequential figure in m. 14 is evident
(Example 11): the toggling figure on the first beat was intro-
duced in m. 2 (shown by the dotted red line), and the double
neighbor figure on the second beat was introduced in m. 6
(shown by the dotted violet line). We have not heard that
double neighbor figure since the idea in mm. 6-7, and thus
the reappearance of sound D (e.ma) marks a sort of “double
return’’: of both the linguistic rhyme sound and the musical
motive associated with those measures.

The next sound to return is “-ir” (IPA: ig), marked as
sound C in the rhyme scheme. It crowns two crucial points
of arrival in the push towards the cadence: the § chord in m.
17 (“désir”) and the V chord in m. 18 (“chérir”). This affords
two analytical observations:

1. Sound C has previously been associated only with the
ends of formal units (Example 12). It previously ended
the compound basic idea of the compound antecedent
(“vaccueillir” in m. 5), the continuation of that same
antecedent (“souffrir” in m. 8), and the compound ba-

sic idea of the compound consequent (“mourir” in m.
13) In carrying over this association, the rhyme word
abets in the deception wrought by the chords: the false
promise they make that the theme will imminently
draw to a close.

2. This DDCC rhyme scheme can be understood as the
same as the DC rhyme scheme that concludes the
compound antecedent, except doubled (Example 13).
Thus, although my initial analysis treated this entire
sequential episode as a notable departure from all the
music that came before, the lyrics suggest an alternate
reading: that it is an expansion of the end of the com-
pound antecedent.

It is fitting that when the push towards the cadence is
negated in m. 20, this comes at the hands of rhyme sound A
(“-our” or IPA: ug), the sound that marked the song’s open-
ing idea. Thus, this is a sort of “re-opening” of what should
have been the close. It is also fitting that this remembrance
of words past is triggered by the word “retour,” meaning
“return.”

All of the remaining lines (except for the last one) are
recollections of the song’s opening lyrics, exceptin a slightly
scrambled up order (Example 14). “De tout mon coeur”
(mm. 20-21) now comes before “Vattends ce jour” (mm.
21-22) instead of directly after it (as was the case in mm.
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(b) Gigli (1948)
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(c) one reading of

Clair (1939)
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(d) another reading
of Clair (1939)
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Example 10. Fourversions of “Reviens mon amour,” mm. 14—24.
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Example 11. Motivic connections in “Reviens mon amours”.
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Example 12. The occurrences of C in the vhyme scheme of “Reviens mon amour”.
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Example13. DC to DDCC in “Reviens mon amour”.
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Example 14. Return of opening material in “Reviens mon amour”.
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2-3). Because the former line ends with sound B (“-oeur” or
IPA: cen), this creates the potential for an unpaired rhyme
word. And this is precisely what happens: the word “coeur”
(heart) never achieves “douceur” (sweetness), just as the
singer’s actual heart never reaches the sweetness it longs
for. (This feature of these bars is potentially heightened if
one is listening to the Clair/Melfi version and interprets it
asin Example 10d, in which there are two “coeurs” emitting
unanswered cries for a rhyme.) Instead, the song ends with
the singer describing themselves as still waiting. This wait-
ing is sealed by the words “J’attends ce jour” in the printed
sheet music and by “Pour mon amour” in the sung versions.
The effect of the two is the same: the singer (as expressed
through the lyrics) fails to achieve emotional closure just as
the song fails to achieve the true tonal closure that would be
granted by a perfect authentic cadence.

3. “SODEEP IS THE NIGHT”

Example 15 shows Sonny Miller’s complete lyrics to “So
Deep Is the Night,” with the rhymes labelled according to
the same system as before. Because the primary purpose of
this article is to show how different rhyme schemes create
different analyses, which in turn capitalize on different af-
fordances of the original music, our coverage of the English
lyrics will focus on where they diverge from their French
counterpart. The first such divergence already occurs in the
opening five bars, shown in Example 16 and sung by John
McCormack (1940) in Audio Example 5.2 In “Reviens mon
amour,” the rhyme scheme was AABBC; in “So Deep Is the
Night,” it is AAAB. The former has one more letter than the
latter. This is because whereas the former unfolded at an
even one rhyme word per bar, the latter has no rhyme word
in m. 3. Thus, the effect of relaxation that comes from the
slackening of rhyme rhythm starts earlier in the English
lyrics, and this has the potential to makes m. 4 sound even
more like a point of repose, to heighten the sense that m.
5 is just tacked on. It both breaks a chain of only A rhymes
and undoes the effect of repose.

Audio Examples. John McCormack’s recording of “So Deep Is
the Night,” mm. 1-5.

The next three bars more or less follow the model of
“Reviens mon amour” (Example 17): an unpaired word sits
on m. 7, and m. 8 closes off the antecedent with the same

22 T have eschewed using the Hylton/Browne recording of “So Deep
Is the Night” since (as mentioned before) its tempo and style are
out of keeping with the ballad genre that the song became a part
of—indeed, the same ballad genre to which “Reviens mon amour”
already belonged.

Original:

So deep is the night (a)

No moon tonight (a)

No friendly star to guide me with its light (a)
Be still my heart (b)

Silent lest my love should be returning (c)
From a world far apart (b)

So deep is the night (a)

O lonely night (a)

On broken wings, my heart has taken flight (a)
And left a dream (d)

In my dream our lips are

Will my dream be never

Will your mem'ry haunt me till I die? (f)
Alone am I (f)

Deep into the night (a)

Waiting for the light (a)

Alone am I (f)

I wonder why (f)

Deep is the night (a)

Example1s. Sonny Miller’s lyrics to “So Deep Is the Night”.

rhyme word that was used in m. 5. A more meaningful al-
teration occurs in the first five bars of the consequent. In
“Tristesse” those bars had the exact same rhyme scheme
and rhyme words as the first five bars of the antecedent.
But that is not quite the case here in “So Deep Is the Night,”
in which AAAB has been replaced with AAAD. The rhyme
scheme remains the same, but the word “dream” intro-
duces a new sound to the rhyme scheme. In “Reviens mon
amour,” this moment projected both backwards and for-
wards: backwards to the other moments with the same
rhyme word, and forwards to a potential future word to pair
with. Here, the new sound projects only forward, towards
the hopeful conclusion of the theme, where one might ex-
pect (or at least wish for) another word that will rhyme with
“dream” and become another D in the rhyme scheme. There
are thus two unpaired letters in the rhyme scheme: C and D.

Examples18 and 19 are color-coded scores for the com-
plete melodies of “Reviens mon amour” and “So Deep Is the
Night” respectively.?® These examples illustrate the stark

23 Once again, I have omitted a consideration of near and slant
rhyme. The prohibition in letting these “count” as rhymes is par-
ticularly strong in English-language popular song that operates
within the songbook tradition, carrying over to musical theater. As
Plotkin puts it, “we should treat the primacy of proper rhyme as ax-
iomatic” (2023, 92). One of the readers for this journal has pointed
that there is a possibility of hearing an additional rhyme that I have
not marked in my color-coding: the repetition of “dream” in mm.
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mm. 1-5 in “Tristesse”
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Example17. “So Deep Is the Night,” mm. 1-13.

differences between the song settings, when taken as a
whole. First, consider the fate of sounds C and D in the
rhyme scheme of “So Deep Is the Night:” nothing comes of
them. Appropriately enough, nothing returns for “return-
ing” and “dream” is unfulfilled, thus denying closure to both
of those sentiments. Next, consider the sequence in mm.
14-15. (Audio Example 6 is McCormack’s performance of
m. 14 to the end.) These measures in “Reviens mon amour”
forged a connection with earlier music by using a sound al-

13-15 could be interpreted as an example of “linkage technique” /
anadiplosis, since the same musical figure and the same word ends
the compound consequent’s c.b.i. and begins its continuation. This
would be an echo of the purely musical use of linkage technique in
mm. 2-3, which I noted in Footnote 13 of this article. Although this
is an interesting reading, I believe that the unusual locations of the
appearances of the word “dream” in mm. 14-15 suggest that they
were not intended to be heard as part of the overall rhyme scheme.

100

ready in the rhyme scheme (D). “So Deep Is the Night” in-
troduces new sounds: the sequence forms the couplet EE
in the rhyme scheme. This has the potential to suggest the
opposite idea: that the sequence is a departure from ev-
erything that has come before. The sense that this music
is pushing forward is heightened by the fact that the next
three bars introduce yet another rhyme word pair (FF). And
yet, the contents of these lines undo the effect of the E cou-
plet. The E couplet burrowed deeper into the singer’s dream
of being reunited, but the F couplet ends with the words
“Alone am I” (mm. 17-18), pulling the singer back into their
isolation in the present.

Audio Example 6. John McCormack’s recording of “So Deep is
the Night,” mm. 14-24.

As in the French lyrics, we then get a recollection of
the opening. But whereas the French lyrics provide an ex-
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Example19. Complete melody of “So Deep Is the Night” with color-coding.
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act reiteration of parts of the opening, these English lyrics
transform two phrases from the opening: “So deep is the
night” becomes “Deep into the night” (mm. 18-19), and “No
friendly star to guide me with his light” becomes “Waiting
for the light” (mm. 19-20). In both of these cases, what once
were descriptions of the night outside the singer have now
become descriptions of the singer’s own state. In the final
two lines, the singer says, “I wonder why,” but then doesn't
provide an answer, ending by merely repeating “Deep is
the night.” This is a perfect lyrical illustration of the har-
monic ambiguity in this passage, which features three re-
turns: sonically to rhyme sound A, poetically to the night,
and musically to the tonic. None of these returns feels like
a true resolution, just a return. Like the French lyrics, this
analogizes the absent or weak resolution to finding oneself
where one started, except that the English lyrics emphasize
a sense of isolation, rather than a sense of waiting.

CONCLUSION

Having completed our analyses of the étude’s theme,
its two pop song adaptations, and lyrical variants of one of
those songs, it is worth considering what lessons we might
take from these songs that can be applied more generally
in other analytical endeavors. I propose four: first, the form
of Chopin’s theme (or of any theme, for that matter) is not
one single shape, but is rather the sum of the many possi-
ble shapes that the music affords a listener. Second, some
of these possible shapes become more perceptible than oth-
ers, depending on how the music reaches the listener’s ears
(through what medium, performance, arrangement, etc.).
Third, adaptations of classical works therefore have much
to teach us about the originals, because they capitalize on
affordances that might otherwise have remained dormant.
Andlast, when translations of lyrics alter the rhyme scheme
of the original (as is often the case), this affects not only lyri-
cal form but also musical form. Change the words and you
change the music.
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Melfi, Mario and His Tango Orchestra (with Vocal Refrain).
1939. “Tristesse — Tango” (So Deep Is the Night). Music by
Frédéric Chopin. Arrangement by Mario Melfi. His Mas-
ter’s Voice B.D. 752..

Simon, Abbey. 1996. Abbey Simon Plays Chopin: Etudes and
Waltzes (Complete). VoxBox — CDX 5167.

. 2014. Frédéric Chopin: Etudes, Nocturnes, & Waltzes
Performed by Abbey Simon. Basilica Music.
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CONFERENCE REPORT: HARVARD
UNIVERSITY GRADUATE Music FORUM
CONFERENCE: “TRANSxMEDIA”

BY STEPHEN TIAN-YOU Al AND CHRISTINA MISAKI NIKITIN

INTRODUCTION

ROM FEBRUARY 2.8TH TO MARCH 1ST, 2025, the Harvard
University Department of Music’s Graduate Music Fo-
rum held its annual graduate conference with the theme,
“TRANS+Media.” As the organizers of the 2025 conference,
we sought to build on momentum generated by recent pan-
els addressing trans issues at major U.S./Canadian mu-
sic studies conferences and provide a dedicated setting
for such conversations.! We welcomed sixty attendees and
hosted sixteen papers and performances by graduate stu-
dents and early professionals, representing twelve institu-
tions, five countries, and nine disciplines. The conference
featured a keynote address by McKenzie Wark (The New
School); a video screening by Nguyén Tan Hoang (Univer-
sity of California, San Diego); a roundtable discussion fea-
turing Kaleb Goldschmitt (Wellesley College), Julidn X. Lat-
shang (Massachusetts College of Pharmacy and Health Sci-

! Our sincere thanks go to the junior scholars who organized
groundbreaking conference panels committed to trans subjectiv-
ities and musicalities in the past several years, bringing forth in-
novative scholarship, critical dialogues, and intellectual networks
that provided the blueprint for our conference. We were partic-
ularly inspired by the following: “Listening for Queer and Trans
Lives” at the 2022 American Musicological Society—Society for Eth-
nomusicology—Society for Music Theory (AMS-SEM-SMT) Joint
Annual Meeting in New Orleans, LA; “Transauralities: Thinking
Trans in Music/Sound Studies” at the 2023 AMS—SMT Joint An-
nual Meeting in Denver, CO; “Partying on the Periphery: Global
Queer/Trans Nightlives” at the virtual 2024 SEM Annual Meeting;
“Listening Trans and Trans Listening: Approaches to Music Analy-
sis” at the 2024 SMT Annual Meeting in Jacksonville, FL; and “Voic-
ing Trans/Queer Musical Dialogues” at 2024 Feminist Theory and
Music 17 (2024) in Ann Arbor, MI, among many others.
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ences), and Stephan Pennington (Tufts University); and a
concert by percussion-piano quartet Yarn/Wire featuring
compositions by the Harvard Group for New Music. The
conference was supported financially by the Harvard Uni-
versity Department of Music and the Open Gate Founda-
tion.? The full program may be found here.?

The conference theme, “TRANS*«Media,” sought to ex-
plore the meanings bound in the prefix “trans-"—convey-
ing “across, through, over, to or on the other side of, be-
yond, outside of, from one place, person, thing, or state
to another” (OED, n.d.)—as it pertains to sounding me-
dia, with a marked emphasis on transsexual and transgen-
der musicalities, experiences, and lives. The title itself al-
luded to several texts that demarcated the central line of
inquiry. First, we took inspiration from Susan Stryker’s
movement-oriented formulation of “transgender” in Trans-
gender History as “people who move away from the gen-
der they were assigned at birth” (2008, 1). The asterisk,
which first emerged in online gender-community spaces
(see Tompkins 2014), was taken from Jack Halberstam’s
Trans™: A Quick and Quirky Account of Gender Variability. As
Halberstam explains, “the asterisk holds off the certainty
of [gender] diagnosis; it keeps at bay any sense of know-

2 We would like to thank the editors of Intégral—Kaylee Bernard,
Maeve Gillen, and Ryan Jones—for their interest in having us pub-
lish areport on this conference. We are especially grateful to Maeve,
who reached out as an attendee that advocated for the importance
of documenting this event for the benefit of the broader academic
community, and who provided invaluable feedback and guidance
throughout the editorial process.

3 Our many thanks to Sam Huber for his exceptional design work
on this conference program book.


https://theory.esm.rochester.edu/integral/wp-content/uploads/2026/08/Integral_Vol39_Trans_Media_Conference_Program-1.pdf
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ing in advance what the meaning of this or that gender
variant form may be, and perhaps most importantly, it
makes trans® people the authors of their own categoriza-
tions” (2018, 4). Notably, this asterisk also appears in Dana
Baitz’s “Toward a Trans™ Method in Musicology,” which dif-
ferentiates a trans™ musicological approach from a queer
one by its interest in “investing in the body” (2018, 371) as
a primary locus of knowledge production. Lastly, the title
makes reference to “transmedia storytelling” as coined by
Henry Jenkins in Convergence Culture: Where Old and New Me-
dia Collide, which describes a technique that unfolds a story
“across multiple media platforms, with each new text mak-
ing a distinctive and valuable contribution to the whole”
(2006, 95-6). By employing the lithographical flourish of
the centered asterisk () over the raised one (*), we by-
pass a visual shorthand that risks flattening “trans” into a
categorical umbrella and orient our critical inquiry on the
movements afforded by the asterisk’s open-ended varia-
tion.

With these competing perspectives on transx in mind,
the conference sought to engage with two principal ques-
tions with a particular focus on transgender and transsex-
ual experiences and musicalities: How does sound move
across, between, and beyond media? And how does sound
move media?

This capacious framing of transx—from movement
to diagnosis to attitude to media system—foregrounded a
critical tension in trans studies between trans-as-identity
and trans-as-method. On one hand, trans-as-identity is
concerned with trans life, speaking to the desires, feelings,
legacies, and knowledges of trans individuals and com-
munities. On the other hand, trans-as-method takes full
embrace of the prefix’s ability to animate boundary cross-
ing (e.g., transnational, transdisciplinary, transspecies) to
invent alternative ways of knowing. The former has been
criticized for a return to essentialism and an overreliance
on the human figure (Halberstam 2022), while the latter
has been charged with extracting the prefixal “trans-” at
the expense of transgender and transsexual people (Chu
and Drager 2019; Amin 2023). Through this conference, we
aimed to bring this important conversation to the field
of music studies by selecting a wide range of papers on
this spectrum. As the organizers, we felt that music and
sound—always political, slippery in its representation, and
often abstract—had and will continue to have much to say
in this ongoing debate.

1. TRANS* BODIES AND VOICES

Given trans studies’ foundational understanding that
bodies and technologies are always already enmeshed (see
Sullivan & Murray 2016; Gill-Peterson 2014), it was unsur-
prising that the majority of conference papers focused on

unpacking the technological capacity, mediation, and in-
tervention of trans bodies and voices. Notably, such tech-
nologies circumscribe the material conditions of trans life,
employed by trans subjects in variable practices of disclo-
sure which seek social recognition through a performance
of gender (in)authenticity.

Keaton Ireland (New York University) and Noah Witke
Mele (New York University) dealt explicitly with medi-
cal transition in their analysis of Arca’s Mutant;Destrudo
(2023), which features the Venezuelan experimental artist’s
transfeminine body adorned with a prosthetic transmas-
culine body suit. For Ireland and Mele, Arca’s obfusca-
tion of dominant medical and social narratives of transi-
tion—is Arca here male-to-female or female-to-male?—re-
veals prosthetic technologies as experimental enactions on
an always-already synthetic sex/gender system. Turning to
the dysphoric and transitioning trans voice, Dani Heffer-
nan (University of California, Los Angeles) examined voice
feminization exercises performed by multiple transfemi-
nine speakers in Sarah Hennies’s multimedia work Con-
tralto (2017), demonstrating how the piece transforms vocal
dysphoria from an individual concern into a collective af-
fective experience. In a moment of conferencing serendip-
ity, multimedia artist and producer ILA (ila kamalagha-
ran, Moth Quantum), supported by Coda Nicolaeff (TRANS
VOICES), instantiated such a collective affective experience
of vocal euphoria and dysphoria in a live choral perfor-
mance of RECURSE (2025). This was achieved by employ-
ing machine-learning model Neutone, which blended ILAs
voice with those of the UK-based gender-diverse choir,
TRANS VOICES.

Moving beyond the sounded, embodied voice to is-
sues of authorial voice, several papers considered how
transx* is strategically envoiced within normative struc-
tures. Vik J. Squires (Melbourne Conservatorium of Music,
University of Melbourne) presented an interpretative phe-
nomenological analysis of Australia’s predominantly cis-
male and largely transphobic metal scene. Squires high-
lighted how the scene’s embrace of the “social outcast” both
facilitated gender experimentation and eventual coming
out of two transwomen performers. Identifying a similar
negotiation in queer and trans electronic music scenes,
Lily Shababi (University of California, Los Angeles) shed
light on the ways in which trans hyperpop artists employ
experimental production technologies to defy the music
industry’s attempts to codify and capture the genre. Fi-
nally, Euge Helyantus Stumm (University of Miami) ex-
amined the development of Pajubi—a cryptolect combin-
ing Yoruba, French, Italian, and English developed by trav-
esti sex workers in Brazil—and its expressive capacity as a
weapon for survival and a musical language in Brazilian
Funk. For Stumm, Pajubd’s power lies in its flexibility and
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continuous evolution; upon capture by the mainstream, it
evolves further, maintaining its ability to function as lin-
guistic resistance.

2. TRANS* ARCHIVE AND MEMORY

Another major theme that arose was the question of
how trans histories are written, preserved, and reclaimed.
In a current political climate that insists on trans disap-
pearance, a very few number of visible archives that ele-
gize trans subjects’ pasts have been used to construct nar-
ratives—for better or for worse—of tragic victimhood, ro-
mantic resistance, and so on. How does one remember in
such destitute conditions? What other material, affective,
and sonic media can hold such memories?

Drawing from a kaleidoscopic collection of various
media in sonic collage, Luz Chavez (Independent) pre-
sented a trans critique of the home through creative accu-
mulation, exploring the ways in which trans people nav-
igate and struggle against cisheteropatriarchal norms to
refashion the home as a space of radical care. Similarly,
Morgan Bates (University of California, Los Angeles) exam-
ined how Angélica Negrén's ethereal cinematic opera The Is-
land We Made (2021) mobilizes the figure of the drag mother
(played by Sasha Velour) to destabilize normative time and
space by evoking nostalgia through uncanny and ethe-
real audiovisual representations of home. Dan Levy (McGill
University) conducted close readings of scenes from the
coming-of-age film I Saw the TV Glow (2024), attending to
the film’s careful curation and compilation of “sad songs”
in forming a t4t (“trans-for-trans”) care that reaches out of
the screen and into the contested homes of trans audiences.
Broaching the unwanted intrusion of HIV/AIDS remem-
brance into the patriarchal home by Brendan Maclean's in-
famous and raunchy House of Air (2017), Jo Michael Rezes
(Tufts University) engaged with virality, both digital and bi-
ological, to place humor and camp at the heart of queer re-
membrance and survival.

While such visible representations of trans memory in
film and opera houses are certainly to be celebrated, Ale-
jandrina M. Medina (University of California, San Diego)
reminded us that such works, which represent the com-
pletion of an artistic process, are easily co-opted by log-
ics of productivity and extraction. Analyzing staged perfor-
mances of getting ready by artist Mark Aguhar, Medina ar-
gued for an attention to the quotidian labor that anticipates
and prepares transfeminine life, drawing out the crucial
role of “feminine indolence” in staving off inevitable ends.
Kelsey “Chloé&” Sucena (Alfred University) also issued a word
of caution on the subject of documenting trans lives, medi-
tating on Susan Sontag's (1977) condemnation of photogra-
phy as a tool of masculine, colonial domination. Declaring
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that “my camera is a pussy,” Sucena re-embraces the analog
camera, which escapes digital regimes of surveillance, and
in doing so, refigures photography as a medium of connec-
tion, care, and historical preservation for her trans commu-
nity.*

3. TRANS* RELATIONALITY

The remaining papers took a broader approach to
trans+ and considered how a wider purview can shape
our attitudes and relationships toward surrounding media
ecologies and natural environments. Sergio De Iudicibus
(Yale University) analyzed the opening scene of the Net-
flix series You (2018) by way of an imaginative re-reading
of the Narcissus myth, emphasizing the power of the dis-
embodied voice to inhabit different bodies—especially of
gender and age—and beckon the spectator to “drown in’
the screen. By theorizing a transvocal system that ren-
ders the boundary between reality and screen porous,
De Iudicibus drew out the larger stakes of such immer-
sion, particularly in relation to lip-synced TikTok audios
and Al-generated voices that have come to characterize
our media soundscape. Mayank Dutt Kaushik (Jawahar-
lal Nehru University) went beyond screen media to the-
orize the transsensorial system of extended reality (XR),
mixed reality (MR), augmented reality (AR), and Al-driven
platforms. For Kaushik, because of XR/MR/AR/AT’s ability
to create narrative agency through sensorial immersion,
this transsensorial system offers innovative ways to rethink
identity and freedom for the trans subject. Steve 4. Tu (Uni-
versity of Toronto) presented a multispecies ethnography
developing a practice of transspecies and transnational lis-
tening and pedagogy by blending Salomé Voegelin's (2010)
concept of listening as transformative engagement with
Daoist notions of harmony and flow. This practice attunes
to other-than-human stories, allowing Tu to delaminate
accumulated histories of colonial domination from Indige-
nous histories on his own campus’s green spaces. Finally,
Fabricio Cavero Farfan (University of California, Irvine)
performed a fragment of his transmedial opera The Primeval
Poet, which blends inherited Precolumbian Andean clay
technology with modern audio equipment to restore and
eulogize an Indigenous American academe that learned
and listened alongside sacred plants in ritual, study, and
everyday life.

4. VIDEO SCREENING: “AN ACCENTED
PORNOGRAPHY”

The first day concluded with a screening of experimen-
tal videos by Nguyén Tan Hoang (University of California,

4 See Sucena (2025) for a published version of this presentation.
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San Diego) titled “An Accented Pornography,” showcasing
works from various stages of their career as video artist
and scholar, including K.I.P. (2002), look_im_azn (2011), Sad
Porn Circa 1994 (2025), Oriental Hardon (2025), and The Les-
bian Hand (in-progress). Through this curated selection of
works, Nguyén explored effeminized portrayals of Asian
and Asian-American men in gay pornography to reformu-
late Asian male “bottomhood” as an oppositional worldview
and tactic with the power to destabilize sexual, gender, and
racial norms.

Nguyén proposed “accented pornography” as a mode
of listening that hears the soft, hesitant, and at times unin-
telligible vocalizations of Asian “bottom” actors not merely
as stereotypical markers, but as affective expressions that
legitimize an alternative sexual subject-position within
Orientalist gay fantasies.® They also traced the historical
specificity of these sexualized and racialized subjectivities,
examining the shifting formulations of Asian male femi-
nization against the sociopolitical backdrops of the Viet-
nam War, the gay liberation movement, and the HIV/AIDS
epidemic. The critical role of the archive in document-
ing queer and trans histories was made tactile in Oriental
Hardon (2025), which featured mail-order nude snapshots
of anonymous Asian men in hotel rooms from the 1980s
and 1990s, sourced from the University of South Florida’s
“The Asian Male Nude Collection.” Transposing Tina M.
Campt’s (2017) theoretical framework of “listening to im-
ages” into practice, Nguyén synced the visual progression
of the photos to a cacophonous soundscape of analog and
digital technology (e.g., fax machines, dial-up modems),
attuning to the material frictions of the archive as a site of
preservation and de-generation.

Following the screening, a talkback was moderated
by Graduate Music Forum member Eloy Ramirez (Harvard
University), who guided a dynamic conversation on the su-
perimposition of colonial violence and phallic aggression
within many of Hoang’s archival pieces, in addition to ex-
panding upon the potential of pornography as a medium
for reclaiming “bottomhood” as a site of “active receptivity”
(Nguyén 2014). The event closed with a Q&A session, during
which Nguyén provided practical advice for junior scholars
navigating institutional backlash amidst rising anti-DEI
policies, ultimately demonstrating how transmedia frame-
works can unsettle the white, cisheteronormative gaze both
in the archive and within the academy.

5 Please note that the title of the screening was changed from the
one listed in the official program.

6 See Nguyén (2014), which builds upon Hamid Naficy’s (2001) the-
ory of “accented cinema’ to examine portrayals of “fresh off the
boat” Asian actors in gay pornography.

5. KEYNOTE: “RAVE | PRACTICE”

McKenzie Wark (The New School), writer and criti-
cal theorist with particular interests in media theory, trans
studies, Marxist criticism, and the Anthropocene, deliv-
ered the keynote address, “Rave | Practice.”” Known for
her deeply personal, self-reflexive, and conceptually rigor-
ous writing style which she terms “critical (auto) theory,”
Wark presented a rich autoethnographic account of New
York’s underground rave scenes.® Expanding upon her re-
cent monograph Raving (2023b), she situated her work be-
tween autofiction and autotheory to reveal writing, theo-
rizing, and raving as mutually constitutive practices.

Guiding us through her lived experiences as a raver,
Wark provided thick sensorial descriptions of a typical
Brooklyn rave, detailing the relational dynamics between
ravers, the collective labor of DJs and venue staff, the spa-
tial mapping of the dance floor, and the heightened psychic
sensation of drug use. She emphasized the distinct stakes
of participating in nightlife for queer and trans subjects,
pointing to the vital presence of dolls—an affirmative ver-
nacular for the trans women whose affective, sexual, and
material labor actively sustain these underground spaces.

Wark’s reflexivity in her positionality as a trans
woman, scholar, and long-time raver allowed for a concep-
tualization of raving through a distinctly transsexual ex-
perience of time and space, a framework made especially
salient in the topic of dissociation. She defined “ravespace”
as a situational continuum occurring at the nexus of mu-
sic, dance, and ketamine, demarcating a site of vacilla-
tion between psychic dissociation and euphoric enflesh-
ment. This state of dissociation in a rave, wherein mind and
body are free of one another, offered new understandings
of the contentious discourse concerning (dis)embodiment
within trans studies. Through her autotheoretical mapping
of the trans body drifting across “sideways time,” Wark il-
lustrated a non-linear, non-vertical traversal of space, ar-
ticulating a trans temporality that extends beyond and col-
lapses into the boundless horizon of the dance floor. By
centering trans subjectivities in this sono-somatic phe-
nomenon, Wark shed new light upon the technological ca-
pacities of sound and music in reconfiguring time, space,

and the body.

6. ROUNDTABLE: TRANS-AS-IDENTITY VS
TRANS-AS-METHOD

The roundtable convened ethnomusicologist and pop-
ular music scholar Kaleb Goldschmitt, activist and univer-

7 Please note that the title of the keynote address was changed from
the one listed in the official program.

8 For further discussion of Wark’s tactical uses of autofiction and
autotheory in her written works, see Wark (2023a).
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sity dean Julidn X. Latshang, critical musicologist Stephan
Pennington, and keynote respondent Wark to discuss the
conference’s central stakes in the tenuous friction be-
tween trans-as-identity and trans-as-method. These se-
nior scholars addressed these theoretical tensions not only
through disciplinary expertise, but perhaps more signifi-
cantly, through their lived experiences shaped by a multi-
tude of roles they simultaneously occupy within and be-
yond the academy.

Goldschmitt began their remarks by inhabiting the
current difficult political moment, speaking candidly about
the challenges of teaching at a historically all-women’s col-
lege. Contemplating the pressing question of “what to do”
at this juncture, they turned to the activist music label
Red Hot Organization’s recent compilation album TRA/HeEA
(2024) for a possible answer. The album, which pays homage
to Brazilian gender-bending musician Caetano Veloso, fea-
tures contributions of trans/non-binary, queer, and allied
musicians from various genres and generations, gesturing
toward the possibility for a trans musical coalition across
nations, political allegiances, and media.

Building on the theme of coalition, Latshang reflected
on their time as Interim President of the local activist or-
ganization Trans Resistance MA. Recounting their experi-
ences securing funding, curating, and coordinating a mu-
sic festival for the organization’s annual march, they at-
tested to the power of music to cultivate trans joy, which
is crucial for sustaining community and mobilizing action.
Speaking also from their role as dean of student affairs,
Latshang revealed the dual burden faced by professionals
of marginalized identities in navigating everyday encoun-
ters with racial and transphobic hostilities on campus while
also bearing the emotional labor of supporting students
through those same violent structures.

In his contribution to the roundtable, Pennington re-
visited the “inconvenient” but canonical voices of trans his-
tory, such as Marsha P. Johnson and Sylvia Rivera, to deliver
a critique of the historiographical urge to tidy up, trun-
cate, and distort the biographies of black trans revue girls,
hookers, and drag queens to mold them into palatable trans
heroes. The repudiation of the bygone figure of the trans-
sexual—made “embarrassing” in the uncritical embrace of
Sandy Stone’s “posttranssexual” (2006)—stood out as par-
ticularly salient and offered prescient insight into contem-
porary online gender politics. For Pennington, the multi-
plication of gender identification categories on platforms
such as Tumblr marks a shift toward a discourse where
“trans” itself becomes a transmedial story to be splintered,
distributed, and consumed.

Following these presentations, Wark pulled together
common themes pertaining to generational shifts in the
politics of representation and the stakes of increased queer
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and trans visibility. In a tender moment, Wark reflected
on her own vantage point as someone who transitioned
relatively late in life and reminded us of the painful real-
ity that many who transition early do not make it to her
age. The panelists then shared personal experiences of nav-
igating a world ridden with cisheteronormative standards,
broaching topics such as issues of safety, the complexities
of “passing,” the shifting landscape of trans studies, and
the ongoing precarities of writing on and through transx.
For an audience composed mostly of graduate students,
young professionals, and early-career artists, this intergen-
erational exchange provided invaluable guidance and en-
couragement in an admittedly destitute moment.

CONCLUSION

At the heart of our conference was a deep concern for
the works, practices, experiences, and lives of transgen-
der and transsexual individuals and communities. Since
the dissemination of our call for papers in November
2024, trans people in the United States and globally have
faced increasingly mounting attacks on their healthcare ac-
cess, legal recognition, and existence. Under these oppres-
sive conditions, our call to critically consider TRANS*Me-
dia—namely, to indulge in the debates of trans-as-identity
and trans-as-method vis-d-vis trans experience—may have
seemed blissfully ivory-towered. However, we believe that
it was precisely because of this precarious moment in time
that we not only exchange scholarly insights and engage in
critical dialogue, but more importantly, gather as friends
and colleagues to collectively practice an ethics of care.

The conference’s most profound achievement lies be-
yond our printed program. It crystallized, instead, in
the fleeting moments, the unscripted exchanges, and the
serendipitous encounters that transgressed the confines
of an official schedule. It materialized in the sheer grav-
ity of our collective presence, an assembly of queer and
trans scholars flooding seminar rooms, spilling out into the
hallways, and taking up space in the department shared
lounge. It resonated in the affective surplus of the in-
between, in the contagious laughter over shared meals and
the animated debates carried over into coffee breaks. It
thrived into the late hours of the night, culminating in
a karaoke session fueled by cheap cocktails and belting
“Danza Kuduro” until our voices gave out. TRANS*Media
marked a convergence of a radical kinship years in the
making, emerging in the peripheries of larger conferences,
through informal mentorships, across quiet solidarities.
Even as queer/trans utopia continues to be out of reach, the
conference offered a rare glimpse of its warm glow on the
horizon, underscoring the need for such ad hoc moments
of communal healing.
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REVIEW OF ATOMIC TUNES: THE CoLD WAR
IN AMERICAN AND BRITISH POPULAR
Music BY JOANNA AND TIM SMOLKO,
INDIANA UNIVERSITY PRESS, 2021

BY ALDWYN HOGG]R.

HE CoLD WAR between the United States of Amer-
T ica (USA) and the Union of Soviet Socialist Republics
(USSR) persists as the overwhelmingly defining conflict of
the preceding century. This battle of ideas, as it has so often
been reductively framed in contemporary popular histo-
ries, spectacularly reconfigured and reordered life around
the world and influenced realms of human activity includ-
ing geopolitics (like the multitude of anti-colonial and in-
dependence movements and struggles in Asia, Africa, and
South America), technology (like the space race), and music
and media (like the ascendancy of radio and, later during
the century, the television).

Indeed, as Tim and Joanna Smolko’s 2021 Atomic Tunes:
The Cold War in American and British Popular Music demon-
strates, the Cold War and its constituent anxieties and fric-
tions acted as a potent prism that significantly shaped cur-
rents in popular music. The book explores and typifies ways
in which this global conflict influenced popular music and
musicians in America and Britain by interweaving a loosely
chronological accounting of the major theaters and crises
of the Cold War (like the Cuban Missile Crisis, the Viet-
nam War, the Iran-Contra Affair, and the fall of the Berlin
Wall) with close analyses of musicians’ political influences
and affiliations, and the expressions thereof in their mu-
sic. This kind of study, Smolko and Smolko contend, has
the potential to “give deep and substantial insight into the
social history of the conflict, capturing the thoughts and
emotions of everyday people who lived under the shadow
of Stalin, Sputnik, mushroom clouds, and missiles” (2). De-
spite the book’s title and cover page prominently framing
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the atomic bomb as the preeminent symbol of the Cold
War, its ten chapters touch on and draw connections be-
tween many different moments, places, and objects of the
conflict and aspects of American and British culture, poli-
tics, and music. The rich tapestry woven throughout Atomic
Tunes between political history, music, and other media ob-
jects and cultural practices—like books, films, dancing, and
television—makes the book an accessible and efficient in-
troductory text on popular music and Cold War politics
during the twentieth century. However, it is precisely be-
cause of this broad scope that those seeking a sustained
study of the era’s cultural politics or of particular music
genres would likely find the text insufficient.

The book’s introduction situates the text within
broader musicological scholarship on the Cold War,
framing it as a recuperative response to Peter J. Schmelz’s
assessment in 2009 that “the recently initiated, increas-
ingly active musicological engagement with the Cold War
[is] long overdue” (Schmelz 2009, 3). The introduction also
delimits the scope of the musical analyses contained within
the chapters as focusing primarily on song lyrics (which,
throughout the book, disappointingly crowds out analysis
of these songs’ sonic or musical profiles), and outlines
the criteria that informed Smolko and Smolko’s collection
and categorization of what they call “Cold War songs.”
These songs emerged alongside historical developments in
protest music and the rise of the singer-songwriter in the
mid-1960s. And Cold War songs endure today as rich and
viable artifacts that reflect and refract the nuances of the
cultural contexts out of which they emerged. Indeed, as
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Smolko and Smolko explain, Cold War songs “give insight
into the historical events of the Cold War,” “reflect public
opinion on Cold War issues,” and “are stimulating and
creative in their own right” (10). In spite of the glaring
omission of Black American popular music genres (there
is no discussion of soul music, funk, or rhythm and blues,
for example), the book’s ten chapters deftly contextualize
within a fuzzy chronology of the Cold War songs from
genres including (American) folk music, country music,
novelty or comedy songs, early electric-rock, hard rock and
heavy metal, punk rock, and finally, electronic and new
wave music.

Chapter one, “Folk: From Paul Robeson to Bob Dy-
lan,” explores the confrontations and frictions between
Cold War politics and Cold War songs by seminal fig-
ures of the American Folk music movement. The musi-
cians Smolko and Smolko discuss in this chapter—whose
Cold War songs, they argue, were situated at the nexus of
communism, capitalism, patriotism, and fear (2)—include
Woody Guthrie and Pete Seeger in the folk-music group,
the Almanac Singers, and their 1948 “Dance Around My
Atom Fire”; Vern Paltrow’s 1945 “Old Man Atom”; and, more
extensively, Bob Dylan and his 1962 “Let Me Die in My Foot-
steps,” 1963 “Talkin’ John Birch Paranoid Blues,” and 1964
“With God on Our Side.” This chapter also includes the em-
inent Black American political-artist, Paul Robeson, whose
categorization by Smolko and Smolko as a folk singer in
the same vein as Guthrie, Paltrow, and Dylan is surpris-
ing.! Robeson's performance repertoire was largely popu-
lated by Negro spirituals and other Black American song-
forms (like “Go Down, Moses”), western classical art-songs
(including operatic arias like Mozart’s “O Isis und Osiris”
from Die Zauberflote), popular show tunes (like his signa-
ture anthem, “Ol' Man River” from the musical, Oklahomal!),
and, indeed, pro-union and labor songs with a decidedly
leftist tint (like “Joe Hill”). Although Robeson’s leftist, anti-
colonial, and stridently anti-racist politics did share reso-
nance with figures like Seeger and Guthrie—and in fact,
Robeson was even institutionally and professionally affili-
ated with People’s Songs, a music group founded by Seeger
in the 1945 (which likely influenced Smolko and Smolko's
decision to include Robeson in this chapter)—his incorpo-
ration here under the genre of folk as the very first musi-
cian discussed seems a misstep, particularly because of the
lack of attention given to his political deployment of Negro
spirituals, perhaps the closest comparable thing to a Black

! Although Smolko and Smolko do seem to suggest that the inclu-
sion of Robeson in this chapter, in this way—as “simply call[ing]
him a folk musician would hardly do him justice” (21)—is reductive,
they offer no further rationale for his inclusion here in a chapter
otherwise devoted to folk musicians.

“folk” music.?

The second chapter, “Folk: Women's Voice,” explores
the Cold War songs of significant women in the American
Folk music movement: Peggy Seeger (“Four Minute Warn-
ing,” 1980, about nuclear missile salvos); Malvina Reynolds
(“What Have They Done to the Rain,” 1965, about nuclear
fallout); Joan Baez (“Where Are You Now, My Son?,” 1973, re-
sponding to the Vietnam War); and Janet Greene (“Commie
Lies,” 1964, an anti-communist tirade). Although this chap-
ter follows the same structural formula and re-presents
much of the same kind of content as the one prior—briefly
glossing the political influences and entanglements of the
musicians in question, contextualizing their songs within
their genre and against historical events of the Cold War,
and presenting rudimentary lyrical analyses that pin-point
connections between specific lines in the songs with these
historical events—it nonetheless raises several compelling
questions concerning formations of gender and the partic-
ular stakes of anti-nuclear agitation by American women
during the Cold War. Reynolds’s “What Have They Done
to the Rain,” for example, emerged from her work in the
Women Strike for Peace—an anti-war organization that, in
the sixties, had drawn the ire and suspicion of the House
Un-American Activities Committee (HUAC).

Chapter three, “Country: The Conservative Stance,” ex-
plores Cold War country songs of musicians and songwrit-
ers including Lee V. McCollum and his 1950 “Jesus Hits
Like an Atom Bomb” (likening the power of Christian be-
lief to the explosive power of an atomic bomb), Riley Walker
and His Rockin-R-Rangers and their 1954 “Uranium Miner’s
Boogie” (a song that follows the day of a fictional amateur
uranium-ore prospector), and Scott Wisemarn’s 1952 “I'm
No Communist” (a stalwart paean against communism).
Although the authors reduce the politics of this entire genre
as being entirely ensconced in American conservatism—
“the right"—by way of it emerging out of Southern Evange-
list theologies, this chapter nonetheless demonstrates one
of the book’s major strengths in the multitudinous connec-
tions the authors make between music, Cold War politics,
and other aspects of material culture and economics; for
example, in their discussion of the physical records of “Ura-
nium Miner’s Boogie,” which were colored blue with a yel-
low label “to match the color of uranium ... and to make
it appear radioactive” (87) is linked to amateur uranium-
prospecting.

“Novelty and Comedy Songs: The Cold War as a Big
Joke,” the fourth chapter of the book, focuses on a pecu-
liar form of musical production known as novelty songs,

2 Indeed, as Shana Redmond articulates, Robeson himself often
argued for the inclusion of “our music—Negro music of African
American derivation ... in the tradition of the world’s great folk
music” (Redmond 2014, 108).
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“popular music meant to be humorous” (105). Like the sec-
ond chapter, behind the rote engagement with the lyrics of
Cold War novelty songs like Dickie Goodman's 1961 “Berlin
Top Ten” satirizing radio censorship in East Germany (the
German Democratic Republic), and Doris Day’s 1949 “Tic,
Tic, Tic” mimicking the sounds of a Geiger counter, lies
a thoughtful consideration of the experience of American
children living under the constant threat of nuclear annihi-
lation. “Bert the Turtle (The Duck and Cover Song)” from the
1951 civil-defense educational film, Duck and Cover, Smolko
and Smolko explain, was a very popular and widely circu-
lated instructional film for schoolchildren on taking shel-
ter under their desks in the event of a bomb siren that con-
stituted just one part of children’s varied experiences and
understandings of Cold War culture which included toys
that were “rife with Atomic age themes”; board games like
Uranium Rush; and comic-books and other pulp media in-
fused with atomic themes like Atomic Man, Captain Atom,
and Nukla.

The fifth chapter of the book, “Early Rock and Other
Styles: Rocking the Bomb,” explores the Cold War songs
of an eclectic assortment of genres including rock and
roll (Dude Martin and His Roundup Gang’s 1948, “Atom
Bomb Baby”), doo-wop (Sammy Salvo's 1961 “A Mush-
room Cloud”), calypso (Sir Lancelot’s 1947 “Atomic En-
ergy”)—erroneously described in this chapter as a Latin
American rather than Anglo-Caribbean genre of music—
and the blues (Sam “Lightnin” Hopkins’ 1940s “War News
Blues”). Rock and roll’s (in)famous sensuality, eroticism,
and crude (re)formations of gender gained heightened
tropes during the nuclear age, Smolko and Smolko percep-
tively observe, with women in song-lyrics being described
as “bombshells” and requiring careful care because, “like
uranium ... an unstable element[, they were] liable to ex-
plode at any moment” (134).

Chapters six and seven, “Mainstream Rock: Bowie,
Uz, Sting, Billy Joel, and Springsteen” and “Hard Rock and
Heavy Metal: The Electric Guitar as the Bomb,” respec-
tively, implicitly make up the book’s second half, shifting
focus from popular music in America to Britain. Most of
the songs in this part also tend to focus on issues and
events from the last three decades of the Cold War such
as the dire spectacle of the Vietnam War, the Cuban Mis-
sile Crisis, everyday Soviet life during détente and glasnost’,
the covert subterfuge and projects of the American war-
machine in Central and South America, and life behind
the Berlin Wall. Chapter six explores the Cold War songs
of the rock-superstars and bands including David Bowie
(“Heroes,” 1977, which Smolko and Smolko suggest has
since become anthemic of the fall of the Berlin Wall); U2
(their 1987 album, The Joshua Tree, that critiqued various el-
ements of American Cold War foreign policy); Sting (“Rus-
sians,” 1985, that lyrically joined the fates of America and
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the Soviet Union); Billy Joel (“Leningrad,” 1989, inspired by
his 1987 tour of the USSR); and Bruce Springsteen (the
entirety of his 1981 performance in East Berlin). The au-
thors’ discussion of Joel’s cultural ambassadorship during
his 1987 summer tour of the Soviet Union gestures towards
some of the transnational cultural politics and their rami-
fications that shaped discourse and performance of popu-
lar music during the Cold War that they focus on at greater
length in the book’s final chapter. Both the first rock tour of
this scale and the first ever rock concert to be broadcast on
state-radio in the Soviet Union, Joel's performance circuit
of the Soviet Union, which adopted the theme “A Matter of
Trust,” brought him into contact with everyday Soviet citi-
zens and musicians when he “appeared live on the Russian
TV variety show, The Ring”; when he “sang medieval chants
with a Georgian men’s choir” in Thilisi; and when he com-
miserated with young Soviet rock musicians and fans about
being castigated “as a teenager for having long hair” (168).
In the book’s seventh chapter, “Hard Rock and Heavy
Metal: The Electric Guitar as the Bomb,” the authors per-
form a different kind of musical analysis in their explo-
ration of the Cold War songs of hard rock and heavy metal
musicians including: Jimi Hendrix (‘All Along the Watch-
tower” and “The Star-Spangled Banner,” 1968 and 1969,
respectively); Black Sabbath (“Electric Funeral” and “War
Pigs,” 1970); Rush (“Distant Early Warning,” “Red Lenses,”
and “Between the Wheels,” all from their 1984 album, Grace
Under Pressure); Iron Maiden (“2 Minutes to Midnight,”
1984); and Metallica (“Fight Fire with Fire,” 1984). Whereas
in the other chapters, the authors center song lyrics in
their musical analyses, in this chapter, they instead con-
front the non-textual musical profile of the songs. They ar-
gue, “the actual sounds generated by the musicians allow
listeners to ‘feel’ the tumult of warfare and contemplate the
consequences of a nuclear apocalypse in a way that earlier
styles of music could not” (182). This seems plausible, with
the authors going on to suggest that the expanded sonic
palette available to electric guitarists in the 1970s and 1980s
(with things like high-output amplifiers, an aesthetic em-
brace of noise a la distortion, and devices like whammy
bars and effect pedals) allowed musicians like Hendrix to
imbue his performances with a newfound immediacy and
harshness, whose unsettling mimetic e/affect represented
and evoked in microcosm the horror, pain, and anger of the
unnamed casualties of this so-called “cold” war. Unfortu-
nately, Smolko and Smolko’s analysis of Hendrix’s 1969 per-
formance at Woodstock of “The Star-Spangled Banner,” like
that of their subsequent analysis of Black Sabbath’s “Elec-
tric Funeral,” is weakened by their lack of visual musical no-
tation. For example, Smolko and Smolko argue Black Sab-
bath alludes to Gustav Holst’'s “Mars” from The Planets in
their song through their use of the wah pedal; and that the
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use of this pedal supposedly “performs the same function
as the extended bowing technique and microtonal clus-
ters in Krzysztof Penderecki’s Threnody to the Victims of Hi-
roshima” (190). While indeed a plausible connection, these
observations would be even more compelling if accompa-
nied by musical notation to make these clearer to us as
readers. A substantiated comparison between Penderecki’s
musical language (and the aesthetic priorities thereof) and
that of Black Sabbath would have also illuminated a unique
moment of contact between Cold War popular music and
avant-garde classical music aesthetics responding to the
bomb. Likewise, Hendrix’s creative deformations, signi-
fyin, and (re)articulations of “The Star-Spangled Banner,”
the “extended barrage[s] of noise” that “depict the cata-
clysm of war” when Hendrix “hammers on the tritone of B-
flat and E,” would be much easier to visualize, audiate, and
appreciate the significance of with the aid of some kind of
notation (186).

One of the book’s strongest chapters, chapter eight,
“Punk Rock: Three Chords and the Apocalypse,” explores
the Cold War songs of punk groups such as: The Ramones
(“My Brain is Hanging Upside Down [Bonzo Goes to Bit-
burg],” 1985, satirizing Ronald Reagan’s visit to West Ger-
many the same year); Crass (“Nagasaki Nightmare,” 1980,
a capricious threnody for the victims of the American
nuclear-bombing of Japan); Discharge (their 1982 debut
studio album Hear Nothing See Nothing Say Nothing concern-
ing nuclear warfare); and Scars (“Your Attention Please,”
1978/9, a rock-recitative in the manner of a public emer-
gency announcement warning of an imminent nuclear
strike). Like the previous chapter, the authors here attempt
a different kind of analysis of “Nagasaki Nightmare.” Af-
ter briefly glossing the lyrical content of the song, they
analyze in-depth the LP-single’s physical packaging. The
record was “packaged in a foldout, double-sided poster”
that was “packed with text, photographs, illustrations, slo-
gans and collages” that, in content, resembled “a Cam-
paign for Nuclear Disarmament (CND) pamphlet” (222).
This poster—this paratext—ferociously condemned nu-
clear weapons and proliferation, raging that “H-bombs
[hydrogen bombs] are mind-control. They kill people a lit-
tle bit everyday,” and that “Every time you turn on a light
there’s a Bomb behind the switch” (223). As Smolko and
Smolko note, the poster also included visual images of the
immediate aftermath of the bombing of Nagasaki (taken
by Japanese photographer Yosuke Yamahata), aerial images
and maps locating nuclear facilities in Britain, detailed
photos of nuclear missiles, and satirical portrait collages
of Queen Elizabeth II, Margaret Thatcher, Ronald Reagan,
and Leonid Brezhnev. This consideration of the physicality
and material existence and transmission of Cold War songs
is but one of the strengths of this chapter (although one

wishes the authors would have been able to reproduce this
fascinating document within the text). Given Smolko and
Smolko’s fixation on song lyrics as their primary objects of
analysis throughout the book, their brief meditation on the
intentional reappropriation of the language of realpolitik
by punk musicians that precedes their materialist analysis
of “Nagasaki Nightmare” is much appreciated and deeply
resonant. As they poignantly opine, war euphemisms—like
“collateral damage,” “clean bombs,” “surgical strikes,” and
weapon names like “Tomahawk”—dehumanize humans at
the same time as they humanize weapons and destruction
(217).

Chapter nine, “Electronic and New Wave: The Cold War
in a Synthesizer”—one of most provocative chapters of the
book—primarily focuses on the Cold War songs of the sem-
inal German electronic-music group, Kraftwerk, and the
deep influence Cold War technologies had on their music.
They also discuss the Cold War songs of new-wave musi-
cians including Hazel O’'Connor and her 1980 “Eighth Day,”
which reimagines the biblical cosmogony of Genesis as an
eight-day, progressive apotheosis of weapons of mass de-
struction; Made for TV and their 1983 “So Afraid of the Rus-
sians,” which critiques the immense economic resources
required to sustain the American war-machine and its con-
stituent technological apparatuses; and Depeche Mode and
their 1984 “People Are People,” which questions the futility
of transnational community and peace amongst the Cold
War belligerents impressed upon by various ideological
state actors and apparatuses. The chapter, however, opens
with some of the most compelling writing in the book with
its tracing of the clandestine developmental links between
the American military industrial complex and the very ma-
terial technologies that allowed and, indeed, spurred the
generation and proliferation of popular music genres af-
ter the second World War. Post-War research in electri-
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cal engineering led to the development of cheap transis-
tors in the 1960s, an extremely important component in
electrical circuitry used to modulate current that found
great (and harrowing) military use in intercontinental bal-
listic missiles (ICBMs), amongst other hawkish techno-
logical applications. Access to cheap and reliable transis-
tors (Robert Moog is quoted as being thrilled to be able to
“buy a silicon junction for 25 cents”), Smolko and Smolko
convincingly argue, brought about the genesis of perhaps
the most variously genre-defining electronic instrument
of the twentieth century, the synthesizer, and also led to
the invention of the portable transistor radio in 1954 (244).
Several other influential and iconic twentieth-century mu-
sical instruments also emerged from Pre-War state mili-
tary research-and-development networks and spheres of
influence in the United States and the Soviet Union. Leon
Theremin, who invented the theremin in 1920, worked in
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his later years as an engineer of covert surveillance systems
for the Soviet secret police, the Komitet gosudarstvennoy be-
zopasnosti (the KGB). Similarly, Laurens Hammond, who in-
vented the Hammond organ and Novachord (an early kind
of analog synthesizer that used vacuum tubes) in 1935 and
1939, respectively, worked in American military research
centers developing and refining missile guidance systems.
Kraftwerk, then, in their championing of the synthesizer
in their music, can thus be understood as direct beneficia-
ries of the products of this complex network of military in-
dustrial technological influence and development spurred
by the Cold War. Kraftwerk produced several albums that
flirted with the consequences of technological develop-
ments engendered by Cold War science. Their 1975 al-
bum, Radio-Activity, Smolko and Smolko note, not only the-
matically and sonically engaged with radio-broadcasting
technologies—like antennae, transistors, and electromag-
netic frequency-bands—but also technologies related to
the natural, yet unnaturally apprehended phenomenon
of radioactivity. “Geiger Counter” overlaid a synthesizer-
replication of the operational sound of the device over a
sample thereof. The pointillistic background in “Radioac-
tivity” mimics the stochastic ejection of subatomic parti-
cles that defines radioactive decay. And “Uranium,” whose
eerie and ethereal timbral profile—a result of Kraftwerk’s
crafty use of the Votrax speech synthesizer—Smolko and
Smolko propose, gives the song “an aural representation of
the ‘strange glow’ often associated with radioactivity” (249).

The tenth and final chapter, “Wind of Change: The Fall
of the Wall and the End of the Cold War,” focuses not on
Cold War songs that supposedly ended the war, but instead
presents several fascinating curios of transcultural musi-
cal contact between America (and “the West” more broadly)
and the Eastern Bloc in the years immediately following
the fall of the Berlin Wall in 1989. This chapter is notewor-
thy for its brief but informative table of notable popular
musicians and groups who performed in the Eastern Bloc
(274—275). It is a useful supplement to scholarship on Cold
War cultural diplomacy programs like that of writers like
Danielle Fosler-Lussier and Penny M. Von Eschen, as US-
state sponsorship and support of popular music (and par-
ticularly rock music, Smolko and Smolko note) was am-

3 See Fosler-Lussier 2013 and Von Eschen 2004.
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biguous and ambivalent because of the perceived lack of so-
phistication and universal cultural appeal.? The moments
the book’s authors discuss in this chapter cast into relief
and highlight some of the nuances of transcultural con-
tact during the Cold War. Roger Waters, the co-founder
of Pink Floyd, along with other guest musicians in 1990,
for example, performed songs from the band’s 1979 album,
The Wall, at the Berlin Wall's death strip, a highly milita-
rized, surveilled, and dangerous border point in the edifice.
The physical wall itself figured into the concert as a kind of
meta-stage prop, and the show was broadcast on television
worldwide.

The greatest strengths of Atomic Tunes: The Cold War
in American and British Popular Music by Tim and Joanna
Smolko are its easy readability and the diverse array
of materials the authors use to weave their text—from
films, books, ephemera (like posters and pamphlets), to
fanzines. The book, however—notwithstanding those cri-
tiques outlined elsewhere in this review—is made substan-
tially weaker by its preciously scant analysis of the public
reception of the Cold War songs the authors analyze. Their
thesis that these songs “reflect public opinion on Cold War
issues” is difficult to evaluate and contextualize given the
authors present very little evidence of the public response
to these songs, nor much insight into their circulation. The
book’s failure to include Black popular music genres—like
rhythm and blues, soul, funk, and pop—is also surpris-
ing and a considerable deficiency, given the immense cul-
tural capital Black music genres possessed in America and
market-value in the American music industry. Regardless,
Atomic Tunes no doubt succeeds in its primary goal to stim-
ulate interest in popular music during the Cold War.
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BY BRYAN ]. PARKHURST

INTRODUCTION

EFORE | SAY ANYTHING EVALUATIVE about Stephan
Hammel's Toward a Materialist Conception of Music His-

tory (henceforth MCMH) and Brian Kane's Hearing Double:
Jazz, Ontology, Auditory Culture (henceforth HD), let me say
something descriptive about the discipline of philosophy.
It is standard in Anglophone analytic philosophy to draw
a distinction between normative ethics and applied ethics.
“Roughly, normative ethics involves the attempt to state
and defend the basic principles of morality.... Similarly, it
might be said to treat the basic moral rights, duties, virtues,

* 1 owe a debt of gratitude to members of the Ann Arbor Mu-
sic Theory Reading Group and Colloquy (AAMTRGC, pronounced
“Amtrak”) for stimulating discussions of Hearing Double during the
summer of 2025. Extra-special thanks go to AAMTRGC partici-
pants Tom Ingram and James Jarrett for reading and commenting
on earlier drafts of this essay. My Oberlin colleague Jamie O’'Leary
gave me excellent advice about how to improve my arguments.
Thanks also to Evan Martschenko, Intégral reviews editor, for count-
less rounds of comments.

and so on” (Kagan 1992, 223). Also roughly, applied ethics
“seeks to apply the general moral truths uncovered in nor-
mative ethics to particular actions, practices, or institu-
tions” (Archard and Lippert Rasmussen 2013, 320). Even
more roughly: normative ethics figures out what the ethical
norms are, and applied ethics figures out how those norms
apply in some ethical predicament. In what follows, I want
to draw a distinction that is somewhat, but only somewhat,
analogous. This is the distinction between what I hereby
dub normative historical materialism and applied historical ma-
terialism.! The job of the former is, roughly, to set forth the
rules of the road, the investigatory and expository princi-
ples, that constitute and regulate a mode of sociohistori-
cal inquiry and explanation, one associated above all with

! One way of getting at the big disanalogy is to say that normative
and applied ethics share a single domain (moral questions, whether
general or specific) whereas normative and applied historical ma-
terialism pertain to two different areas (historiography and history,
respectively).
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the writings of Karl Marx;* whereas the job of the latter
is, also roughly, to follow those norms in making inquiries
into and constructing explanations of particular historical
events, episodes, states of affairs, situations, tendencies, or
whatever. Even more roughly: normative historical mate-
rialism says how to do history, and applied historical ma-
terialism does history that way. Of course, in actual his-
toriographic practice, including Marx’s, this idealized di-
vision of normative and applied intellectual labor is rarely
even aimed at, let alone rigorously maintained. Actually, in
Marx, the methodological (Marx’s prescriptions about how to
give historical explanations) is nigh on impossible to distin-
guish from the methodical (Marx’s explanations), so seam-
lessly are they interwoven, or, less politely, so messily are
they muddled. And Marx’s work is not unique in this re-
spect. Still, when reading Das Kapital, or the texts of Marx’s
followers—or, really, any historical writing that has any
genuinely explanatory, supra-descriptive ambitions what-
soever—it can be a useful exercise in exegetical bookkeep-
ing to try to keep track of what should get entered on the
normative side of the ledger and what on the applied side.
Now I will say something evaluative about MCMH and
HD, something that keeps exegetical accounts in the way
just mentioned. Hammel has written a fascinating, fun,
and feisty book whose overall genre I deem to be that of
normative historical materialism.?> And Kane has put to-
gether a masterly synthesis of social theory, conceptual an-
thropology (by which I mean: the cultural anthropology
of concept-use), and music analysis whose overall genre I
deem to be that of applied historical materialism. Having
made that evaluative-taxonomic claim, I must now partly
retract it—the taxonomic part, not the evaluative part. For,
as their readers will see, both writers cover both norma-
tive and applied ground. Hammel and Kane both offer con-
siderations that favor engaging in, and both discuss the

2 Marx’s most famous programmatic statements about the nature
of historical materialism (a term coined and popularized by Engels,
not Marx) can be found in The German Ideology (1845—46), The Poverty
of Philosophy (1847), and, most especially and most quotably, the
preface to the Contribution to the Critique of Political Economy (1859).
“Social relations,” Marx writes in that preface, “are closely bound
up with productive forces. In acquiring new productive forces men
change their mode of production; and in changing their mode
of production, in changing the way of earning their living, they
change all their social relations. The hand-mill gives you society
with the feudal lord; the steam-mill society with the industrial cap-
italist” (Marx [1847] 1999a).

3 In the interest of full disclosure, I should mention that Hammel
and I have coauthored several papers about Marx and historical
materialism, and that I am thanked in the introduction to MCMH.
But we were not actively collaborating during the period when he
wrote the book, and none of its ideas were hatched in direct con-
sultation with me. I should also mention that Hammel participated
in AAMTRGC (see footnote 1) and thus was party to the genesis of
some of my ideas about Kane's ideas.
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normative principles that undergird, musical and music-
historical explanation-giving of a distinctively historical-
materialist stripe—whether officially and self-consciously,
as in MCMH, or without flagging it as such, as in HD. And
both then pursue that sort of explanation-giving. So, be-
ing a touch more careful, what I really should say is that
the most noteworthy parts of Hammel’s book are the parts
where he describes and endorses the kind of thing that
Kane does, and that the most noteworthy parts of Kane’s
book are the parts where he does the kind of thing Ham-
mel describes and endorses. This is pure coincidence, as far
as I know. MCMH has nothing to do with jazz, and HD is
not in dialogue with the Marxian literary canon. Nor does
either book cite the other. (I don't know that the publica-
tion timeline would have allowed for this.) Yet they form
a serendipitous unity. And, interestingly, as I shall lay out,
they pair up in such a fashion that they end up being not just
complementary—as the normative and applied sides of one
historical-materialist coin—but also mutually critiquing.
In brief, Hammel’s normative arguments help us see that
some of Kane’s protracted wrangling with analytic philoso-
phers who write about the ontology of art is misplaced or
beside the point, and Kane's applied analyses obviate some
of Hammel’s criticisms of, and purported identifications of
gross lacunae within, the post-Adlerian trajectory of music
scholarship, and might also make us think twice about just
how capital-p Political historical materialism really is. An
upshot of this critical complementarity, by the way, is that
it would work well to teach these books back to back—first
MCMH and then HD, as a normative backswing and an ap-
plied follow-through—in a graduate seminar.

1. TOWARD A MATERIALIST CONCEPTION OF
Music HisTory*

In case you were scratching your head just now about
the “Adlerian” part of “post-Adlerian,” it refers to the Aus-
trian musicologist Guido Adler (1855-1941), who is one
of the main protagonists in MCMH, along with Eduard
Hanslick and Karl Marx. Adler is introduced to us as the
patriarch and avatar of what Hammel calls “classical musi-
cology,” which is introduced to us as a formerly hegemonic,
butlater on unjustly and irrationally jettisoned, musicolog-
ical explanatory program. More on its key features in a mo-
ment. Were it resuscitated and properly cultivated—where

4 For the sake of flow, and because they frequently bring up Marx-
ian minutiae that are a bit too inside baseball for an essay in a mu-
sic journal, my “little-picture” critical reactions to Hammel’s case
for historical materialism will mostly be consigned to footnotes.
However, the “big-picture” Kaneian critique of Hammel, which will
speak more directly to the interests and concerns of music theorists
and musicologists, dwells in the main body of the text and serves as
part of the essay’s conclusion.
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that cultivation has both a scientific and a political side to
it, as we will see—classical musicology could mature into
a full-blooded “materialist conception of music history”
(passim), a.k.a. “historical materialism as a musicological
method” (45). Chapter 1 of MCMH positions historical ma-
terialism as an alternative and antidote to the “realist con-
ception of art” (9ff.). Realism of this strain is the doctrinaire
bromide that art either ought to, or always already does,
mirror non- or extra-artistic reality. Customarily, one ap-
pends to this dogma the sub-dogma that art does or ought
to reflect its worldly surroundings so as to afford art’s on-
lookers a sharpened apprehension of grim and grimy so-
cioeconomic matters of fact. Hammel sees this red-pill® re-
alism (as I think of it) as a Marxian brainworm—a cliché so
tempting as to have become de rigueur among Marx’s lesser
imitators—that dulls the acumen of many Soviet aestheti-
cians and Western Marxists. Instead of treating art as re-
flective of, and epiphenomenal to, some core part of re-
ality, a duly materialist conception of music would treat
art as, or as a core part of, that core part. Music is some-
thing that is, rather than something that inadvertently and
obliquely is about, what is prominently and consequentially
socially, economically, historically, etc. real. Thatis all to say,
adopting the Marxian dialect, that “applying a materialist
method to music history involves treating the art as part
of the social base, rather than as an aspect of society’s su-
perstructure” (26). In other words, materialistically histori-
cizing music means “setting music squarely in the produc-
tive economic realm,” which in turn “demands that its spe-
cificmode of production be analyzed in every instance” (27).
Note well that the exhortation to place primary expository
and explanatory emphasis on how we make (in a broadly
economic sense of “make”) music is not meant to preempt
or preclude analysis of how we think about music. Quite to
the contrary, the two go hand in hand, since, supposedly,
“the concepts that are relevant to music are a function of
the specific relations of production on which its making
is founded” (28).° Or, as the point might be slightly more

5 I mean “red-pill” in its original, pre-social-media sense, which
stems from The Matrix (1999), in which, by taking the red pill, Neo
elects to face bravely a bitter truth (about oppression by exploita-
tive overlords) rather than basking in a comforting illusion (read:
ideology, false consciousness, etc.). It is curious, and a shame, that
the term has become associated with the online alt-right, since the
“red” of “red-pill” sounds like it should have Left-wing connota-
tions—and seems to have been so intended in The Matrix.

6 I am not sure how best to fill out the rather pat claim that the
concepts are a function of the relations. But I am inclined to doubt
that the class of musically relevant concepts—a vast category, given
that there would seem to be few to no restrictions on what could
conceivably count as relevant—is destined to be narrowly “produc-
tivist” in either origin or application. (And if “relevant” just means
“relevant to production,” then the question is begged.) A nearby

modestly and therefore slightly more plausibly stated: of-
tentimes one can tell a credible story about how a way of
thinking about music subserves, and is subtended by, a way
of manufacturing music.

Chapter 2, “The Culture Phase of Industry,” slays a
number of sacred cows as it goes about skewering Adorno’s
amateurish, pseudo-Marxian, and self-underminingly
pro-capitalist commitments in the realm of economic
theory. Hammel presses us to give up on Adorno’s highly
musicologically influential theorization of the culture
industry, not because it is part of a Eurocentric “grand
narrative’—the usual bad reason given for dumping
Adorno—but because it is the music-historical fruit of that
poisonous economic-theoretic tree.” Chapter 3, “Disen-
chantment and Musicological Method,” leads more cows to
the slaughter. The biggest bovine in the bunch is the still-
vaunted “criticism-ism” (my term) of Joseph Kerman and
like-minded “anti-positivists.” Hammel reaches the un-
flattering but unimpugnable verdict that Kerman is guilty
of having abandoned himself to perverse, unmotivated
suspiciousness—cynicism tinged with ennui—toward
the very idea of musicology as a self-conceivedly truth-
seeking, fact-finding, and explanation-giving endeavor.
Closer to home for music theorists, Kerman notoriously

worry that nagged me as I read chapter 1 had to do with the epis-
temic credentials of our inquiries into music’s “specific mode of
production.” Hammel maintains that “a break with the critique of
scientific rationality”—a critique he rightly regards as having been
taken over from Adorno and Horkheimer’s Dialectic of Enlighten-
ment, uncritically and only half comprehendingly, by postmodern
musicologists—*“is a necessary prerequisite for making the adop-
tion of historical materialism as a musicological method intelligi-
ble” (64). But, incongruously, he also says of the historical materi-
alist method that “its analyses are not validated by correspondence
to reality, or by their capacity to predict future events” (29). Rather,
“materialism is realistic insofar as it participates in the transfor-
mation of social relations so as to bring them in line with the level
of development of society’s ever more impressive capacities” (29).
The either/or this sets up strikes me as being overdrawn, and, more
than that, overdrawn along unwittingly Adornian-Horkheimerian
“anti-positivist” lines. Common sense suggests that an analysis of
reality will need to be accurate and predictive (etc.) for it to be of
much aid to us as we seek to bring about “transformations of social
relations.” Other things being equal, that is to say, true beliefs and
solid empirical explanations (and the like) are a great boon to, and
probably a sine qua non for, the efficient and efficacious realization
of practical ends of whatever sort, including political ends. I do not
see this anti-realist fagon de parler as a deep problem for Hammel’s
overall proposal, but I do think a slight tempering of anti-realist
rhetoric could go a long way if Hammel wants us to take the “sci-
ence” part of “science of style” (see below) at face value.

7 Adorno’s influence over musicologists has waned over the last
couple of decades. Nevertheless, the New Musicology can be un-
derstood as, in the main, Adornoism minus Marxism. And, as I
contend in Parkhurst 2024a and 2024b, music theory is currently
going through its postponed New-Musicological phase. Thanks to
Tom Ingram for pressing me on this point.
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promulgated an unargued, a priori disavowal of the inves-
tigatory presupposition that there could be non-arbitrary,
objectively better or worse (more or less enlightening,
more or less rationally and evidentiarily forceful) answers
to “why?” questions about musical structure. This dis-
avowal, which later inscribed itself as a negative article
of faith in the post-positivist (new-)musicological cate-
chism, fueled Kerman’s, and Kerman's disciples’, antipathy
toward efforts on the part of music analysts to tether
their own disciplinary identity to the intellectual mission
of answering such music-structural questions scrupu-
lously and systematically. Kermanian anti-analytical,
anti-positivist prejudices, which still circulate, stand as
insuperable barriers to the establishment of a robust
historical-materialist explanatory project vis-d-vis music.
So we must take one step back—toward the classical
musicology of Adler—in order to take two steps forward
into the Marxian historical-materialist promised land.

I have not yet told you what classical musicology is.
According to Hammel, “the central theoretical concept of
classical musicology” (82) is style; and classical musicology’s
“orienting concern [is] with the conditions of musical right-
ness (formalism), as well as the patterns of stability and
change in music’s grammatical framework over time (style
history)” (106).8 We learn more about formalism (qua doc-
trine of musical rightness) in chapter 4, “Democratic For-
malism,” which is a highly unorthodox and aggressively re-
visionary, though compelling, intellectual portrait of Ed-
uard Hanslick. Hammel's Hanslick is to music analysis
what philosopher Robert Brandom (and Brandonr's Hegel®)
is to semantic analysis in linguistics: a thinker who assigns
to inference—the rational activity whereby one acquires fur-
ther beliefs on the basis of already-held beliefs—uncon-
tested primacy in the order of explanation:

Hanslick maintains that in committing to a theme, the
musician makes a move in a space of musical reasons.
The listener’s intellect, including that of the listening

musician, is involved in relating subsequent moves to
previous ones. Following Brandom, we can say that mu-

8 Hammel does not define “rightness,” but his use of the term calls
to mind Robert Gjerdingen’s discussion of (Leopold Mozart’s dis-
cussion of) “good technical composition and the arrangement of
material: il filo (der gute Satz, und die Ordnunyg, il filo)” (2007, 369).
According to Gjerdingen, “Satz refers to the craft of musical com-
position, with all its rules and preferred procedures, while Ord-
nung refers to the choices made in the serial disposition of mu-
sical material. Placing things in a suitable order creates the cog-
nitive thread (il filo) that, like Ariadne’s thread which led Theseus
through the labyrinth, guides the listener through a musical work”
(ibid.). When I mentally substituted “suitable ordering” for “right-
ness” when reading MCMH, I found that its claims made the same
amount and kind of sense.

9 See Brandom's magisterial A Spirit of Trust: A Reading of Hegel’s Phe-
nomenology (2019).
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sical moves stand to one another in relations of com-
patibility and incompatibility. The content of a musi-
cal move consists in the full set of its entailments and
exclusions.... As the music’s course demonstrates how
musical moves can be rationally related to one another,
an ear ... is naturally relieved, and perhaps even de-
lighted, to hear and tacitly endorse unanticipated ex-
amples of musical soundness. (77)

The keystone of Hammel's own Hanslickian historical-
materialist inferentialism is this tenet: “[Musical] rightness
is a matter of musical grammar, the rationality of which
corresponds to the conditions of the modern subject” (78).
There is much to unpack in this compressed formulation.
The long and the short of it—and I shall first err on the
side of the long—is that (1) capitalist modernity engenders
in us moderns a structure of selfhood that (2) is defined
by a mode of rationality that (3) is such as to demand of
(a work of) music that (4) it be pervasively self-certifying,
in the diachronic sense (signaled by such terms as “musi-
cal moves” and “the music’s course”) that (5) all later stages
of it must discernibly and demonstrably follow from, and
must be chosen by the composer because and insofar as
they are entailments of, earlier stages of it, stages that (6)
are formally and functionally assembled in such a way that
(7) these entailment relations count as syntactic in nature.’
If I were to instead err on the side of the short, I might say,

19 Interpretatively, i.e., as an encapsulation of Hanslick’s view, I
think Hammel’s inferentialism has a lot to recommend it. Indeed, I
have on more than one occasion advanced a similar interpretation
of what I take to be the core thesis of Hanslick’s Vom Musikalisch-
Schinen (Parkhurst 2017, 2022a). However, philosophically, i.e., as
a substantive position, I find musical inferentialism, at least in
its Hanslickian and neo-Hanslickian Hammelian guises, to be un-
convincing. Some of the immediate difficulties the view faces are
these: (1) Much (good) musiclacks robust, or even intermittently ev-
ident, syntactic organization. (2) Apart from strict canons and the
conclusions of Fuxian fourth-species exercises, anything resem-
bling genuine musical entailment—exceptionless necessitation—is
vanishingly rare. (3) Violations of syntactic norms in music that
is detectably syntactically organized might well be aesthetically
praiseworthy (thus good, but not right?). (4) Particular grammati-
cal norms are, virtually by definition, arbitrary, and thus syntactic
licensing relations are not rational relations in any very profound
sense of “rational.” One who says the sentence “That cats is ate those
mouse” violates the rules of English grammar (which might well
have been different) but commits no infraction against (e.g.) ratio-
nal coherence. (5) Language users have good reasons to wish to be
understood, and thus good reasons to adopt suitable means to that
end, such as abiding by grammatical norms; but they don't gen-
erally have good reasons to prefer one set of grammatical norms
above any other. They just speak the language they happen to speak,
and thus abide by the norms they happen to abide by. The mu-
sical/aesthetic/stylistic case looks to be much the same: one can
certainly give style-internal reasons for deeming a compositional
move to be stylistically correct, but it is hard to see how one could
give good reasons for deeming a style itself to be the (or a) correct
one to adopt or endorse. I give a more sustained, less ad hoc argu-
ment against what I call “tonal rationalism” in Parkhurst 2023. The
problems that these objections pose for Hammel are by and large
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gnomically: from capitalism, musical organicism sprouts
forth.

Chapter 5, “Style Criticism and Historical Material-
ism,” acquaints us with the ins and outs of the Adlerian con-
ception of style criticism and walks us through that concep-
tior’s affiliation with Hanslickian inferentialism. The Adle-
rian style critic is tasked with “describing the rightness a
musical form can acquire at a given moment in the history
of its grammar” (97). And this norm-codifying agenda un-
derwrites a “musicological project” that “presents itself as
alternative and successor to an aesthetics of music” (98).
The cardinal virtue of Adlerian style criticism

can be said to lie in offering the modern musician a ba-
sis for evaluating musical moves that is based neither
on individual taste, nor on the demands of mere con-
vention. Style mediates between the individual and the
social by determining the scope of subjective agency, as
well as serving as its ground. A science of style is meant
to offer the musician a means of inheriting and endors-

ing music’s constitutive concepts that overcomes the
modern forms of scepticism.™ (98)

If a “science of style” is to equip the modern musi-
cian with enhanced, convention-transcending, solipsism-
overcoming, skepticism-vanquishing judgmental capaci-
ties, then the proper form this science will take is the or-
derly quest for an ordered account of musical ordering, an
account of how “the moves that make up a given musical
improvisation or composition (real or tonal answer, conse-
quent phrase, authentic cadence) are as they are because
they contribute to the tendency on the part of performances
and compositions toward coherence and euphony” (98). In
anutshell, then, Stilistik or Stilwissenschaft erects theoretical

cosmetic, not devastating. The quick and dirty solution to them,
one indicated by Hammel’s own music-historical case studies (see
below), which are vivid and excellent, is to adjust the scope of his
account so that its current zoomed-in focus on the propriety of
intraopus compositional choices gets zoomed out so as to accom-
modate within its field of vision the investigation of the grounds of
norm-governed music-centered actions quite generally. This amplifica-
tion of purview would represent a transition from style understood
as musical grammar to style understood as overall mode of musicking.

I Given that style just is conventional—differently put, style is in-
stitutional, not natural—and given that individual subjective style
preferences are possible, actual, and (in the musical Tower of Ba-
bel that is aesthetic modernity) unavoidable, I fail to see how an
observationally, descriptively, and explanatorily adequate “science
of style” would or could do anything to ward off such “skepticism.”
Either we will say, descriptively and neutrally, that a musical move
in fact conforms with a style, which is to say no more than that it
is conventional, relative to some convention; or we will say, evalu-
atively and approvingly, that we endorse a musical move, perhaps
(but not necessarily) because we antecedently endorse the conven-
tion relative to which it is conventional. But no science of style can
tell us what to endorse. If you are a skeptic about the legitimacy of
the aesthetic values that underwrite such endorsements, a science
of style is not the cure-all that will alleviate your unhappy condi-
tion.

scaffolds whose schematic purpose is to prop up the “tele-
ological explanation” (99) of “organic relatedness” (98), and
style-ologists undertake this theory-building with a view to
empowering musical judgments to be something more and
other than subjective expressions of preference.

But how does musical stylistics, so channelized, flow
into the broader current of historical materialism? Ham-
mel’s answer is that musical conceptual schemes are “de-
termined by the level of technology available to musicians
at any given time” (102). It was Marx who bequeathed to
posterity the most enduring and adaptable explanation of
technological development, a phenomenon Marx saw as an
inevitable byproduct of the dynamics of eat-or-be-eaten
competition among capitalist firms; and so, on what Ham-
mel regards as the properly Marxian conception of it, the

telos of music history is understood to be the production
of broadly useful music in ever greater quantity and
involving the fewest demands on the musician’s time,
brain, and muscle. A materialist conception of music
history can also serve as a basis for understanding how

music’s formal structures appear to gather together in
distinct styles. (102)

In skeletal form: forces of production determine relations
of production, which generate musical concepts, which (in
and through their compositional/improvisational applica-
tion) partition the musical-social universe into stylistic-
idiomatic galaxies. Hammel puts flesh on the bones of this
skeleton in chapter 6, “Forces and Relations of Musical Pro-
duction,” which presents case studies meant to illustrate
how musical style has exhibited responsiveness to tech-
nological advancement. For example, because basso con-
tinuo allows the “skilled musician [to] improvise whole
fugues at the keyboard,” it follows that “advanced thor-
oughbass practice ... served to partially automate the
writing of counterpoint” (116), and thus playing from the
figures “can be understood as a species of automation”
(115). Moreover, since the Volkommene Kappelmeister’s com-
positional and performative exploitation of and reliance
on bass figuration “depend|[s] on the deployment of pat-
terns and conventions” (115), the art of thoroughbass is
a productivity-boosting conceptual breakthrough that is
also a style determinant. All told, then, MCMH’s Marx-
inspired explanatory paradigm follows this sequence of
causal steps: the whip of competition creates an imperative
of efficiency, which impels technological-cum-cognitive
innovations, which spawn normative-conceptual musical
schemata, which inform and regulate the creative and per-
formative enactment of musical styles.'* Hence the norma-
tivity of the normative historical materialism that is the

12 Tn Capital Volume 1, Marx presents a theory of technological in-
novation according to which it is a byproduct of capitalistic inter-
firm economic warfare. Capitalists innovate with a view to increasing
productivity, which is for the sake of increasing the intrafirm rate
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centerpiece of MCMH comes down to the methodological
prescription that we ought to carry out music-historical in-
quiry as inquiry into how and when and where and why ob-
jects and events of musical import—most pivotally, for Ham-
mel, style-bound compositional choices—fit into that causal
sequence, whether as (as the Scholastics would say) causal
agents or causal patients.

MCMH ends with an appendix provocatively titled
“The Harmonic Ideology.” This section explores Hammel’s
many-sided misgivings about “the modern theory of har-
mony” (135), meaning Roman numeral analysis, with its
assumption of chordal invertibility, together with statisti-
cal generalizations about what patterns of chord succes-
sion are common. Hammel alleges that this theory (1) does
a poor job of explaining the “apparent regularity of mu-
sical motion” (139), (2) is an idea that “can be profitably
abandoned in favour of properly scientific ones” (142), and

of profit, which is for the sake of increasing market share, which
is for the sake of eliminating competition, which is for the sake
of avoiding elimination. This means that the Marxian-economistic
concept of productivity can get no real grip on productive-creative
circumstances in which what counts as a unit of output and a unit
of input is not well defined. An increase in productivity, in Marx’s
technical sense, is just a proportional decrease in units of input,
measured not in physical quantities but in monetary value, rela-
tive to units of output, likewise measured in money. And this ra-
tio is only pertinent as a metric for comparing different capitalist
firms at a time or a single capitalist firm at two different times.
But it will not do to ask, if it is asked in the language of Marxese:
“did J. S. Bach'’s use of figured bass allow him to be more productive
than Palestrina?” John Cage came up with a slick trick for compos-
ing a piece of music (ORGAN2/ASLSP: As Slow as Possible) that will
last for 639 years. This probably represents a world record for ra-
tio of duration of musical work (in the sense of compositional pro-
cess) to duration of musical work (in the sense of compositional
product). But it does not thereby count as a productive innova-
tion in Marx’s technical sense. There are a few historical vignettes
in MCMH to which the authorized Marxian concept of productiv-
ity seemed to me to be similarly inapplicable, or at least not ob-
viously and unproblematically applicable. For instance, in speak-
ing of the “rules of counterpoint” (110) as tools for upping “produc-
tive capacity” (111), Hammel claims that “in a meaningful (even if
not straightforwardly quantifiable) sense, more music is made by
musicians ‘singing upon the book’ than by the same number per-
forming a monophonic chant” (111). But, for the Marxian economist
interested in productivity and efficiency, for “more music” to be
meaningful, it needs to be exactly like “more potatoes” (or, actually:
“more dollar’s worth of potatoes”)—i.e., straightforwardly quan-
tifiable. This objection concerns how germane one of Hammel's il-
lustrative examples is; it is not an objection to the Marxian model
of productive dynamics that Hammel appropriates, or to his de-
cision to appropriate it. Most of Hammel’s musical examples are
pre-1800, and thus antedate the full fruition of industrial capital-
ism and the systematic, wholesale, literal commodification of music
that came in its wake. (The exception is a section titled “Organized
Musical Labor,” which is exemplary, and which concerns musical
unionism in the 19th and 20th centuries.) I look forward to future
work in which Hammel fixes his analytical attention on musical
style(s) in the epoch of industrial-capitalist ascendancy.
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(3) comes wholly unmoored from concrete musical prac-
tice, and can thus be wholly discounted on grounds of total
irrelevance to actually existing harmonic customs.” Ergo
“harmonic ideology” stands in need of “a Marxist critique”
that “would aim at ... centering the conditions of musi-
cal production” (141). Carrying out this critique means, as
a first order of business, “abandoning the assumption that
Rameau and his followers made genuine scientific discov-
eries” (141)." Upon roundly repudiating Rameau’s penchant
for arid, practice-independent, pseudo-scientific specula-
tion,

the materialist music theorist might replace theoreti-

cal with pragmatic concepts in an effort to reconstruct

the tools of a music making practice on its own terms.

Those terms need not be found in theoretical writing

correspondent with a given style or period. Rather, one

can look for conceptual determinacy embedded in the
process of production itself.” (143)

13 The suggestion that root-based analysis of chords is irrelevant to
practice leaves out of consideration the many practices in which
practical, practicing musicians do indeed think and talk in terms
of chord roots. The Nashville Number System, for example, is very
much a pragmatic component of a living, breathing musical cul-
ture.

4 This seems to me to elide scientific “discovery” (of hitherto un-
known facts) with the postulation of entity-types via the adoption
of ontological frameworks—Kane’s problematic, as we are about to
see. The question, that s, is not whether it is a “scientific discovery”
that triads are invertible; the question is whether a certain chord-
typology gives us a potentially scientifically (or otherwise) useful
vocabulary with which to enunciate the content of empirical obser-
vations about music, such as the observation that Vi chords like to
go to 16 chords in such-and-such contexts.

15 Setting to one side the question of how scrupulous or charita-
ble Hammel's reading of Rameau is, we can note that Hammel
closely hews to the type of reasoning that spurs Gjerdingen's re-
pudiation of Roman numeral analysis, theories of sonata form,
and Schenkerian analysis, which Gjerdingen variously deprecates
as “fetish-object[s]” (Gjerdingen 2007, 415), “totalizing theoretical
ideolog[ies]” (435), and “metaphysical solution[s] to a self-inflicted
problem” (425). Hammel strikes a critical note that has a Gjerdinge-
nian timbre when he tells us that “the Romanesca represents a prac-
tical solution to avoice leading problem, namely, the bass accompa-
niment of voices moving in parallel thirds or sixths. Interpreted as
a chord progression, the Romanesca does not conform to a theory
of chordal syntax derived from harmonic theory. Indeed, the pro-
gression itself is not best understood as expressing or represent-
ing harmonic motion at all” (143). Don't get me wrong, I like a good
linear-intervallic pattern, and hate extraneous Roman numerals,
just as much as the next Schenkerian. But I fear that this Rameau-
vicide is too hasty by half. I don't know whose “theory of chordal
syntax” Hammel has in mind, but presumably the prevalence of
the Romanesca in a given repertory should be treated as an impor-
tant datum that a syntactic theory of that repertory must accom-
modate;and a demonstrable lack of “conformance” indicates, in the
first place, the need to revise our provisional syntactic claims, not
yet a need to summarily abandon the root-talk in terms of which
we couch those syntactic claims. Also, plainly, the Romanesca is
not the least bit recalcitrant to description in terms of root mo-
tion: it goes I-V—-vi-iii (or 16). David Temperley has raised an ob-
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The ensuing “socialist materialist music theory” (144) will
be well placed to explain “the apparent regularity of voice-
leading with reference to productive efficiency, social his-
tory and the structure of institutions” (144).2° And success
in this venture will pay political dividends, for it will allow
the music theorist to

make historically informed recommendations to the
planners of the music making system in a post-
capitalist order in which most productive enterprise
is owned and operated in common. It would be both
impossible and undesirable to attempt to re-establish
something like the eighteenth-century training system
in the twenty-first century. That said, understanding
the precedent provides future planners with a model
for which conditions are most conducive to the emer-
gence of acommon musical language in which mostare
able to freely improvise.'” (144)

jection to Gjerdingen that is similar in spirit: “[G]alant music—like
common-practice music generally—is largely built around certain
patterns of root motion in relation to the tonic. Indeed, many of
Gjerdingen’s schemata could well be characterized partly in terms
of functional root progressions. In some cases, using scale de-
grees and figured bass, as Gjerdingen does, works just as well.
But consider a pattern like the Fonte. This virtually always occurs
in a harmonic context that can be very efficiently described in
Roman-numeral terms: V§/ii-ii-V¢-1. Gjerdingen’s definition of
the schema ... seems less precise (or, at best, a more cumbersome
way of saying the same thing)” (Temperley 2006, 284). The wider
point here is that, although Gjerdingen likes to advertise his allergy
to Roman numerals, his system nevertheless interprets verticali-
ties in terms of keys, bass scale degrees, and figured bass, such that
his designations are (quite literally) logically equivalent to Roman-
numeric/inversional designations. Gjerdingen makes an ideologi-
calmountain out of whatis actually a lexical molehill—a distinction
in nomenclature that captures no deep conceptual difference—and
his abjuration of Roman numerals is, to that extent, a case of ter-
minological parti pris bereft of substantive import. I owe this in-
sight to a number of conversations I have had with Tom Ingram
about the potential conceptual equivalence of notationally distinct
music-analytical designations.

16 A strong case could be made that Gjerdingen 2007 does exactly
this. Thanks to Tom Ingram for bringing this to my attention.

7 This passing allusion to “planners of the music making sys-
tem in a post-capitalist order”—Ministers of Proletarian Cul-
ture?—smuggles in some assumptions about the desirability of
central planning that seem to me to be detachable from histori-
cal materialism as a mode of inquiry and explanation. And they
happen to be assumptions I do not share. I think, and I think that
Marx thought, that the point of inaugurating a “post-capitalist or-
der” is to make people freer, indeed radically free, not to make their
art-making activities more beholden to bureaucratic administra-
tion and more managed by “planners.” Marx and Engels looked for-
ward to the withering away of the state—*“The state is not abolished,
it dies out” (der Staat wird nicht ,abgeschafft, er stirbt ab) as Engels
put it in his Anti-Diihring (Engels [1887] 1996). In the Critique of the
Gotha Program, Marx asked: “What changes will the state organi-
zation undergo in a communist society? In other words, what so-
cial functions still remain there which are analogous to the present
functions of the state?” (Marx [1875] 1999¢). The answer he seems
to favor is: no functions that cannot be adequately fulfilled by de-
centralized, voluntary, maximally free association of uncoerced au-

Now to sum up. The axial historical materialist
methodological injunction, as it is formulated by Hammel,
and as it applies to “musicking,” is, prescinding from a
few finer-grained details: understand musical styles as co-
herent, autonomous, norm-governed social practices that
establish (what appropriately inculcated and acculturated
practitioners regard as) justificatory or “right-making” re-
lations—grammatical licensings—between (the composi-
tional products of) reason-guided musical actions; un-
derstand the style-defining, practice-constituting norms
as consequent upon (or as in some non-implicational
way consonant or congruent with) technical innovation;
and understand technical innovation as a paradigmati-
cally economic, and endogenously capitalist, phenomenon.
Notwithstanding my squeamishness about how a few of
those finer-grained details get worked out by Hammel, 1
think his injunction amounts to—and I don't intend this
as rhetorical hyperbole—something like the aptest thing
that has ever been said about how to cast music history in
a historical-materialist mold, which, cards on the table, is
how I think it should be cast.’® And perhaps Hammel has
come along to say it at a time when music scholars have
the ears to hear it, since style study is no longer in such
bad odor,” is no longer looked upon as “one of the old, now
discarded, shibboleths” (Taruskin 1989, 158) of a musty, fus-
tian, bygone epoch of historical musicology, and since Marx
is no longer all that much of a bogeyman, at least to mem-
bers of a younger, post-postmodern cohort of academics.

In a 2013 review of Michael Cuthbert's Music21: a Toolkit
for Computer-aided Musicology, Dmitri Tymoczko said some-
thing witty that stuck in my head: “Indeed, the first piece
of advice I give to beginning theory graduate students is

tonomous individuals. Similarly, in embracing Hammel’s norma-
tive historical materialism, one need not also embrace the presup-
position that a “common musical language” is an unquestionable
desideratum, nor the presupposition that we (i.e., we Marxists)
ought to aspire to “musical communism” in which “general musical
skills [are expected] to reach a high enough level that most are able
to participate in music making, both on a small scale for domestic
use, and as part of large-scale ensembles when greater forces are
called for” (128). Consider that, for all we (i.e., we Marxists) know,
“large-scale ensembles”—I see Mdnnerchire and Berlioz orchestras
in my mind’s eye—may well be historically parochial and destined
to go the way of drive-in movies and the glass armonica. My point
is that central planners, universal musical grammar, and large en-
sembles all need to be defended independently. They aren't bundled
together with historical materialism as parts of a package deal.

18 Thisis partly an index of how many inapt and inept things Adorno
said, partly an index of how there are no pre-Hammel counter-
parts in musicology to (e.g.) towering Marxist art historians Arnold
Hauser and Meyer Schapiro. (I am not tempted to describe Georg
Knepler or Jinos Maréthy as “towering.”)

19T consider the corpus studies revolution in music theory to be a
resuscitation of style study, one that used quantitative methods as

a defibrillator.
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‘learn music21.” We may be waiting for our Siegfried, but
we have found his Nothung” (Tymoczko 2013, [1]). I can't
resist stealing and modifying Tymoczko's quip. MCMH is
short, fragmentary, and often elliptical, mostly in ways that
conduce to its readability, occasionally in ways that pro-
voke finicky philosophical and Marxological compunction.
As befits a work that so assiduously broadcasts its abun-
dant fellow-feeling for the Second International, its chap-
ters read a bit like pamphlet manifestos—again, in a man-
ner that is mostly rousing and occasionally frustrating. So
I would say that, as far as historical-materialist method
in the world of music studies goes, we may be waiting for
our Nothung—Hammel’s next book?—but we have at the
very least found its shards, not to mention unseren jungen

Siegfried.

2. HEARING DOUBLE

Onward to applied historical materialism. My com-
ments about HD will contain less in the way of summary
than did my comments about MCMH. That is partly be-
cause much of HD is given over to music analysis, the value
and insights of which cannot survive synopsis. It is also
partly because there are other published reviews of HD
that summarize it ably (Chandrasekhar 2024; Mendelssohn
2025). So, to adapt Wittgenstein's dictum: whereof I need
not speak, thereof I shall be silent. My overriding concern
will be with how HD conforms to (without purposely follow-
ing) MCMH’s historical materialist recipe, with what are, to
my way of thinking, most impressive results.

Still, a cursory overview of the book’s format is in or-
der, so that readers will have some inkling of which bits of
HD I am leaving out of account or giving short shrift to.
The book has two halves. Part I, “Ontology,” takes a stand
on the metaphysics of musical structure, partly by settling
scores with analytic philosophers of art (Peter Kivy, Jer-
rold Levinson, Stephen Davies, Andrew Kania, et al.), partly
by advancing its own positive proposal about jazz ontol-
ogy (i.e., thatjazz standards are networks). Part I1, “Auditory
Culture,” passes from ontology to history and aesthetics,
tracing out how, before and after World War II, the Amer-
ican popular music ecosystem and soundscape had as its
mainstay the live radio broadcast of performances of multi-
ple competing arrangements of a single jazz standard. This
“standard-ized” musical culture was subsequently trans-
formed by the postwar rise of the disc jockey and televised
hit parade, and the resulting shift in the auditory culture’s
aesthetic center of gravity—basically, from cabinet radio
to car radio, and from all radio to TV—explains the even-
tual decline of the standard. Kane wraps things up by con-
tending that the proper—historically authentic, culturally
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savvy, etc.—way to listen to a standard is by “hearing dou-
ble’:the adeptlistener actively compares the formal proper-
ties of a present performance with the (developmental ge-
nealogy of the) formal properties of past performances.
How does HD put into practice those historiographic
norms that MCMH promulgates? Kane holds that the ac-
tivity of playing jazz standards is a complex social action,
one that—if I may paraphrase Kane by using a conceit that
is not his own—gets acted out within a two-dimensional
normative grid. One dimension of the grid corresponds to
the performative-compositional axis of musical reproduc-
tion, recreation, revision, substitution, and the like. This
dimension is governed by codes and conventions that reg-
ulate how to, in effect, play the same thing, but not in the
same way. (Semper idem sed non eodem modo, as Schenker’s
famous Latinization has it.) What Kane calls “practices of
replication, where one musical bit is substituted for an-
other, and where the success of its identity or individuation
depends on its social context of use,” function as action-
contexts within which performers can musically imple-
ment “culturally specific ways of demonstrating likenesses”
(184). Kane’s what-versus-how parsing of the performative
situation makes good sense; indeed, the idea verges on be-
ing self-evident: when some jazzers play “Body and Soul”
in their own way, they play (1) what is, owing to salient
“likenesses” with past playings, something recognizable as
“Body and Soul”; and they play it in (2) what is, owing to the
uniqueness of their “substitutions,” a manner that is rec-
ognizably their own. The matter of the re-identifiability of
one and the same standard across nonidentical renditions
brings us to the other dimension of the normative grid, the
(re)cognitive-linguistic axis of reference, attribution, clas-
sification, designation, and the like. This dimension is gov-
erned by codes and conventions that regulate how to talk
about what is reproduced, recreated, revised, substituted
for, etc. Within what Kane calls “practices of nomination,”
musicians play the language game of “identifying the song
that they are preparing to play by associating it with a net-
work of previous performances of that song” (147). Again,
this is patently true and needs no argumentation on its be-
half, as Kane is the first to acknowledge: “This is not a theo-
retical issue; composers name their works. Names are em-
blazoned on performances, recordings, and inscriptions”
(147). Less truistic, and more intriguing, is Kane’s attendant
socio-hermeneutic claim that one who calls a tune thereby
makes a pledge to, enters into a quasi-contract with, the au-
dience: “A name promises that the music we are about to
play will be a successful replication, based on those previ-
ous performances yet without specifying any properties in
particular” (148). The takeaway from all this is that the fact
that a sonic token gets to count as a performance of the “Body
and Soul” type is not a purely acoustic, or a purely music-
structural, fact. Instead it is a fact that depends on shared
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intragroup attitudes of approval and acceptance (etc.); it
is thus a fact that is at once normative and social. “For me,”
Kane announces, “the mechanisms of replication and nom-
ination—the two main processes that I will theorize as in-
volved in the reproduction of the jazz repertoire—are thor-
oughly social in nature” (10).

And doubtless they are thoroughly social. So doubtless
is this that we might wonder: to whom do these mecha-
nisms appear otherwise? Kane’s answer is: those pesky an-
alytic ontologists, i.e., antisocial (pun intended) analytic
philosophers who like to argue about what they call the “on-
tology” of musical entities. As you probably know, “ontol-
ogy” is a much used and (especially when used in the plu-
ral) abused word, one by which many different people mean
many different things. Even if we limit ourselves to inspect-
ing usages of the term that have currency within analytic
philosophy, we find that the word is still multiply ambigu-
ous. It carries at least these three senses:

1) Ontology;, or existential ontology, hereafter “one-
tology”: inquiry into what there fundamentally is,
or into what the most basic constituents of reality
are. Materialism is a one-tology according to which
(in one of its versions) only matter is really real, or
according to which (in another of its versions) all facts
are reducible to facts about how the primary physical
components of reality are configured.

2) Ontology,, or categorial ontology, hereafter “two-
tology”: inquiry into which category of basic con-
stituent (as identified by a one-tology) some (type
of) object or entity belongs to. Thus Platonism about
musical works (a type of entity) holds that musical
works are atemporal, nonspatial abstract objects
(a category of basic constituent). Platonism of this
stripe, as a two-tology, is premised on a one-tology
that (unlike a materialist one-tology) countenances
the existence of abstracta.

3) Ontologys, or descriptive sociolinguistic ontology, here-
after “three-tology”: inquiry into what entities are, in
fact and in practice, “quantified over"—overtly postu-
lated or covertly presupposed—in some actually ex-
isting discourse. Thus we might observe that num-
bers are quantified over in the three-tology of the dis-
course of mathematics—inasmuch as players of this
language game use numeral-nouns such as “five” and
“pi”—or we might describe the three-tology of a pro-
gramming language (or: we might three-tologically
describe a programming language) as consisting of
various data-types standing in various relationships.
And, notably, we might do so without also having any
settled views about whether numbers or data-types
are Platonic objects or not (according to a two-tology)

or about whether they are really real or not (according
to a one-tology).*°

As Iread it, HD propounds a three-tology. On Kane’s
own definition, a musical ontology “is an enumeration
and description of the kinds of things that make up the
production and reception of music (e.g. notes, chords,
melodies, works, performances, recordings, broadcasts,
and so forth)” (182). That “so forth,” needless to say, in-
cludes Kane's hobby-horse, the jazz standard, and, as we
already saw, “the ontology of the standard emerges from
ongoing acts of replication and nomination” (10). Impor-
tantly for Kane’s narrative, this means that “the social forces
that structure the success or failure of these [acts] are inte-
gral to ontological consideration” (10). And, importantly for
my narrative, those “social forces” include what Hammel
calls “forces of production” and “relations of production.”
Kane tells an admirably careful and nuanced tale, one that
abounds in historical and sociological detail, about how
the normative contours of past practices of replication and
nomination have both registered and reacted to both (1) rev-
olutions in recording and broadcasting technology (forces
of production) and (2) reconfigurations of the institutional
framework for commodity production and distribution (re-
lations of production). I stress Kane's carefulness and nu-
ance not just to pay him a compliment, but also to point up
the gratifying fact that there is no Adornian hand-waving in
HD about the “interrelationship between radio technique
and monopolistic society” (Adorno 2009, 389) and such-
like. Very much unlike Adorno, Kane doesn’t write any ex-
planatory checks he can’t cash. (Hammel pillories Adorno;
Kane just outdoes the Frankfurter.) Rather, most espe-
cially in chapter 5, “The Soundscape of Standards,” he dili-
gently connects the causal dots, detailing how technologi-
cal progress has ripple effects in the musical marketplace,
which induce corresponding changes in auditory culture,
which prompt adjustments and adaptations in the sphere
of musical technique. I was quite taken with Kane’s discus-
sion of how “the sonic properties of recordings”—within
a musical marketplace and “auditory culture of reception”
in which the purchasable, ownable recording is the fore-
most unit of economic and aesthetic significance—“helped
sound [itself] to become a sufficiently work-determinative
property” (196). Kane met and exceeded the burden of proof
in making the case that “technology ... afforded [more fo-
cused] attention to sound as such” (196)—i.e., to the total
sonic-timbral profile of a recorded rock song, not just to
its generic chord progressions and transplantable tunes.

20 My thoughts about these different senses of “ontology” took
shape during a series of discussions with Tom Ingram, whose inde-
pendent study on music ontology I advised during the fall semester
of 2025.
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I cannot recall ever having been unreservedly convinced
by an argument that sought to link capitalist technologi-
cal development to cultural sea changes in the prevailing
compositional use of musical materials.? But I can think
of no reservations to air about HD’s tight argument that
breakthroughs in “the new recording technology of mag-
netic tape” (193) collaterally enabled “communities of listen-
ers [to be] convinced (recruited, assembled, joined in the
stance) that [sound] provided the most important criterion
for the identity of the work” (196), or about its argument
that this shift in communal reception norms went hand in
glove with an increased compositional “emphasis on spe-
cific sonic properties only available in the studio” (197).
Once more, when I say that Kane’s ontology is a three-

tology, I mean that it is, at root, an elucidation of how and
why (by their own lights) certain musical agents take and
treat certain instances of the production of musical sounds,
but not others, as performances of a certain jazz standard,
but not others. HD’s “ontological account” (78) is an account
of how, within the confines of jazz practice (or of a jazz
practice), a paramount normative status—the status of be-
ing a (performance of a) standard—gets accorded to what-
ever is collectively held to be deserving of this status, per
the shared senses and sensibilities of authorized status-
conferers. Kane puts forward what he calls “the network
model” as a tool for graphically depicting the characteris-
tic patterns and protocols of the apposite status-conferring
activities. ‘A standard might be depicted as a network,” he
writes,

one in which the nodes represent distinct perfor-

mances and in which node- to- node relations (or edges)

represent similarities and differences among perfor-

mances. And yet, a standard is not any particular node

in this network, but a permissive set of protocols, rules,

strategies, and customs that emerges from the network
in its holism. (7)

If I understand Kane's model correctly, performance-
nodes represent acts of both replication (i.e., “the selec-
tion of some, but not all, properties [of a previous perfor-
mance] in order to produce an object that is substitutable
for [it]” [62]) and nomination (i.e., the designation or iden-
tification of a particular performance as being of a named
standard). So, in 1953, Art Tatum recorded some novel but
familiar-sounding strains at the piano (replication) and
then (or beforehand) called what he played “Body and Soul”
(nomination). Let this musico-linguistic action be repre-
sented by a terminal node on a directed graph. In execut-
ing that action, Tatum would be (1) inviting us to make

21 Even the arguments in Parkhurst and Hammel 2019, all of which
I stand by, seem to me to lack the irresistible persuasive force of
some of Kane's arguments, owing to Kane’s superior marshalling
of details.
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various comparisons: comparisons with, for example, his
own 1938 performances of the standard—Iet this be repre-
sented by a parent node—or with the original 1930 version
by Johnny Green that influenced the 1938 performance—let
Green's rendition be represented by the graph’s root node.
He would also be (2) marking for our attention certain con-
textually accentuated musical features (the ones in virtue of
which his latest performance counts as a replication and,
contrastingly, the ones in virtue of which it appreciably de-
viates from what it replicates). And he would also be (3) con-
tributing to the gradual shaping of our overall concept of
“Body and Soul,” our ever-evolving sense of the standard’s
constellation of individuating characteristics.

Now take all of the nodes—Tatum’s and everyone
else’s—that can be traced back, via all the directed edges,
to Johnny Green's ur-performance of “Body and Soul.” The
resulting graph is—or, I think it would be better to say, cap-
tures the content of our concept of —“Body and Soul” itself, in
abstracto, i.e., over and above all the different versions of it.
Example 11is an incomplete sketch of such a graph.>>

In case my rundown of the nuts and bolts of the model
has obscured the model’s connection with historical mate-
rialism: the network model is a model of normative histor-
ical praxis. Replication and nomination are public perfor-
mances and public enunciations, respectively, situated in-
side social practices governed by communal norms, prac-
tices the practicing of which takes on particular cultural
meanings and particular aesthetic significances in partic-
ular (synchronic), evolving (diachronic) historical contexts.
And those communal norms, qua communal, have as their
source of authority nothing other than the consensus of the
community of musical producers and consumers: “if a com-
munity accepts an object as a substitute, then it is one” (62).
Aperformanceis a performance of standard X if itis offered
and accepted as a performance of standard X.** An up-
shot of Kane's dependency thesis—his view that standard-
status is relative to social ratification—is that, as intimated
earlier, since our social practices can change over time, (our
concept of whatitisto be aninstance of) a particular, name-
bearing jazz standard can also change over time. Jazz stan-
dards are mutable, and the path of their mutation, as en-
coded in a Kaneian network, is a path set by how we see fit

22 The grapl’s edge labels indicate chord choices (of the composer
whose name is in the label of the parent node) with a function la-
bel—tonic, subdominant, or dominant—and a bass scale degree.
2 We should recollect, at this juncture, Hammel’s proposal that the
materialist conception of music history promotes the attainment
of “a theoretical understanding of musical norms that makes them
amenable to scientific investigation” (79), where that investigation
amounts to “the process of making explicit to consciousness what
these norms are and how they come to have the normative force and
content that they do” (87).



PARKHURST & HISTORICAL MATERIALISM: NORMATIVE AND APPLIED

Tatum 1938

Green 1930

Monk 1960

Jones 1956

Example1. Kane, Figure 2.10, p. 77.

to conduct our music-creative and music-appreciative so-
cial practices; it is a path whose twists and turns are dic-
tated by what role we ask and allow certain musical deeds
and certain concomitant acoustical events to play in the au-
ditory lifeworld we co-inhabit. We—where “we” means “we
the productive and appreciative members of the jazz com-
munity”—thus do and must make “judgments about the
identity and individuation” of jazz standards in the absence
of any presumption of “fixed structure” (59), i.e., in the ab-
sence of any presumption that there are permanently appli-
cable necessary and sufficient structural (chordal, linear-
melodic, etc.) conditions a sound sequence has to satisfy in
order to be an exemplification of one or another jazz stan-
dard.

Asyou can see, the network model is a fairly simple way
of mapping out a genealogy of influence—by no means a new
preoccupation in music theory. For the most part, this sim-
plicity is a strength. One measure of the model’s utility is
how effective it is at throwing into relief—indeed, at liter-
ally drawing a picture of—the significant differences that
distinguish the jazz community’s norms from those that
are indigenous to other zones of music-making and music-
taking. I cannot imagine that, having once encountered
Kane's explanation of how it is that differing replication and
nomination conventions alter the way the “work concept”
operates in the disparate ideological economies of jazz cul-
ture, rock culture, and classical culture, any reader will han-

ker for an altogether different kind of account. Without
question, I would say, Kane is barking up the right tree.
Still, simplicity comes at the cost of some sacrifice in exact-
ness, and the model has drawbacks that stem from Kane’s
willingness to make this sacrifice. Case in point: the struc-
ture of all of Kane’s graphs suggests that any given act of
replication is a replication of one and only one immedi-
ate antecedent and thus belongs to one and only one lin-
eage of replications. In graph-theoretic lingo: every node
in Kane’s graphs other than the root has an in-degree of
exactly one.** But this flies in the face of the musical facts
on the ground. For, manifestly, later performances can si-
multaneously draw on more than one earlier precedent.
This shortcoming wouldn't be hard to fix. Again in graph-
theoretese: simply allow the nodes’ in-degree to be greater
than one, such that the depicted networks are, formally,
directed acyclic graphs instead of arborescences (rooted
trees).

(Speaking more loosely, what we want is a river that
has both tributaries and branches, and one whose branches
and tributaries themselves have branches and tributaries.)
After that, even more sophistication could be brought into

24 Granted, I didn't catch Kane anywhere insisting that networks
must be like this. But I also did not catch him allowing that they
needn’t be like this, and allowing for that possibility seems like it
ought to be a high theoretical priority.
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the mix by the use of weighted edges reflecting differing
proportions of influence.

That such tweaks are called for does not impugn the
architecture of the model that calls for them; if anything, it
shows the resilience and flexibility of the model. But I can
think of objections that are not so easily blocked by piece-
meal tweaking of formalisms. For instance, I doubt that it
is really the case that replications can always be justly re-
garded as “chained” to one another. Suppose an encyclo-
pedically knowledgeable jazz musician is familiar with the
whole network of a standard, in whatever state of flux the
standard is in at some snapshotted moment in its contin-
uous development. And now suppose that this musician
gives a performance of the standard that proceeds from
this holistic familiarity, a performance that is steered by
an impressionistic gut feeling for the “gist” of the totality
of the network, and that is not (as a matter of psychologi-
cal and volitional fact) directly influenced or guided by any
one past performance. In such a case, what, if anything,
is being replicated? And how should the graph of this per-
formative scenario be drawn? Would it need to have all the
old nodes (or all the old terminal nodes?) linked to a sin-
gle new node? But that picture of things seems unavoid-
ably to suggest deliberate selection of, or definitive influ-
ence by, a finite catalogue of individuated features of dis-
crete past performances—not the sort of holistic guidance
by an all-embracing gestalt that my thought experiment
attributes to my imaginary jazz virtuoso. And here’s the
kicker: surely the presence of some significant element of
“gut-feeling holism,” or whatever you want to call it, is re-
ally the rule rather than the exception in the playing of
jazz standards (even non-encyclopedically-knowledgeable
playings) and in other cognate performative practices. To
see what I mean, take, for comparison, a “replicative” per-
formative practice such as telling an old joke. Sure, we
might be able to forensically pick apart how a particular
telling of it constitutes (perhaps unbeknownst to the teller)
a selection or rejection of particular features of the par-
ticular erstwhile tellings with which our comic happens
to be familiar. And, sure, the teller might even consciously
carry out that winnowing, so that the concepts of selection
and rejection are unproblematically felicitous to invoke in
offering a “network” interpretation of the telling-action.
But, in many or most cases, many or most aspects of a
joke-telling (even a highly premeditated, highly rehearsed
telling) are going to be better conceived of as products
of a creative act that springs from a loose mental proto-
type—one shaped in fantastically complicated ways by the
teller’s exposure to past tellings—not as products of a pur-
poseful sifting (whether conscious or unconscious) and re-
assembling of features of a fairly small number of sharply-
defined utterance-molecules stored up in the mind. How,
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then, do we graph joke telling? Well, it isn’t obvious to me
that we would always or ever want to graph it, because it
isr’t obvious to me that the mental construct of a genealogy
of individuated features is always or ever entirely apropos.
And likewise with jazz.

Ispotted a few other pickable nits as I combed through
HD. But none of my analytic-philosophical nit-picking
came close to changing my mind about how Kane’s model
does a respectable job of rendering more conceptually
tractable some vital aspects of some complicated and in-
teresting musical-social practices. However, I did, in my
capacity as an analytic philosopher, find myself visited
by a more foundational, less shakable reservation about
HD’s extended confrontation with analytic philosophy it-
self, which occupies much of Part 1 of the book. And this
brings me to the topic with which I will hurry up and con-
clude: the ways in which MCMH and HD can, as I men-
tioned at the outset, be read as serendipitously mutually
critiquing documents.

CONCLUSION: THE MUTUAL CRITIQUE

Ifyouwillindulge me, I am going to momentarily turn
this double review into a triple review, and an anachronis-
tic one at that, by observing that HD closely hews to the
template established by its notable forebear, Lydia Goehr’s
Imaginary Museum of Musical Works.?> In each book, there
is an initial forest-clearing effort whereby the author at-
tempts to refute views about musical ontology defended
by prominent analytic aestheticians. After the slash-and-
burn opening gambit, the author then sows the seeds of
what is supposed to be a new, appropriately historicized
species of ontology that shall supplant and surpass the old,
inappropriately ahistorical, “essentialist” species. The trou-
ble with this is that, in both books, what actually hap-
pens is that there is an extended polemic against various
two-tologies (categorial ontologies) that is then followed by
the advancement of an orthogonal three-tology (a descrip-
tive sociolinguistic ontology).2® Goehr spends about 100
pages taking swipes at “nominalism” (the view that “works

%5 Kane says that Imaginary Museunr’s influence on HD “is operative
at alevel deeper than the endnotes” (9).

26 T mean that the books polemicize against what are in fact two-
tologies and advance what are in fact three-tologies, according to
my taxonomy. I do not mean that Kane and Goehr advance three-
tologies under that description, or that they criticize two-tologies for
being two-tologies. Not at all: the whole issue, as I see it, is that Kane
and Goehr do not observe the needed tripartite distinction, and
thus see everything as undifferentiated “ontology.” This leads them
to mistakenly think that they are talking to, when in fact they are
talking past, the analytic ontologists. Thanks to Evan Martschenko
for prompting me to underscore this point.
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are no more than linguistic items—general names or de-
scriptions—serving as convenient ways to refer to certain
classes of particulars and platonism” [17]) and “Platonism”
(the view that “musical works are ... contrary to common
sense, ... universals—perhaps even natural kinds—consti-
tuted by structures of sounds [that] lack spatio-temporal
properties and exist everlastingly” [14]), and then pivots to
charting out the history of “how the work-concept has actu-
ally functioned in practice” (6). Thirty-odd years later, Kane
spends about 100 pages taking swipes at “realism” (the view
that “musical works are real things, whether norm-kinds,
initiated-types, or sound-structures” [130]) and then pivots
to explaining how our evolving concept of a jazz standard
tracks an unfolding history of more and more acts of repli-
cation and nomination, a history that can be modeled with
a network. But in neither case does the pivot to historically
situated conceptual practices refute or replace the pivoted-
away-from two-tology. Instead, the pivot moves the bump
in the rug, or kicks the can down the road, by introducing a
new entity-type (the work-concept, the standard-network)
that the zealous two-tologist will then feel the need to
contrive a two-tological theory about. Goehr’s history-of-
the-work-concept approach does not constitute any kind
of two-tological alternative to, never mind a disproof of,
nominalism or Platonism, for the simple reason that the
work concept is (because concepts in general are) some-
thing you can be a Platonist or a nominalist (etc.) about;
and Kane's “network ontology” does not constitute any kind
of two-tological alternative to, never mind a disproof of,
realism, for the simple reason that a replication/nomina-
tion network is (because mathematical objects in general
are) something you can either be a realist about or not.*”
Successful arguments on behalf of the network model do
not settle the question about realism—they require that it
be asked all over again. Although HD makes a show of plac-
ing its bets against realism, it turns out that it doesn’t actu-
ally have its own horse in the two-tological race. That is be-
cause, as I've been insisting, the network model is straight-
forwardly and undeviatingly three-tological: it is a socio-
historical account of how, in an auditory culture, members
of that culture do in fact, in practice, take and treat—con-
ceptually handle—sounds and sound-structures in a cer-
tain norm-guided way. Call this “ontology” if you like, but

%7 The network model is not an alternative two-tology that replaces
(say) Platonism as a two-tology. However, I am deeply sympathetic to
the Wittgensteinian idea that advancing a successful three-tology
is a method of dissolving rather than defeating (pointless, mean-
ingless, confused, etc.) two-tological questions, a way of showing
that the questions are idly posed, rather than incorrectly answered,
by Platonists et al. So, in that Wittgensteinian, philosophically qui-
etistic sense—which is not a sense that Kane brings out or leans
on—the network model most certainly is an “alternative” to what
Kane calls “realism.”

to my ear “anthropology” is the “ology”-suffixed word that
rings more of the right bells. And if “anthropology” seems
to be too broad a term for what Kane is up to, and if you
don't like my annoying neologism “three-tology,” then by all
means use the term I introduced at the outset: applied his-
torical materialism. For three-tology, as I understand it—or,
perhaps, three-tology of a sufficiently historical and eco-
nomic bent, as in Kane’s book—justis applied historical ma-
terialism, as I understand it.

I therefore submit that MCMH functions as an inad-
vertent critique of HD in that MCMH reveals how HD labors
under a partial misapprehension concerning its own genre.
HD is not a work of ontology in the same sense that the
works of ontology it butts heads with are works of ontol-
ogy. Rather, as I began this essay by asserting, and as Ham-
mel’s normative historical materialism helps us to clearly
see and perspicuously describe, HD is a work of applied
historical materialism—a superb one. Like any contribu-
tion to social science worth its salt, HD adduces an explana-
tory model; and, like only some such contributions, HD ad-
duces a model that is historical-materialist in the precise
Hammel-approved sense, inasmuch as Kane’s model ad-
dresses musical normativity by examining norm-governed
musical practices within their enveloping cultural, tech-
nological, and economic matrix. But HD doesn't—and as
far as I am concerned needn’t and shouldn’t—also pro-
pound a two-tology that stakes a claim as to what category
of basic constituent of reality networks belong to. Are net-
works Platonic objects? Initiated norm-types? Sets of per-
formances? Who cares? Certainly not the music theorists
who will make up the bulk of Kane’s readership. As a mat-
ter of psychological fact, nobody in Kane’s audience needed
to be unconvinced of music-ontological realism before be-
ing convinced of the utility of the network model, and, as a
matter of logical fact, realism (qua two-tology) and the net-
work model (qua three-tology) are independent and com-
patible—they have no bearing on each other—so any such
effort at unconvincing anyone is effort wasted. Given that
HD is a work of applied historical materialism, and given
that, accordingly and appropriately, it does not defend a
two-tology,?® I don't see why Kane should have dedicated
any time or energy at all to locking horns with the ana-
lytic two-tologists. Hence I think readers of HD can, as it
were, divide through by the whole issue of ontology, by fast-
forwarding through all the parts of the book that extrane-

28 Kane does make negative two-tological assertions, e.g.: “A stan-
dard is not any particular node in this network, but a permissive set
of protocols, rules, strategies, and customs that emerges from the
network in its holism” (7). But, yet again, the question just re-arises
as to what ontological status a “set of protocols” has. Are we to be
realists, nominalists, Platonists, or what, about sets of protocols?
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ously spar with work-ontological realism,? and maybe also
by mentally substituting a phrase like “network-based elu-
cidation of the content of our concepts of standards” every
time Kane writes a phrase like “network-based ontology of
standards” (10).

HD reciprocally critiques MCMH from a couple of dif-
ferent angles. For one, HD’s postulation and utilization
of the network model shows that an explanatory project
can abide by the methodological prescriptions MCMH is-
sues without also being avowedly or identifiably Marxist
in its political valence. This would seem to indicate that
the mode of social science Hammel endorses is—contrary
to his expressed wishes—strictly separable from the poli-
tics he wishes the science to serve (see note 18 above). The
issue of separability has long been a self-wrought conun-
drum for Marxists, who have long wanted there to be some-
thing intrinsically politically revolutionary about the ex-
planations (or about understanding or accepting the expla-
nations) of capitalist development that Marx gives in Das
Kapital and elsewhere. But this longed-for fusion of po-
litical and scientific horizons has never managed to hold
up under much scrutiny. No causal explanation of a phe-
nomenon—and Marx’s explanations of technological de-
velopment, the falling rate of profit, and so on, are, with-
out question, causal explanations—ever implies (that we
ought to hold) a normative commitment about what to do,
or about whether to do anything, about the phenomenon
in question, for the familiar Humean reason that an is can't
imply an ought. There is no logical impediment to accept-
ing everything Das Kapital says about how capitalism works
and then saying “yeah, and that’s a good way for an econ-
omy to work.” Likewise, a Hammelian explanation of why
the musical norms are as they are cannot, all on its own, tell
us anything genuinely normative about how they ought to be

29 The best reason to ignore these parts of Kane’s book is that the
analytic two-tology of music has given rise to some of the most te-
dious and pointless hairsplitting ever to be perpetrated across the
entire history of Western philosophy, on which pathology see Rid-
ley 2003 and Young 2011. Somewhat strangely, in light of that ac-
cusation, the second-best reason to ignore these parts of Kane’s
book is that his arguments against the analytic two-tologists do not
approach the caliber of rigor one encounters in the two-tologists’
own arguments for their own (utterly tedious and pointless) two-
tological theories. While there is far, far more musical wisdom to
be gleaned from Kane’s analytical application of the network model
than there is to be gleaned from (e.g.) anything Peter Kivy has writ-
ten in defense of musico-metaphysical Platonism, this does not
change the fact that Kivy’s defense of his view is far more care-
ful and rigorous than is Kane'’s breezy dismissal of it (and other
views like it). I can well imagine the two-tological “realists” whom
Kane lumps together and perfunctorily criticizes (see 129ff.) having
afield day, in the pages of the Journal of Aesthetics and Art Criticism or
the British Journal of Aesthetics, with both the lumping and the criti-
cism.
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(see note 12 above).3° The other way HD makes critical con-
tact with MCMH is by itself serving as evidence that the call
MCMH issues for a radical methodological upheaval in mu-
sic studies is a call that has, at least in some corners, al-
ready been answered. To Hammel’s sound advice that we
should get back to systematically investigating the social-
ity of musical norms, I think Kane and some others will
want to reply: “Right on, and well taken, but what exactly
do you think we've been doing—at least some select few
of us—this whole time?” Whether or not Kane's applied
historical materialism can be convincingly shown to have
Adler and Hanslick somewhere in its pedigree (I doubt it),
it does seem to be the case that the flame of “classical musi-
cology” was never snuffed out, and needs, if anything, stok-
ing, not rekindling. Even the more Marx-flavored version
of the stylistics project, where style norms are supposed
to get thoroughgoingly technologically and economically
worked over and contextualized, will hardly seem unusual
or unpalatable to those music scholars working within the
scholarly groove carved out by the “two Leonards,” namely
Leonard Meyer and Leonard Ratner. And, going back just a
little further in the history of music theory, I can think of
a music theorist who, like Hammel, thought that Rameau
got it all backwards, who saw pedantic textbook Stufenthe-
orie as either irrelevant or inimical to musical praxis, who
was keen to discover the ultimate geistig source of author-
ity of musical norms, who held the rightness of musical ac-
tion to be the proper object of formal-syntactic music anal-
ysis, who fervently believed that a commitment to organic
coherence and teleological explanation could overcome
“modern forms of skepticism” about musical style, and who
desperately wanted music theory to be both a Wissenschaft
and a form of politics/ethics. The guy I am thinking of was
not a Marxist, and that’s putting it mildly.>' I am, of course,
speaking of an eccentric Austrian piano teacher named

3° There is normativity operating at many different levels here,
which might inflict some puzzlement. Hammel’s historical ma-
terialism is normative (it tells us how to do music history), and
the thing it tells us how to historicize is a normative creature (a
style, constituted by various musical prescriptions and prohibi-
tions). My point hereabouts is that doing music history in the rec-
ommended way, by giving descriptions and explanations of the
structure of norm-governed musical practices, cannot settle the
question of whether to normatively endorse those practices (or the
musical moves that go on inside of them). There is also the separate
and very different normative question of whether to endorse the
historical materialist approach to music history in the first place.
The reason to do that, I would hastily say, is that the approach
yields robust and satisfying explanations of salient musical phe-
nomena—normative styles. But, obviously, one needn'tendorse the
style itself to endorse the (norm-describing and norm-explaining)
approach to historicizing the style.

31 “pogterity (including the French, the English, and all who profited
from crimes against Germany) will celebrate Hitler’s historical ser-
vice—that of having eradicated Marxism—with no less gratitude
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Heinrich Schenker. A closing thought: If Hammel’s Marx-
ian historical-materialist music-theoretical normativism
is, viewed from a sufficiently high conceptual altitude, a
form of neo- or post- or meta-Schenkerism,** and if Kane’s
discerning, socially and culturally astute music-analytical
engagement with jazz resonates with Hammel's Schenke-
rian Marxism—Schenker made hierarchical graphs of net-
works of tones, Kane makes hierarchical graphs of net-
works of tonal-social actions—then there is a lesson about
ethics, a moral moral, to be learned from my extended jux-
taposition of MCMH and HD. The lesson is most decidedly
not that sympathetic vibrations with Schenker are some-
how incriminating for Hammel and Kane or somehow re-
habilitating for Schenker. Things are not—things rarely
are—simple and clean-cut like that. Rather, the lesson is
that the “politics of music analysis” (Agawu 2009) or the
“ethics of music analysis” (Agawu 2004, 284n26), especially
where they intersect and intertwine with the prior his-
tory and future development of Schenkerian thought (and
of structuralism or organicist formalism more generally),
with the music-analytical treatment of jazz (and of non-
Western-classical music more generally), and with the for-
warding of self-consciously revolutionary-emancipatory
political initiatives (and of moral progressivism more gen-
erally) is tricky, treacherous territory. Navigating its ter-
rain will require defter maneuvers than that of darkly
and dourly intimating that some specific form of mu-
sic analysis,® or music analysis in the large,* is indeli-

than they will celebrate the great deeds of the greatest Germans!
If only unto music the man were born who would similarly root
out the musical Marxists: this would require, above all else, that
the masses draw nearer to this inherently esoteric art form—some-
thing, however, that is, and must remain, a contradictio in adjecto.
‘Art’ and the masses have never belonged together, nor will they ever
belong together. But then where would one get the number of mu-
sical ‘Brownshirts’ one would need to succeed in driving out the
musical Marxists?” (Schenker 1933, translation mine).

32 On the topic of meta-Schenkerism as a conceptual precursor to
Marxian historical materialism, see Parkhurst 2022b, 137-138.

3 For overviews and thoughtful critiques of ethically- and
politically-driven anti-formalism and anti-structuralism, see
Scherzinger 2001 and 2022 as well as Horton 2001 and 2020.

3% See Attas 2022 for discussion of how “the notion that music has
elements to begin with, and even the notion that it is possible to
isolate those elements from other sounds or a broader context”
is a “Eurocentric—and by extension, colonial—aspect[ ] of music
analysis.” This suggestion raises an uncomfortable question about
whether “the notion that music has elements to begin with” is, as
Attas puts it, a mere aspect of music analysis, maybe one that could
somehow be excised or ameliorated or turned against itself (in ad-
vancement of an anti-Eurocentric or anti-colonialist agenda), or
whether instead music analysis by its very nature treats of parts
and wholes—as indeed is suggested by the etymology of “analysis”
(from “ana” = “up, back, throughout” + “lysis” = “a loosening,” thus
a resolution of what is complex into its constituent elements). If
music analysis is essentially mereological, and if part-whole think-

bly ethically-politically compromised or permanently, con-
genitally morally problematic; nor, contrariwise, will we
make any headway by glibly extolling some musical prac-
tices or repertoires or forms of musical structuration as
essentially and innately liberatory or egalitarian®® (e.g.,
jazz) while branding others as essentially and innately re-
actionary or irremediably tainted by atavistic regressive-
ness (e.g., “Western” tonality”?¢). Mu-
sical styles, styles of conceptualizing music, and normative

» «.

common-practice

conceptions of how to fashion ourselves as cognitive, mu-
sical, moral, and political agents are bound together, both
logically and historically, in knots far too tangled to be un-
picked by the off-the-shelf Manichaeism that has, of late,
occasionally passed for “critique in music studies.”” For

The web of our life is of a mingled yarn,

good and ill together: our virtues would be proud

if our faults whipped them not; and our crimes

would despair, if they were not cherished by our

virtues. (Shakespeare, All's Well that Ends Well, Act 4,
Scene 3)

I do not think that historical materialism is a magic
bullet; even if it is a decent heuristic for devising expla-
nations of the past, knowing how to interpret the world is
still not the same as knowing how to change it.3® But I do
think that paying close attention to normative praxis (as it
is actually carried out in the shared lives of human agents)
in and across history (wie es eigentlich gewesen)—the kind of
attention-paying that, as I hope to have shown, Hammel
and Kane demand and demonstrate—is a prerequisite for
doing any justice whatsoever to the mingling of the yarn.

ing is essentially Eurocentric and colonialist, it is hard to see how
anything recognizable as music analysis could be ethico-politically
redeemable. Needless to say, I would rather perform modus tollens
than modus ponens on the conditional.

35 See Walker 2001 and Parkhurst 2020 on this trend.

36 See McClary 2024 on tonality’s “authoritarian premises and its
policing impulses” and on tonality as an “abstract ideal that tran-
scends human culture, that demands the elimination of impurities
for the sake of some notion of closure, presents in music a particu-
larly visceral experience of this logic. Racist, anti-Semitic, misogy-
nist. ‘Tonality’ has a lot to answer for” (151). Although McClary puts
“tonality” in quotes, she seems to be using, not mentioning, the
word—i.e., she seems to be talking about the misdeeds of the thing
itself, not about the badness of having a music-theoretical concept
of tonality. McClary also gives an interpretation of Ewell 2023 that
holds that “Ewell has argued that tonality’s hierarchical orientation
and demands for eradicating dissonant elements resonate with a
racistagenda’ (ibid.)—where, again, the culpritis the thing, not the
concept thereof.

37 Hammel addresses this issue in chapter 3, p. 63ff.

38 The eleventh of Marx’s Eleven Theses on Feuerbach, which is also the
epitaph on Marx’s gravestone, reads: “The philosophers have only
interpreted the world, in various ways. The point, however, is to
change it.”
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