
 

[1] The present volume, which celebrates the work of theorist Janet Schmalfeldt, is based on conference presentations made

at a special session held by the Committee on the Status of Women (CSW) at the annual meeting of the Society for Music

Theory  (SMT)  in  Montréal  in  October  2009.  Since  celebrations  are  usually  associated  with  particular  events,  dates  or

achievements,  readers  might  be  curious  to  know  the  occasion  with  which  this  celebratory  collection  of  articles  is

associated—and may be surprised to discover the absence of such specific circumstances. An explanation of the genesis of

the session and the conceptual framework in which it was developed will help to provide this context and to introduce the

contents of the volume.

[2] The CSW hosts a session at every annual meeting of the SMT, presenting topics that support the committee’s mission to

promote gender equity in all educational, professional and scholarly aspects of music theory. In 2008, the CSW session at the

annual  meeting  in  Nashville  focused  on  the  gender  imbalance  that  has  existed  in  the  field  of  music  theory  since  its

emergence as an independent discipline. A study of statistical data assembled for the session shows that membership in the

SMT reflects this imbalance: approximately 70% of the members are male and only 30% female. Furthermore, women are

often under-represented at the annual meetings relative to this ratio. (1) As a result, female theorists are less visible in the

scholarly community, making them vulnerable to misconceptions about the quality and range of their work.

[3] The CSW is committed to taking positive steps to address issues such as these, and, accordingly, the committee decided to

raise the profile of female theorists by focusing its 2009 session on the work of an influential theorist who also happens to be

a woman. (2) There are, of course, many deserving candidates, but after much debate, Janet Schmalfeldt was selected as the

theorist on whose work the session would be structured. (3)

[4] Why did we choose Schmalfeldt to honor in this way? First and foremost it was because of her scholarship—the depth

and range of her research, the quality of her publications, and the influence she has exerted on the work of others. She is the

author of a book on Alban Berg’s opera Wozzeck and has published articles and book chapters on, for example, Berg’s Piano

Sonata, Op. 1; aspects of cadence, form and voice leading; and the idea of musical form as process. Recent presentations,

delivered in Freiburg, Warsaw and Tallinn, have addressed works of Mendelssohn and aspects of Chopin’s music. Her new

book, to be published shortly by Oxford University Press, is titled In the Process of Becoming: Analytic and Philosophical Perspectives

on Form in Early Nineteenth-Century Music.

[5] Schmalfeldt’s contribution to the field of music theory and to musical life itself, however, extends beyond her scholarly

work. She is also a fine pianist—in solo, concerto, and chamber-music contexts—and her experience as a performer has

informed her studies in the field of analysis-performance relations. She is renowned as a teacher and as a mentor, beloved

and respected by her students, and valued for her collegiality by her peers. Schmalfeldt’s first academic position was at McGill

University in Montréal, where she taught from 1975 to 1988. (4) Following this, Schmalfeldt held the position of Associate

Professor at Yale University, where she was awarded the Clauss Prize for Excellency in Teaching in 1993. She joined the

Music Department at Tufts University in 1995 and completed a three-year term as department chair in July of 2006. Always

deeply involved in the larger professional world, Schmalfeldt’s service to the Society for Music Theory and to the regional

New England Conference of Music Theorists is exemplary; she has sat as a member on numerous committees and editorial

boards,  has  chaired conference sessions,  and has  served as a  moderator and panelist.  From 1993 to 1995 she held the

position of President of the New England Conference of Music Theorists. She was elected Vice-President of the Society for
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Music Theory in 1995; and in 1999, she completed a two-year term as SMT President. Schmalfeldt’s status as a leading

theorist has been recognized on numerous occasions. She presented the keynote address to the Society for Music Theory in

2003 and to the Dutch-Flemish Society for Music Theory in 2004. She served as a faculty member and workshop leader in

the Mannes Institute for Advanced Studies in Music Theory session on “Form in Music” (2004) and, in the spring of 2005,

she participated in an international workshop in Freiburg, Germany on communicative strategies in late eighteenth-century

music.

[6] Listing Schmalfeldt’s accomplishments, however, fails to reveal one of the features that best defines her and one that has

been key in extending her influence so widely. In all the roles she plays, Schmalfeldt manages to balance an extraordinary

generosity, both intellectual and personal, with a stubborn refusal to accept anything less than the highest possible level of

performance. While unfailingly warm and kind in her interactions, she holds others—her students, her colleagues—to the

same rigorous standards she expects of herself. It is this quality that made her an excellent candidate for a conference session

designed to be a scholarly dialogue, in which presentations by other participants were followed by responses by Schmalfeldt,

allowing an intellectual discourse to take place.

[7] The present volume, like the conference session, focuses on the topic of “form as process.” Schmalfeldt’s first article on

this subject, in which she critiques Dahlhaus’s ideas about the Tempest sonata, placing his views within the historical context

of a Beethoven-Hegelian tradition, was published in 1995 in the Beethoven Forum. This article stands at the center of this

collection of essays since, over the past fourteen years, it has stimulated much of the scholarly discussion about processual

form in general and the Tempest sonata in particular. In her subsequent publications on this subject Schmalfeldt has examined

the music of Schubert (in Tijdschrift voor Muziektheorie and Per Musi: Revista de performance musical) and that of Robert and Clara

Schumann  (in  Interdisciplinary  Studies  in  Musicology).  Additional  essays  on  Beethoven,  Mendelssohn,  and  Chopin  will  be

included in her forthcoming book.

[8]  Four authors  are  included in  addition to Schmalfeldt,  and,  in  a  design reflecting the unconventional  format of  the

conference session, her responses to the other authors’ work are interspersed between their essays. (5) Starting with a broader

examination of the issue of processual form, Carissa Reddick explores the issue of functional overlap in works by Haydn,

Brahms and Dvořák, while Mike Cheng-Yu Lee examines aspects of analysis and performance in Schubert’s Piano Sonata in

A Minor Op. 42. Schmalfeldt’s responses address analytical and performance issues raised in each article.

[9] Articles in the second part of the volume are focused more directly on Beethoven’s Tempest sonata. William Caplin and

James Hepokoski have both recently published essays on the Tempest  in the book Beethoven’s  Tempest  Sonata:  Perspectives  of

Analysis and Performance. Caplin and Hepokoski present their views about form within the exposition of the first movement of

the sonata, with Schmalfeldt’s final response devoted to performance and structural issues raised by their, and her own,

formal interpretations.
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Footnotes

1.  A  report  from  the  Nashville  session  is  available  on  the  CSW  page  on  the  SMT  website,  located  at

http://societymusictheory.org/administration/committees/women.

Return to text

2. The idea for the session topic originated with former CSW member Laurel Parsons.

Return to text

3. Although Schmalfeldt is currently a member of the CSW, she was not a member at the time of the committee’s decision,

and, after joining the CSW she recused herself from most of the planning for the session.

Return to text

4. Schmalfeldt’s professional connection to Montréal, the location of the 2009 SMT meeting, was not a major factor in the

decision to honor her, although it did provide an added resonance to this choice.

Return to text

5. In order to facilitate the interactive nature of the session in Montréal, all four participants were kind enough to submit

their papers to Schmalfeldt in advance of the conference, so that she could prepare her responses. The present articles are as

close as possible to the original presentations, without substantive changes or further development of ideas.
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This document and all portions thereof are protected by U.S. and international copyright laws. Material contained herein may

be copied and/or distributed for research purposes only.

Prepared by Sean Atkinson, Editorial Assistant
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