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Medieval Polyphony (SMT)
Jennifer Bain, Dalhousie University, Chair

Primäre Klangformen, Linearität, oder 
Auskomponierung?: The Analysis of Medieval 
Polyphony and the Critique of Musicology 

in the Early Work of Felix Salzer
John Koslovsky  

Eastman School of Music, University of Rochester

Although considered one of the most influential music theorists in the United States after 
the Second World War, little is known about Felix Salzer’s scholarly activities in Vienna during 
the 1920s and 30s. This early scholarship—which combined his training as both a musicolo-
gist and Schenkerian—culminated in a book that is today mostly forgotten, Sinn und Wesen 
der abendländischen Mehrstimmigkeit (The Meaning and Essence of Western Polyphony, 1935). 
This work was an attempt to understand the historical development of polyphony from the 
twelfth- to seventeenth-century using Schenker’s concept of Auskomponierung (Compos-
ing-out), and simultaneously was meant to challenge the views of many contemporaneous 
medieval and renaissance scholars.

In this paper I first investigate the basic premises of Salzer’s work, comparing them to the 
work of two other authors in the field of early polyphony: Rudolf von Ficker and Marius 
Schneider. I then look at two analyses from Sinn und Wesen: Perotin’s Organum Quadruplum 
Sederunt Principes and Guillaume de Machaut’s motet “Quant en moy.” My aim is to show 
how Salzer employed Auskomponierung in a threefold way: 1) to examine the development 
and “essence” of Western polyphony; 2) to analyze many musical works within that develop-
ment and discuss the issues they pose to the modern ear; and 3) to challenge Ficker’s notion 
of Primäre Klangformen (Primary Chord Forms) in Perotin and Schneider’s Kurthian-derived 
notion of Linearität (Linearity) in Machaut. 

The Speedy Secular Tenor in Machaut’s Motets
Jared C. Hartt  

Oberlin College Conservatory of Music

When listening to Guillaume de Machaut’s motets, three in particular have a strikingly 
different aural effect: “Fins cuers doulz” (Motet 11), “Se j’aim mon loyal ami” (Motet 16) and 
“Biauté parée de valour” (Motet 20). Several stylistic features distinguish these three motets 
from the other twenty. For example, their tenors are based on the forms of two common secu-
lar genres, the virelai and the rondeau. When compared to the isorhythmic, drawn-out tenors 
from liturgical sources, the secular tenors move at a much quicker pace relative to the upper 
voices. Because of this, the secular tenors are more easily perceived as melodies, and their 
structures are also more readily grasped by the listener. In addition, the tenors of Motets 16 
and 20 are texted, thus rendering three rather than two poems simultaneously. An investiga-
tion of Machaut’s use of various sonority types and syntax also reveals patterns unique to these 
three works. For instance, all of Machaut’s motets begin and end with the same sonority type, 
except these three. In light of these observations, I discuss the possibility that Machaut em-
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ployed slightly different compositional procedures for the secular motets. In other words, the 
nature of his tenor selection (sacred or secular) directly affects a motet’s overall aural effect.

Metric Problems (SMT) 
Christopher Hasty, Harvard University, Chair

How to Perform Impossible Rhythms
Julian Hook  

Indiana University

This paper investigates a fairly common but seldom-studied rhythmic notation in the 
nineteenth-century piano literature, in which duplets in one voice occur against triplets 
in another, and the second duplet shares its notehead with the third triplet—a logical 
impossibility, as the former note should theoretically fall halfway through the beat, the latter 
two-thirds of the way. Examples are given from the works of several composers, especially 
Brahms, who employed such notations throughout his career. Several alternative realizations 
are discussed and demonstrated in recordings and live performances; the most appropriate 
performance strategy is seen to vary from one example to another. Impossibilities of type 1/2 
= 2/3, as described above, are the most common, but many other types occur, including 1/2 
= 1/3, 2/3 = 3/4, 3/4 = 4/5, 3/4 = 5/6, 1/3 = 3/8, 2/3 = 5/8, and 3/4 = 5/8. Connections 
between such rhythmic impossibilities and the controversy surrounding assimilation of dotted 
rhythms and triplets are considered; the two phenomena are related, but typically arise in 
different repertoires. In a concluding example from Scriabin’s Prelude in C Major, op. 11, no. 1, 
triplets and quintuplets occur in complex superposition. The notation implies several features 
of alignment that in fact cannot all be realized at once; recorded examples illustrate that a 
variety of realizations are viable in performance.

The Interacting Formal Roles of Meter, Accentual 
Profile and Tonality in Debussy’s Book I Prélude “Les 

sons et les parfums tournent dans l’air du soir”
Michael Oravitz 

Ball State University

This presentation illustrates how three compositional facets of this prelude—section-specific 
metric design, the accentual profile of the work’s opening gesture and the work’s symmetrical 
tonal path—conjoin in fostering an allusive yet compelling sense of form. The analysis traces 
the transforming accentual profile of the work’s opening gesture, while mapping the musical 
components of theme, harmony and metric/phrasing design throughout the prelude. 

My reading places the investigation of meter at the core of the analysis so that other more 
traditional indicators of form—harmony and thematic/motivic design in particular—can be 
more readily reconciled. In this manner, the at times ambiguous roles of those traditional 
formal indicators in this prelude are given a more perceptually and aesthetically relevant read-
ing. 

My approach loosely stems from similar efforts taken by Christopher Hasty, Avo Somer, 
Simon Trezise, Richard Parks, and others, all of whom have investigated metric properties in 
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Debussy’s music and its relationship to local phrasing and form. This presentation is part of a 
continuing effort within my research to illustrate not only the role that meter plays in local, 
moment-to-moment phrase junctures in Debussy, but, significantly, its role in contributing 
to large-scale formal designs.

Music and Commodity Culture (AMS)
Derek Scott, University of Leeds, Chair

250 Years of German Music Publishing (c.1500 
to 1750): A Case for a Closed Market

John Kmetz 
Holtz Rubenstein Reminick, New York

Economic pundits and financial analysts today talk about markets: markets that are “closed” 
and markets that are “open.” A closed market is simply one where there are a limited number 
of consumers; an open market is one where the consumers are virtually limitless.

 During the Renaissance there were closed and open markets as well. Wool, grain, wood, 
cooper, silver, tin, and iron were traded throughout western Europe in an open market. The 
reason was because they were commodities, just as they are today. Books of printed polyphony 
or of lute and keyboard tablature were, on the other hand, not a commodity. They were luxury 
goods, and their marketplace was a closed one. Indeed, it was closed to approximately 99.99 
percent of the European population, as I have discussed elsewhere. Why was it closed? The 
answer is simple: barely one one-hundredth of one percent could read tablature or polyphonic 
notation or could afford to buy the books.

 Having said this, I do not want to give the impression that printed books of polyphony, of 
multi-voiced music, and of lute and keyboard tablature were not consumed in an open mar-
ket. They unquestionably were. Petrucci’s alphabet series of polyphonic songs, Attaingnant’s 
chansonniers, and Gardano’s books of madrigals, to name just a few, were owned by many 
German speakers who collected such foreign music for pleasure or, on occasion, for profit. Yet, 
while German speakers were very fond of foreign music, foreigners who hailed from France, 
Italy, England, Spain, and the Low Countries were not very fond of German music. Indeed, 
there is little evidence to document that there was any interest in German music outside of 
the German-speaking realm in the sixteenth century. Actually, regardless of whether the mu-
sic was German texted, Latin texted, or did not carry any text at all, as long as the music was 
German or published by a German, it rarely traveled outside of the German Sprachgebiet until 
the second half of the eighteenth century.

 Summing it all up: German music publishers who flourished before 1750 went to market 
with only one market in mind, and that market was a German-speaking one. Why they chose 
to do this, and by so doing embrace the closed-market model I have described above, will be 
the subject of my paper.
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Henry Purcell and the letter book of Rowland Sherman
Bryan White 

University of Leeds

The hitherto unexamined letter book of the English merchant Rowland Sherman provides 
a fascinating insight into musical activity in Aleppo and London in the late seventeenth cen-
tury. Sherman, working for the Levant Company merchant Sir Gabriel Roberts, set out for 
Aleppo from England in 1688. He took with him two harpsichords and a collection of musi-
cal compositions. Once abroad, he corresponded regularly with musical friends in London, 
reporting on his activities in Aleppo, and requesting favors and news of musical events in the 
capital. Of particular interest are Sherman’s many references to Henry Purcell, who appears to 
have been a personal acquaintance. Although none of his extant letters is written to Purcell, 
in those to other friends he asks for his greetings to be passed on to the composer, and more 
important, requests compositions and rules for bass continuo playing from him. Several of 
Sherman’s correspondents in London also appear to have been acquaintances of Purcell. This 
circumstance hints at a community or society of amateur and professional musicians of which 
Sherman had been a part, and which may be the Society of Gentlemen Lovers of Music that 
sponsored the yearly musical celebrations at Stationers’ Hall on St Cecilia’s Day. 

This paper will examine Sherman’s musical correspondence, giving particular attention to 
his contact with Purcell. The evidence in the letters provides new insight into Purcell and his 
circle, and his involvement with amateur musicians. It also provides new information regard-
ing the dating of the Chelsea School performance of Dido and Aeneas, and evidence of an 
otherwise unknown set of rules for bass continuo that Purcell either wrote or used for teach-
ing. In broader terms, the letters complement other evidence of middle-class musical interests 
in London, especially amongst merchants. The possibility that some of this activity coalesced 
around the Society of Gentlemen Lovers of Music is explored.

“No Person admitted without a Ticket”: 
Conflicts in an Early English Concert Series 

Alyson McLamore  
California Polytechnic State University, San Luis Obispo 

England’s importance in the development of public concerts has long been recognized, 
since Great Britain was a pioneering nation during the late eighteenth century’s shifting 
emphasis from private patronage of musical entertainments to a more commercial, market-
place-driven form of music-making—the model that still guides most performance today. 
There are numerous factors that drove this shift, many resulting from economic and political 
upheavals throughout Europe that permanently altered the cultural landscape. In historical 
retrospectives of eighteenth-century music, however, considerable attention has been given to 
the individual composers and performers whose careers and repertories flourished (or strug-
gled) during this era, with much less focus given to the particular venues and environments 
that showcased those individuals and, one could argue, gave them most of their opportunities 
to succeed. 

The situation has been gradually changing, with various published studies that document 
particular regions, cities, or enterprises; early contributors to a broader perspective on Eng-
lish achievements were Charles Cudworth and Stanley Sadie, while scholars such as Simon 
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McVeigh, William Weber, and Susan Wollenberg (among many others) have continued to 
spotlight various important aspects of English musical activity. Much archival material is still 
coming to light, such as the extensive records documenting the nine years of concerts pre-
sented by Charles Jr. and Samuel Wesley, and these records still have much to teach us about 
the nature of eighteenth-century music-making in London. 

In fact, the Wesleys’ concert series is a prismatic window on many of the complicated 
tensions that surrounded not only the Wesley family but also English society on the whole. 
These pressures included the pragmatics of concert presentation; the polarization of taste 
between sacred and secular, ancient and modern, and “good” and “bad” music; the value sys-
tem governing amateur and professional musicians; and social attitudes governing the public 
consumption of musical entertainment. While the concerts were the financial backbone of 
the Wesley household, they also illustrate the struggle between musical, cultural, social, and 
religious values. 

This paper uses contemporary documentation to illustrate how these conflicts affected the 
Wesleys’ enterprise. For instance, somewhat unusually for British concert programming, the 
Wesleys combined older and newer repertories—an approach advocated less than a decade 
later by John Marsh. The diaries and correspondence of the Wesleys’ father (Charles Sr.) and 
their uncle John reflect the tensions within the Methodist community over this clearly secu-
lar endeavor. British newspapers of the day debated the suitability of offering entertainment 
to a broader range of social classes than had historically been privileged to attend—a social 
mixture that is readily apparent in the surviving Wesley concert ledgers. The Wesley concerts 
also highlight several of the unanswered questions that still limit our understanding of this 
important era and its changing musical landscape. In short, almost every aspect of the Wesley 
series illustrates the struggle to strike a balance between taste, propriety, and profitability—
considerations that affect concert-planning to the present day.

Beyond Exoticism? The Poetics, Politics, and 
Economics of Yo-Yo Ma’s Silk Road Project

Harm Langenkamp 
Utrecht University

Since its foundation in 1998, Yo-Yo Ma’s Silk Road Project has grown into a highly acclaimed 
enterprise that performs, commissions, records, and successfully markets music with the 
stated aim of revealing “forgotten” connections between (music) traditions on the Eurasian 
continent. By regularly providing composers and musicians from various ethnic backgrounds 
with the opportunity to “work creatively together,” Ma hopes his ensemble exemplifies a form 
of collaboration that transcends what he calls “cultural appropriation.” Notwithstanding the 
many signs of recognition (most notably the 2006 Dan David Prize for “achievements hav-
ing an outstanding impact on our world”), the Silk Road Project’s presumed immunity to the 
poetics, politics, and economics inherent to the practice of exoticism and world music—as 
analyzed by, among others, Steven Feld and Timothy D. Taylor—can be questioned. To name 
but one example: in honor of the project’s official launch in the summer of 2002, the National 
Mall in Washington, D.C. was transformed into a caravanserai reminiscent of the World Ex-
hibitions of earlier, imperialist times. Subtitled “Connecting Cultures, Creating Trust,” the 
event was covered by journalists from twelve “Silk Road Countries” (Afghanistan excluded) 
who were selected by the Department of State to witness and testify to the “U.S. respect and 
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appreciation for Muslim cultural heritage”—a charm offensive at the very moment in which 
the Bush administration was “liberating” Afghanistan from “terrorists” through the universal 
language of bombs.

Intercultural ensembles like the Silk Road Project embody global processes of music pro-
duction and consumption at large, reflecting tensions between cosmopolitan idealism and 
everyday identity politics, tradition and modernization, “oral” and “written” music practices, 
and elite and popular tastes. In this paper, the Silk Road Project serves as a case study for an 
analysis of the poetical, political, and economic interests involved in today’s commodification 
of musical diversity, hybridity, and collaboration. Poetically, Ma’s aim to develop a “collective 
imagination” of sounds representing an idealized community of “transnational voices belong-
ing to one world” positions his project in a musico-aesthetic tradition attempting to regulate 
an ultimately self-regulating process, cultural exchange, for artistic and political purposes. 
Economically, the Silk Road Project is targeted to a global upper middle-class audience, em-
ploying marketing strategies that owe their success to the very same orientalist sound images 
that Ma intends to surpass. Politically, the utopia of intercultural collaboration that the Silk 
Road Ensemble purports can be shown to be prone to the (geo)political agendas of those who 
have interests in the eponymous area of the world, the competition over which has anything 
but lessened since the official end of the cold war. In conclusion, the ambition to transcend 
exoticism is likely to end in self-deception as long as one fails to recognize one’s own inevi-
table complicity in the political economy of exoticism that has long shaped, and continues to 
shape, global perceptions of selfhood and otherness.

Music and the Scientific Spirit (AMS)
Annette Richards, Cornell University, Chair

Bach’s Numbers? Proportional parallelism 
and its implications for musicology

Ruth Tatlow 
Stockholm University

Proportional parallelism is a newly-formulated term. It describes a numerical characteristic 
present in every collection or multi-movement work that Johann Sebastian Bach published or 
copied in fair hand. In preparing a collection for publication or for top copy Bach frequently 
added a few bars, or new movements to a previously-composed work. The reason for these 
changes have defied musical explanation and remain a perennial puzzle to the editor. The 
theory of proportional parallelism, and the startlingly-consistent results which led to its for-
mulation, now provides a plausible explanation: Bach added the extra bars in order to create 
perfect proportions.

Knowing the number of bars was essential for the copyist, engraver and composer in Bach’s 
time to ensure accuracy of copying and an economy of layout on valuable paper. Knowing the 
number of bars was also useful for the composer to assess the duration of a movement or a 
work, as both Michael Praetorius (1619) and Lorenz Mizler (1754) testify. The cumulative bar 
totals Bach occasionally wrote at the end of pages and movements in his manuscripts show 
not only that Bach knew how many bars he composed but also that he could have used the 
bar to create perfect proportions if he so wished. 
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Bach was not satisfied with approximation. To give just one example of his precision, the 
Six Solos for violin (BWV 1001–1006) have exactly 2,400 bars, with parallel proportions at 
four levels: 1) there is a 2:1 proportion across the collection with 1,600 bars in four solos and 
800 bars in two solos: 2) there is a 2:3 proportion (2:1 with repeats) between two movements, 
with 272 bars in the first solo (408 bars with repeats), and 408 bars in the second (816 bars 
with repeats): 3) there is a 1:1 proportion within the first solo, with 136 bars in movements 1–3 
and 136 bars in movement 4, and a similarly formed 2:1 proportion in the second solo (272:136 
bars): and 4) perhaps the most remarkable proportion of all, Bach created a 1:1 proportion 
with another collection, his finally revised version of the Six Sonatas for violin and harpsichord 
(BWV 1014–1019) which also has exactly 2,400 bars, and is also divided by a 2:1 proportion 
with 1,600 bars in 4 sonatas and 800 bars in 2 sonatas. Comparison with earlier versions of the 
solos and sonatas demonstrates the changes Bach made to actualise this perfection. 

Historical flaws, weak scientific method, and over-interpretation usually characterise so-
called “numerology” in music. By contrast, the theory of proportional parallelism is supported 
by sources at every stage, the principles are valid for the complete output of a single composer 
and interpretation of the numbers is minimal. In this paper I will describe the new theory in 
full, presenting historical evidence and results, and discuss its implications for future number 
research in musicology. 

“Quels sons harmonieux?” Staging Sensation 
in Jean-Philippe Rameau’s Pygmalion 

Leanne Dodge 
Yale University

The Pygmalion myth defines itself through one pivotal moment, when a statue, crafted and 
beloved by Pygmalion, comes to life. Among the myriad dramatic enactments of the story 
in eighteenth-century France, the Pygmalion of 1748, an acte de ballet with music by Jean-
Philippe Rameau and libretto by Ballot de Sovot, stands apart for its treatment of the statue’s 
first perceptions of and interactions with her surroundings. The emphasis on the senses in 
Pygmalion, as noted by Thomas Christensen, reflects a larger philosophical interest in sensa-
tionism. Sharing a belief that all of our ideas derive in some way from sensations, multiple 
sensationist writings focus on the Pygmalion trope of a statue coming to life. In his Traitédes 
sensations, for instance, the philosophe Étienne Bonnot de Condillac chronicles the way in 
which he imagines a newly enlivened statue to discover its world.

 Within the context of sensationism, I focus upon the manner in which de Sovot and 
Rameau’s statue comes to life. Much of de Sovot’s portrayal of this event is plagiarized directly 
from the fifth entrée of a 1700 opéra-ballet, Le Triomphe des arts, with libretto by Antoine 
Houdar de La Motte. Comparison of these two texts reveals that, while the exchange between 
Pygmalion and the statue remains mostly unchanged, de Sovot added two particular sections 
that frame the statue’s discovery of her world: Pygmalion’s words as she comes to life, and a 
divertissement showcasing her sensory development as the Graces teach her how to dance. Sig-
nificantly, Rameau sets these two framing moments differently from the text between them: 
with diegetic music. Initially, music heard by Pygmalion brings the statue to life; later, music 
of the divertissement empowers her to acquire tactile sensory understanding as she encounters 
her surroundings through dance.
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 By considering these two framing moments in turn, I further argue that their addition to 
La Motte’s libretto raises the possibility of reading Pygmalion in dialogue with eighteenth-
century sensationist writings, through the staging of musical sensation as giver first of life and 
later of knowledge. As the statue stirs, we as listeners focus on Pygmalion’s reaction to the 
“harmonious sounds” that he hears: a single chord representing the corps sonore, epitomizing 
nature, brings the statue to life. Here, music draws attention to itself as the primal sensation 
stimulating, in Condillac’s words, perception, consciousness, and attention. Music, the source 
of the statue’s life, later becomes the means through which she gains all other sensory experi-
ence. As her feet move in the rhythms of a sarabande, sensations of sound yield to those of 
touch, enabling her to perceive herself and her world.

Sound as Electricity of Life: Ernst Florens Chladni’s 
Sound Figures and the Rise of Musical Modernity

Chien-Chang Yang 
National Taiwan University

Ernst Florens Chladni’s mystic sound figures were first made visible in his wondrous experi-
ments from the 1780s, showing variations of sand patterns around nodal lines of a vibrating 
metal plate. These Klangfiguren not only prompted the Paris Académie des sciences to offer a 
price for their explanation; in the following decades, they also raised more than a few theo-
ries that saw them as indicators of the link between human perceptual function and bodily 
organism.

Recent historical research on human senses reconsiders Chladni’s sound figures as the visu-
alization of sound that demonstrates the synesthetic synesthesic trend around the turn of the 
nineteenth century—a paradigm shift of viewing art forms from language-related models to 
those codified by different human senses. Nevertheless, one crucial aspect has yet to be fully 
evaluated, namely, that these Klangfiguren were also interpreted as audible as well as visible 
forms of nervous and bodily energies.

Viewing arts as forms of energy was not completely novel by the end of the eighteenth cen-
tury: Johann Gottfried Herder considered artistic force as Lebenskraft (vital force) emanating 
humanistic values; Johann Georg Sulzer singled out artistic essence as “warmth” (Wärme), 
which only artistic genius can emulate through artworks. Following the same line, Chlad-
ni’s sound figures provided a way for experimental scientists, especially those Galvanists who 
advocate animal electricity, to relate sound and music with electricity generated by organic 
bodies. Chladni figures were regarded analogous to wave patterns of nervous fluids in brain 
chambers by the anatomist Samuel Soemmerring; the physicist Johannes Ritter, the founder 
of electro-chemistry, thought them equivalent to the original form of ancient writing; the 
Danish physicist Hans Christian Oersted regarded them as heat transformed through vi-
brating elastic bodies; the Bohemian physiologist Jan Purkynje related these figures with the 
afterimages caused by stimulating visual nerves. All these contemporaneous readings of the 
Chladni Klangfiguren indicate sound as a form of energy, which is critical in appropriating 
musical meanings from the language model to an autonomous status. This paper argues that 
this energetic turn of music around the year 1800 represents not only the first abstract musical 
meaning that later became the basis for “absolute” music, it also provides the foundation for 
“measuring music abstractly” that must be regarded as one of earliest traces of musical moder-
nity, a trace that, as Walter Benjamin wrote, develops into the reproducibility of artworks.
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Chopin’s Music Box
Jeffery Kallberg 

University of Pennsylvania

The 1840s marked a shift in Chopin’s world view. As a result of his own curiosity, and the 
efforts of several of his familiars, Chopin took greater notice of the habits and ideas of cultures 
outside of Europe. In his correspondence and George Sand’s, we read of encounters with Na-
tive Americans, Arabs from the Middle East, and scientific advances in the United States. 

Can we perceive resonances of this broader world view in Chopin’s compositions from the 
1840s? I will explore this question with special reference to the Berceuse, op. 57, a unicum in 
Chopin’s oeuvre that, in its fusion of mechanical repetition and profuse ornamentation—its 
“thoughtless, unself-conscious mechanical control” (Charles Rosen)—produces sensations of 
musical otherness substantially distinct from what he cultivated in such genres as the ma-
zurka. 

In a July 1845 letter to his family in Warsaw, Chopin hinted at a context for the Berceuse 
by mentioning it in close proximity to accounts of the tragedy that befell Oké-wi-mi and 
Shon-ta-yi-ga, an Ioway couple on exhibit in Paris as part of George Catlin’s famous Indian 
Gallery, and an engineering marvel from the United States (Morse’s electro-magnetic tele-
graph). Chopin narrated both stories as tales of otherness: first, the spectacle of a “performing” 
foreigner, Oké-wi-mi, slowly dying (from “mal du pays”) away from home, and second, his 
wonderment at the expansion of technical knowledge into previously unimaginable pursuits, 
but always as domains to be explored by people other than himself. Thus the Berceuse finds 
itself juxtaposed with Chopin’s inquisitive engagement with two forms of otherness: the geo-
graphical and the scientific.

Both these realms mingle in the Berceuse. To ornament extravagantly in the 1840s was to 
suggest geographical otherness. Representations of Catlin’s Ioway troupe (among them Cat-
lin’s own oil portrait of a lavishly adorned Shon-ta-yi-ga) demonstrate how decoration cleaved 
to the alien in Chopin’s world. And later literary representations explicitly tie the Berceuse to 
a sense of foreign exoticism (thus Dumas Fils, in L’Affaire Clémenceau, compared the feeling 
of hearing the Berceuse to “that which follows a Turkish bath”). 

Chopin’s fascination with science and engineering extended to musical automata (Faber’s 
Euphonia), and apparently also to the music box: an acquaintance of Chopin described him 
(in 1846) imitating at the piano the sound of a music box, an account whose details echo in-
triguingly against the sound world of the Berceuse. Part of the aesthetic effect of the music 
box derives from the listener being simultaneously aware of the mechanism that produces the 
sound and cognizant of how the music transcends its technological means. The hypnotically 
repetitive left-hand in the Berceuse, heard unadorned in the first two measures, foregrounds 
its automatic quality: the cylinders of Chopin’s music box begin to turn. Yet he plainly did 
not want listeners to hear the work as a machine, and it is precisely his lavish decorations that 
overcome the effect of the accompaniment. By combining allusions to geographical and scien-
tific otherness, Chopin animated the pianistic machine in order to produce art.
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Phrase Rhythm (SMT)
William Rothstein, Queen’s College and Graduate Center, CUNY, Chair

Interpolative Strategies from Haydn to Schubert
Jeffrey Perry  

Louisiana State University

A growing body of literature fuses a Schenkerian sensibility with the sophisticated For-
menlehre of Caplin, Hepokoski and Darcy, and others. In that spirit this paper addresses the 
formal, rhetorical and affective implications of the interpolated episodes sometimes found in 
instrumental works of the late eighteenth and early nineteenth centuries, focusing on Minuet-
Trio or Scherzo-Trio forms. I will compare examples from Haydn and Beethoven with more 
extended episodes in certain of Schubert’s instrumental works and explore certain provocative 
connections that suggest a common lineage extending from early to later Viennese practice. 
By focusing on abnormalities such as interpolated episodes, connections between syntax, 
rhetoric, and structure come into focus, and raise essential questions about the use of formal 
schemata in explaining compositional effect. In the Menuetto from Haydn’s Quartet in C, op. 
76 no. 3 (“Emperor”), a replicative intervallic process lead to subtle instabilities that must be 
worked out in the interpolated episode. The Scherzo from Beethoven’s Sonata in A op. 2 no. 
2 represents the tonally more conservative example, as its interpolated middle theme repre-
sents a chromatic composing-out of the interruptive dominant. The Scherzo from Schubert’s 
Sonata in B-flat D. 960 presents an uninterrupted structure that, like the Haydn, introduces 
an uncanny repetition of certain details that leads to an episode at once developmental and 
parodistic.

Techniques of Phrase Expansion: The 
Case of Overridden Caesuras

Danuta Mirka  
University of Southampton

A technique of phrase expansion occasionally used by eighteenth-century composers but 
so far not recognized by music theorists either of their days (Riepel 1752, Koch 1787–93) 
or ours (Rothstein 1989) consists in faking the end of a given phrase by means of a caesura 
which is then overridden by the following musical material leading to another caesura a 
few measures later. Perception of the caesura is typically provoked by “top-down” processes 
guided by cognitive schemata of cadence or half-cadence working in concert with hypermeter. 
Overriding the caesura involves “bottom-up” processes, particularly the mechanism of 
implication-realization. I will argue that this technique of phrase expansion represents a 
complex game played by the composer with the listener on two levels of listening experience. 
One dimension of this play belongs to the “modular” level of processing represented by 
unconsciously working mechanism of music perception; the other to the “central” level of 
processing related to consciousness (Fodor 1983). If the former was presumably accessible to 
all attentive listeners of the eighteenth century, including less cultivated ones (Liebhaber), 
the other dimension refers to the theoretical knowledge of the listener and hence could be 
appreciated only by Kenner.
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Prima Donnas at Work (AMS)
Hilary Poriss, Northeastern University, Chair

Caroline Carvalho and Mid-Nineteenth-
Century Coloratura 

Sean Parr 
Columbia University

By practicing and extending the art of coloratura singing, Caroline Carvalho (née Marie 
Félix-Miolan, 1827–1895) became the French soprano par excellence of the mid-nineteenth 
century. Between 1850 and 1867 she created roles in fifteen operas, including five by Gounod: 
Marguerite in Faust (1859), Baucis in Philémon et Baucis (1860), Sylvie in La Colombe (1860), 
the title role in Mireille (1864), and Juliette in Roméo et Juliette (1867). All fifteen roles contain 
at least one coloratura aria. Based primarily in Paris, she also sang throughout France, at Cov-
ent Garden, and in Brussels. In Paris, she was one of few singers to perform extensively at the 
Opéra-Comique, the Théâtre-Lyrique, and the Paris Opéra. The Parisian press compared her 
vocal prowess to the instrumental pyrotechnics of Paganini and Liszt.

While these facts alone are sufficient to label Carvalho both “superwoman” and “superdiva” 
(to use Susan Rutherford’s terminology), they only hint at her importance and the far-reaching 
effects of her singing. For one thing, Carvalho was connected with both newer and older 
singing styles. She studied and sang at the Paris Conservatoire with Gilbert-Louis Duprez, the 
tenor who famously (though perhaps mythically) sang the first high C in full chest voice. At 
the same time, she was known for coloratura showpieces, ones specifically written for her and 
which we today have a tendency to frown upon. I will open the paper by framing Carvalho’s 
work in terms of this seeming paradox, between coloratura as an old-fashioned singing style 
and yet also the tool of a forward-looking créatrice.

In the second half of the paper I will illustrate how engaging with Carvalho and her con-
temporaries uncovers interesting intersections between mid nineteenth-century vocal and 
instrumental idioms. I will explore Carvalho’s break-out moment in her creation of the title 
role of Victor Massé’s La Reine Topaze (1856) which was a product of a complex mixture of 
circumstance, shrewd role choices, and genre. I will investigate how that moment led to two 
different kinds of competition: between the soprano’s vocal agility and instrumental virtuosi-
ty, and between Carvalho’s fioritura and the coloratura of her close contemporary Marie Cabel 
(1827–1885). I will then look at a little-known aria that Gounod wrote for Carvalho, “Ah! Valse 
légère,” based on the waltz chorus, “Ainsi que la brise légère,” from Act II of Faust. Although 
probably not performed as part of the opera, the aria was published as a “waltz sung by Mme 
Carvalho” along with other morceaux détachés from the opera. Its popularity spurred a vogue 
for the vertiginous waltz ariette, a genre I will conclude by exploring.

Idealizing the Prima Donna in Mid-Victorian London
Roberta Montemorra Marvin 

University of Iowa

Within the vast body of scholarly literature on women in Victorian Britain is an ever-grow-
ing collection of studies about females who had various careers in the theater. A number of 
scholars have investigated the manner in which singing artists were portrayed during the era 
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in novels, poetry, biographies, and even operas, but the manner in which journalistic report-
ing contributed to “creating” prima donnas has barely begun to be studied. Through a partial 
survey of verbal commentary about and visual images of a few of the prima donnas who 
appeared on nineteenth-century London opera stages, printed in sources with broad distribu-
tion to the general public (mainly The Illustrated London News) this paper begins to investigate 
how journalistic depictions contributed to the personal and professional reputation of female 
opera singers in mid-Victorian London. 

Theater historians have discussed singing actresses in the same terms as actresses of the 
spoken stage, leading to generalizations and misconceptions, but meaningful differences be-
tween these groups must be considered to gain a full understanding. For example, singers had 
cosmopolitan careers because of the international linguistic nature of the operatic repertory. 
Female singers posed less of a challenge to male power than actresses did because they did not 
usurp speech in the same way. The mystique, intangibility, and allure of the singing voice, as 
well as the vixen-like characters of many of the operatic heroines that prima donnas portrayed, 
served as powerful seductive forces for listeners and spectators. Consequently, in a society 
that valued the sanctity and purity of womanhood, but in which women of the theater were 
stereotypically viewed as violating the feminine moral and social codes, creating a “proper” 
image for female opera singers was of utmost importance, especially given the expanding au-
dience for opera.

Victorian newspapers and magazines (especially those with a family orientation) played 
an important role in helping readers form profiles of prima donnas as refined and respect-
able Victorian ladies. In The Illustrated London News (and similar publications) vivid pictorial 
engravings—personal portraits, character portraits, and scenic tableaux—presented carefully 
crafted images that drew on visual codes related to conventional notions of how one’s facial 
features and manner of dress reflected one’s mental and moral condition, while verbal com-
mentary conveyed messages about body, manner, and performance, detailed descriptions of 
voice and physical appearance, and significant information about heritage, education, and 
performing accomplishments designed to portray the singers as great artists and good women. 
Together the visual and the verbal worked to create not only an individualized image of a spe-
cific singer, but also to establish a collective ideal of prima donna, one acceptable not only on 
the stage but also in Victorian society.

Lilli Lehmann and Victor Maurel on Singing
Karen Henson 

Columbia University

Lilli Lehmann (1848–1929) and Victor Maurel (1848–1923) are well-known figures in the 
history of nineteenth-century singing. Maurel, a French baritone, enjoyed great success in the 
second half of his career as Verdi’s first Iago and first Falstaff. Lehmann, a German soprano 
of Jewish origin, worked with Wagner in the early years of Bayreuth and was known for the 
number of roles she performed, from Norma and Violetta to Brünnhilde and Isolde. The 
two singers first met in the 1890s and Lehmann soon after produced a German translation of 
Maurel’s biographical and theoretical volume Dix Ans de carrière, 1887–1897 (1897, German 
edition 1899). This fact is in itself remarkable, but the recent discovery of a long correspon-
dence between the two singers suggests an even more extraordinary friendship and exchange.
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This paper will introduce and present excerpts from the Lehmann-Maurel correspondence, 
of which over sixty pages of letters from Lehmann to Maurel survive. The letters, which date 
from 1898 to 1902 and are written in French, document a rare and unusual relationship, one 
that perhaps had a romantic aspect, but which was above all intellectual, involving discussions 
about singing, pedagogy, the shift to a more technologized age, and the future of the operatic 
repertory. Among the many striking aspects of the correspondence is Lehmann’s critique of 
Maurel’s vocal style. For Lehmann, Maurel did not pay enough attention to the vocally “agré-
able et beau”—a criticism that reflects interestingly on late Verdian performance practice and 
which complicates any easy distinctions between lyrical Verdian and more forceful Wagnerian 
fin-de-siècle singing. The letters also suggest a more concrete complicating of Verdian and 
Wagnerian categories, for they show that Lehmann drafted her own, still widely-read volume 
Meine Gesangskunst (1902) in discussion with Maurel. The paper will conclude by exploring 
this fact: that an important document of Wagnerian performance practice originated in a 
context that was partly French and Verdian.

Anderson, Price, Norman, Graves: Making opera 
American and the color-blind double bind

Todd Decker 
Washington University in St. Louis

This paper considers the public meanings of a European genre—opera—in the United 
States. Drawing on the careers of four prominent African American prima donnas—Marian 
Anderson, Leontyne Price, Jessye Norman, Denyce Graves—I suggest that singers, rather 
than works, composers, or companies, have given opera a public presence in American life. 
In the voices of this black quartet, the characteristic sound of opera—the operatic voice—
helped define a version of national identity around the achievements of the modern civil 
rights movement. This paper revisits key moments in American public history when this 
particular gendered, raced, “trained” voice became the voice of the Republic. Along a parallel 
track, I consider how the black prima donna as public figure has functioned inside the opera 
house, within the heightened world of the lyric drama. The benefits and limitations of color-
blind casting prove central to both inquiries. 

Color-blind casting did not create the black prima donna, but rather responded to her 
presence and opened the way for her. We must look beyond the 1955 Met debut of Marian 
Anderson to understand how the abrupt transition to color-blind casting happened. For ex-
ample, 1950s made-for-television versions of the safely foreign operatic repertory opened a 
prominent venue for interracial romantic drama, as shown by Leontyne Price’s early career.

Color-blind casting in the standard repertory had a revolutionary effect—midwifing several 
generations of black prima donnas—but exacted a toll in dramatic possibilities. The divided 
racial history of the United States—that which had to be overcome for the black diva to be 
heard—could not be directly invoked on an operatic stage devoted to old, non-American 
works. For this reason, we must look outside the opera house to measure the national reso-
nance of the black diva, as Jessye Norman’s performance in tribute to Sidney Poitier at the 
1995 Kennedy Center Honors demonstrates. The post-civil rights American opera stage—
color-blind, Eurocentric, blessed with abundant black and white talent—remained closed 
to the exploration of the American experience of race beyond the tacit celebration of African 
American (women’s) access to a socially and artistically elite stage. 
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Only very recently has an assault on this color-blind double-bind been mounted. The op-
era Margaret Garner, commissioned for Denyce Graves, received its premiere in Detroit in 
May 2005. In just over two years, Margaret Garner was heard in four other American cities 
(including a new production at New York City Opera), accumulating twenty-seven perfor-
mances (twenty-one starring Graves). Composer Richard Danielpour brought his accessible 
musical idiom to a libretto by novelist Toni Morrison. Freely adapted from historical events 
and peopled by enslaved African Americans and their white masters, Margaret Garner brought 
the public figure of the black prima donna into a musical-dramatic context, challenging the 
color-blind norm and posing sharp questions about the American racial past on an epic, in-
deed operatic, scale. As Margaret Garner, Graves deftly undoes the color-blind double-bind, 
at last letting the black prima donna put on an African American costume in a lyric drama 
where race matters.

Resistance, Propaganda, and Music in Uniform (AMS)
Leta Miller, University of California, Santa Cruz, Chair

Cooperation and Resistance: Walter Leigh’s 
Suite für kleines Orchester zu Shakespeares 

“Ein Sommernachtstraum” (1936)
Thomas Irvine 

University of Southampton

In 1936, the English composer Walter Leigh (1905–1942) accepted a commission from 
Hilmar Höckner, the music teacher at a boarding school in central Germany, to compose 
incidental music for Shakespeare’s Midsummer Night’s Dream. Leigh, who had returned to 
London in 1929 after studies in Berlin with Paul Hindemith, was recognized as one of his 
generation’s most promising and versatile composers. Höckner had been a leading figure in 
the Jugendmusikbewegung, a movement whose ideas about music education influenced both 
left and right in the Weimar Republic. The pieces were first performed at the national meeting 
in Weimar of an association of “reform” boarding schools; the school orchestra repeated them 
on a concert tour of England, sponsored in part by the quasi-official pro-German “Anglo-Ger-
man Fellowship,” in January 1938.

Leigh’s acceptance of the commission from Höckner, whom he had known since his stu-
dent days in Berlin, raises ethical questions. The Nazi ban on Mendelssohn’s incidental music 
to Shakespeare’s play had opened a hole in the repertoire: by helping to fill it, Leigh joined 
colleagues like Carl Orff, whose fulfillment of a similar commission has led, at best, to charges 
of opportunism in the face of Nazi cultural policy. Yet all is not as is seems, for Leigh’s score in-
cludes obvious reminiscences, if not outright quotations, of Mendelssohn’s Midsummer Night’s 
Dream. This paper will engage critically with this complex situation.

Previous observers of the music of Nazi Germany—following, for instance, Theodor Ador-
no’s critiques of Leigh’s teacher Hindemith—have claimed that such music’s own materials 
often bear marks of the regime’s crimes. In the matter of Leigh’s setting the problem seems 
particularly vexed: on the one hand, Leigh writes simple Neo-Classical Gebrauchsmusik of 
the sort Adorno, who deeply distrusted the Jugendmusikbewegung and its music, found so 
troubling. On the other, Leigh’s music—by referencing Mendelssohn—engages undeniably 
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in some sort of critique. Finally, Höckner’s own description of the circumstances surrounding 
the commission (“Mendelssohn’s music was out of the question, also because a school orches-
tra could only play it . . . in an unsatisfactory arrangement”) is a political statement in need 
of some parsing. I argue that both exculpatory and damning readings of Leigh’s Midsummer 
Night’s Dream risk substituting hermeneutic observations about a specific work of art (i.e. the 
composer’s stylistic choices), or one aspect of its context (the political circumstances in which 
it was written), for engagement with the full web of institutions and discourses that surround 
it. Thus I aim to examine Leigh’s and Höckner’s situation in light of what we know about the 
complex codes of cooperation and resistance in 1930s Germany.

Working from archival sources, including Leigh’s correspondence with Höckner, Leigh’s 
sketches and autograph scores, Höckner’s published and unpublished writings, lectures Leigh 
gave on modern music at Cambridge in 1939, and evidence from Höckner’s de-Nazification 
in 1947, I will aim to present a full account of a challenging document of the cultural practice 
of music-making under totalitarian conditions.

“War’s New Weapon”: Music, Propaganda 
and the OWI during World War II

Annegret Fauser 
University of North Carolina, Chapel Hill

In fall 1944, Marc Blitzstein started planning a propaganda project for the Office of War 
Information (OWI) aimed at presenting American music in liberated Paris the following 
spring. As OWI music director in London, he envisaged a festival that would present Ameri-
can orchestral, chamber, and film music, as well as jazz, in five concerts in Paris also destined 
for widespread radio broadcast. When Blitzstein was reassigned to work on the film score 
for the documentary, True Glory, he passed the Paris project over to Aaron Copland, who 
was appointed to the OWI as Assistant Representative of the Overseas Operations Branch in 
New York. The purpose of the festival was “to show progress in war” of music composed and 
performed in America (The New York Times, 1 March 1945). In the end, however, it came to 
naught, and the festival was cancelled only six weeks after being publicly announced. As Cop-
land remarked in a letter to Nadia Boulanger: “Just between ourselves I feel the O.W.I. made 
something of a mess of its own plans” (14 April 1945).

The aborted OWI festival provides my starting point to explore concert music’s role in 
wartime America at the complex interface between U.S. government propaganda and civilian 
concert life. While musicologists interested in World War II have examined the (mis-)uses 
of, and discourses about, music in Nazi Germany, Soviet Russia and Vichy France, America 
has remained relatively untouched by scholars. I will be among the first to demonstrate how 
concert music was instrumentalized ideologically and politically in America during the war by 
focusing on three specific episodes related to OWI. 

After my examination of the Paris festival as a moment of ideological crystallization, I will 
turn back to the first major and widely publicized incident related to music involving the 
OWI: the 1942–43 ban on recording by the American Federation of Musicians. The contro-
versy pitted the head of the OWI—former radio broadcaster Elmer Davis—against the union 
chief, James Petrillo. Music’s role for wartime morale became one of the major arguments 
against the ban rehearsed over and over again in personal correspondence, the national press, 
and congressional hearings. Newly discovered archival documents reveal that here the OWI 
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was governed by a number of complex and even contradictory motives and split allegiances. 
My third example shows the shift from the incidental (in 1942–43) to the programmatic (in 
1943–44) in the OWI’s exploration of music’s value for “good propaganda” as revealed by 
internal documents related to its overseas broadcasts. Instead of simply boosting morale and 
attracting audiences to wartime programs, music was now seen as an integral part of a mis-
sion to win the minds of allies and undermine the enemy. These three case studies allow me to 
trace America’s use of its own music as a wartime propaganda tool and to explore the ideologi-
cal implications of the government’s recognition of concert music as (in broadcaster Burton 
Paulu’s words from 1949) “war’s new weapon.”

Francis Poulenc in Paris and London: The politics 
of music presentation during World War II

Claire Launchbury 
Royal Holloway, University of London

By 4 June 1943, the BBC had added the name François [sic] Poulenc to “the main list of 
those whose works should be included only after special application to Assistant Director of 
Music (General).” Indeed, until contact was regained with metropolitan French broadcasters 
Poulenc was the only French composer to be included on what was in effect a list of banned 
composers. Yet, in the event Poulenc was not banned from the air; indeed his song cycle Tel 
jour, telle nuit was performed by Benjamin Britten and Peter Pears in a program designed to 
exemplify The Spirit of France on 14 July of the same year. Moreover, in March 1945 the first 
performance of Poulenc’s cantata Figure humaine was broadcast by the BBC as an exemplar of 
French creative and intellectual resistance to the Nazi occupation.

 By unraveling the politics of presentation that surrounded the broadcast performance of 
the cantata in comparison with the ballet that put him under suspicion in the first place (Les 
Animaux modèles, premiered at the Palais Garnier in 1942), it is possible to reconsider the 
status of the composer at a time when there was an overtly disturbing imposition of the politi-
cal onto the cultural. In the nuancing of oppositions, particularly stark contrasts of political 
left vs. right and collaboration vs. resistance, this paper addresses these two works and their 
performances as testimony to their ideological circumstances of production. At the root of 
this objective is analysis of translation seen at work both in the BBC’s broadcast presentation 
and in the inter-semiotic translation from poem to cantata in Figure humaine and from fable 
to ballet in Les Animaux modèles. Poulenc’s cantata sets texts by Paul Éluard that are inscribed 
into a dual aesthetic of testimony and secrecy, through which the imperative to recount and to 
bear witness is combined with the necessity of silence. The ballet, to Poulenc’s own scenario, 
is based upon fables by La Fontaine. In addition to evoking an important national literary 
heritage with clear resonances, the fables also carry allegorical weight by presenting aspects of 
human behavior and endeavor in animal form. These two works by a composer who styled 
himself as French to an unprecedented degree were written at a time when the very concept 
of French nationhood was subordinated to the ambitions of the Third Reich. The process of 
translation from text to music is powerfully transformative generically and analysis of the po-
litical hinterland surreptitiously at work in the presentation of musical works highlights the 
potential to transfigure meaning even further. 
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Words of Steel: Pete Seeger and the U.S. Navy Steel Band 
Andrew Martin 

University of Minnesota

It seems probable that the steel drum is destined to spread through still other parts of the world 
than the West Indies, perhaps in each country adapting itself to local popular-folk traditions.

—Pete Seeger (1958)

As we approach the fiftieth anniversary of Pete Seeger’s research trip to the island of Trin-
idad, the legendary folklorist’s prediction is near reality. The steel band sound has firmly 
asserted itself as the signifying voice of the Caribbean on a global scale and, moreover, steel 
band ensembles have become increasingly popular additions to school curricula throughout 
the United States. Seeger’s contributions to the development of the Trinidadian steel drum 
movement in the United States from 1957 to 1961 are significant, and include an article in the 
American Journal of Folklore, the film The Steel Drums of Kim Lo Wong, arranging for native 
Trinidadians to establish steel drum bands and manufacturing facilities in New York, and 
several recordings. 

Nevertheless, perhaps Seeger’s most important, and unlikely, contribution to the steel band 
movement in the United States was as consultant to Admiral Daniel Gallery, founder of the 
United States Navy Steel Band. From 1958 to 1961 Gallery and Seeger exchanged a series of 
letters which discuss several topics including methods for steel drum construction, opinions 
on proper repertoire for the USNSB, and the current state of folk and popular music in the 
United States. Within this correspondence Seeger’s political affiliations and the military con-
notations of this partnership with Admiral Gallery and the US Navy make for a fascinating 
juxtaposition. The timing of Seeger and Gallery’s clandestine partnership could not have been 
more peculiar, considering that Seeger was just then under investigation by the House Un-
American Activities Committee. Gallery’s political affiliations were diametrically opposed to 
Seeger, and besides his post as a senior flag-rank officer in the Navy, Gallery was friends with 
President Eisenhower and supported the McCarthy anti-communist crusade. Regardless, Gal-
lery was inspired by a 1957 visit to Trinidad, and sought out the suspected communist Seeger 
in order to start a Navy-sponsored steel drum ensemble. 

The entire correspondence took place while Seeger lived in Beacon, New York, and was 
often marked with visits from Admiral Gallery to Boston and New York from his home base 
in Puerto Rico. This paper aims to explore and frame this previously unpublished correspon-
dence, offering a unique insight into Seeger’s life as a folklorist. Both Gallery and Seeger 
recognized the inherent potential of the steel drums, the national folk instrument of Trinidad 
and Tobago, to function as a cultural ambassador. My paper illustrates the process by which 
both men achieved their goals within a tumultuous political climate.



	 Saturday morning	 AMS/SMT Nashville 2008

Twentieth-Century String Quartets (SMT) 
Evan Jones, Florida State University, Chair

A Disconcerting Striving for Cheerfulness: 
Ambiguities, Failures, and Cover-ups in 

Shostakovich’s Sixth Quartet, Mvt. 1
Denise Elshoff  

Ohio State University

Despite its cheerful exterior and classical features, Sarah Reichardt (2003) and Judith Kuhn 
(2005) have demonstrated that Shostakovich’s Sixth Quartet is riddled with conflicts that ulti-
mately prove irreconcilable. My analysis is concerned primarily with how the first movement 
acquires and escapes these conflicts and with the structural purposes and ramifications of 
tonal, formal, and cadential problems. I argue that the movement exploits common-practice 
tonal procedures to build harmonic and formal expectations, only to deny these expectations 
to clarify its contextual design and for the sake of comic irony. Deceptively simple, the move-
ment asks to be heard in three perspectives: as bright and tuneful; as filled with structural 
failures and uncertainties; and as coherently organized by motivic networks. Although these 
interpretations are incompatible and thus cannot be heard at once, the ambiguous nature of 
the music allows us to freely choose and rotate between dissimilar, yet equally viable, interpre-
tive modes.

After the Harvest: Carter’s Fifth String 
Quartet and the Late Late Style

J. Daniel Jenkins  
University of South Carolina

In his article, “Elliott Carter’s Harvest Home,” David Schiff reflects on Night Fantasies 
(1980) and those pieces that followed, writing that “after years of ploughing through rocky soil 
it was now time for the harvest.” During the “harvest period” Carter cultivated a harmonic 
language that focused on all-interval twelve-note chords and a rhythmic language that relied 
on structural polyrhythms. Almost all of Carter’s works written between Night Fantasies and 
the Fifth String Quartet (1995) include an all-interval twelve-note chord, a structural poly-
rhythm, or both.

Because of the constancy of these elements in Carter’s music over a period of fifteen years, 
it is remarkable that in the Fifth String Quartet he eschews all-interval twelve-note chords 
while simultaneously freeing his music from the rhythmic scaffolding provided by structural 
polyrhythms. Since then he has incorporated all-interval twelve-note chords into some com-
positions, but he has discontinued the use of structural polyrhythms. David Schiff notes 
the Quartet’s historical importance, arguing that it ushers in “Carter’s late late style.” In this 
paper, I investigate this watershed work both philologically and analytically to gain a greater 
understanding of Carter’s compositional approach not only in this work, but also in the late 
late style in general.



Saturday noon, 8 November

 O Let Me Weep: Distressed Women in Music, 1650–1750

Cecilia’s Circle

Janet Youngdahl, soprano
Julie Andrijeski, baroque violin

Vivian Montgomery, harpsichord
With

Elisabeth Le Guin, ’cello

Astratto	 Barbara Strozzi 
Lamento: Apresso 	 1619–after 1664

Su su allegrezza (Juno’s Rage, Ercole Amante, 1707)	 Antonia Padoani Bembo 
	 1643–1715

Dietro l’orme fuggaci (Armida abbandonata)	 Georg Frideric Handel
	 1685–1759

O Let Me Weep (from The Fairie Queene)	 Henry Purcell
From Rosy Bowers (from Don Quixote)	 1659–1695

Mystery Sonata I: Die Verkündigung (The Annunciation)	 Heinrich von Biber 
	 1644–1704

La Mort de Didon	 M. Pignolet de Montéclair
	 1667–1737



Saturday afternoon, 8 November

Brazil (AMS)
Malena Kuss, University of North Texas, Chair

Race, Nation, and José Maurício Nunes Garcia
Marcelo Campos Hazan 

Columbia, South Carolina

The compelling life story of José Maurício Nunes Garcia (1767–1830), the mulatto son of 
freed slaves who rose to become chapelmaster of the Rio de Janeiro cathedral, has engaged 
popular and scholarly imagination for many generations. This paper examines the influence 
of race discourse on Brazilian nation building and how this influence meshed with posthu-
mous representations of Garcia in specific political junctures. The aim is to illuminate the 
changing ways in which racial miscegenation was interpreted in Brazil, and how these shifting 
perceptions intersected with musical constructions of cosmopolitan conformity and national 
individuality.

During most of the nineteenth century, opera, whether French or Italian, was the consum-
ing passion of every educated and aspiring Brazilian. This fixation was undermined, however, 
as the discourse of German cultural universalism began to take hold. Like opera, the new 
cosmopolitan aesthetic provided the ruling class with the opportunity to establish both differ-
ence within, and sameness across, national boundaries. However, while opera was consumed 
as a sophisticated type of entertainment, the classical canon was assimilated in Brazil (as 
elsewhere) as a form endowed with the nobility and loftiness that define high art. The Ger-
man Geist helped to mould the elite’s identity at an important social, political, and economic 
turning point, as the country moved from a slave to a wage-labor system (1888) and from a 
monarchic to a republican regime (1889).

By the end of the century, a historical image of José Maurício Nunes Garcia as “the Bra-
zilian Mozart” was already widespread, one that crucially reflected and influenced the local 
consolidation of the German canon. Not coincidentally, the period also witnessed the rise 
of pseudo-scientific racialism in Brazil, a discursive practice that rationalized the sustained 
oppression of the nonwhite underclass after slavery was terminated by law. In accord with 
deterministic and evolutionist thought, many believed that race mixing inevitably led to 
physical, intellectual, and moral degeneration, and that Brazil lagged behind civilized (and 
civilizing) Europe due to the intense miscegenation of its population. How the Brazilian in-
telligentsia attempted to reconcile the Germanic excellence of Garcia’s art with the African 
inferiority of his mixed blood is addressed in the first part of this paper. 

As Brazil entered the twentieth century, miscegenation, previously blamed for the country’s 
supposed stunted development, began to be significantly reappraised. The totalitarian regime 
of Getúlio Vargas (1930–1945) recast race mixing as a source of national pride and proof of 
racial harmony, a strategy that successfully diffused dissent while creating a generalized sense 
of belonging. The second part of this paper discusses the shift from an elitist, exclusive form 
of nationalism to a populist, inclusive type consistent with capitalist development, and exam-
ines how Garcia’s music came to be racially reinterpreted as genuinely Brazilian, rather than 
essentially German. This means demonstrating how the official discourse of racial accord and 
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national unity informed the reinvention of Garcia as the forefather of Brazilian modernism, 
an aesthetic epitomized by the music of Heitor Villa-Lobos.

Dragnets, Androids, and Cannibals: Tom ZÉ 
and the Deconstruction of Tradition

Chris Stover 
University of Washington

Although a primary instigator of the Tropicália movement in late 1960s Brazil, composer, 
songwriter, singer, and instrument builder Tom Zé did not achieve the international promi-
nence of his colleagues Caetano Veloso, Gilberto Gil, Gal Costa, and Maria Bethânia. Like 
fellow exploration-minded rockers Os Mutantes, Zé has instead assumed the role of the un-
derground musical iconoclast, presenting a steady stream of striking new works to a cult 
following. More than any of the Tropicalistas, Zé has nurtured the spirit of cultural canni-
balism espoused by Oswald de Andrade and an important part of the Tropicália movement’s 
early aesthetic. This was manifest manifested in a number of ways through the 1970s, includ-
ing Zé’s experiments with textual sources in songs like “O Cademar” and musical sources in 
“A Felicidade” and “Tôc” (which deconstruct Jobim and samba respectively). It also appeared 
in the 1980s and ’90s with his announcement of an “aesthetic of plagiarism” that borrows 
equally from Andrade, Tropicália, the estética do lixo (“aesthetics of garbage”) of the 1960s 
Brazilian film avant-garde, and postmodernism, and found in striking fashion on the albums 
The Hips of Tradition and Com defeito de fabricacão. It has continued into the current decade 
with his recent Estudando o pagode and Danç-êh-sá, which in turn deconstruct pagode samba 
and music associated with historic slave revolutions.

Zé’s aesthetic was most clearly laid out in his 1998 album Com defeito de fabricacão, for 
which he co-opts arrastão, a term that refers originally to an environmentally destructive form 
of net fishing and that in the parlance of urban Brazil refers to a technique for robbing tour-
ists practiced by young hoodlums. Zé recycles the term and uses it to describe the particular 
way in which he drags his net through the sources he is plagiarizing, which in Com defeito de 
fabricacão include material as diverse as Rimsky-Korsakov, Borges, Saint Augustine, and “the 
anonymous musicians of the São Paulo night.”

In this paper I investigate four Zé compositions, including “O Cademar,” “Tôc,” and two 
songs from Com defeito de fabricacão, and I look at how de- (and re-)construction unfolds 
from a purely musical and from a more abstract intertextual sense. I ask an important ecologi-
cal question too: what happens to the original musical source after Zé has pillaged it? “Tôc” 
comes from the early album Estudando o samba, a title that suggests that Zé’s deconstruction 
is a way of getting inside the structure of the samba in order to gain a greater understanding 
of its inner workings or its semiotic meaning. But arrastão suggests a more insidious practice, 
whether in reference to the tearing apart of seabeds in order to access the financially lucrative 
resources found therein or to the poor victims of the dragnet-style robbery. Like Andrade’s 
antropofagia, with its origins in early (but likely apocryphal) accounts of Tupi ceremonial 
practices in which captives would be eaten in order to absorb the essence of their soul, we 
must consider the possibility that something of the original must be destroyed in order to 
benefit the arrastista.
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Changing the Score (AMS)
Christina Bashford, University of Illinois, Urbana-Champaign, Chair

SIR HENRY ROWLEY BISHop (1786–1855): PERVerSE OR PROPHETIC
Christina Fuhrmann 
Ashland University

Sir Henry Rowley Bishop (1786–1855) is best known as the composer of “Home Sweet 
Home.” But “composer” is a vexed term, for Bishop based the melody on a folk tune. Such 
confusion of authorship surrounds Bishop’s entire oeuvre, especially his adaptations of thir-
teen foreign operas—by Mozart, Rossini, Weber, and others—that he translated into English, 
reset to altered libretti, divested of recitative, stripped of much of their score, and refitted with 
new music. Such free treatment of others’ works sent Bishop’s reputation into a posthumous 
plunge. While contemporaries called Bishop “the English Mozart,” twentieth-century schol-
ars flagellated him for his “mutilations,” “barbarisms,” and “perversions.” But was Bishop 
so perverse? Drawing on contemporary sources, recent scholarship on canon formation and 
operatic reworkings, and literary studies of adaptation (largely untapped by musicologists), I 
argue that Bishop’s adaptations have disturbed modern scholarship precisely because the is-
sues they raise are so current: class; money; control of artistic worth; and the slippery slope 
of “originality.”

Bishop’s adaptations crossed class lines, moving from exclusive opera house to heteroge-
neous playhouse. Both then and now, confusion accompanied this crossing: was it noble to 
bring fine music to a broader public, or degrading to change a refined work to gain a mass 
audience? The fact that a mass audience brought mass profit disturbed the delicate interplay 
between solvency and artistic worth, especially tricky for theaters without government sup-
port. With copyright law still in its infancy, adapters often profited while the original authors 
did not. Yet adapters also suffered. Since adaptation offered relatively low-cost, low-risk for-
eign hits, it discouraged original native works. For a nation used to supremacy in other arenas, 
this led to a kind of “reverse” colonization that fed into the epithet “Das Land ohne Musik.” 
Adaptation also emphasized the stock system—the same company performs works refitted 
for them—at a time when this model started to fail financially in favor of the “big business,” 
long run system of today—a traveling company brings the same show to all locales. Adapta-
tion harmed not only financial but also ideological constructs of authorship. It perpetuated an 
aesthetic that privileged performance, resisting the gradual move to a canonical ideal that en-
shrined author and work. Perhaps even more damaging, it pointed up contradictions inherent 
in this burgeoning ideal. Bishop made changes, but so did opera houses across Europe; even 
modern productions trim recitative, conflate different versions, or replicate score and text but 
change staging. Adaptations also point up how difficult it is to define “original,” especially in 
opera, where numerous versions often exist and the libretto itself is frequently adapted from a 
previous work. And, as the postmodern aesthetic celebrates, adaptation, collage, and remakes 
have become more the artistic norm than the exception.

Ultimately, Bishop’s adaptations disturb not because they are isolated relics of an unin-
formed past, but because they strike so close to issues that still vex us today. We can no longer 
dismiss Bishop’s adaptations as perverse, for that very perversity has proved prophetic.
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Restoring Ives’s Fractured Historiography: The 
Case of John Kirkpatrick’s Concord Sonata

Drew Massey 
Harvard University

Charles Ives’s “Piano Sonata no. 2: Concord, Mass. 1840–1860,” the so-called Concord 
Sonata, is a seminal piece in the American concert music repertoire. Ives’s sprawling four-
movement work, which includes musical portraits of American Transcendentalists Ralph 
Waldo Emerson, Nathaniel Hawthorne, the Alcott Family, and Henry David Thoreau, is now 
considered one of his masterpieces, and its premiere in January 1939 in New York marked a 
turning point for the public career of Ives’s music.

 It was also a decisive moment for the man who sat at the piano bench that night, the 
American pianist and editor John Kirkpatrick. Four years earlier, near the beginning of Kirk-
patrick’s decades-long effort to learn the Concord and to come to grips with its labyrinthine 
text and myriad revisions, Ives told him “do whatever seems natural or best to you, though 
not necessarily the same way each time. The music, in its playing as well as in its substance, 
should have some of Emerson’s freedom in action and thought” (John Kirkpatrick papers, 
Yale University).

This paper explores the peculiar way in which Kirkpatrick interpreted Ives’s directive. Spe-
cifically, I propose that we think of Kirkpatrick’s work with the Concord (which includes 
editorial, performative, and pedagogical activities) as a “network of association,” my own term 
meant to signify a musical analogue to a core construct by Emerson—the Over-Soul. Kirkpat-
rick created this network over the course of some sixty years, from his first encounter with the 
Concord in 1927 to his final edition of it in 1987. It adds up to a substantial legacy, including 
two commercial recordings, five distinct editorial projects, hundreds of live performances, and 
a number of essays.

Scholarly discourses about the Concord—and by extension about Ives’s position in music 
history—have centered on two opposing schools. One, the “choice” school, claims Ives as 
an essentially modernist composer, who presaged later developments such as indeterminacy. 
The other, the “text” school, emphasizes Ives’s allegiance to the European Romantic tradi-
tion. Despite the fiery rhetoric that has often characterized exchanges between these views, 
both can claim Kirkpatrick’s network as their intellectual origin. Re-examining Kirkpatrick’s 
recordings, editions, and writings as a web of interconnected elements reveals a sometimes 
paradoxical—but nevertheless coherent—view of the Concord and its composer.

By aligning Kirkpatrick’s approach to the Concord along transcendentalist lines, I do not 
mean to suggest a smooth historical narrative from Emerson to Ives to Kirkpatrick. Nor do 
I wish to downplay the role of modernism as a broad artistic and cultural movement dur-
ing the period of Kirkpatrick’s interaction with the Concord, since any number of features in 
Kirkpatrick’s Concord could be described as “modern.” Rather, a “network of association” es-
tablishes a frame for thinking about the editorial and performing challenges that Kirkpatrick 
faced, while at the same time offering a way to reconnect the fragmented historiography of 
one of Ives’s most important works.
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Critters and Kids (AMS)
Rebecca Harris-Warrick, Cornell University, Chair

The Princess and the Owl: Bontempi’s Intermedio 
to Il Paride (1662) and Its Interpretation

Norbert Dubowy 
University of Cincinnati

In 1662, the singer, composer and later historiographer Giovanni Andrea Angelini Bontem-
pi (1625–1705), at the time in the service of the Elector of Saxony in Dresden, wrote his large 
opera Il Paride. It was performed as part of the wedding festivities for the Elector’s daughter 
Erdmuthe Sophia and Margrave Christian Ernst of Brandenburg-Bayreuth. At the end of 
the third act, Bontempi included a scene whose content and meaning has never been fully 
explained by scholars of that work. The scene, a sort of intermedio, is written for three boys 
who enact, presumably in the form of a dance, the game of the owl, “il gioco della civetta.” 
The whole scene can be traced back to an intermedio for the Roman opera Il San Bonifatio 
by Virgilio Mazzocchi, who was Bontempi’s singing teacher at the time of the performance 
in 1638. While the scene from San Bonifatio clearly provides Bontempi with a subtext he can 
draw upon, it has a variety of aspects. As can be seen in another Roman opera from around 
the middle of the century, “civetta” was a type of dance. It was also known throughout Europe 
as a popular game of chance. The latter has its roots in a common hunting technique where 
an owl is used as a lure to attract other birds. The owl’s attractiveness, as documented in many 
examples from visual arts, was interpreted in the seventeenth century as a symbol of love 
and erotic attraction, desire, and enticement. From this perspective, Bontempi’s intermedio 
becomes central to the interpretation of Il Paride which, as a wedding opera, celebrates the 
mutual attraction of the princely couple.

Aristophanes, Rameau and Platée
Robert A. Green 

Indiana University

Rameau’s opera Platée is a hybrid work that derives its unique nature from many roots. No 
analysis, however, has fully considered its close connection to Greek comedy, and notably to 
Aristophanes’ s play Frogs. While many have commented on the allusion to the play in the 
frog chorus in act 1, the connections between the two works are much deeper and more subtle 
than a single overt reference implies. This paper will focus on two of the most important as-
pects of this connection and conclude with a discussion of reasons for the composer’s and his 
librettist’s interest in Aristophanes.

The central character of Frogs is Dionysus, god of the theater, and the evidence suggests 
that Rameau found inspiration for the role of Platée in this character. Dionysus, like Platée, 
is the butt of jokes and derision. In act 1 Dionysus makes his entrance in drag. As a result of 
these and other comparisons, I suggest Platée may be viewed as the personification of opera, 
as Dionysus is the god of theater. The characterization of Platée as ugly, unloved, needy and 
generally inept would certainly apply to the institution responsible for the preservation of the 
tragédie lyrique in the 1740s. Desperate for audiences, in financial ruin and regarded as irrel-
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evant by many, it struggled to hold on to its former grandeur. The objectification of Platée as 
a symbol helps explain the presumed cruelty in the final scenes.

At the heart of Frogs is the contest between Aeschylus and Euripides. Each mercilessly 
parodies the other’s works. A comparison may be made between the rivalry of Aeschylus 
(the classic paradigm) and Euripides (the brash rule breaker) and that of Lully and Rameau. 
Rameau’s opera, particularly act 1, is filled with quotations and allusions that parody his own 
works and those of Lully, creating a dialogue not unlike that between the two Greek writers.

Rameau’ s interest in Aristophanes dates from the early 1730s when Rameau associated with 
the group of writers who were involved with the creation of the opéra comique. Among the 
subjects of intense interest to this group was the moral value of operatic parody, a staple of 
comic opera, the purpose of which was to point out the weaknesses in the works of Lully and 
the genre he had created. The creators of parodies sought to defend them against their many 
critics by appeals to antiquity. In 1733 Rameau’s associate, the Abbé Sallie, published an his-
torical analysis and defense of parody beginning with Greek comedy and citing Aristophanes 
as an originator of the genre. An examination of Platée in relation to Greek comedy and Frogs 
reveals the fruits of Rameau’ s contemplation on parody and has the potential of changing the 
way we think about and interpret this work.

Playing at Childhood from Rousseau’s 
Emile to Weisse’s Emilie

Adeline Mueller 
University of California, Berkeley

In the late eighteenth century, a genre of literature marketed directly to middle-class chil-
dren emerged in Germany. Through didactic books and periodicals, the new Jugendliteratur 
fostered youth literacy and social cultivation while valorizing domesticity. The genre was en-
twined with music from the beginning—after all, one of the most successful of these children’s 
periodicals, Der Kinderfreund (1776–82), was published by the Singspiel librettist Christian 
Felix Weisse. Alongside Der Kinderfreund’s stories, poems, and plays, Weisse contributed li-
brettos for one-act operas known as Kinderoperetten, later set by composers such as Georg 
Benda, Michael Haydn, and Johann Adam Hiller. From behind their façade as leisure en-
tertainment for the private sphere, Kinderoperetten complemented efforts by public-school 
vocal pedagogues to employ music as a means of Selbstbeherrschung, or (as David Gramit 
translates the term) the “internalization of obedience.”

Thomas Bauman has remarked on the similarities between the sentimental, family-ori-
ented themes of the Kinderoperetten and those found in their counterparts on the adult 
Singspiel stage: from rescues of angelic daughters, to reunions between long-separated parents 
and children, to charged encounters with the upper class. In Die Kleine Aehrenleserinn (The 
Little Gleaner Girl, 1778), for example, the fate of the impoverished heroine, Emilie, and her 
starving mother rests with a nobleman and his two children. But one thing sets the Kindero-
peretten apart from other German operas. The settings were, for the most part, intended for 
amateur presentation in one’s “kleinen Familientheater”; in other words, children would not 
have gone to an opera house to see an adult play Emilie, but would have portrayed her them-
selves in domestic performances for their own families. 

 This participatory aspect of Kinderoperetten links it with other manifestations of late 
eighteenth-century child-oriented vocal culture, such as children’s Lieder, puppet operas, nov-
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elty troupes of child opera performers, and children’s roles (and their performers) in German 
opera as a whole. The relative abundance of such endeavors exemplifies Germany’s preoccu-
pation with childrearing, which had been prompted in large part by Rousseau’s 1762 Emile. 
That treatise on the upbringing of a civilized “natural man” had inspired both an educational 
movement in Germany (the Philanthropinum) and a new emphasis on the social and even po-
litical obligations of parents and educators. But familial roles, Rousseau stressed, must never 
be felt as artificial. This left genres like Kinderoperetten with the paradoxical task of impart-
ing urgent lessons on sincerity and artlessness through that most “insincere” of endeavors: 
play-acting. It will be the task of this paper to elucidate how that paradox makes itself felt in 
the works.

Miniaturism, Nostalgia, and Musical Microscopy: The 
Fairy Fantastic in Nineteenth-Century France

Francesca Brittan 
 Queens’ College, University of Cambridge

In the middle decades of the nineteenth century, France was gripped by a craze for the 
imaginary creatures and landscapes of fairy legend—a fascination with elves, sylphs, and 
gnomes, and with the enchanted groves and grottos from which they came. French fairyfolk 
were as much the product of science as they were of legend and fantasy; they were shaped 
by a growing interest in microscopy, entomology, and hot-air ballooning as well as by the 
writings of historians and religious mystics. The origins and cultural implications of fairy im-
agery in Romantic literature, painting, and theatre have been much explored—recent studies 
have drawn links between the supernatural landscapes of Moreau, Blake, and Fuseli, the elves 
populating tales by Nodier and Gautier, and the Shakespearian fairy-spectacles generated on 
Parisian and London stages. But these studies have had surprisingly little to say about musi-
cal fairies—the elves, farfadets, and sylphs rendered into sound in works by Berlioz, Adam, 
Weber, and Mendelssohn, as well as in hundreds of fairy pieces by lesser-known composers. 
Like their visual and literary counterparts, these musical works hovered between magic and 
science, relying on innovations in orchestration to produce a set of supernatural tropes teeter-
ing on the edge of noise: gossamer string and wind textures, col legno and ponticello effects, 
unusual harmonics, and what Berlioz called “crystalline tones” and “fairy noises.” The result 
was a set of soundscapes as elusive and capricious as the fairies themselves, accessible only 
to composers with ears attuned to the microscopic. This paper traces the evolution of those 
soundscapes—the development of the so-called style féerique—examining the explosion of 
fairy pieces published in France through the middle decades of the century, and the role of 
folkore, poetry, and natural science in shaping musical fairylands.

The fairy fantastic, as I shall argue, was linked not only to a special set of sounds but to 
particular generic markers. References to fairy circles and rounds in literary and visual culture 
encouraged composers to couch their fairy music in dance forms, from the “Rondes des lu-
tins” by Liszt, Bazzini, Moret, and countless others, to féerique polkas, gallops, and marches 
written for both theatre and concert hall. The scherzo emerged as a key fairy genre—one that 
depicted fairyfolk in both their benevolent and demonic guises. Berlioz’s and Mendelssohn’s 
scherzi on Shakespearian themes (1839 and 1843) were two in a long line of supernatural 
scherzi, which included Heller’s “Scherzo fantastique” of 1846, Raff’s work of the same name 
(also 1846), Dukas’s “L’Apprenti sorcier” (1897; subtitled scherzo), and Stravinsky’s “Scherzo 
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fantastique” (1907–8). By the end of the nineteenth century, fairy sounds and forms had been 
well established, although fairies themselves had begun to fade from popular consciousness. 
The Romantic nostalgia that had produced both the miniature world of elfin folk and the 
fleeting, often barely audible sound of their songs and dances had dissipated, and the fairies 
themselves had bid farewell for the last time. 

Ethereal Voices, Mute Subjectivities (AMS)
Jacqueline Waeber, Duke University, Chair

“In which the intelligent reader will see that 
he has guessed correctly, in spite of all the 

author’s precautions”: Opera in Verne
Cormac Newark 

University of Ulster

An essential part of the enormous popularity of Jules Verne is his apparent capacity for 
seeing into the future: enthusiasts have found in his works descriptions of numerous devices, 
from space rockets to film projectors and fax machines, that seem to pre-date the actual in-
ventions by decades. Perhaps unexpectedly, the places where opera finds its way into Verne’s 
novels are particular sites of experimentation and strange happenings—and always highly 
significant in the unfolding of the plot. In the two most obviously operatic of his works, the 
novella Docteur Ox (1872) and the novel Le Château des Carpathes (1892), we are presented 
with extended narratives of musical performance that are associated with incomprehensible, 
futuristic goings-on.

Each of these scenes, however, also participates in a literary tradition by then a century 
old. Opera featured surprisingly often in the French nineteenth-century novel: already by the 
end of the ancien régime the soirée à l’Opéra was a popular device of the society roman, and 
the trope continued to develop through Balzac, Dumas père, Flaubert, and beyond to Proust. 
These scenes, illustrative above all of social structures, also show the contemporary hybrid-
ization of writing about music—literary, fantastic and technical by turns—which generated 
themes running through the works of anonymous journalists, professional critics and canonic 
novelists alike. One of the most significant of these was the mania for the mechanical in and 
around opera reception throughout the period, from Balzac and Sax all the way to Verne and 
Edison; this paper will trace the development of the peculiarly futuristic aspect of the practice 
of evocative writing about opera, and the place it held in the cultural and literary imagina-
tion.

As well as the father of science fiction, Verne was also a keen, and often mocking, chroni-
cler of his own present: as one of his biographers tellingly pointed out, he belonged not only 
to the nineteenth century of science, but also to the Second Empire of Offenbach, with all 
the satirical frivolity that name implies. The dichotomy presented by Verne’s bracing, tech-
nology-driven narratives and their satirical subtexts is a sustaining theme in reception of his 
work—and one of the aims of this paper will be to show that opera is one of the most reveal-
ing topics through which to address it. The discussion will home in on the back-and-forth of 
tradition/progress, stasis/development, and mystery/dénouement in opera that so fascinated 
Verne, and that he used to particular effect in the key scene of the heroine’s reappearance in Le 
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Château des Carpathes. Mute apart from her song, she never finishes her final aria because for 
Verne the new possibilities of recorded singing represented not the limitless re-enjoyment of 
performance but rather a metaphor for performance without climax, and, as such, an object 
tantalizingly excluded from the pleasurable cycle of mystification/clarification (and, ultimate-
ly, present/future) in which his fiction consists.

“Two will become only one”: Angelic 
Erotics, Ontological Erotics, and 

Schoenberg’s “Seraphita,” Op. 22, No. 1
Stephen Smith 

New York University

Angels appear in Schoenberg’s revised Harmonielehre of 1922. The new edition’s expanded 
discussion of major and minor tells a story in which sexless but desiring angels represent the 
future of music. Schoenberg argues that, though major and minor seem as natural as man and 
woman, the history of music is not fulfilled in them. Instead, these “two will become only 
one”: “We have come closer to the will of nature, though we remain far enough from it. The 
angels, our higher selves, are sexless, and the spirit does not know repulsion.”

This paper will explore the musical and philosophical significance of these angels through 
a reading of Schoenberg’s orchestral song “Seraphita” op. 22, no. 1. It will begin by tracing the 
angels of the Harmonielehre to Balzac’s novella Seraphita. Schoenberg read Seraphita in 1911 
and called it the “most glorious work ever written.” In 1913, he wrote to Alma Mahler that 
he hoped to set Balzac’s text as a massive oratorio, spanning three nights. Unlike the angels 
of traditional angelology, Balzac’s angels know desire, and can even experience physical love 
through a complete commingling with one another. They are sexless but sexual, pure but de-
siring, and in their commingling, as in Schoenberg’s promised music, two become only one.

In “Seraphita,” op. 22, no. 1, Balzac’s angels converge with the musical associations Schoen
berg gives them in the Harmonielehre. On every level of the song’s formal structure, distinct 
musical materials are made to mix, embrace, commingle and interpenetrate. In “Seraphita” 
two are constantly becoming one, and this occurs most vividly in Schoenberg’s setting of a line 
that directly recalls Balzac: “here, now, we may not commingle [vereinen] or kiss.”

Building upon this formal analysis, I will consider Schoenberg’s and Balzac’s angelic erotics 
with respect to the work of Jean-Luc Nancy, particularly his Listening (2007). Nancy’s post-
Heideggerian philosophy identifies aesthetic production as a privileged site for an encounter 
with Being’s difference from itself. In Listening, he centers this argument on sound and music, 
arguing that sound marks the opening of space-time, the difference between locations and 
moments which makes possible any experience or existence. For Nancy, since this structure 
of sound corresponds to the fundamental self-differing of Being, to listen is to encounter Be-
ing itself. 

I will argue that this formulation of sound in Nancy corresponds to the angelic erotics of 
Schoenberg and Balzac. Just as space and time mix and differ in Nancy’s ontology, always 
within themselves and each other, always differing from themselves and each other, so too do 
the diverse and different bodies of the angels commingle and interpenetrate for Balzac and 
Schoenberg. And, in both cases, music is at once the event and unveiling of these erotics. 
“Seraphita” becomes music about music, and music about Being. Its formal structure repeats 
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the structure of sound and resonating matter, and, in turn, the self-difference of Being. An-
gelic erotics are sonic erotics; sonic erotics are ontological erotics.

The Voice in the Machine: Subjectivity and 
Technology in Max Brand’s Maschinist Hopkins

Erica Scheinberg 
University of California, Los Angeles

Many prominent composers of the Weimar period regarded technology as a subject worthy 
of operatic treatment. In Zeitopern [topical operas, or operas of the time], young composers 
such as Ernst Krenek and Paul Hindemith replaced the historical, literary and mythological 
settings typical of earlier operatic traditions with the industrial city and its technological land-
scape, programmatically emphasizing mechanical music, machines, and new media. Zeitopern 
typically juxtaposed aspects of musical expressionism with elements of the Neue Sachlichkeit 
[New Objectivity], the cool aesthetic characteristic of German literature and arts during the 
interwar period. Tension in Zeitoper between these two broad aesthetic tendencies reflects the 
conflicted nature of attitudes in general toward urban and industrial machines during this 
period. 

In this paper I discuss Max Brand’s Maschinist Hopkins, a Zeitoper known widely by reputa-
tion but rarely performed, in which technology is an explicit subject. Maschinist Hopkins takes 
place largely in an American factory, against a backdrop of imposing factory machines and the 
synchronized bodies of countless anonymous workers. The central characters come together 
in this quintessentially modern space to confront each other and—in the opera’s most horrific 
moments—to confront the machines. I focus on a particular scene towards the end of Mas-
chinist Hopkins, in which the main female character, Nell, returns from beyond the grave to 
exact revenge on her lover—and killer—Bill by means of a conventional operatic device: an 
uncanny, disembodied voice, which in this case emanates from Die Quelle [the Source], the 
powerful machine that supplies electricity to all the other factory machines.

I argue for the complicated meanings of technological symbols during the Weimar period, 
especially the symbolic conflation of the machine with the so-called New Woman of the Wei-
mar period and, more generally, early twentieth-century associations of female sexuality with 
electrical power. In this paper I approach Nell’s return, as the ghostly voice in the machine, 
from a number of different perspectives: as evidence of the typical Weimar-era equation of the 
female with technology; as signaling a dramatic enactment of the anthropomorphic relation-
ship between man and machine during the Weimar period, an age in which such face-to-face 
encounters were still fairly remarkable, if frequent, occurrences; and as a variation on long-
standing anxieties surrounding the powerful voice of the operatic diva, updated for the age of 
mechanical reproduction. 

My analysis of Brand’s music, libretto, and stage directions show how he depicts the hu-
man voice as an unruly entity that, unlike instrumental sound, cannot be easily mechanized 
and contained. Given that singers employ all sorts of technologies and techniques in vocal 
production, it would be naive to assert that singing is the only kind of music-making that does 
not have a significant relationship with technology. Yet during the Weimar period the human 
voice was often granted a privileged representational status as the anti-machine. In Maschinist 
Hopkins Brand juxtaposes the mechanical nature of the machine with humanity of the sing-



	 Saturday afternoon	 AMS/SMT Nashville 2008

ing voice the in order to interrogate the complicated relationship between Neue Sachlichkeit 
surfaces and expressive musical depth.

Song of Delusion: Wong Kar Wai’s Fallen Angels
Giorgio Biancorosso 

University of Hong Kong

Hong Kong director Wong Kar Wai’s Fallen Angels (Duoluo Tianshi, 1995) hinges on songs. 
Seemingly aiming to produce facile, predictable effects, like a string of MTV videos, Wong’s 
film turns out upon close scrutiny to feature pop music in a novel and disturbing fashion. 
In the first part of the film, Laurie Anderson’s “Speak my Language,” heard through a juke-
box figured as both a throwback to a bygone era and a futuristic object, alternates with a 
rearranged versions of Massive Attack’s “Karmacoma.” Both mark ritualistic, highly stylized 
portraits of characters. The former fills the soundtrack while we see the female agent (Michele 
Reis) indulge her fetish for an absent lover (the hitman, played by Leon Lai) and eventually 
masturbate, him absent, in his apartment; the latter functions as a lugubrious march accom-
panying bloody, spectacular shootout scenes, sounding as if from within the killer’s own mind 
in a feat of self-choreography to an imaginary score. Then there is a Canto-Pop hit, James 
Wong’s “Forget Him,” as performed by Shirley Kwan. This was presumably chosen for the 
thematic link between its text and the relationship between the agent and the hitman on the 
one hand, and the latter and his older girlfriend (Karen Mok) on the other. However sim-
plistic the link between song and story may seem, the song’s refrain underscores many of the 
scenes so obsessively as to disenfranchise itself from the meaning of the text and permeate the 
film as a whole with a sense of timelessness, melancholia, and ultimately claustrophobia. 

The linguistic and stylistic diversity of the songs in Fallen Angels is a direct reflection of 
Hong Kong’s cultural space. Moreover, the songs enter in relation with a myriad of other 
sounds, both man-made and mediated by technology, giving shape to one of the richest sonic 
portraits of the city to date. But the film is no unequivocal celebration of this space. Nor is 
Wong Kar Wai its mere chronicler. The songs inform and shape identities, console their bear-
ers and speak on their behalf; but they are also symptoms of loss and alienation. Worse, they 
are instruments of self-deception in that they are employed by the characters to carve a fic-
tional, escapist, and delusional “cinematic” space in which they are the protagonists—which, 
in Wong Kar Wai’s film, they are, thus resulting in a dizzying representation of the equivocal 
role of music as a soundtrack to everyday life. 

Nowhere in the film is this more evident than when He Zhiwu (Takeshi Kaneshiro) uses 
“Thinking of you,” sung by Taiwanese singer Chyi Chin, as a soundtrack to a video of his 
father (which he plays to him for his birthday). Zhiwu’s talent for manipulating pre-existing 
music is cast by Wong against a desolate background of poverty, illness, and loneliness. That 
the music “works” for his impromptu home movie is less a celebration of spontaneous creativ-
ity than an acknowledgement of the role of popular music as the voice of a mute, inarticulate 
subject.
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Indigenous Catholicism (AMS)
Jean-Pierre Noiseux, University of Quebec-Montreal, Chair

Bishop Don Colina’s Musical Legacy in the Archives 
of San Cristóbal de Las Casas, Chiapas, México

John Lazos 
Université de Montréal

The young seminarian, Carlos Colina, expressed surprise and concern when he received 
an invitation from the Ministry of Justice and Ecclesiastical Affairs and Public Instruction to 
become the new bishop of the province of Chiapas in the year 1853. The remote and isolated 
diocese of the southernmost part of Mexico had already been vacant for thirty-five years dur-
ing the early part of the nineteenth century, a time in which the conflict between Church 
and State was increasing. The Cathedral of San Cristobal de Las Casas needed a bishop who 
could guide them through this turbulent period. Colina accepted the position and promptly 
left Guadalajara to assume his new appointment , bringing with him an impressive selection 
of Mexican sacred music repertoire.

In the summer of 2005 I discovered at the Historical Diocesan Archives of San Cristobal de 
Las Casas, eleven works for choir and orchestra by five Mexican composers of the nineteenth 
century. It is my hypothesis that these works arrived with Colina in 1854 during a period of 
attempted liturgical restoration, prior to the proclamation of the Laws of Reformation (1858). 
These eleven works by well-known chapelmasters from the prominent cathedrals of Mexico 
and Guadalajara represent a spirit of the independent Mexico, a repertoire that has, to date, 
received little attention. Much of this music has been overshadowed by the music of New 
Spain (1521–1821) and twentieth-century Mexican nationalism. 

One work that stands apart from the rest is the festivity composition by Jose Antonio 
Gómez (1805–1878). Entitled Ynvitatorio, Himno y 8 Responsorios, this work has settings for the 
festivities of Corpus Christi, San Pedro and La Purísima and is divided into twenty-six move-
ments. According to the Stanford catalogue there exist over eighty compositions by Gómez 
at the Metropolitan Archives of the Cathedral of Mexico City, where Gómez served for many 
years. The Ynvitatorio, found only in San Cristobal de Las Casas, is surely among his most 
monumental. Gómez, as he stated in his own words, sought to compose music “following 
the perfect balance of science and beauty,” which is demonstrated by compositional dexterity, 
contrasting textures and emotional diversity throughout the Ynvitatorio. His music modeled 
on the bel canto style of Bellini has been unduly dismissed by musicologists and considered 
of little interest and imagination. Yet, the importance of this style within the context of the 
burgeoning voice of independent Mexico cannot be underestimated.

It is my intention in this paper to explore the reasons why the novice bishop Colina chose 
to bring these eleven compositions to the remote and forgotten cathedral of San Cristobal 
de Las Casas. I will pay particular attention to the significance of the Ynvitatorio within the 
heated political and religious context of San Cristobal and in relation to the compositional 
output of Gómez, whose works are central to an understanding of Mexican music during the 
period of independence.
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Gregorian Imprints: Solesmes, Regensburg 
and the Battle for a French Plainchant

Katharine Ellis 
Royal Holloway, University of London

It is one of the ironies of French musical historiography that the study of sacred music as 
experienced on a regular basis in nineteenth-century France is as unfashionable as the experi-
ence itself was commonplace. Indeed, for many citizens in a predominantly rural society, the 
music of liturgical practice would have been among the musics they knew best. 

On account of its intrinsic and ideological interest, study of the philological activities of 
the Solesmes Benedictines has dominated musicological scholarship on nineteenth-century 
plainchant reform in France; but the consistency of the abbey community’s activity since the 
1830s and the propagandistic genius of the reform’s main architects have rendered it too easy 
to turn the Solesmes story into the only significant narrative. On the one hand the diversity of 
French regional practice has been under-researched; on the other, the fraught historical con-
text within which the Solesmes reforms were pursued has tended to be underplayed in favor 
of discussions of editorial idealism, aesthetics, and an abstract quest for textual authenticity, 
thereby monumentalizing both the editions themselves and, to different degrees, the careers of 
the three monks whose work lay at the project’s heart: Dom Prosper Guéranger, Dom Joseph 
Pothier and Dom André Mocquereau.

This paper takes a broader historical view. Contemporary sources suggest that more plain-
chant—of various kinds and vintages—was sung in nineteenth-century France than in any 
other Catholic country during the same period. Unsurprisingly, France had a well-developed 
sacred music market, and in their conflicting ways French musical commentators were as 
possessive over their plainchant as they were anxious for various modes of reform to purge it 
of eighteenth-century excesses. But tensions increased markedly in 1871, when the Vatican of-
ficially sanctioned publications from Regensburg (edited by Franz Xavier Haberl), seemingly 
to the exclusion of all French editions. Just two years after a Gallican rout by Ultramontanes 
at the First Vatican Council, and in the aftermath of a lost war against Bismarck, this decision, 
which was upheld repeatedly thereafter, appeared as a blow both to French musical autonomy 
and to the preservation of regional identity.

However, the Benedictines arguably presented a similar threat, since like Haberl and his 
publisher Pustet, they too sought an international monopoly that would destroy local French 
traditions. Radical Ultramontanes for whom plainchant was central to ensuring congrega-
tional participation feared the imposition of a new orthodoxy that might disenfranchise 
parishioners. Moreover, any monopoly threatened the livelihoods of French print workers 
to an unprecedented extent within music publishing, and passions within their trade associa-
tions ran high. On the basis of primary documents, notably from the Archives de l’Archevêché 
de Paris but also from the regional religious press, this paper provides a new perspective on 
the fate of French plainchant during a period of extreme tension—from 1871 to the mid-
1890s—and analyses anew the complex interface of the economic, the regional, the national 
and the international in respect of a central form of musical experience for ordinary French 
men and women. 
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Performing Women: Trangression and Virtuosity (AMS)
Nina Treadwell, University of California, Santa Cruz, Chair

Battle at the Keys: Women’s Performances 
of Francis Kotzwara’s Battle of Prague at 

the Turn of the Nineteenth Century
Elizabeth Morgan 

UCLA

Georgian and Regency England boasted an abundance of women pianists, whose musical 
activities were almost entirely confined to the drawing room. Their approach to music was 
kept in check by numerous conduct books warning women against attaining too impressive 
a level of musical proficiency; the potential dangers of pursuing a virtuosic level of accom-
plishment included developing unladylike vanity, upstaging potential suitors, and entering a 
relentless path of moral depravity. Mothers were advised to limit their daughters’ practice time 
and encourage them to play works of merely intermediate difficulty.

Considering the rigid rules governing women’s music-making at the turn of the nineteenth 
century, it is surprising that battle pieces met with particular popularity in drawing rooms 
during this period. These works often exhibited unabashed physical display and a bravura 
sensibility. In the most famous of late eighteenth-century battle pieces, Francis Kotzwara’s 
Battle of Prague, which reached the height of its popularity during the Napoleonic wars, the 
pianist imitates the events of the battlefield: rumbling octaves representing canons, running 
sixteenth-notes depicting an attack, dotted rhythms as trumpets and bugles, and lament mo-
tives as cries of the wounded. The work foregrounds flashy physical display at the keyboard, 
demanding sudden movements—such as leaps and hand crossings—that create a visual corol-
lary to the sonic drama. The pianist’s physical gestures are exciting to watch and crucial to the 
meaning of the piece for both performer and audience; her relationship to war is an embodied 
and mimetic one. 

Using Kotzwara’s piece as its model, this paper examines the physical gestures and dramatic 
impact of battle pieces for the keyboard, considering how the physicality of performance 
contributes to their musical meaning. In view of proto-Victorian advice to young women 
pianists, it considers their performances of battle pieces as something of an anomaly in the 
patriarchal culture in which they were fashionable, and seeks to understand their popular-
ity by looking at the nature of the physical gestures within Kotzwara’s piece, examining how 
their gestures embody the events of the battlefield. It also considers satirical accounts of the 
work from the period, viewing them as evidence that the extraordinary popularity of the piece 
among women was seen as a threat to English culture, leading to caustic reactions from men. 
Drawing on previous scholarship that considers battle pieces as forerunners to the bravura 
works of famous virtuosi such as Franz Liszt, it examines how these works—Kotzwara’s in 
particular—contributed to a changing definition of keyboard virtuosity, one that developed 
with women pianists in mind. In arguing for their historical impact on public taste, the sheet 
music market, and composition, it questions the usefulness of the binarism of public versus 
private in telling this portion of history.



	 Saturday afternoon	 AMS/SMT Nashville 2008

Gender, Genre, and Performance: Regina 
Strinasacchi and Mozart’s Violin Sonata, K. 454

Samuel Breene 
University of Pennsylvania

In the spring of 1784, Mozart was working on the Sonata in B-flat Major, K. 454, and in a 
letter to his father on April 24th, he revealed the impetus for his activity: “We have the famous 
Strinasacchi from Mantua here right now; she is a very good violinist, has excellent taste and 
a lot of feeling in her playing. I’m composing a Sonata for her at this moment that we’ll be 
performing together Thursday at her concert at the theater.” This passage establishes several 
important details for the story I wish to tell. Unlike Mozart’s earlier duo sonatas, dedicated to 
keyboard players, K. 454 was conceived for the celebrated Regina Strinasacchi, who was one 
of the few women to tour throughout Europe as a violinist in the eighteenth century. Fur-
thermore, the letter reveals that the Viennese premiere occurred in a public space (rather than 
a private salon) and that Mozart himself accompanied Strinasacchi on fortepiano. He thus 
served as both composer and performer for the occasion, a dual role that was extremely rare 
outside the genre of the piano concerto. The letter also shows that Mozart composed the so-
nata in a short span of time, which has generated a great deal of debate about how “complete” 
the sonata was at its premiere. Yet despite these details culled from Mozart’s correspondence, 
no firsthand accounts remain of the performance, leaving the score as the only trace of what 
may have occurred the evening of April 29th in the Kaerntnertortheater, before an audience of 
Viennese dignitaries that included Emperor Joseph II. What can be stated with some certainty 
is that the spectacle of a young woman playing violin in public—with Mozart as her older 
male partner—must have elicited a great deal of interest.

My goal in this paper is to explore connections between the genre of the violin sonata 
and women’s experiences of music in eighteenth-century Europe. I will begin by examining 
some contextual documents, in order to shed light on gender ideology and the formation of 
gendered subjects during this period, while also discussing some specific musicians for whom 
Mozart composed, including Strinasacchi. Although few details are known about her life, the 
institutions that shaped Strinasacchi’s musical education allowed her to pursue opportunities 
generally unavailable to women throughout Europe, including the possibility of cultivating 
virtuosic skills on the violin. I will then discuss the Sonata, K. 454, focusing on the embod-
ied gestures through which Mozart challenged the prevailing status of the violin sonata as a 
form of domestic music and, instead, established a convincing role for a female virtuoso in 
the emerging public sphere. To conclude, I will discuss the process by which the Sonata, K. 
454, entered the Western concert repertoire, including a look at its early publication history, 
questions about the autograph manuscript, and, most important, the way that Strinasacchi’s 
role at the Viennese premiere has shaped the sonata’s popularity from the Victorian to the 
postmodern age.
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Courtesans as Courtiers: Power Politics, Political Pawns 
and the Flight of Cardinal Antonio Barberini (1645) 

Amy Brosius 
Hightstown, New Jersey

It has long been assumed that in seventeenth-century Rome the presence and cultural 
importance of courtesans was on the decline. Yet in truth, courtesans and their conversazio-
ni—social gatherings held at courtesans’ homes, where musical performances were standard 
fare—remained popular and integral to the functioning of elite male society. In fact, these 
women and their gatherings seem to have gained in respectability and popularity through 
their association with virtuosic singing. Documents from the first year of the pontificate of 
Innocent X (Giovanni Battista Pamphili 1644–55) reveal something of the social and political 
significance Roman courtesans held and the role they played in the construction of the public 
honor of the men who patronized them. This paper focuses on accounts of the arrest of cour-
tesan Nina Barcarolla, “the most famous courtesan in Rome,” whose home was frequented 
by Cardinal Antonio Barberini. Her arrest was but one in a series of events directly involv-
ing Barberini and his political enemies, the Pamphili, that eventually led to his flight from 
Rome. Among the tactics the Pamphili employed to damage Barberini’s reputation during 
this period was the public humiliation of his clients and associates. In this paper I will begin 
by placing Nina’s arrest in the context of the arrests and public shamings of other Barberini 
associates during this period. A comparison of the actions taken against Nina and others, as 
well as the language used to describe them, will reveal that Nina was publicly conceived of - 
and dealt with - in the same fashion as Barberini’s male courtiers and clients. I will then shift 
my focus to Roman society’s conception of Nina in respect to that of other female singers 
working in elite circles. The accounts of her arrest pose Nina as a direct rival to court singer 
Leonora Baroni, daughter of the newly-ennobled Muzio Baroni and famous court singer 
Adriana Basile. While musicological literature has long considered the Baroni-Basile women 
to be socially on a higher level than courtesans like Nina, and more “respectable” in the eyes 
of their contemporaries, I will demonstrate that in reality Barberini considered the roles that 
Nina and her conversazioni played in his life to be analogous to those of Leonora and her do-
mestic gatherings. Finally, I will address the role music played in Nina’s public humiliation, 
and, concomitantly, in the construction of her social worth. Nina’s arrest, in part, was due to 
a satirical song with texts by Francesco Buti that she had sung about Donna Olimpia Maid-
alchini Pamphili. Included in the public shaming the Pamphili decided to instigate against 
Nina was the open confiscation of all her books of canzoni, the symbols of her cultural capital 
as a virtuosa. Through the emphasis on music’s role in Nina’s arrest, these accounts demon-
strate its importance in the perceived identity, status, and role of courtesans like Nina in elite 
Roman society.

Tono de Jácara: Female Musical Ruffians 
in Early Modern Spain

Elisabeth Le Guin 
UCLA

On the 21st of January, 1779, the man of letters and statesman Gaspar Melchor de Jovellanos 
communicated to the Madrid City Council that he had been in attendance at a performance 
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of a tonadilla two days earlier, in which the actress Polonia Rochel, dressed as a bandit, had 
professed sentiments in defiance of the law, and moreover had fired a pistol on stage. Jovel-
lanos recommended that the piece be withdrawn from performance as a bad example to the 
public, and the Council lost no time in doing so.

However, Jovellanos’s moralism could hardly make a dent in what was already, by 1779, a 
long-standing Spanish theatrical tradition, one that can be traced back more than two centu-
ries to the mid-sixteenth-century jácaras: short enactments of transgressive episodes, sung to 
what was sometimes called the “tono de jácara,” addressed directly to the audience, and always 
by a woman. In every surviving eample of this early female-bandit genre, the music is lost. 

My presentation builds on several years’ experimentation with reconstructing this lost 
music through the use of certain repeating bass-line patterns—jácara “vamps,” more or less—
that survived as notated in guitar treatises and villancicos of the seventeenth and eighteenth 
centuries. Certain melodic formulas in turn lend themselves to these vamps; I show how 
easily a character might have improvised her own melodies over these bass lines. Meanwhile, 
two hundred years later in the eighteenth-century tonadillas, all is written down, often with 
considerable attention to detail, making a post facto confirmation of the earlier, improvised 
practices. I will demonstrate this with the very piece vilified by Jovellanos, the previously un-
known manuscript of which I was lucky enough to discover in the archives of the Biblioteca 
Histórica de Madrid.

A recuperation of the “tono de jácara” can help us gain some sense of how early modern 
discourses of marginality (banditry, as well as the socially marginal position of actresses) were 
woven together with, and to some extent dependent upon, the considerable agency developed 
by women through improvisational musical practices. The entire exercise contributes valu-
able information to the still under-theorized study of the social functions of comic music and 
theater.

Their Own Voices (AMS)
David Ake, University of Nevada, Reno, Chair

Astounding and Prophetic: Hearing Private 
History in the Beats’ Earliest Home Recordings

Phil Ford 
Indiana University

Between 1949 and 1951, John Clellon Holmes, Jack Kerouac, and Allen Ginsberg used a 
borrowed acetate recorder to make a series of home recordings. Until now these have never 
been studied or made public, and the present-day listener, hearing them for the first time, 
encounters a jumble of poetry readings, broadcast transcriptions, attempts at vocal jazz im-
provisation, and drunken late-night conversations as they emerge from a chaos of noise—that 
is, from the traces of the medium’s inscription and the sounds of its decay. 

It is tempting to approach these acetates as an archive from which unpublished poems 
and (dubious) musical performances can be extracted and presented as recovered works. This 
paper, however, seeks to move the contingent noise of everyday life to the foreground of atten-
tion. Heard this way, the sounds of the Holmes acetates cohere into what R. Murray Schafer 
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called a soundscape: the records become the ground for the formation of a jazz subjectivity 
and the auditory geography of a now-mythic time and place.

This auditory geography was not mythic when it was documented, though. Our hearing of 
it is unavoidably colored by the distance between its own moment and ours, when the Beats’ 
jazz-inspired hip sensibility has become a canonic public stance. The acetates seem to bridge 
the gap between moments; the auditory presence of mythic figures stands in for the dream of 
living in their company. 

Perhaps the most remarkable item in the Holmes acetates is “Logic,” an attempt that Ker-
ouac, Holmes, and Seymour Wyse made at emulating Lennie Tristano’s late-1940s experiments 
in free jazz improvisation. At the time Kerouac believed that “Logic” was “astounding” and 
“prophetic,” though the present-day listener might wonder why: by any ordinary standard, 
it is not a competent jazz performance. This paper suggests that what was astonishing and 
prophetic about “Logic” was the experience of recording it. Singing “Logic” is not the same 
as hearing it: to sing it would have been to participate in uncanny moments where individual 
minds merge and to encounter what Kerouac called “the IT,” the “big moment of rapport all 
around.” It was the search for this kind of experience that defined the emerging Beat literary 
sensibility these acetates document.

Listening now, we might convince ourselves that we have penetrated the veil of mediation 
that surrounds all historical moments and have arrived at last at the center of history. Yet 
even as we listen, history shrinks from our grasp, for these recordings are traces of an avant-
garde project of creating artworks unfolded from lived experience, and while we can listen, 
we cannot participate. Ultimately, the Holmes acetates place us in the same position that all 
recordings do: “trying to enter a hole backwards, trying to go back in time, through the look-
ing glass, to find a phantom,” as Wayne Koestenbaum has written. The Holmes acetates most 
easily offer themselves to a nostalgia for an imagined historical moment, but they can also 
become occasions for contemplating the melancholy of recorded sound itself.

“Nonmusical Actors” and Genre in Nashville (1975)
Gayle Sherwood Magee 

University of Illinois

Of all of Robert Altman’s films, Nashville is most often claimed as his masterpiece. Part 
of the film’s legacy hinges on two often repeated facts: first, that the actors in the film wrote 
and performed their own songs; and second, that most of the actors were inexperienced at 
songwriting and performing. These two facts were repeatedly cited during the film’s original 
theatrical run as critics considered the phenomenon of actor-songwriters developing character 
and plot through song. The National Review’s film critic praised “the almost uniformly suc-
cessful creation of appropriate music by nonmusical actors;” a later critic claimed that the 
“cast-written” songs helped “unify the bits of Altman’s fragmented narratives.” Robert T. Self, 
a leading scholar of Altman’s films, applauded the director’s “well-known freedom for actors 
to write their own lines, and in Nashville the music they perform,” while David Brackett em-
phasized that the songs “were written especially for” the film. Altman insisted on the impact 
of this process in 2000, a quarter century after the film’s premiere: “Each performer wrote 
their songs from the character’s point of view: it lent a reality as well as a theatrical depth to 
the songs and performances.”
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This paper re-examines the music of Nashville—the singers, songwriters, instrumental en-
sembles, and genres—in the film and on its commercial soundtrack to contest each of these 
tenets. The widely-held belief—that amateur songwriters and performers “wrote their songs 
from the character’s point of view” in order to lend “a reality as well as a theatrical depth 
to the songs and performances”—is, at best, only partially true. At worst, this viewpoint, 
which originated in the film’s promotional materials and has been repeated in popular and 
scholarly writings for more than thirty years, is demonstrably inaccurate. As this paper will 
demonstrate, several songs were written by professional songwriters for actors who did not (or 
could not) write their own music, while others were co-written by actors working with pro-
fessional writers. More than half of the commercially released soundtrack existed prior to the 
film’s genesis, and some of the songs had been released commercially, disproving the notion 
that the songs were written specifically for the film, or to help the actors reinforce or develop 
their characters. Many of the songs written in whole or part by “nonmusical actors” were cut 
from the final version of the film and excluded from the film’s soundtrack album, suggesting 
a more conventional and commercially savvy sensibility, despite the maverick, rule-breaking 
reputation of both production and director. Indeed, clarifying the roles of amateurs, semi-
professionals, and professionals, and of pre-existing and newly written songs in the creation 
of Nashville suggests previously unrecognized interpretations of the film’s genre, an issue that 
has proven particularly problematic in the literature. Focusing on the musical compositions 
that constitute the film’s very fabric yields a clearer picture of the film’s cinematic and musical 
models, and a more informed understanding of Nashville’s meanings and legacies.

Theology Through Song (AMS)
Lorenzo Candelaria, University of Texas, Austin, Chair

“I Sing, I Laud, I Pray, I Teach”: Hymnbook 
and Catechism in Hamburg, 1558–1598

Esther Criscuola de Laix 
University of California, Berkeley

Lutheran hymnbooks, catechisms, prayerbooks, and collections of Biblical texts—all trans-
lated into the Low German vernacular—were a staple of North German printing in the late 
sixteenth century. Printers would produce several devotional books in the same year or within 
a few years of each other, using shared format, typography, and illustrations. The visually uni-
fied set of books that resulted could be bound into a compact, all-purpose compendium by 
their purchasers. Many North German hymnbooks survive in this manner, including three 
that were among the first books of music printed in Hamburg before its rise to musical 
prominence in the following century: an Enchridion Geistliker Leder vn~ Psalmen dorch Doctor 
Martinus Luther (1558), bound with a catechism from the same printer from 1557; a second 
edition of the Enchiridion (1565), bound with a collection of prayers and a catechism from 
the same year; and a Kort Psalmbo”keschen / Darin~ de gebru”cklikesten Gesenge vnde Lider / D. 
Martini Lutheri un~ ander framer Christen thosammen gefatet synt (1598), whose binding com-
prises a total of five works, all printed in 1598. These three hymnbooks, and their companion 
volumes, survive only in single copies.
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Taking these collecting practices as a starting point, my case study of these books argues 
for a revised understanding of the relationship of early modern Lutheran hymnals with other 
Lutheran devotional books, and with Luther’s Kleiner Catechismus in particular. Catechisms 
were not mere bibliographic adjuncts to hymnals, but essential counterparts in a common 
program of oral devotional education. Both partook of the tradition of the “small Bible” or 
“lay Bible” in which the most important points of scripture were condensed in easily memo-
rizable forms. Shared typography and illustrations worked in tandem with analogous turns 
of phrase and organizational strategies, appealing to devotional knowledge already stored up 
in readers’ memories. These were reinforced musically in the symmetrical modal scheme of 
Luther’s catechism hymns, which were the strongest point of confluence between hymnal and 
catechism. Furthermore, like the Catholic books of hours and breviaries of the same period 
(recently investigated by Kate van Orden), both hymnbook and catechism called memorized 
texts into play in the teaching of faith, literacy, and music. My discussion considers not only 
the evidence of the hymnbooks themselves, but also draws on the evidence of the city’s church 
and school ordinances for practices of hymn singing and catechism learning in early modern 
Hamburg—singing in church, at the beginning and end of the school day, regular catechism 
recitations by students at the Latin school, and catechism teaching services for the general 
public. These practices situate Hamburg’s earliest musical prints in a lively urban devotional 
context, illuminating a wealth of possible reading strategies and suggesting a revised notion of 
which early modern devotional texts were suitable for audible “performance.”

The Catechism as Inter-Cultural Music: 
The Jesuit Practice of the Catholic 

Doctrine in Colonial South America
Bernardo Illari 

University of North Texas

Roman Catholic missionaries’ success in using music to lure non-Western people into 
Christianity in Latin America during the colonial era is a common historiographical cliché. 
Academic analysis of the phenomenon is much less widespread. Traditional scholarship is usu-
ally satisfied with reporting some version of the notion that the “natives perform European 
music excellently.” In current research, the focus has shifted from missionary tactics to the 
Amerindian’s active engagement in the colonial enterprise. For example, Guillermo Wilde has 
recently rethought the Jesuit Paraguay missions in terms of a sound (properly “musical”) con-
frontation, where drum and bell signals organized time and controlled the Guarani bodies, 
while the Guarani channeled their resistance by means of festive practices, song and dance.

One Jesuit practice has thus far escaped musicological scrutiny: catechism. Missionaries 
taught Christianity’s basic tenets (known as the doctrine) in dedicated sessions by means of 
(1) the short catechism, in question-and-answer format; (2) four basic prayers; and (3) special 
sermons; (4) simple doctrinal songs in the native languages that often spiced up the practice. 
Scholars often mention settings of the prayers and the songs, but generally fail to acknowl-
edge the musical qualities of the catechism. The alternation of the questions (by one or a few 
catechists) and the answers (by everyone) produced a rhythmic call-and-response structure. 
Furthermore, the text was commonly sung to a specific “doctrine tone.” Finally, the practice 
was often carried on during an open-air procession, adding spatial and bodily components. 
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This paper examines the Jesuit practice of the doctrine in selected cities (Lima, Córdoba, 
Asunción) and in the Guarani towns as a practice with religious, musical, and general cultural 
implications. It analyzes documentary descriptions of the practice together with surviving 
information about songs from a hermeneutical perspective informed by the different cultural 
traditions at play, and argues for an assessment of colonial culture as complex and mixed, 
avoiding both the exclusive imposition of Eurocentric meanings and the opposite, anti-West-
ern and pro-Native reading. 

From a Western angle, the doctrine appears as a basic tool for the colonial control of sub-
altern bodies. The great frequency of the practices (weekly in cities, daily for children in the 
missions) turned them into a central component of local soundscapes, far more characteristic 
than any “musical” performance. From a non-Western viewpoint, the doctrine seems a valid 
alternative for ethnic survival within the colonial empire. The ritualized combination of a 
set religious text, movement, and song may have been an acceptable substitution for certain 
pre-conquest religious practices, such as the famous “danced religion” of the Guarani who 
gathered in the Jesuit Paraguay reductions. The doctrine replaced Guarani myths with Chris-
tian beliefs, dance with marching, and traditional song with newly-composed tunes. Yet it 
simultaneously continued native responsorial performance, maintained the repetitious, text-
centered nature of religion, and kept alive the active engagement of individuals in the joint 
performance of song and movement, upholding all-important features of the pre-Columbian 
worship.

Youthful Indiscretions: Copland and Thompson (AMS)
Sally Bick, University of Windsor, Chair

COPLAND’S EARLIEST SCORE AND BORROWING: 
“I’M ON MY WAY TO MANDALAY”

Daniel E. Mathers 
University of Cincinnati

Among Aaron Copland’s unpublished juvenilia at the Library of Congress lies an undated, 
seventeen-measure score for piano notated on handwritten six-line staves, which he entitled 
“I’m on My Way to Mandalay.” Comparison of this previously uninvestigated manuscript 
with a contemporary popular song of the same name reveals this music to be an arrangement 
of the refrain (or “chorus”) from “I’m on My Way to Mandalay,” a Tin Pan Alley song com-
posed in 1913 by Fred Fisher, with lyrics by Alfred Bryan. The revelation of this undisclosed 
borrowing contradicts all known references by Copland relating to how and what he began 
composing in the early 1910s. 

Copland’s autobiography, with Vivian Perlis, problematically affirms that his earliest extant 
music pertains to an abandoned opera on a scenario of his devising, entitled Zenatello, done 
at the age of “about eleven,” followed thereabouts by an abortive attempt at setting Cavalleria 
rusticana. In making these assertions, however, Copland mischaracterizes what is implicitly 
his “I’m on My Way to Mandalay,” supposing it to be part of the abandoned work on Cav-
alleria rusticana; further, he posits an impossible date, since the actual source by Fisher and 
Bryan had yet to be composed until he was at least age twelve. Following Copland’s lead, all 
existing secondary literature has overlooked the historical significance of this manuscript as 
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his first instance of borrowing from a popular source, leaving unchallenged an erroneous as-
sumption that his first documentable borrowing from popular idioms dates to 1921 (in the 
piano piece “Jazzy”). Discussion of the arrangement will develop the two-fold significance to 
“I’m on My Way to Mandalay” as both Copland’s earliest extant music and borrowing from 
a vernacular source. Doing so requires careful explanation of archival evidence at the Library 
of Congress as well as analysis of the borrowing itself in light of biographical, stylistic, and 
other critical contexts.

Copland arranged the refrain when still unaccustomed to the rudiments of notation, mak-
ing deciphering the nature and intent of his arrangement difficult. Nevertheless, analysis of 
the borrowing reveals crucial rhythmic differences between the arrangement and its source, 
whereby Copland strips away ragtime elements characteristic of much vernacular music of 
the period. Discussion of the borrowing thereby not only revises the received chronology of 
his music but also exposes a tension in musical creation and reception central to the way he 
defined the entirety of his composing career. Namely, for Copland, grounding his music in 
a line of “serious” composers from Europe came at the expense of omitting “dubious” roots 
traceable directly to Tin Pan Alley.

The Unknown Randall Thompson: “Honkeytonk 
Tunesmith, Broadway Ivory-Tickler”

Carl Schmidt 
Towson University

Virtually every high school, college, or adult chorister is familiar with at least one if not sev-
eral choral works by Randall Thompson (1899–1984). Frostiana is ubiquitous on programs to 
this day, The Last Words of David graces numerous Sunday services, The Testament of Freedom 
has seen thousands of performances, and the iconic Alleluia, written for the opening of the 
Berkshire Music Center (now Tanglewood) in 1940, has sold more than two million copies in 
less than seventy years. It is surprising, therefore, that the man often referred to as “the dean 
of American twentieth-century choral composers,” and who was a distinguished educator at 
institutions as diverse as the Curtis Institute of Music and Harvard University, has received so 
little scholarly attention since his pen fell silent less than twenty-five years ago. My research on 
a catalogue of Thompson’s music and for his biography has uncovered new sources that help 
illuminate his early years as a working composer.

Shortly after completing his master’s degree at Harvard in 1922, Thompson spent three 
years abroad as the recipient of a fellowship to study at the American Academy in Rome. He 
returned home with a portfolio of vocal and instrumental compositions, but with little prac-
tical experience and even less money. Taking up residence in New York City, Thompson set 
about finding gainful employment as a composer. Almost immediately he was paid to set five 
Merle St. Croix Wright poems to music before being asked to collaborate on music for the 
Grand Street Follies of 1926 at the Neighborhood Playhouse and to compose music for Richard 
Boleslavsky’s 1926 American Laboratory Theater production of the venerable Eugene Labiche 
comedy Un C’hapeau de paille d ‘Italie (The Straw Hat). Thompson’s work for these theaters 
gave him immediate contact with influential New York artists.

This paper will examine Thompson’s unpublished contributions to these two productions 
as composer, arranger, orchestrator, and/or pianist. In particular it will focus on the impor-
tant recent recovery of music for The Straw Hat, which has been known only from isolated 
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numbers in Thompson’s own Nachlass. Work on them not only helped him survive financially, 
but also gave him valuable experience as a performing pianist and setting texts to music, his 
ultimate specialty. I argue that for Thompson this neglected aspect of his career is far more 
significant than was previously thought. The Lawrenceville School had given him a taste for 
Latin, grounding in English literature and religion, and experience as an organist; Harvard 
University had provided him with a firm foundation in the theory and grammar of music and 
a liberal education; Rome and his European travels had opened his eyes to a diversity of mu-
sical styles. Now the practical experience of working for New York theaters as “Honkeytonk 
Tunesmith, Broadway ivory-Tickler” provided him with his first significant commissions and 
taught him the practicalities of life as a composer.



Saturday evening, 8 November

Archiving Schenker / Discovering Schenker (AMS)

Ian Bent, Cambridge, UK, Chair 
Timothy Jackson, University of North Texas 

William Drabkin, University of Southampton 
Marko Deisinger, Universität für Musik und darstellende Kunst, Vienna 

Christoph Hust, Johannes Gutenberg-Universität Mainz 
David Carson Berry, University of Cincinnati, Respondent

Archiving Schenker—transcribing his correspondence, diaries, and lessonbooks, translat-
ing them, providing commentary, publishing them on the web, publicly, freely, browsable, 
searchable—opens the way to discovering Schenker, that is, exploring the private world of 
his life, work, and mind. The pilot for this project, with currently c. 1,250 documents pub-
lished, is Schenker Documents Online  (SDO): http://mt.ccnmtl.columbia.edu/schenker/

There will be a brief demonstration of SDO; all four presentations by this evening’s panel-
ists are drawn from their work with the project. Of Schenker’s four hundred correspondents, 
two are taken here as case studies: Hans Weisse (Schenker’s most prized pupil, who exerted a 
profound influence on the transmission of his theory in the U.S.) and Wilhelm Furtwängler 
(Schenker: “He calls himself a pupil of mine—which fills me with not a little pride”). 

An important cache of Hans Weisse’s papers came to light less than a year ago. After sur-
veying these, Timothy Jackson will use Weisse’s newly-discovered exercise books from 1912 
to 1914, which contain Schenker’s corrections, to attempt a reconstruction of the teaching 
process Weisse underwent, correlating these workbooks with the Weisse/Schenker correspon-
dence, Schenker’s diaries, and Weisse entries in Schenker’s lessonbooks. Weisse worked on a 
String Quintet, of which Schenker gave a detailed critique, and also on Lieder and waltzes; 
thereafter Schenker initiated Weisse into systematic study of counterpoint, followed by fig-
ured bass. 

William Drabkin draws on Weisse’s letters to the Schenkers and his pupil Oswald Jonas to 
explore the shift in his role from spokesman for Schenker’s cause (“die Sache”) to independent 
exponent of the new theory (“die Idee”); his increasing self-reliance as a critic, as witnessed 
first by the expression of frank opinions on Otto Vrieslander’s songs and later on Schenker’s 
own publications (including Der freie Satz); and his sensitivity to the changing world and 
to the need to repackage Schenkerism for the American market, without its accumulated 
cultural-political baggage. 

Marko Deisinger examines Schenker’s 1918 diaries for a socio-historical glimpse of living 
conditions in Vienna. With ever-present commodity shortages and resultant hardships, Hein-
rich Schenker and Jeanette Kornfeld relied on relatives in rural areas to send basic provisions; 
inexorable price-rises created nagging financial difficulties, compelling Schenker to raise his 
lesson fees, which led to conflicts with pupils. His vehement opposition to a “peace through 
reconciliation,” his belief in German militarism, and his Jewishness all come to the fore. In ad-
dition, the diary informs us about the course of his teaching and about the progress of volume 
II of Kontrapunkt, as well as future plans. 

Christoph Hust provides a close reading of a remarkable draft of a Schenker letter from 
1931, which deals more straightforwardly than elsewhere with compositional layers, logic in 
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music, the composer’s psychology, and other topics. Against the background of the Furtwän-
gler/Schenker 1919–35 correspondence and meetings—Furtwängler occupying diverse roles, 
from scapegoat and intellectual sparring partner to colleague and friend—correspondence 
with Schenker’s widow 1935–37, Oswald Jonas 1947–51, and Furtwängler’s 1947 article “Hei-
nrich Schenker: A Contemporary Problem,” Hust compares Schenker’s and Furtwängler’s 
notions of performance.

Luso/Hispanic Music Research Trajectories 
for the Coming Twenty Years

Sponsored by the AMS International Hispanic Music Study Group 
William Summers, Dartmouth College, Moderator

The International Hispanic Music Study Group came into existence during the National 
Meeting of the American Musicological Society in 1993. Since then, the Study Group has 
gathered annually to present the work of a large and diverse group of scholars studying the 
music of the greater Luso/Hispanic world. Study Sessions have been held in honor of Dr. 
Robert Snow, and Dr. Robert Stevenson. Other programs have been planned and brought to 
fruition by scholars at every stage on the academic continuum, from graduate students to se-
nior faculty from major research universities. Individuals from the Americas, Asia and Europe 
have participated in these Sessions.

A milestone was reached for Hispanic music research when Dr. Robert Stevenson created 
a prize to be awarded annually judged by a panel of AMS members to have produced the 
most outstanding scholarship in Hispanic music. The first four recipients of that prize gather 
in this Study Session to look into the proverbial “crystal ball” of future research directions 
that are now and will occupy scholars for the next two decades. Some of this new work, of 
course, is being carried out by the panelists themselves. They also have unique perspectives 
on the research frontiers being explored by junior and senior scholars from around the globe. 
Each panelist will make an opening statement addressing the key points in his or her ab-
stract (below). After each statement, panelists and members of the audience will be invited 
to participate in a discussion of these points. The Session will conclude with a round table 
discussion that will entertain additional questions from the audience and interactions among 
the panelists.

Escaping nationalism and re-assessing 
Europeaness: the case of early-Twentieth-

century music in Rio de Janeiro, Brazil
Cristina Magaldi 

 Towson University

The literature on the musical production and practices of the European tradition in Latin 
America has been guided by an evolutionary ideal, in which Latin American composers, sup-
ported by notions of ethnic and racial particularity, absorb European music and transform it 
into a unique national musical language. While investigations of difference and uniqueness of 
the local have highlighted the politics of cultural and musical production in Latin America, 
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recent research addressing music and Otherness has illuminated issues of power structures in 
Latin American centers. 

One of the areas still lacking musicological research is the issue of Europeaness in the Eu-
ropean music received and produced in Latin America. As a result of aesthetical judgments 
that validate musical autonomy and stress models and derivatives, studies that have attempted 
to assess value in Latin American concert music—if not guided by the nationalistic predica-
ment—have been overwhelmingly deceptive.

As an initial step towards understanding Europeaness in Latin American music, I will focus 
on the vogue for a specific repertory of French orchestral music in Rio de Janeiro at the turn of 
the twentieth century. The goal is to show that this repertory was key in articulating a shared 
culture of urban modernity in which the geographical and cultural point of reference was an 
abstraction. I will address the European music in vogue in the Brazilian capital as a cosmo-
politan sound that connected individuals living in large cities, and show that this sound was 
coveted by a long list of Brazilian composers. 

Representing American Music
Carol Hess 

 Michigan State University

In her 1998 presidential address to the American Studies Association, entitled “What’s in a 
Name?” Janice Radway commented on “the unproblematic ‘we,’” namely, the tendency of the 
United States to appropriate the term “America,” with the vast geographical area it denotes, 
and elide it with “the U.S.,” sometimes ignoring populations that have suffered the U.S.’s 
hegemonic ambitions. Questioning this habit of mind can prompt us to challenge the ap-
proaches commonly taken with the historiography of “American” music, which, with some 
exceptions, has tended to (1) focus solely on the U.S. and (2) overlook the Spanish or Latin 
American presence within U.S. borders, as well as the economic, social, and cultural connec-
tions among the American republics. 

One of several lenses through which we can test our understanding of “America” is early 
twentieth-century Pan Americanism, that loosely defined set of political and economic poli-
cies, largely engineered by the United States with the goal of hemispheric solidarity against 
European fascism and later, communism. Given the generous subsidies for music, both private 
and governmental, Pan Americanism has recently attracted musicological interest, especially 
in studies on cultural exchange, Copland, Chávez, Revueltas, or politics and music. I propose 
that exploring representations of Latin American music in the U.S. is greatly enriched when 
we also listen to Latin American viewpoints. Several recurring critical themes or discourses 
(primitivism, modernism, race, universalism, and the Americas’ natural resources) are ad-
dressed not only by U.S. critics but also by Latin Americans as diverse as Oswald de Andrade, 
Néstor García Canclini, Beatriz Sarlo, and Ricardo Salvatore, and Juan Carlos Paz. By looking 
beyond the “unproblematic ‘we,’” U.S. scholars can enrich the idea of “American” music. 
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Re-Approaching the Challenging Frontiers 
of Medieval Spanish Music

Kenneth R. Kreitner 
 University of Memphis

A number of persistent questions surround Iberian music between, say, 1400 and 1550, 
and they range from the intractable to the inexhaustible. Without a dramatic discovery, we 
are not likely to have much to say about music between 1400 and 1460 or so, and no mat-
ter how much we learn, we probably will not stop talking about local traditions vs. northern 
influence. My contribution to this panel will focus on a question whose answer feels just out 
of reach: chronology, particularly for sacred music. We are dealing with a conveniently small 
number of sources, but their dates tend to be passionately debatable (Segovia s.s.), broadly 
drawn (Barcelona 454), or maddeningly mysterious (Tarazona 2/3)—so that it is currently 
impossible to establish any sort of stylistic biography, any sense of development over a long 
career, for even such a prominent and prolific composer as Peñalosa. And without knowing 
what came first and afterward, what was exciting and what was passé at any given time, what 
exactly do we know?

A “Globalized” Approach to the Musics 
of Iberia and Its Former Colonies

Walter Clark 
 University of California, Riverside

Globalization is a term, concept, and reality, one that has an impact on virtually every 
aspect of our daily lives. It is important to bear in mind, however, that this is not a recent 
phenomenon. In fact, Spain and Portugal created the world’s first globalized economy already 
in the 1500s. The social, political, economic, and cultural issues with which we contend today 
as a result of globalization have their origins in the world that Spain and Portugal helped to 
create a half millennium ago. We must place the musics of Iberia and its former colonies in 
the context of a transglobal network of commerce and trade, in which music was and remains 
a vital commodity. 

This necessitates examining the Luso-Hispanic musical heritage in a holistic fashion, as an 
unbroken continuum in time and space and not as a patchwork of separate traditions, styles, 
regions, and cultures. The musical ties that bind together Iberia, the western hemisphere, 
and various parts of Southeast Asia, especially the Philippines, are at least as strong as the ele-
ments that make them distinct. And vital connections extend not only across geographical 
and temporal dimensions but across socio-economic boundaries as well. Thus, the study of 
Latin American music in the age of globalization requires an equally “global” disciplinary ap-
proach, one that reaches across traditional demarcations between historical musicology and 
ethnomusicology in order to deepen our understanding and enjoyment of it. For, in the final 
analysis, all music is “world music.” Some of the most important issues in our area, and hence 
the best opportunities for research, exist at precisely these points of intersection between vari-
ous classes and cultures, intersections made possible by a global Iberian empire. 
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Puccini the Modernist? (AMS)

Andrew Davis, University of Houston, Moderator 
Nicholas Baragwanath, Royal Northern College of Music 

Deborah Burton, Boston University 
Matteo Sansone, New York University, Florence campus  

Alexandra Wilson, Oxford Brookes University 
David Rosen, Cornell University, Respondent

“I must say I really liked it. . . . Am I completely wrong?” 
(Webern to Schoenberg, after attending Puccini’s La Fanciulla del West, 1918)

Is Giacomo Puccini (1858–1924) best regarded as a nineteenth-century Romantic working, 
anachronistically, in the early twentieth century—writing “for the repertoire” rather than “for 
the canon,” as Richard Taruskin has recently put it—or as a cosmopolitan modernist interest-
ed in assimilating contemporary aesthetic trends? This question, one aspect of what Alexandra 
Wilson has recently called “The Puccini Problem,” first surfaced during Puccini’s lifetime; it 
has gained new currency in recent Puccini scholarship.

The question is difficult—and has long been somewhat polarizing—in part because “mod-
ernism” is not easily located in Puccini’s music: some commentators find his turn toward 
whole-tone, modal, octatonic, polytonal, or other strategies—many of which fall under the 
rubric of Kinderman and Krebs’s “second practice” of nineteenth-century tonality—indicative 
of modernist inclinations. Others regard, among other facets of his style, his dependence on 
tonality and even his correspondence—which, generally speaking, does not exhibit modernist 
aesthetic aims in the same way as that of some of his more obviously modernist contempo-
raries, including Ives, Stravinsky, Schoenberg, Webern, and Strauss—as signaling a far more 
conservative bent.

The panel discussion will explore, in the context of recent scholarship on nineteenth- and 
early-twentieth-century Italian opera, various ways both of defining musical “modernism” 
and of understanding whether Puccini’s music is, or is not, “modernist.” Alexandra Wilson 
will introduce the problem by exploring implications for Puccini’s canonical status of pigeon-
holing him as a “nineteenth-“ or “twentieth-century” composer; Nicholas Baragwanath 
will examine the evidence behind the historiographical claim—axiomatic in most Puccini 
scholarship—that Puccini is “heir to the Great Tradition” of Italian opera; Matteo Sansone 
will discuss Puccini’s choice of libretti, his contacts with D’Annunzio, and the contemporary 
critical debate on opera in Italy; Deborah Burton will discuss the development of Puccini’s 
use of nontraditional pitch collections; and Andrew Davis will discuss various interactions in 
Puccini’s late work of ottocento conventions with contemporary trends in music and theater. 
Jürgen Maehder, whose work over thirty years as an author and editor on topics ranging 
from Puccini’s modernism to the politics, culture, and music of fin-de-siècle Italy has laid the 
groundwork for many of the ideas the panel will examine, will respond.
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Redneck Rebellion: Constructing and Deconstructing 
the Masculine and Feminine in Country Music (JOINT)

Jocelyn R. Neal (University of North Carolina, Chapel Hill), Moderator 
Kristine McCusker, Middle Tennessee State University, Respondent

Vocal Staging, Genre, and the Masculinities 
of Outlaw Country Music

Travis D. Stimeling 
Millikin University

In a 1974 Stereo Review interview, “Outlaw” country artist Waylon Jennings sought to ex-
plain the appeal of country music for America’s youth. After rehearsing the oft-repeated tropes 
of country authenticity, he explained that country’s most appealing characteristic was its focus 
on the lyrics and the singer’s voice. To achieve this end, Jennings posited, country recording 
artists and producers did not exploit the “gadgets” of the recording studio because such medi-
ation prohibited the establishment of personal relationships with country artists. Yet, between 
1973 and 1978, Jennings established creative residence in Tompall Glaser’s “Hillbilly Central” 
studio in Nashville, where he explored the compositional possibilities afforded by the record-
ing studio. This paper demonstrates how recording practices, repertoire, public image, and 
artist rhetoric intersected to construct an Outlaw that is both a dangerous character who exists 
on the margins of society and an easily domesticated man. Moreover, this paper examines how 
Jennings used vocal staging practices to enhance the expressivity of their voices, to strengthen 
the connection between their vocal personas and their listeners, and to comment on the crises 
of masculinity that followed in the wake of Women’s Liberation.

Blue-Blood Rednecks: Dance-Floor Politics 
and Gender in Country Music

Jocelyn R. Neal 
University of North Carolina, Chapel Hill

In 2007, country star Trace Adkins scored a number-one hit on the Billboard “Hot Country 
Singles” chart with “Ladies love country boys.” Encoded in its title phrase is a differentiation 
of social class for male and female identities, one that strongly echoes the interplay enacted 
on the country dance floor. This narrative trope, often referred to as the “redneck-blueblood” 
narrative and used in countless country songs, presents a male protagonist as a redneck: a 
working-class, southern, and rural self-affirmed identity forged through hard labor and tem-
pered by a devil-may-care attitude. The female counterpart is cast in a higher social class, 
differentiated by material goods, education, urban culturalization, and sometimes geographic 
reference. She is the object of obsessive desire for the male. 

This paper analyzes the musical rhetoric that reinforces this narrative across representative 
country songs, then adopts the narrative as a tool for interpreting gender identities and the 
dynamics of social interaction within the country dance scene, focusing on rhythmic move-
ment, social rhetoric, image, and modes of communication. Finally, it extrapolates from those 
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gender identities to propose an interpretation of country music’s stylistic evolution over the 
past three decades. 

Gendered Perspectives through Word, Image and 
Sound: Temporality, Narrative Agency, and Embodiment 

in the Dixie Chicks’ Video “Top of the World”
Lori Burns, University of Ottawa 
Jada Watson, Princeton University

The Dixie Chicks have claimed a prominent place in country music video while at the same 
time confronting the normative values of the traditional country music genre. Their recent 
collaborations with video director Sophie Muller set aside the sense of youthful liberation evi-
dent in their earlier videos, to adopt a more critical stance on serious social issues. “Top of the 
World” (2003) addresses the cyclic generational effects of domestic abuse, using the technique 
of montage editing to convey a complex narrative structure. This paper analyzes the lyrics, im-
ages, and music of “Top of the World,” as these artistic layers are integrated into a video form 
that accommodates multiple subject positions in a multi-generational narrative of domestic 
abuse. The gendered and subjective perspectives of the story adapt to reveal both the origins 
and the consequences of the abuse. While in the domain of images, these perspectives can be 
suggested through characterization and action, in the domain of vocal and musical presenta-
tion, the Dixie Chicks develop a musical “voice” that accommodates a narrative of multiple 
agencies. In order to explore the ways in which words, images, and music are combined to 
communicate this narrative of multiple subjectivities, the analysis focuses on the following 
interpretive perspectives: 1) temporality; 2) narrative agency; and 3) embodiment.

Sounding the Virile Female: “Redneck Woman” 
and the Gendered Politics of Class Rebellion

Nadine Hubbs 
University of Michigan

In her 2004 country blockbuster “Redneck Woman,” Gretchen Wilson identified—through 
music, lyrics, and images—with outlaw males and a hardcore persona once dubbed the “Vir-
ile Female” by tobacco market researchers. From a bourgeois perspective the Virile Female 
bespeaks bad taste. To any class-blind gender theory she is inexplicable. The “VF” is adroit, 
however, in evading the twofold trap whereby working-class women symbolize middle-class 
respectability (deemed killjoyish) within their own class, even as they symbolize disrepute to 
the middle class. Perhaps this can help to explain how Wilson’s cross-gender persona inspired 
multi-platinum sales in the heteronormative, gender-conformist realm of country music. But 
why is female masculinity, musical cross-dressing, the vehicle for a wildly popular anthem of 
class defiance? What might this reveal about country’s central preoccupation, male mascu-
linity? What can all this tell us about the gendering of class, and the class-bound nature of 
gender? And how does musical rhetoric work to construct the racial, gendered, sexual, and 
class valences at the heart of this song and its phenomenal reception? This paper will deploy 
musical and rhetorical analysis and gender and social theory to address these questions and to 
illumine “Redneck Woman”’s potent conjuring of the Virile Female.
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Dancing Through Time (AMS)
Marian Smith, University of Oregon, Chair

Dance in the Spanish Renaissance
G. Yvonne Kendall 

University of Houston

In recent years a great deal of research has addressed dance in the late sixteenth and early 
seventeenth centuries. Italian dance, represented by the greatest number of sources, is dis-
cussed in books and articles throughout the Western world. French dance, second in number 
of surviving published sources, has been the focal point of both publications and recordings. 
England, with only amateurs’ manuscript sources extant, has been the focus of two recent 
books. The manuscripts for Spanish dance, however, have received little attention, although 
Maurice Esses’ valuable contribution Dance and Instrumental Diferencias in Spain must be 
noted.

Spain’s three currently identified sources from this period have choreographies that are of 
great importance to dance history. One source, “Aquesta carta” by Juan Tarragó, contains 
dances closely resembling basse danses found in two published French sources of this period. 
Even more interesting, however, is “Reglas de danzar” which contains dances like the pavana 
that connect Spain to the rest of Europe. “Libro de danzar” by Juan Antonio Jaque contains 
choreographies like jácara and las paradetas found solely in Spain. Recent archival research 
shows that exciting surprises are still in store.

The number of actual choreographic sources from this nation only partially explains schol-
arly neglect, because much dance music from this period makes reference to Spain. These 
references consist of dances with Spanish titles (e.g. Pavane d’Espagne), steps with Spanish 
names (doppio alla spagnuola), dedications to Spanish ladies (Lo spagnoletto, dedicated to 
Doña Giovanna della Lama, Duchess of Alborquerque), and references to Spanish royalty or 
nobility who danced specific choreographies (Isabella, Archduchess of Austria, daughter of 
Philip II of Spain). Isabella, in fact, described her dance activities in letters to her family and 
friends.

The ubiquitous appearance of Spain in late renaissance European dance sources clearly 
reflects the importance of this major political and financial power in the culture of the pe-
riod. Prior cursory examinations of Spain’s dance sources have generally referred to secondary 
source reports. No first hand in-depth investigation of these sources has yet occurred. The 
same is generally the case for extant secondary sources, such as letters, ambassadorial mis-
sives, etc. 

Additionally, unlike other countries, Spanish culture used dance in church as well as the-
ater, home, and palace. Bailes de los seises [Dances of the choir boys] were commonly part of 
religious festivals like Corpus Christi. Also bailes, more robust dances, could often end theat-
rical comedias. Lope de Vega, a major literary figure of Spain’s Golden Age, even titled one of 
his comedias “El maestro del danzar.” Other bailes were part of lively parties known as fiestas. 
More formal dance evenings, called saraos, featured the more elegant danza choreographies. 
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The mascara, a costumed event, could include both bailes and danzas. In villancicos, a musico-
poetic genre, there are often references to dancing. 

In addition to explaining the role of dance and its music in Spanish society through the lens 
of extant original sources from music, dance, and literature, I will introduce a newly-discov-
ered source of seventeen choreographies from the Biblioteca nacional de Catalunya.

Classical Ballet on the Music-Hall Stage: The 
Missing History of Ballet in Fin-de-Siècle Paris

Sarah Gutsche-Miller 
McGill University

The years between 1870 and 1909—-the end of the “golden age” of French Romantic ballet 
and the arrival of Diaghilev’s Ballets Russes—-have long been described as a dark period for 
ballet in Paris. Few ballets are thought to have been created or restaged, with no more than a 
half a dozen popular or critical successes. To some extent this is true. The Paris Opéra, once 
the center of French ballet, saw a sharp decline in both the number and quality of works pro-
duced: whereas the Opéra mounted over sixty ballets between 1820 and 1870, including several 
that remain in the repertory today, only twenty-five were staged in the fifty years following 
1870, virtually all of which have been forgotten. Yet these figures do not accurately reflect the 
state of Parisian ballet at the turn of the twentieth century. A survey of contemporary theatri-
cal performance catalogues and journals reveals that nearly two hundred ballets were created 
in this period. These were newly written, composed, and choreographed, sometimes complex 
productions with lavish scenery and costumes, large ballets corps, and star ballerinas. There 
was one important difference: most of these new ballets were staged in Paris’s popular music 
halls. Ballet, then, did not disappear from the Parisian stage at the end of the nineteenth cen-
tury, it simply changed venues. 

Drawing on extensive, hitherto unexplored, archival materials in Paris, I will begin by 
outlining the missing history of fin-de-siècle ballet with particular attention to the most 
prominent of the music halls, the Folies-Bergère, which for nearly twenty years presented 
full-scale pantomime-ballets on a nightly basis alongside its variety-show entertainment. I 
will then describe the characteristics of this unknown popular form of genre as it was adapted 
for the music-hall stage. Music-hall ballets were a patchwork of musical and visual stereo-
types staged with great spectacle for a broad audience. Their scenarios, written by authors of 
boulevard-theatre fare, bohemian artists, critics, and music-hall staff, were created to provide 
pretexts for mime, virtuoso ballerinas, travesty dancers, crowds, stage effects, picturesque and 
grandiose costumes and scenery, and semi-nudity—all elements of a successful popular bal-
let. This was accompanied by newly-composed music written by operetta composers, such as 
Louis Ganne, Edmond Missa, and Louis Varney, or by in-house specialists, like the Folies-
Bergère’s conductor Louis Desormes, all of whom were well versed in the conventions of the 
genre and adept at cranking out creative variations on tried-and-true themes. 

By the time Diaghilev brought the first productions of the Ballets Russes to Paris, there was 
a large and diverse ballet-going audience accustomed to danced spectacles. The arrival of the 
Ballets Russes did not then, as has sometimes been claimed, mark a sudden revival of a taste 
for ballet in the French capital; rather, it marked another turning point in the history of an 
ever-changing genre.
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Dancing the Future, Performing the Past: Isadora 
Duncan, American Wagnerism, and the Modern Body

Mary Simonson 
Colgate University

In the summer of 1908, after nearly ten years abroad, “barefoot dancer” Isadora Duncan re-
appeared on the American stage. American audiences and critics were curious—and skeptical. 
Who was this long-lost American woman who only danced, without the requisite accompa-
nying skits, songs, or recitations, and who only danced in concert halls, shunning vaudeville 
stages and audiences? Yet Duncan quickly found her American niche. By November of 1908, 
she was dancing at the Metropolitan Opera House before rapturous crowds to the accom-
paniment of conductor Walter Damrosch’s New York Symphony Orchestra. Undoubtedly, 
Duncan’s association with the well-regarded and well-connected Damrosch was an important 
part of her acceptance. Yet it was Duncan’s artistic, intellectual, and personal self-association 
with Richard Wagner that truly captured the attention of many audience members. Choreo-
graphing dances to excerpts from Wagner’s music dramas, simultaneously troping upon and 
vehemently disagreeing with his aesthetic theories and writings in her own speeches and es-
says, and regularly relating tales of her 1904 Bayreuth performance (including her dramatic 
announcement to Cosima Wagner that the Gesamtkunstwerk was unattainable), Duncan 
conjured herself as a Wagner prophetess in the eyes of her American audiences. 

The American Wagner cult has largely been associated with the late nineteenth century and 
conductor Anton Seidl. As Joseph Horowitz posits in his seminal study Wagner Nights: An 
American History, the gradual decline of Wagnerism was closely associated with Seidl’s death 
in March of 1898 and the replacement of nineteenth-century meliorism and spirituality with 
modernist and naturalist aesthetics. A few decades later, however, Isadora Duncan’s American 
performances created a second-generation strain of Wagnerism, one that seamlessly mixed 
nineteenth-century aesthetics, music, and Victorian cultural values with emerging modernist 
aesthetics and twentieth-century discourses on the female body, movement, and evolution. 
Duncan’s performances, like those of Seidl, offered American audiences a forum in which to 
enjoy and debate Wagner’s music and theories; further, her performances offered American 
women the same sense of spirituality, emotionality, and physical freedom that many had 
experienced at Seidl’s performances. Guided by and a response to the sounds and ideas of 
Richard Wagner, however, Duncan’s performances simultaneously struck out in new direc-
tions, emphasizing freedom and originality, the mechanical as well as the soulful, evolution, 
and a radically embodied femininity.

In this paper, I will position Isadora Duncan as a twentieth-century Wagner prophet: a per-
former whose dances knit together Wagner’s compositions, vision, and performance practices, 
early twentieth-century cultural values, and the sort of ambiguous, experimental, self-referen-
tial, non-representational art commonly associated with musical modernism. Framed in this 
way, it becomes possible to develop and expand our understandings of American Wagnerism 
and American modernism: as Duncan’s career demonstrates, the echoes of Wagnerism in early 
twentieth-century life were not residual but resounding. At the same time, Duncan’s dances 
and ideas serve as a potent reminder of the close connections between music and the body: 
her performances and writings model and describe the historical intertwinement of music and 
dance traditions, the ways in which music and movement can inflect one another onstage, and 
the embodied nature of musical performance.
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Ballet’s Familial Body or, The Codes of 
Terpsichore in fin-de-siècle Russia

Anna Nisnevich 
University of Pittsburgh

It has become a cliché to trace the resurgence of classical ballet in the twentieth century 
to the triumphs of Serge Diaghilev’s Ballets Russes and the company’s many offshoots. Lynn 
Garafola, Tim Scholl and Mary E. Davis hail Ballets Russes as uniquely blending age-old 
convention, innovative aesthetics, and links with popular culture. These scholars stress the 
increasing role of abstraction in Diaghilev’s productions as most instrumental in making the 
seemingly outmoded art form appeal to modern sensibilities.

 In this paper I argue that the renewed flourishing of classical ballet, its greater integration 
within the society, as well as its move towards abstraction are firmly rooted in the important 
developments in late nineteenth-century Russian music and culture. As Russian monarchy 
found itself under the threat of oblivion amid the rapid industrialization of the 1890s, bal-
let, that locus classicus of aristocratic distinction, became deeply enmeshed in the project of 
constructing, reproducing and disseminating the ideal images of royal family. Most athletic 
Italian ballerinas, such as Carlotta Brianza and Pierina Legnani, were employed to project the 
poise of latter-day aristocratic beauties in the ballets that ranged from Tchaikovsky’s narrative-
driven Sleeping Beauty to Glazunov’s allegorical Seasons. Fusing the history of ballet with the 
history of the monarchy, such journals as Ezhegodnik Imperatorskikh teatrov (The Yearbook of 
the Imperial Theaters) and Starye gody (The Time of Yore) consistently drew parallels between 
the danse d’ecole whose latest paragon Petipa claimed direct lineage from the legendary Vestris 
and Russian absolutism that nodded to the French grand siècle. But just as well did those jour-
nals hail the exquisitely disciplined bodies as exemplifying a more modern notion of private 
as unique, confidential, and exclusive. After tracing the accumulation of the multiple associa-
tions between the glorious past and the hopeful present in contemporary literature pertaining 
to ballet, I focus on Alexander Glazunov’s one-act ballet Ruses d’amour (1899) that inaugurated 
the reopening of the eighteenth-century Hermitage Theater after its closure for the better part 
of the nineteenth century. I show how this ballet’s fusion of ancient dances, contemporary 
orchestration and abstracted gesture helped map the anachronistic ideals of the ancien régime 
onto contemporary models of self. It was this desire to musically update the terms of dynastic 
endearment that Diaghilev experienced first hand during his brief stint as the editor of The 
Yearbook of the Imperial Theaters in 1899–1900. A similar urge to topple modernity by topping 
it was soon to drive his enterprise. 

Empirical Music Theory (SMT)
David Huron, Ohio State University, Chair

Musical Discourse, Musical Experience
Elizabeth Hellmuth Margulis  

University of Arkansas

Music theoretical discourse has long held prescription (or suggestion, in what Temperley, 
1999, holds to be a less pejorative term) as one of the possible goals of music analysis, in addi-
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tion to description, criticism, pedagogy, and many others. Kivy (1989) states that it is “a truism 
that the point (or a point) of description is to get us to perceive in the music that which we 
are describing in it.” It’s not only theoretical discourse that espouses this belief; program notes, 
nearly ubiquitous at concert halls across the country, embody the conviction that written in-
formation can affect a listener’s experience of a musical work. Yet surprisingly little attention 
has been paid to the mechanisms that might underlie this process. How exactly can prose ac-
counts of music come to transform a person’s experience?

This paper reports on an empirical study that investigates the impact of structural and dra-
matic descriptions on the musical experiences of listeners without formal training. It examines 
the implications for the generation of meaning in music, the interface between language and 
music, the effect of increased conceptualization in musicians with formal training, and the 
prescriptive potential of music theoretical discourse.

 “Tonality’s Gravitational Pull”: Intonation as 
an Empirical Measure of Melodic Attraction

Johanna Devaney  
McGill University

In his 2001 book, Tonal Pitch Space, Fred Lerdahl posits that the “attractional asymmetries” 
derived from his tonal tension and attraction model “shed light on intonational practices for 
instruments capable of continuous tuning” and cites Janyna Fyk’s idea that intonation ten-
dencies can be ascribed to “tonality’s gravitational pull.” Picking up on this brief remark, this 
paper examines the relationship between horizontal intonation tendencies in solo vocal music 
and the theories of melodic attraction put forth by both Lerdahl and Steve Larson. These at-
traction models provide a means of exploring intonation tendencies in linear pitch sequences 
by providing representations of how pitches exist in relation to one another, not just within 
their immediate harmonic context but also beyond it. This endeavor is useful not only as a 
means of empirically evaluating these theories, but also for developing a model of melodic 
intonation practices in vocal music. For the purposes of this study, an a cappella solo soprano 
performance of Schubert’s “Ave Maria” was analyzed with signal processing techniques to es-
timate the sung fundamental frequencies and then related to analyses of the piece based on 
Lerdahl’s and Larson’s theories. 

Tactus in Performance: Constraints and Possibilities
Peter A. Martens  

Texas Tech University

A student string quartet was coached by the author to perform a set of seven musical 
excerpts twice, keeping the same tempo in each performance but feeling and expressing a dif-
ferent main beat (tactus) in each. These two beat levels were adjacent in the metric hierarchy, 
and related by either a duple or triple ratio. Study participants viewed these videorecorded 
performances, and were asked to tap their dominant hand along with the main beat of the 
music. Overall, the quartet’s tactus significantly influenced listeners’ choice of main beat, 
but the effect was enhanced or attenuated based on structural and performance factors. For 
example, the faster of the two tactus choices was more successfully communicated as main 



Abstracts	 Sunday morning	 

beat in duple-meter excerpts, while the slower tactus was more successfully communicated in 
triple-meter excerpts. 

Within pairs or groups of excerpts sharing a similar performance tempo and metric struc-
ture, the results suggest that factors typically thought of as performative were important, 
factors such as articulation, dynamic stress, gesture, and bowing. In many cases, however, 
structural factors such as the number of metric levels above the performers’ tactus provide an 
equally convincing explanation of the results, which leaves us with a better understanding that 
the control of and responsibility for an audience’s temporal experience of tactus (the basis for 
experiencing meter) is shared between composers and performers.

Empirical Study of Schenkerian Analysis by Computer
Alan Marsden  

Lancaster Institute for the Contemporary Arts, Lancaster University

Computer software has been developed which automatically derives, from a representa-
tion of a score, a matrix from which quasi-Schenkerian analyses may be extracted. This allows 
empirical testing of formalizations of Schenkerian theory in two ways. Firstly, it is possible 
to determine whether the rules of the theory as formulated allow the generation of known 
correct analyses of a piece. Secondly, by comparing the distribution of characteristics between 
the population of all possible analyses of a piece and the preferred analysis, it is possible to 
discover or confirm factors which distinguish good analyses from bad. Previous research has 
indicated that computational reduction is hampered by a huge and potentially exploding so-
lution space. The matrix approach decreases the complexity of the problem markedly, but still 
only short extracts of music with a simple texture can practically be reduced. To achieve useful 
reduction software, it will be essential to have mechanisms to discount, at an early stage, deci-
sions which would lead to bad analyses. Such mechanisms are currently being incorporated 
into the software on the basis of early empirical results referred to above. Practical software for 
deriving quasi-Schenkerian analyses, opening up the possibility of novel kinds of empirical 
research in music theory, therefore seems a realistic prospect.

Generation Gaps (AMS)
Fred Maus, University of Virgina, Chair

American Nervousness, 1979: From 
Neurasthenia to New Wave

Theo Cateforis 
Syracuse University

Popular music styles have long been defined and codified by their specific performed iden-
tities, whether it be heavy metal and power, punk rock and anger or singer-songwriters and 
wounded vulnerability. When new wave appeared in the late 1970s, part of the movement’s 
novelty as a modern avant-garde pop style hinged on an emotional quality rarely cultivated 
by rock musicians: nervousness. With their twitching mannerisms and angular vocal lines, 
front men like David Byrne of the Talking Heads and Mark Mothersbaugh of Devo emerged 
as influential musical nervous subjects. Rock critics subsequently interpreted their height-



	 Sunday morning	 AMS/SMT Nashville 2008

ened sensitivity and nervous awareness as a form of social commentary, a reflection of the 
overwhelming complexities and stimuli of modern life. By 1979 a number of groups, from 
Nervous Gender to Nervus Rex, had followed the lead set by these bands and new wave and 
nervousness had become virtually synonymous. At the same time, new wave has long held 
a reputation as a particularly “white-sounding” style of rock music—a matter of no small 
significance considering the degree to which rock is recognized for its deep roots in African-
American musical expression. It is worth asking what, if any, are the correlations between 
nervousness and whiteness in understanding new wave and its range of meanings.

As I argue in this paper, the relationship between new wave’s stylized nervous manifes-
tations and its perceived whiteness is best understood as part of the larger socio-historical 
framework of whiteness studies. The paper’s title is a play on Tom Lutz’s 1991 book American 
Nervousness, 1903: An Anecdotal History, which details the pervasiveness of neurasthenia or 
“nerve weakness” at the turn of the century. As Lutz explains, neurasthenia was very much 
a modern disease. In an era of dramatic urban growth and seismic social and technological 
changes, neurasthenia was most likely to afflict those with refined sensitivities. Associated as it 
specifically was with the white, upper and middle classes, neurasthenia was also tacitly marked 
by its whiteness. It was a malady that essentially was unavailable to other racial groups. While 
neurasthenia fell out of the general medical discourse after the 1910s, its traces are nonethe-
less still evident in the social history of emotions, and the continued associations between 
nervousness and the relationship to one’s environment. As a musical genre recognized for its 
white, intellectual stance towards popular music practices, new wave would seem to replicate 
and draw on the symbolic significance that nervousness holds as a cultural phenomenon. 
Examining new wave’s particular sound, its lyrical concerns with modernity and the bodily 
displays of its white middle class performers—with a special focus on the music and critical 
reception of the Talking Heads—I situate this late 1970s musical movement within the his-
torical continuum of white American nervousness.

Academies of Scratch
Mark Katz 

University of North Carolina, Chapel Hill

In 2002 a new school of music opened in Manhattan. Known as the Scratch DJ Academy, 
it teaches the art of hip-hop turntablism, in which phonographs are treated as musical instru-
ments and records are used as the raw material for improvisation and composition. Over the 
past several years, similar schools have opened throughout North America, enrolling thou-
sands of students.

In this paper—informed by more than a year of participant-observation in DJ courses in 
New York, Miami, Los Angeles, and Berkeley—I argue that the phenomenon of the scratch 
academy both reflects and is the source of an identity crisis within hip-hop. This tension may 
be seen, in microcosm, in the dual discourse that characterizes scratch academy pedagogy—
the discourse of the university and the discourse of the street. 

Scratch academies borrow heavily from the terminology of the college campus: “professors” 
and their “TAs” teach courses with titles such as DJ101 and DJ201, employ “coursepacks,” 
administer “final exams,” and present diploma-like certificates at graduation ceremonies. In 
a narrower sense, the whiteboards with diagrams of song forms, the group exercises (e.g., 
scratching rhythmic patterns in unison), and the frequent reminders about the virtues of 
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daily practice evoke the atmosphere of college-level music theory and class piano offerings. 
The purpose of this appropriation is clear: “to legitimize and validate . . . the role of the DJ,” 
as one academy website explains. Turntablists are sensitive about the dismissal of their work as 
one of mere playback; thus the language of the university is used to confer respectability and 
credibility on their musicianship. 

There is, however, another and essentially competing type of credibility that these acad-
emies strive to maintain: “street cred.” The rough and tumble attitude and image of hip-hop 
pervades the scratch academy, while street slang is its lingua franca, both in terms of the lan-
guage used by the students and instructors and the lyrics heard in the rap music that forms 
the core repertory of the courses. Teachers frequently connect students to the gritty Bronx 
neighborhoods of the 1970s by retelling the history of the hip-hop DJ, while the classrooms 
themselves—often decorated with graffiti and even razor wire—are meant to evoke the inner 
city.

These competing discourses are symptomatic of broader changes and tensions within 
turntablism, and hip-hop in general. On the one hand, scratch academies offer career op-
portunities for DJs as instructors, who in turn pass along and maintain the art; moreover, the 
schools are opening up turntablism to women, who had largely been excluded from the tradi-
tional networks of male DJs. At the same time, the middle-class clientele, the relatively high 
cost of courses, and indeed the whole formalization of the enterprise pull turntablism further 
from the street, making it difficult to “keep it real,” to maintain a sense of cultural authentic-
ity. This paper, then, presents a snapshot of a musical art in flux, flush with the promise of 
broader public acceptance and fraught with anxiety about alienation from its roots. 

Indeterminacy (SMT)
Nancy Rao, Rutgers University, Chair

Compositional Process in John Cage’s 
Music of Changes (1951)

David Bernstein  
Mills College

The developments in Cage’s musical language culminating with his Music of Changes (1951) 
pose a formidable challenge to the music analyst, who must not only take into account Cage’s 
revolutionary approach to form and continuity, but also critically evaluate compositions cre-
ated by means of chance operations. Through an analysis of the Music of Changes this paper 
will show how this is possible by examining Cage’s pre-compositional materials and methods 
and by considering the musical potential of the materials he selected and the limitations he 
imposed on their deployment. The analysis will trace the steps Cage took composing the Mu-
sic of Changes by comparing the finished score to Cage’s compositional charts, lists of sounds 
used in the work, and records of the hexagrams generated by his coin tosses. It will also refer to 
the charts, lists, computations, and timings David Tudor used in preparing for the work’s first 
performance and his correspondence with Cage discussing details in the score. The analysis 
will contribute to the reception of Cage’s postwar period masterpiece by demonstrating that 
the radical results of Cage’s compositional processes were achieved through more conven-
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tional means, namely, through modernist precision with its systematic attention to detail and 
control of the materials.

Mapping the Unknown Landscape: A 
Theory of Indeterminate Music

Jonathan De Souza  
University of Chicago

Music with indeterminate performance, also known as aleatory or aleatoric music, is far 
from prominent in contemporary music theoretical discourse. While a few scholars have 
produced engaging analyses of indeterminate compositions, such work has often been done 
without an explicit theoretical paradigm. This paper attempts to address this issue, offering a 
general theory of indeterminacy in post-war composition.

Following a brief survey of earlier taxonomies of musical indeterminacy, I propose a bipar-
tite framework that separates indeterminacy of components or “content” from indeterminacy 
of construction or “form.” This model also delineates parameters that contribute to these do-
mains, each of which may be determinate, semideterminate, or indeterminate. Analytically, 
I suggest a strategy of working from determinate to indeterminate elements, incorporating 
and modifying existing methodologies where appropriate. This is demonstrated in analyses 
of “Parenthèse” from Trope, the second movement of Pierre Boulez’s Third Piano Sonata and 
Morton Feldman’s graphic score for orchestra, In Search of an Orchestration.

This theory conceptualizes indeterminate pieces as musical landscapes with multiple routes 
and variable parametric features. Though our analytical maps, as always, will have their limits, 
I believe that they can valuably help us explore, enhancing our intellectual and aesthetic expe-
riences of this challenging musical terrain.

Ligeti (SMT)
Jeannie Guerrero, Eastman School of Music, University of Rochester, Chair

Ligeti and Jeux: The Influence of Debussy 
via the Darmstadt Avant-garde

Jennifer Iverson 
University of Texas, Austin

György Ligeti has maintained that he conceived of his sound-mass works during his youth 
in Hungary, but that he acquired the tools to realize his ideas only after his emigration and 
exposure to the Western European avant-garde in 1956. Of particular importance was the 
Darmstadt composers’ fascination with Debussy’s Jeux, a critical work in the development of 
Ligeti’s mature style. Because of the near-absence of a reception history after its lackluster 1913 
premiere, Jeux was amenable to the revitalization and significance the Darmstadt composers 
ascribed to it. This paper examines two readings of Jeux advanced by composers involved in 
the WDR studio: Herbert Eimert’s reading of the work in terms of ‘vegetative form,’ and 
Stockhausen’s discussion of “statistical form.” Eimert’s Die Reihe article proved an important 
point of departure for Ligeti’s re-conceptualization of form in Apparitions (1958–59) and At-
mosphères (1961). Another profound influence was Stockhausen’s statistical form, which he 
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first developed in a radio talk about Jeux. Ligeti’s use of statistical procedures is apparent in 
passages that feature large-scale directional motion—shapes moving through space—and ran-
dom distribution of pitches in twelve-tone rows. Ligeti did not simply recompose Jeux, yet 
his early mature works bear the influence of the Darmstadt composers’ collective fetishization 
of Jeux.

Ligeti’s Pièce électronique no. 3 and its Relation 
to Stockhausen’s Serial Practice

Benjamin R. Levy 
Arizona State University

In 1957 György Ligeti had recently immigrated to Cologne and was learning about the 
developments of the avant-garde while working in the electronic music studio of the WDR. 
His output from this time includes an unfinished work, Pièce électronique No. 3, a fascinat-
ing, yet virtually unknown composition, originally conceived under the title Atmosphères—a 
title later used for his orchestral composition of 1961. Pièce électronique No. 3 looks forward to 
the innovative texture-driven orchestral compositions for which Ligeti became famous, but 
also reflects the influence of serialism as practiced by Stockhausen. The piece uses a consis-
tent series of odd numbers to generate durations and pitch material for both small and large 
scale structures, uses sine tones as the predominant type of material, and arranges these sine 
tones in a way reminiscent of Stockhausen’s structure-group-forms (modes of entry). Shortly 
after this composition, Ligeti criticizes aspects of serial practice, including the use of duration 
rows and serialized dynamics, and he moves away from Stockhausen’s influence. Along with 
comments in interviews, Ligeti’s approach to dynamics in this piece illustrates a slight, yet 
significant difference in the artistic ends which these composers sought, and thus shows the 
importance of this piece as a turning point in Ligeti’s career.

Liturgy, Literacy, and Chant Reform (AMS)
Luisa Nardini, University of Texas, Austin, Chair

Adémar de Chabannes (989–1034) and Musical Literacy
James Grier 

University of Western Ontario

In the second half of 1027, Adémar de Chabannes contributed the musical notation to 
the production of an elaborate liturgical manuscript (currently Paris, Bibliothèque Nationale 
de France, MS latin 1121) at the scriptorium of Saint Martial in Limoges. While doing so, 
he introduced the innovative technique of placing the neumes in strict alignment along the 
vertical axis of writing in accordance with their relative pitch. This manuscript has long been 
recognized, by Paul Evans, Alejandro Enrique Planchart, and others, as the earliest Aquitanian 
source with accurate relative pitch information. Palaeographic study now firmly identifies 
Adémar as the music scribe of this manuscript and, although possibly not the inventor of the 
technique, the scribe who introduced it to the scriptorium at Saint Martial.

The accurate heighting of the neumes revolutionized the teaching of music at Saint Martial, 
and eventually throughout Aquitaine. Instead of relying on the rote communication of melo-
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dies from more experienced singers, younger musicians could turn to the visual transmission 
of chant through the medium of notation, now made more transparent by the use of accurate 
heighting. Thus, a great deal of the acts of learning and memorizing melodies, of internalizing 
them, could be assumed by the written, visual form of transmission as opposed to the oral and 
aural realms. And a precocious singer could expedite his acquisition of the solo repertory and 
the level of musical accomplishment that would permit full participation in the liturgy as a 
soloist and the stature within the musical community that would consequently accrue. Music 
scribes, too, would find the task of copying melodies facilitated by the new technology. They 
would be required to situate their neumes with precision on the vertical axis, but they could 
depend on an accurately heighted exemplar to offer them guidance.

Another issue lies behind this one, however, and that is whether the pitch content of the 
melodies had begun to assume greater importance for musicians like Adémar and those who 
adopted his system of heighting. Aquitanian notation had been poor at showing intervallic 
relationships prior to Adémar’s innovations. Do we therefore deduce that those relationships 
were of less importance to older musicians than the specification of which notes set which 
syllables of text, melodic direction and, to a lesser degree in Aquitanian notation, particulari-
ties of melodic nuance? Older Aquitanian notation satisfactorily depicts these features. Did 
younger musicians like Adémar feel some pressure to increase the precision with which the 
notation presented the intervallic content of the melodies? If so, what was the source of the 
pressure? Or was there an ongoing need for the notation to develop techniques that would 
permit the inclusion of greater detail in general in the inscription of melodies?

This paper investigates the musical and intellectual context in which Adémar introduced 
the innovation of accurate heighting to the scriptorium at Saint Martial, the role of tonaries 
(now equipped with precise intervallic information) in musical pedagogy, and the impact of 
these devices on musical practices at Saint Martial through the eleventh century.

Gregorian Chant in the Early Modern Period: 
The Carmelites and their Choir Books

James Boyce 
Leonia, New Jersey

While the nineteenth-century Solesmes movement generally dismissed the chant that pre-
vailed during the seventeenth and eighteenth centuries as inferior in quality, the recent study 
by Theodore Karp on Mass propers has shown the vibrancy and importance of post-Tridentine 
chant. In addition to early modern graduals that Karp examined for Mass chants, numerous 
manuscript antiphonals for celebrating the Divine Office in the post-Tridentine era remain 
unexamined. Yet for thousands of religious men and women, clergy and laity, chant from the 
seventeenth and eighteenth centuries was their normal experience of daily worship. 

The Council of Trent allowed religious orders and dioceses with a distinctive liturgy dating 
back at least two hundred years to revise their liturgy and submit it to Vatican authorities for 
approval. For those orders and dioceses that received such permission, new parchment chant 
books continued to be made throughout the seventeenth and eighteenth centuries. The case 
of the Carmelites is unique, since their medieval liturgy focused on preserving the rite of the 
Holy Sepulchre of Jerusalem while modifying it through the addition of feasts, generally in 
honor of the Virgin Mary. Only towards the very end of the middle ages did they begin to 
celebrate proper feasts for the prophets Elijah and Elisha (whom they considered their found-
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ers), Albert of Sicily (the first proper Carmelite saint, celebrated with a rhymed office), and 
the patronal feast of Our Lady of Mount Carmel. Paradoxically the Council of Trent, which 
sought to preserve older liturgies, ultimately allowed the Carmelites to develop a new one, in 
which they added to their late medieval tradition entirely new feasts for their proper saints 
such as Simon Stock, Angelus, Andrew Corsini, Teresa of Avila and Mary Magdalen de’Pazzi. 
These new feasts all had a proper office based on the vita of the saint, often with the chants 
organized in a modal order as was common in the medieval rhymed office.

Richard Sherr, in his review (Early Music 35, 2007) of Karp’s An Introduction to the Post-
Tridentine mass proper (American Institute of Musicology, 2005) noted that chant in the 
seventeenth to nineteenth centuries has largely been ignored, pointed out that much more 
work needed to be done on the topic and then wondered if there was anybody who would 
actually do it. My paper will contribute to filling this void by exploring the implications of 
the Tridentine reforms for the Carmelite liturgy, discussing the specific details of the proper 
offices that the Carmelites developed, and suggesting that we need to reevaluate our current 
view of post-Tridentine chant in order to understand it more correctly.

MUSIC IN FRANCISCAN LITURGICAL REFORMS AND 
THEIR RECEPTION IN LATE-MEDIEVAL EUROPE

Peter Loewen 
Rice University

When in July 2007, Pope Benedict XVI published his encyclical letter “Summorum Pon-
tificum,” concerning the use of Latin and vernacular editions of the modern Roman Liturgy, 
he thrust the subject of liturgical reform back into the forefront of Roman Catholic polity. 
The translation of the Roman rite into vernacular languages, resolved at the Second Vatican 
Council, may be perceived as a lapse in Roman hegemony. The Latin rite was never abrogated, 
but its full restoration by Benedict XVI to equal status with vernacular rites may be perceived 
as a “return to Rome.” In his review of the issue, Benedict XVI reflected on the importance of 
liturgical tradition established through the great pontiffs of the past. He cites the monumental 
achievements of Gregory I, who he says delivered the treasures of Catholic faith and Roman 
culture to the people of Europe, and Pius V, who renewed the liturgical tradition of the Latin 
Church after the Council of Trent. He praises the contributions of other pontiffs up to the 
present, but, remarkably, does not mention the crucial role the Franciscan reforms of the 
1240s played in promulgating throughout Europe a Roman liturgy based on the practices of 
the papal curia itself. S. J. P van Dijk brought these liturgical reforms to light (1960, 1963) as 
he traced the origins of the modern Roman liturgy to their various Franciscan sources. But he 
did not consider the musical reforms that attended them. Nor did he consider how Franciscan 
commentaries on the performance of chant could illumine the reception of these reforms. I 
hope to fill this gap through my study of music in Franciscan liturgical reforms and its recep-
tion in late-medieval Europe.

Sources in German, Austrian, Italian, French, and English archives reveal a connection be-
tween the reformed ordinals for the Mass and Breviary, composed by the Franciscan minister 
general Haymo of Faversham (d. 1243), liturgical reforms inspired by pope Innocent III in De 
sacro altaris mysterio, and instructions by Franciscan theologians such as David of Augsburg 
(d. 1272) concerning the practice of chanting. These documents suggest that liturgical reforms 
in the mid-thirteenth century involved a joint effort between the Apostolic See and the Fri-
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ars Minor. They also disclose a larger program of musical revision that might account for the 
proliferation in Europe of the French, square notation that Haymo of Faversham prescribed 
for all Franciscan books. Seeing this important musical development aligned with papal ambi-
tions for Roman hegemony in the late middle ages would alter our view of the Franciscans as 
messengers of spiritual reform. It would contribute to our view of them as an order of preach-
ers and scholars who helped to unify late-medieval European culture by advancing papal 
hegemony through the art of music.

Chant and History in a Composite Office for the 
Feast of the Consecratio altaris at Saint-Denis

Tova Leigh Choate 
Yale University

It has long been thought that Pope Stephen II’s sojourn at the Abbey of Saint-Denis and 
other Frankish centers in 754 was pivotal in the development of Gregorian chant. The ailing 
pope sought the aid of the new Carolingian ruler, Pippin III, against the Lombards; in return, 
at Saint-Denis the pope anointed Pippin as “king by the grace of God,” and his sons Charles 
(later, Charlemagne) and Carloman as heirs to the throne. Historians have claimed that Pip-
pin and Charlemagne began to suppress regional Gallican liturgies and introduce the Roman 
use as a result of contact with Pope Stephen and his retinue, which apparently included mem-
bers of the Roman Schola Cantorum.

Little known is the existence of a liturgical office commemorating this papal visit to Saint-
Denis. The office was sung by the eleventh century (and possibly earlier) for the feast of 
the Consecration of the Altar on July 28, the day on which the pope crowned the Carolin-
gian rulers and by tradition consecrated the church’s main altar. Ranked as a plenum officium 
in ninth-century calendars, the office is first found extant in the abbey’s eleventh-century 
gradual, Paris, Bibliothèque Mazarine, 384, and can be supplied with notation using the 
twelfth-century antiphoner, Bibliothèque nationale, lat. 17296. Lessons for the office appear 
in the twelfth-century lectionary, Bibliothèque nationale, lat. 16820; they are drawn in part 
from texts widely attributed to the ninth-century abbot Hilduin, the Revelatio and Gesta sunt. 
These fanciful texts narrate the miraculous healing of the pope by Saint Denis, in company 
with Peter and Paul, as well as the pope’s subsequent consecration of the altar in honor of the 
two apostles and his bestowing thereon of the papal pallium and keys. A fragment of these 
texts is found earlier at the abbey in a tenth-century hagiographical collection (Paris, Biblio-
thèque nationale, lat. 10846), which also contains the abbey’s earliest known office for Saint 
Denis.

The office for the Consecratio altaris is important on many levels. It is a prime example of 
an early composite office, with chants drawn from the repertories for the Dedication of the 
Church and the offices of Peter, Paul, and Denis. This combination of chants for early Ro-
man and Gallican saints suggests more than the cast of characters in the feast’s lessons; it may 
symbolize the apostolic alliances forged between abbey and papacy—from Pope Clement’s 
legendary ordination of Saint Denis as the Apostle of Gaul to Pope Stephen’s more recent 
obeisance—and reflect the “Romanization” of the liturgy initiated by Pippin and Charle-
magne. Moreover, the chants for the Consecration culled from the office of Saint Denis appear 
repeatedly in other festivals celebrating the locus of the cult of the Apostle of Gaul, including 
the Dedication of the Church and the Invention and Detection of Saint Denis. These select 
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Dionysian chants, highlighted throughout the liturgical year, may have influenced the artistic 
agenda of the twelfth-century abbot Suger. This paper explores these themes through a de-
tailed discussion of the office for the Consecratio altaris in its historical and musical contexts.

Nineteenth-Century Form (SMT)
Deborah Stein, New England Conservatory, Chair

Associative Harmony, Tonal Pairing, and Middleground 
Structure in Schumann’s Sonata Expositions: The 

Role of the Mediant in the First Movements of the 
Piano Quintet, Piano Quartet, and Rhenish Symphony

Peter H. Smith  
University of Notre Dame

Scholars and critics historically have disparaged the function of tonal pairing in Schu-
mann’s sonata forms, even as the technique has met with critical approval in the context of 
the composer’s piano and vocal works. This presentation joins a more recent trend towards a 
positive re-assessment of Schumann’s sonata practice through a study of tonal pairing in the 
expositions from the first movements of three of his most popular works: the Piano Quintet, 
the Piano Quartet, and the Rhenish Symphony.

The analyses argue that tonal pairing works in the service of the diverse formal exigencies 
of the three exposition types—two-part, continuous, and three-key—represented by these 
movements. In the quintet, a chromatic E-flat minor/G-flat major pairing highlights the ar-
rival of the medial caesura’s II natural (V/V) by allowing this II natural to manifest a sudden 
turn from a dark flat-side realm to the bright sharp-side world of the dominant. The diatonic 
continuity of a I–iii pairing in the quartet, by contrast, creates a web of associative connec-
tions across tonic and dominant areas in the service of the breathless sweep of a continuous 
exposition. Finally, analysis of the symphony reveals a pattern of tonal imbrications that serve 
yet another essential sonata function: to counterbalance self-contained lyricism in the middle 
section of the symphony’s three-key exposition.

Rehabilitating Rhythm and Meter in Sonata Form
Samuel Ng 

University of Cincinnati

The recent monograph on sonata theory by James Hepokoski and Warren Darcy is with-
out doubt one of the monumental music-theoretical works of our time. While their theory 
contributes to the longstanding study of sonata form a fresh approach that illuminates both 
normative tonal/thematic procedures and their deformational possibilities, it also marginal-
izes one important musical element—that of rhythm and meter. If musical form is, as E. T. 
Cone has argued, as fundamentally determined by rhythm as it is by tonal structure and the-
matic design, then sonata theory may well be leaving out an extremely important aspect of the 
art of sonata form. In this paper, I advocate the incorporation of phrase- rhythm analysis into 
sonata theory, which reveals proclivities in different zones and action spaces of sonata form for 
different phrase-rhythmic configurations. Significantly, the normative configuration for each 
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zone may be regarded as a default upon which deviations may arise. Further, functional types 
(such as the different types of transition discussed by Hepokoski and Darcy) intersect with 
various phrase-rhythmic scenarios to construct further formal categories. The present investi-
gation thus seeks not only to reinvigorate the relevance of rhythm to the study of sonata form, 
but also to expand the domain of Hepokoski and Darcy’s discourse on stylistic norms, levels 
of default, deformation, and compositional options.

Sonata Form and Tonal Structure in the First 
Movement of Bruckner’s Fifth Symphony

David Byrne  
University of Cincinnati

Opinions on the relationship between form and content in the symphonies of Anton Bruck-
ner have varied widely. Most notably, Bruckner’s student Heinrich Schenker believed that for 
his teacher, “the art of prolongation was no longer attainable.” I contend that as Bruckner’s 
first movements consistently display the generic features of sonata form, the Schenkerian 
model provides a valid and useful basis for studying the relationship between thematic and 
tonal structure in those movements. From this perspective, I will examine the first movement 
of the Fifth Symphony, of which there are few detailed studies in the published literature. 
Though the movement’s thematic surface is at times discontinuous, a Schenkerian view of its 
linear trajectory can explain its unorthodox but ultimately logical and coherent tonal scheme. 
A foreground motive from the introduction is replicated at various structural levels, including 
the background. In the exposition, the tonal and textural disconnection of the second theme 
and the delay of the structural dominant suggest a trimodular block of vast proportion. The 
non-tonic recapitulation of themes 2 and 3 and the placement of the final resolution in the 
coda can affect, and even heighten our perception of prolongation in the movement. The 
Schenkerian view confirms several of Warren Darcy’s concepts of Brucknerian sonata form: 
rotation, tonal alienation, the non-resolving recapitulation, and the coda as telos. I hope to 
demonstrate how different analytical approaches—in this case, Schenker and sonata theory—
can complement and largely corroborate each other, providing a multifaceted picture of a 
majestic and comparatively little-known movement.

Political Polarities in the 30s (AMS)
Klára Móricz, Amherst College, Chair

A Modernist Means to a Socialist End: Dmitry 
Shostakovich’s Score to Odna (Alone, 1929–1931)

Joan Titus 
University of North Carolina, Greensboro

With the possible exception of New Babylon (1929), Hamlet (1963–64), and King Lear 
(1970), Shostakovich’s film scores are unfamiliar to musicologists and thus have been neglect-
ed in music scholarship. This neglect is partly a result of the identification of his film scores as 
representative of socialist realism—a trend, doctrine, and aesthetic approach that presumably 
displaced modernist art practices in the Soviet Union. Scholars of Russian literature, art, and 
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film, however, have reevaluated histories that view modernism and socialist realism as oppo-
site and mutually exclusive aesthetics. This paper provides an analysis of the score to Odna 
(Alone, 1929–31), Shostakovich’s first sound film score, that reveals how the film embodies the 
traits of modernism of the 1920s and socialist realism of the early 1930s, forcing a reevaluation 
of the implied modernist/socialist realist dichotomy. 

 Alone was created when the imminent shift towards the socialist realist aesthetic increas-
ingly forced composers and film directors to negotiate between state politics and progressive 
art. The 1928 party conferences on cinema further defined the “Soviet” film, which placed 
greater restrictions on filmmakers and required that film be entertaining, profitable, properly 
socialist, and “intelligible to the millions,” a catchphrase perpetuated by the State organization 
of film, Sovkino. In the early 1930s, these restrictions also applied to experiments with sound 
film. Film scores, including Shostakovich’s score to Alone, were therefore evaluated as either 
“intelligible” enough to the public or too modernist to serve the “millions.”

My analysis of the film and its score reveal traits typical of both modernism in terms of 
form, structure, and cinematic techniques, and socialist realism, primarily in the socialist 
content and representation of the “folk.” Shostakovich’s manuscripts from the Shostakovich 
Apartment Archive and the Glinka Museum Archive in Moscow reveal his approach to 
coordinating the music with the film. His writings, along with the directors’ writings and 
unpublished documents from Lenfil’m (Leningrad Film) studios, also demonstrate how they 
collaboratively dealt with the coordination of underscoring and synchronized sound, as seen 
in the substitution of recurring musical motifs for synchronized speech, and the integration 
of underscoring and ethnographic recordings. The score’s complex reception, revealed in the 
directors’ writings and contemporary press, also informs my analysis and illustrates how this 
film was received as a modernist means to a socialist end.

 Beginning in 1928, film music served the political agenda of the post-revolutionary period 
by providing an outlet for the function of music—music could finally be “for the masses.” 
Moderate modernist composers like Shostakovich became part of the process of negotiating 
between innovative musical trends and the increasing need for music that reflected the social-
ist idea in film. Situating and analyzing Alone as a key example of the transitional nature of 
politics, music, and film in this period provides insight into the technological applications of 
music to film, while also illuminating Shostakovich’s burgeoning role as a young film com-
poser and his compositional strategies for creating film music in the era of early Russian sound 
film.

Reaching the Masses: Georges Auric as Populist ComposeR
Colin Roust 

Oberlin College

In 1920s Paris, Georges Auric was known as an ultramodernist and a leader of the French 
avant garde. By the end of the 1930s, however, Auric’s name garnered little attention from ma-
jor music critics. This shift in reception is closely tied to an aesthetic shift from the “lifestyle 
modernism” of Les Six and the Ballets Russes toward a populist aesthetic that reflected his 
growing commitment to Leftist causes. This paper elucidates aspects of Auric’s populist style, 
situating it within the ideals of the Popular Front and Leftist arts organizations.

Like many of his colleagues in the Fédération Musicale Populaire and the Paris Maison de 
Culture, Auric aimed to expand the opportunities for the grand public to encounter and ap-
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preciate art music. His primary strategy for achieving this relied on the increasingly popular 
medium of films. From 1934 until the fall of the Popular Front government in 1938, Auric 
composed for fourteen feature films—-all of the directors and screenwriters were actively in-
volved with Leftist politics, all the films were studio productions, and all represent an aesthetic 
that Georges Sadoul and other critics of the day dubbed “social realism.” In addition, eight 
of these scores were edited and sold by major publishing houses. In these film scores, Auric 
developed an orchestral style that would be transferred to the concert hall through such works 
as the Violin Sonata (1936), the Woodwind Trio (1938), and the orchestral Ouverture (1938). 
The last of these, composed as an overture for the French premiere of Shostakovich’s Fifth 
Symphony, was a critical success, even with politically conservative critics. Claude Chamfray 
wrote in La Revue musicale that “it is music that is both popular and of the highest quality,” 
while Léon Kochnitzky wrote in the same journal that it “reestablish[ed] communication be-
tween the modern composer and his listeners.” 

During this period, Auric was also particularly committed to the Popular Front’s empha-
sis on youth. As the government established numerous programs to develop the mental and 
physical well-being of children and young adults, Auric joined other members of the Asso-
ciation des Ecrivains et des Artistes Révolutionnaires in creating art for children. He composed 
several songs for use at the summer camps established by the Popular Front and his piano 
music is self-consciously written for intermediate-level piano students. 

Auric’s music of the mid- to late-1930s also exhibits an increasing involvement in national 
and international politics. Undoubtedly, the most politically committed of these works is 
his song “La Victoire de Guérnica” (1937). Following the bombardment of Guernica, French 
Communists cried for action, most notably in the pages of the journal Commune. In addition, 
Auric, Paul Eluard, and Pablo Picasso—-each aware of the others’ efforts—-created artistic 
responses to the tragedy. Picasso’s painting and Eluard’s poem were displayed in the Span-
ish Pavilion at the International Exhibition, which began a month or so after the bombings. 
Auric’s song-—which remains unperformed-—is a setting of Eluard’s poem that is moving in 
its direct and emotional appeal for peace and the end of fascism.

MAKING MUSIC ANTIMODERN: ARTHUR LOURIÉ 
AND THE INTERWAR RENOUVEAU CATHOLIQUE

Douglas Shadle 
University of North Carolina, Chapel Hill

A wave of Catholic revivalism, the renouveau catholique, flooded Paris between the two 
World Wars, flowed easily into the city’s musical circles, and left an indelible mark in its 
wake. Although two of the century’s most important composers—Igor Stravinsky and Olivier 
Messiaen—were agents within the revival, the quintessential “revivalist” was Arthur Lourié, 
Stravinsky’s amanuensis and a prolific composer in his own right. Using evidence from his 
published articles and several of his unpublished manuscripts, this paper uncovers Lourié’s 
role in the renouveau and situates his output within broader trends of the entre-deux-guerres 
Parisian music scene.

Lourié’s primary goal was to create a musical style imbued with the philosophical values 
of his friends, Jacques and Raïssa Maritain, two intellectual leaders of the renouveau. The 
Maritains tried to combat modernity’s adoration of the present with St. Thomas Aquinas’s 
medieval theology, which they believed was universally adaptable to all philosophical problems. 
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In their formulation, music and the other arts must be simultaneously “antimodern” and 
“ultramodern,” rejecting modernity’s narcissism while assimilating all of history into the 
present moment. Art should also be clear, precise, and ordered, because they, like Aquinas, 
considered it a virtue of the intellect. Lourié, a disciple of the Maritains, translated these 
ideas into the eclectic mixture of plainchant, polyphony, classical forms, and advanced 
chromaticism that marked his style in the majority of his works. Although the Maritains were 
socially intimate with musical luminaries such as Stravinsky, Ricardo Viñes, Georges Auric, 
Nicolas Nabokov, and Roland-Manuel, they gave unbridled praise to Lourié alone.

Lourié’s “neo-Thomist” style, which cleverly blended old and new musical elements, super-
ficially resembles the neoclassicism that dominated the compositions of his contemporaries, 
but he often criticized their music as empty and expressionless; Schoenberg’s dodecaphony was 
anathema to him. Instead, his style is closer in character to compositions by others touched 
deeply by the Catholic revival: André Caplet’s Le miroir de Jésus (1923), Charles Tournemire’s 
L’orgue mystique (1927–32), and Francis Poulenc’s Litanies à la vierge noire (1936). Like Lou-
rié’s compositions, each one of these works is thoroughly saturated with Catholic spirituality 
and musically amalgamates plainchant with modern idioms. Lourié, however, remained puz-
zlingly silent about them.

Despite being generally well-liked in Paris between the wars, Lourié, along with the Mari-
tains, left for the United States in 1941. A younger group of composers, La Jeune France, 
took his place as the standard-bearers of Catholic revival, and while the best known of these, 
Olivier Messiaen, rose to international prominence in the 1940s and beyond, Lourié fell into 
obscurity. This paper resurrects his music from the period, which has been all but lost, and 
places it in the rich context of entre-deux-guerres Paris.

Millet-Gerhard Controversy: Roberto 
Gerhard and Schoenberg in Barcelona 

Mark Perry 
University of Kansas

In 1930, following a concert at the Palau de la Música Catalana in Barcelona consisting 
entirely of the music by the Catalan composer Roberto Gerhard after his return from study-
ing with Arnold Schoenberg, a debate was sparked on the direction of Catalan concert music 
between Gerhard and the elder Lluís Millet, founder and conductor of the Orfeó Català. 
Millet harshly criticized Gerhard in the influential periodical Revista musical catalana, at-
tacking the music of Gerhard for its modernist qualities, and further complaining that his 
Schoenberg-influenced music had no theoretical framework. Gerhard, the most prominent 
modernist composer and advocate working in Catalonia, responded in his column from the 
avant-garde journal El mirador. Among his many contentions, he argued that theory always 
followed practice, and that composers are guided by inspiration, not by rules. Underlying 
these surface issues, the heated debate reflected a shift in the cultural discourse of Catalan 
nationalism at the beginning of the twentieth century. As a means of fostering cultural and 
political independence from the rest of Spain, Catalan national sentiment gradually switched 
to the promotion of modernist ideologies, having previously fended them off in the defense 
and preservation of traditional culture.

This paper is informed by critical examination of period documents and re-evaluates the 
historical performance of Gerhard’s music and the ensuing controversy. It focuses on how mu-
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sic of the Catalan composer exhibits an intricate reconciliation of traditional Catalan elements 
with modern Central European musical aesthetics as a manifestation of Catalan nationalism. 
My examination takes place within a framework of a series of complex and interrelated issues: 
the dominant political and national cultural ideology of Gerhard’s generation, his identifica-
tion with traditional Catalan culture, the reception of Schoenberg and his music in Barcelona, 
and Gerhard’s opposition to established national music such as that of his former teacher 
Felipe Pedrell. Our understanding of nationalism as a theory has developed to recognize that 
there are numerous viable approaches to its study, and this paper examines Catalan nation-
alism, a movement that promoted modernization in the arts as a manifestation of Catalan 
national sentiment.

Rural and Urban Creations (AMS)
Ronald Pen, University of Kentucky, Chair

Sound, Vision and Malleability: Bill Dixon’s 
Music for the Free Conservatory Orchestra 

of the University of the Streets
Marc Medwin 

American University

In 1967, legendary trumpeter Bill Dixon began a composition for the Free Conservatory 
Orchestra of New York’s University of the Streets. The present study will show the piece to be 
a summation of Dixon’s orchestral music to that point and to mark the genesis of composi-
tional and orchestrational techniques, fusing “jazz” and “classical” rhetoric, that Dixon would 
develop throughout the next thirty years.

While Bill Dixon’s role as architect behind the 1964 October Revolution in Jazz and the Jazz 
Composers’ Guild has received much attention, his teaching and composing have been over-
shadowed by his accomplishments in the sociopolitical arena. By the middle 1960s, he had 
already written two large-scale orchestral pieces; Pomegranate was composed for the Newport 
Jazz Festival of 1966 and Intents and Purposes was recorded for RCA Victor later that year. On 
the strength of these accomplishments, the University of the Streets, also known as the Real 
Great Society, was an organization devoted to enhancing the education of underprivileged 
New Yorkers. Dixon was hired to teach theory and composition courses, employing musi-
cians such as Ron Carter and Sam Rivers as aides when enrollment skyrocketed. Faculty and 
students formed an orchestra for which, as Dixon states, a new piece gradually emerged.

Dixon’s score for the Conservatory Orchestra is the centerpiece of this study. Its few surviv-
ing sketches, as presented in Dixon’s book L’Opera, integrated with primary witness accounts 
and new interviews with Dixon, combine in a detailed exposition of Dixon’s method both for 
orchestral conducting, innovative for its time in its use of hand signals and non-conventional 
gestures, and for an improvisationally based approach to orchestration. These performance 
practices, in turn, relate to the racial and sociopolitical circumstances under which the piece 
was first commissioned, and later, abandoned. 

Most important are the approximately ninety minutes of surviving rehearsal recordings, 
these shedding the most light on how the work might have been performed. Given these 
documents, the music itself will then be shown to share motivic links with Pomegranate and 
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Intents and Purposes. The Free Conservatory music becomes the missing part of a trilogy, the 
scope of which had not until then been attempted in the new Black music.

Aldine Kieffer, Southern Gospel, and Hillbilly Music: 
The Case of “The Grave on the Green Hillside”

Stephen Shearon 
Middle Tennessee State University

White gospel music, particularly that of the southern variety, is often cited as an impor-
tant source of country music. Indeed it was a significant presence on the early recordings of 
hillbilly artists, not least those of the seminal Carter Family of southwestern Virginia. Sources 
indicate that, in Camden, New Jersey, on February 14, 1929, early in their career, they record-
ed a song called “The Grave on the Green Hillside.” According to Charles K. Wolfe, the song 
had been credited to Aldine Kieffer, “one of the real founders of the shape-note singing-school 
movement.” Wolfe also noted that it had originally appeared in 1904 in a songbook published 
by James D. Vaughan of Lawrenceburg, Tennessee, the legendary “father of southern gospel 
music,” and had been recommended to the group by Big Tom Carter, “a preacher who was 
related to A. P. and who preached at the Mt. Vernon Methodist Church, where the family 
attended.”

Although Vaughan has been recognized as the man who sparked the emergence of southern 
gospel as it is known today, Kieffer was the man who, in the years following the Civil War, did 
more than anyone to spread gospel music and the seven-shape notation system throughout 
the rural areas of America, especially in the South and West. His is a compelling story. Born 
on the frontier in central Missouri, raised in the Mennonite world of the Shenandoah Valley, 
trained as a printer and musician under the tutelage of his grandfather Joseph Funk, a famous 
publisher and singing-school teacher, and having served as a Confederate soldier throughout 
the Civil War, Kieffer went on to become a highly recognized promoter of shape notes and 
sacred music. This song, then, “The Grave on the Green Hillside,” represents a significant 
intersection between three important American musical traditions: the nineteenth-century 
shape-note tradition (with a German Mennonite flavor, in this case), the twentieth-century 
southern-gospel tradition, and the emerging hillbilly, or country, tradition.

Using as background a study of Kieffer materials, including his published Reminiscences, 
letters, contemporary newspaper articles, and his own impressive book of poetry, Hours of 
Fancy, or Vigil and Vision (1881), as well as the writings of George Pullen Jackson and others, 
and my own visits to Singers Glen and Dayton, Virginia, I tell the story of this song. I con-
clude it clearly refers to the grave of Kieffer’s firstborn son, Cammie, who died just before his 
first birthday in 1867 and was buried in the Singers Glen cemetery. I examine the poem, which 
Kieffer wrote first, then his musical setting of it, which he published in 1886, then Vaughan’s 
version of it, and finally the Carter Family recording. When the recording is placed in this 
context, it clearly takes on a commercial patina, seemingly being designed to appeal to an 
emerging audience that is becoming used to getting its musical entertainment from profes-
sional performers on recordings and radio—and that is slowly leaving the community-based, 
participatory music-making of nineteenth-century rural America behind. 
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Transnational Dialogues (AMS)
Bruce Alan Brown, University of Southern California, Chair

Rethinking the Goûts-réunis: A Cautionary 
Tale of the Cantate françoise

Don Fader 
University of Alabama

Although the history of the goûts-réunis has largely been constructed around François Cou-
perin’s encounter with the trio sonatas of Corelli, the réunion des goûts was in fact a complex 
cultural phenomenon. The utility of a broader view of the goûts-réunis becomes particularly 
clear in examining the so-called “invention” of the French baroque cantate, about which there 
has been considerable disagreement—not only about the composer responsible, but also the 
patron, and even the social stratum, involved in its cultivation. A critical re-examination of 
the sources relating to the development of the cantate in this broader context demonstrates 
that, instead of invention by a single composer encouraged by a single patron, the process 
involved competitive exchange between poets, composers, and their patrons, all of whom 
sought a réunion des goûts.

This study builds on my previous work demonstrating that the two different groups 
identified by David Tunley and Manuel Couvreur as responsible for the “invention” of the 
cantate—Nicolas Bernier working with Jean-Baptiste Rousseau, and Jean-Baptiste Morin—
both developed connections to a circle of princely patrons around Louis XIV’s son, the 
Dauphin. In this paper I show that this network of patrons encouraged competition among 
their protégés, which not only took the form of “combats” between Italian and French musi-
cians, but also between Bernier and Morin in a race to adopt Italian style characteristics. 

The two composers had already begun competing in their publications of chamber motets, 
which make similar use of the Italian recitatives, da capo arias, motto introductions, and 
“device” technique that had just become popular in France through the vogue for Giovanni 
Bononcini’s cantatas. Evidence from the music and the sources of Rousseau’s poetry indicates 
that this competition continued in their cantates, where the techniques developed in their 
motets not only served as fodder for stylistic experimentation, but also played a central role in 
Rousseau’s attempts to develop cantate verse. Rousseau describes having developed the cantate 
from the ode by imitating Italian cantata texts, but, finding his first attempts unsatisfactory, 
he developed a standardized form structured around a mythological narrative. Not only did 
both Morin and Bernier set texts identifiable as Rousseau’s early experiments, but Rousseau’s 
experimentation itself seems to have been prompted by problems encountered in a competi-
tion between Morin and two Italians to set Rousseau’s ode, Philomèle, as cantates. Thus both 
Bernier and Morin played a role in Rousseau’s process of development.

Besides his setting of Philomèle, Morin’s experimentation with the cantate independent 
from the Bernier-Rousseau group is reflected both in his frequent settings of anonymous texts 
and unorthodox forms (in contrast to Bernier, whose cantates are all by Rousseau and largely 
reflect Rousseau’s standard form), and also in the witty defense of “his” new genre in his pref-
aces, in the verse, and in the music itself. These various avenues of evidence demonstrate that 
the cantate was not the invention of a single composer-genius, but rather one product of a 
continuing process of competitive experimentation undertaken by interconnected circles of 
interest in a réunion des goûts.
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The French Vocal Romance and the Sorrows 
of Exile in the Early American Republic

Emily Laurance 
San Francisco Conservatory of Music

As a genre, the French vocal romance has tended to be overlooked, if not outright maligned. 
Although it enjoyed an enormous popularity from about 1760 to 1850, modern scholarship 
devoted to the French romance has been slim. The seminal study is still Henri Gougelot’s 
1938 treatise La romance française sous la révolution et l’empire, in recent years supplemented 
by valuable contributions by scholars such as David Charlton and Daniel Heartz. Otherwise 
this genre has remained largely unexplored. In its heyday some of the romance’s ubiquity was 
due to its frequent inclusion in operas, a major part of French cultural life, and its cultiva-
tion by star singers such as Marie Fel. But the major themes of the romance also tapped into 
the tastes of pre-romantic France generally: its texts were often an imaginative reconstruction 
of the medieval courtly romance, treating such subjects as the Cid, Abelard and Heloise, and 
Richard the Lion-Hearted. Other romances set typically pastoral and idyllic texts derived from 
popular sentimental literature such as Rousseau’s La Nouvelle Héloïse, Saint-Pierre’s Paul et 
Virginie and, most especially, the works of Florian. From the outset the music considered ap-
propriate to the romance was of a naïve or archaic character. Both text and music tapped into 
a strong sense of a lost past, a past that seemed increasingly remote in a newly industrial and 
politically turbulent age.

The French romance also exerted a strong influence beyond its borders. Besides being a 
major influence on early German lieder, the romance and its aesthetic traveled to England 
with many of the French musicians and aristocrats who fled from the Revolution, and came 
to the United States in a similar fashion during the Revolutions in France and colonial Saint-
Domingue (Haiti). In this paper I will focus on the French romance in Federalist America 
as seen through the careers of two émigré musicians, the Saint-Dominguan Jean Baptiste 
Renaud de Chateaudun and the Frenchman Eugène Guilbert. After arriving in the United 
States, Chateaudun and Guilbert became important figures in the musical life of Philadelphia 
and Charleston, their respective adopted cities. But both men retained a strong sense of their 
national and musical origins: each organized and performed benefit concerts for francophone 
refugees, and each continued the tradition of the romance, whose nostalgic character would 
have had increased poignancy for expatriates. Like many of their contemporaries back in Eu-
rope, Guilbert and Chateaudun favored poetry extracted from Florian’s pastoral novels. One 
of Guilbert’s romance cycles sets texts taken from Estelle, while Chateaudun similarly uses 
poetry from Gonsalve de Cordoua. But a particularly sophisticated and affecting expression of 
loss is Chateaudun’s setting of a text inspired by Saint-Pierre’s Paul et Virginie—a romance that 
displays a striking combination of musical Sturm und Drang and literary pathos. In Chateau-
dun’s hands what had been a simple, strophic genre becomes an operatic expression of Paul’s 
anguish, rivaling some of the best efforts of Old World romance composers such as Jadin and 
Boieldieu.
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A Style hongrois at the Turn of the Nineteenth Century?
Catherine Mayes 

Cornell University

Recent studies of Westernized Hungarian-Gypsy music, or the so-called style hongrois, have 
characterized it as a clearly defined style or topic, recognizable to western European audiences 
from the late eighteenth through the nineteenth centuries, especially because it was familiar to 
them from publications intended for amateur performers. I argue, in contrast, that the con-
cept of the style hongrois is misleading when applied to music from the turn of the nineteenth 
century, for no such distinct and readily identifiable style existed at this time.

Beginning in the early 1780s, hundreds of Westernized Hungarian-Gypsy dances were com-
posed and published in Vienna. Despite titles identifying them as arrangements for keyboard 
or small chamber ensemble of actual Hungarian-Gypsy music, the domestication of these 
dances rendered them stylistically indistinguishable from other popular social dances of the 
period such as the contredanse, the écossaise, the polonaise, the Galopp, and the Ländler. 
Indeed, in the prefatory note to his own collection of 12 Ungarische Tänze, Franz Paul Rigler, 
an influential musician and teacher in Pressburg, confirmed: “Now some [composers] in Pest 
and Vienna have ventured to write Hungarian [dances]; in doing so they all overly hastily 
erased the truly characteristic [elements from these dances], and in the end one did not know 
whether they meant [to write] a Cossack dance or a contredanse.” Similarly, Jean Becke, a 
Munich chamber musician, commented in 1784 about the “Rondo all’ungarese” from Haydn’s 
Keyboard Concerto in D major that “Haydn’s beautiful concerto ends with a Cossack dance 
instead of a rondo.”

On the basis of an analytical study of a large and generically diverse repertoire as well as of 
its contemporary reception, I argue that Westernized Hungarian-Gypsy music participated 
in a more generalized central and eastern European Volkston or popular rustic style at the 
turn of the nineteenth century. More important, perhaps, questioning the status of the style 
hongrois prompts a general reconsideration of the meaning and applicability of the concept 
of “national style” to published music at this time. Although many such styles were described 
in print—in journals, dancing treatises, travelogues, and aesthetic discourses, for instance—
their unique and defining features were largely not preserved in published scores. Rather, as 
my examples demonstrate, the musical gestures common to much published music ostensibly 
based on national idioms belie the specificity indicated by their titles. At the turn of the nine-
teenth century, Westernized Hungarian-Gypsy music is thus best understood in this equivocal 
context, as only one of a number of different signifiers potentially implied by a shared set of 
stylistic signifiers.

Performing Villa-Lobos Abroad: The Dissemination and 
Reception of His Music in the United States (1923–59)

Luiz Fernando Lopes 
Indiana University

In 1955 Villa-Lobos was interviewed by Carleton Sprague Smith, who asked whether the 
composer thought his music was well-liked in the United States. Villa-Lobos answered, laugh-
ing, that the royalties he received were a sure proof of the American people’s interest. This 
little-known interview hints at a previously unrecognized phenomenon: the widespread dis-
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semination of Villa-Lobos’s music in the United States. This paper reveals that for the two 
decades preceding the composer’s death in 1959 there were on average more than fifty live 
performances or radio broadcasts featuring Villa-Lobos’s works per year in the United States 
alone. For comparison purposes, between 1923 and 1929 in France—where the composer was 
widely fêted and lionized—there were only nine such events per year on average, as is shown 
by my corrections and additions to previous research by Marina Pantano and Anaïs Fléchet. 
In a Musical America survey of the repertoire performed by more than thirty of the most im-
portant American orchestras during the 1955–56 season, Villa-Lobos was listed in fourth place 
among all foreign living composers and slightly ahead of the best-placed American composer, 
Aaron Copland.

This presentation is based on an extensive chronology of concerts, broadcasts, and reviews 
that I created by researching a great number of newspapers and music periodicals—mostly 
from Brazil, France, and the United States—as well as concert programs and a vast array of 
other primary and secondary sources. I have documented not only the American publishers 
and record companies who issued Villa-Lobos’s music—which outnumber those in any other 
country—but also the performances of Villa-Lobos’s music in thirty-nine of the American 
states. I will show that Villa-Lobos’s music was well-established in the United States five years 
before the composer’s first visit to the country in 1944, whereas as soon as he left France in 
1930 his music practically disappeared from the concert stage there. While the greatest surge in 
performances of Villa-Lobos’s music in America may be dated to after the New York World’s 
Fair in 1939, important performances of his music may be traced back to the early 1920s—
when Alfredo Oswald played the first complete Prole do bebê No. 1 and Guiomar Novaes 
offered the earliest documented performance of Choros No. 5, both in New York City—as well 
as the 1930s, when Villa-Lobos’s music was embraced by various American choreographers, 
with Martha Graham foremost among them, and his name was hailed by Paul Rosenfeld 
among the seven most important contemporary American composers.

In closing his interview with Carleton Sprague Smith, Villa-Lobos stated: “I feel that my 
moment in the United States is approaching. Therefore, my plan is the following, if I continue 
to be misunderstood in my country, perhaps I will move to the United States.” Even though 
he never followed through, this remarkable statement sums up the need for a reevaluation of 
the role of the United States in the composer’s life and career. 

Women and Keyboards: Strategies of 
Subversion and Resistance (AMS)
Linda Austern, Northwestern University, Chair

The Keyboard and the Construction of Female 
Domesticity in Seventeenth-Century England

Yael Sela  
Oxford University

“As every man’s house is his Castle, so is his family a private Commonwealth.” These words 
by the seventeenth-century writer Richard Brathwaite illustrate the duality of the early mod-
ern English household as both a private institution and a microcosm of the patriarchal social 
order. Early modern attitudes to womanhood as private and domestic, coupled with the 
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emergence of consciously delineated spheres of knowledge and action codified as public and 
masculine, led to an increasingly explicit gendered distinction between private and public 
spaces, especially among the landed elite, whose male members saw themselves as “public” 
people.

Under the decree of chastity, silence, and obedience, Englishwomen’s education was ac-
cordingly directed towards keeping them absorbed in the domestic realm and preventing 
them from becoming too knowledgeable about public matters. Next to needlework, reading 
of the Holy Scriptures, and writing, the attainment of musical skills complemented a girl’s rite 
of passage through which she was to become a virtuous woman—that is, chaste, pious, elegant 
and courteous—and hence worthy of fulfilling her role as a wife and mother.

In the decades leading up to the civil war, the attainment of keyboard skills by young 
maidens began to emerge as a fashionable practice among the privileged classes, becoming 
increasingly common throughout the seventeenth century as a mark of social advancement. 
This paper is concerned with the social significance of domestic keyboard performance as a 
distinctly female practice. Drawing on evidence in extant keyboard manuscripts owned by 
women and surviving virginals known to have inhabited early seventeenth-century English 
households, the paper examines the relationships between the female body, the virginal, the 
music as it was textually recorded, and the early modern domestic habitat to demonstrate how 
the extent and manner of female keyboard performance were strictly governed as a function 
of women’s designated social role.

In their specific symbolic and practical materiality, both women’s keyboard manuscripts 
and virginals were invested with male agency directed towards producing a desired social 
meaning in the act of performance. At the same time, this act enabled the female player to 
negotiate the performative effect of her playing, locating agency in her own body.

The paper suggests that in the early seventeenth century, keyboard music was appropriated 
as a domestic practice because it served to articulate and reinforce ideas of social order, class, 
and gender identity and to constitute patriarchal control, governing and confining women’s 
participation in processes of cultural negotiation. Yet, while the domestic sphere served as a 
realm of confinement, privacy also facilitated female agency, permitting women to manipulate 
and even resist some of the masculine paradigms by which they were compelled to live.

Discords of Resistance: Female Keyboardists in 
Late Eighteenth-Century German States

Laureen Whitelaw 
Northwestern University

The late Enlightenment witnessed a restructuring of gender roles in German-speaking Eu-
rope, discouraging a woman’s participation in the new civil society and creating a polarization 
of gendered social spheres. Where women held economic and social status according to her 
Geschlecht, or family lineage, in the early modern household, the new social and socioeco-
nomic reordering drew upon the Enlightenment principle that masculinity and femininity 
were opposites as prescribed by Nature, thus creating sharp distinctions between the cultural 
spheres of public and private. The transformed gender system privileged male professionals, 
gradually disempowering and excluding women of intellectual and artistic abilities from the 
public sphere during the Sattelzeit (1750–1850).
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This change did not result in an immediate transformation of discourse into social practice, 
however. Fraught with complexity and contradiction, the process often yielded exceptions. In 
spite of the social and legal discourse, women did participate in the public sphere, if perhaps 
only through strategies of resistance against the new gender order or in compliance with the 
more acceptable Enlightenment submovement of Empfindsamkeit (sensibility). Indeed, dur-
ing the last decade of the eighteenth century, a backlash erupted in feminine literature against 
Enlightenment rhetoric of emancipation through education as applied only to men; music for 
the fair sex was situated within this contestation.

Among the enduring perceptions in music historiography of eighteenth-century Germany 
is the female musician as a compliant, contained woman, at peace with her domesticated role 
at music. According to Matthew Head, “scholarly critique of the eighteenth-century iconog-
raphy of the lady at music has proceeded to date within the critical groove of ‘containment,’ a 
term that marks the disciplinary effect of music upon female subjectivity and social position.” 
The attainment of musical skills complied with the newly articulated private sphere in which 
idleness was taken on as a “character role”; more important, however, it offered an alterna-
tive to the dangers posed by the social world and acted to inscribe women’s primary roles 
within the patriarchal family. Although the practice and discourse that surrounded it sought 
to deprofessionalize music, accomplishment was valued within certain limits, constructed 
to ward off erudite “brilliant” playing. This “went hand-in-hand with attitudes that women 
could not achieve great things—that they lacked ‘genius’” (Head). 

This attitude is contradicted by the realities of feminine eighteenth-century keyboard com-
position, however. The same musical accomplishment that sought to impede temptation into 
“false social pleasures” and to etch a woman’s primary role in the new society helped to pro-
pel a few talented women into displaying precisely the “eruption” of female music making 
their male counterparts feared. This paper will question the critical perception of the “lady at 
music” as it pertains to compositions of female Kenner. Indeed, it will examine the contrary 
discourse surrounding professional female music-making as it circulated alongside the “easi-
ness” of amateur ladies’ music; examine their role in the new gendered social spheres; and 
provide a further complication to the accomplishment ideal and disciplinary rhetoric of music 
for the fair sex. (Acknowledgment is made to Matthew Head, “‘If the pretty little hand won’t 
stretch’: Music for the Fair Sex in Eighteenth-century Germany,” JAMS 52/2 (1999), 203–54.)

PERFORMERS FIT FOR A KING OF INSTRUMENTS: FEMALE 
ORGANISTS IN NINETEENTH-CENTURY ENGLAND

Judith Barger 
Little Rock, Arkansas

In 1880 organist John Stainer told readers of The Girl’s Own Paper, a popular London week-
ly magazine in its first year of publication, “There is something very fascinating in listening 
to the rich tones of a fine church organ, and probably there are but few girls who have not, at 
some time or other, longed to know how to perform on this ‘king of instruments.’” Stainer’s 
organ primer was addressed to the legion of England’s young females who were already profi-
cient pianists, having mastered that ubiquitous household instrument as one of the so-called 
feminine accomplishments of Victorian life. His was not the first music primer in that maga-
zine; in previous issues readers had learned how to sing a song, how to play the piano, and 
how to play the violin. In later issues, the harp, harmonium, concertina, guitar, banjo, and 
zither would be the focus of instructional articles.
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Reference to the church organ was significant, for with the exception of the organ, these in-
struments were all suited for domestic use. Organists, by necessity, practiced and performed in 
public spaces. Stainer was in a sense inviting his readers to transcend the expected bounds of 
their musical ambitions, yet given the Victorian belief that a female’s music making belonged 
in the home, organ playing for females could be problematic. By 1880 the idea of middle-
class women working in remunerative employment outside the home was more accepted in 
Victorian society than it had been earlier in the century, but not necessarily as paid musicians 
in the church, which lagged behind more liberal-minded institutions. Yet the church needed 
more organists. With new churches being built in England, many organ benches were vacant 
for lack of qualified musicians—often unwilling to accept the meager salary offered them. To 
churches in need, the reserve of skilled female pianists in England’s homes offered a viable 
solution.

 This paper considers the role of female organists as depicted in the pages of The Girl’s Own 
Paper. That women served in organist posts is clear from church guides of the time. Society’s 
acceptance of and expectations for these organists is less clear but can be teased out from ex-
amination of this widely read and highly respected magazine. Stainer, whose older sister Ann 
was an organist, knew where his loyalties fell: “The answer to the question, ‘How am I to play 
the organ?’ might be answered in two words, namely, ‘Do it.’ This is, in fact, the only answer 
that can be given.” But theory did not always meld with reality. As a conservative voice of The 
Religious Tract Society, The Girl’s Own Paper sought to guide its readers between competing 
demands of desire for at least a modicum of musical independence and of duty to comply 
with societal injunctions about music making. Focus on how the magazine achieved an ac-
ceptable solution to this musical dilemma in the case of female organists raises the question, 
“Acceptable to whom?” 

“One Piano and One Pianist”: The Triumph 
of Marie Pleyel in 1840s Paris

Alicia Levin 
University of North Carolina, Chapel Hill

In 1845, the spring concert season in Paris culminated as usual with an explosion of con-
certs offered in March and April by the most famous pianists in Europe. By any standards, the 
1845 season was particularly dazzling: child prodigy Louis Moreau Gottschalk gave his first 
concert in late February, followed by the legendary Charles-Valentin Alkan in early March. 
By the first of April, international superstars Léopold de Meyer and Sigismond Thalberg had 
arrived to give a series of concerts one after another over the course of several weeks. The un-
deniable climax of the season, however, was the return of Marie Pleyel to the Parisian stage. 
Sweeping aside Liszt, Chopin, and Thalberg, journalists crowned Pleyel the “queen of the 
pianists.” Having seized the field in what one critic called the “pianistic tournament,” Pleyel 
became in effect the first French woman to compete successfully in Paris on the same level as 
her foreign, male counterparts. Although Pleyel’s story has since languished in the footnotes 
of music history, she was nonetheless a major figure in mid-nineteenth century concert life, 
and this pivotal moment of her career as a virtuoso offers a fascinating glimpse of Parisian 
musical life in the 1840s. 

In this arena, the sheer exceptionality of musical skill associated with the foreign, male 
virtuosos in 1840s Paris presented Pleyel with a framework in which to celebrate publicly her 
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own exceptionality as a virtuoso. Through a close reading of the critical reception surrounding 
her 1845 concerts, I explore Pleyel’s strategies in carving out space for her own virtuosity on the 
over-crowded stages of Paris, and in particular, how she challenged social norms to become 
the “female Liszt.” Furthermore, my inquiry investigates approaches to fashioning virtuosity 
that characterized the high-stakes game of music-making in Paris.

To penetrate the ritualistic, gendered world of virtuoso pianism in Paris, Pleyel constructed 
a public persona that established on the one hand her virtuosic superiority, while on the 
other, navigated the restrictive social codes that prescribed her behavior as a woman. Though 
a talented pianist, she simply would not have seemed, as a native Parisian woman, to possess 
two key elements of the profile presented by most virtuosos who had succeeded in France: 
foreign nationality and male gender. Ten years living and performing abroad, between 1835 
and 1845, took care of the first. Not only had she passed with flying colors the same interna-
tional trials as her male counterparts, but she had also blurred the edges of her earlier Parisian 
identity with long stays in faraway cities such as St. Petersburg and with a new emphasis on 
her family’s Belgian origin. In her Parisian performances, she directly confronted the second 
challenge by performing explicitly masculine works, including Weber’s Konzertstück (a Lisz-
tian warhorse) and Mendelssohn’s G minor concerto, while maintaining through dress and 
demeanor her identity as a woman. In the end, Pleyel’s critics validated her claim to the title 
of virtuoso: “she came, she played, she conquered,” wrote one journalist. “Liszt is dead, long 
live Madame Pleyel.”
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