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Friday, March 31, 2017 
Memorial Union, 800 Langdon St 

 
2:00 – 3:30, Building Bridges between Religion and Censorship 

 
James Wozniak (University of Wisconsin-Madison), Chair 
 
Jon Bullock (University of Chicago) 

“‘Sing unto the Lord a New Song – Just  Not That One!’ A  
Case Study of Music Censorship in the Christian Church” 

Derek Myler (University of Utah) 
 “Building Bridges: Shostakovich and Non-Imitative Episodes  

in Twenty-Four Preludes and Fugues, Op. 87” 
Amanda Ruppenthal Stein (Northwestern University) 

“Judentum and Das Judentum: Rethinking the Narrative on  
19th century German Jewish Art Music” 

 
3:45 – 5:15, New Approaches 

 
Stephen Hudson (Northwestern University), Chair 
 
C. A. Norling (University of Iowa) 

“An Atmosphere of the West: Highlighting the Exotic in  
La fanciulla del west”	

Jacques Dupuis (Brandeis University) 
“Whistful Thinking: Middleness in Samuel Barber’s A Hand  
of Bridge” 

James Skretta (University of Iowa) 
“Metric Struggle/Cognitive Struggle: A Phenomenological  
Approach to Narrative in Schumann’s Symphony No. 2” 
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7:00 – 8:30, New Music Concert  
Morphy Concert Hall, 455 N. Park St 

 
Presbyopia  
for Pierrot ensemble and percussion 

      Daniel Sabzghabaei (Peabody Conservatory of Music) 
Rainy Night  
for flute, cello, and prepared piano  

          Wenxin Li (University of Wisconsin-Madison) 
colorless green ideas sleep furiously  
for piccolo, Eb clarinet, violin, celesta, toy piano, and percussion    
   Corey Dundee (University of Southern California) 
Changes  
for clarinet, violin, and cello             

    Patrick O’Malley (University of Southern California) 
Defeat Device  
for bass guitar, drums, and piano        
     Jacob Walls (University of Pennsylvania) 
Make the conquered beaten and pale…  
for piano solo        

Sonatina “adieu”  
for violin and piano 

     Peter Kramer (CUNY Graduate Center) 
Loin  
for amplified chamber ensemble 

          Rodrigo Bussad Cesar (University of Chicago) 
 

Sound Out Loud 

Iva Ugrcic, flutes; Pedro Garcia III, clarinets; Biffa Kwok, violin; 
Brian Grimm, cello, electric bass; Kyle Johnson, keyboards; 
Satoko Hayami, keyboards; Garrett Mendelow, percussion 
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Saturday, April 1, 2017 
Memorial Union, 800 Langdon St 

 
8:00 – 9:00, Breakfast 

 
 
9:00 – 10:30, Voices, Un(der)heard 

 
Kyle Johnson (University of Wisconsin-Madison), Chair 
 
Vanessa Tonelli (Northwestern University) 
 “‘Più penosi lai’: Exploring Male Characters’ Laments in  

Giovanni Legrenzi’s Operas” 
Andrew Tubbs (University of Iowa) 

 “Cripface: Overcoming Disability and Finding a Musical  
Voice in The King’s Speech” 

David G. Rugger (Indiana University) 
“Alfred Deller, the Countertenor Voice, and English  
Masculinity” 

 
10:45 – 12:15, Mediation & Circulation 

 
Emily Lane (Northwestern University), Chair 
 
Clair Nguyen (Hunter College, City University of New York) 

 “Journey Incognito: Music Cognition and Perception in the  
PlayStation 3 Game Journey” 

Karen Stafford (Indiana University) 
 “Mapping the Dissemination of Nineteenth-Century Sheet  
Music” 
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Ralph Lewis (University of Illinois-Urbana Champaign) 
 “Pauline Oliveros: Epitaphs of Technological and Embodied  

Liberations” 
 
2:00 – 3:30, Music & Politics 

 
Evan Pensis (University of Chicago), Chair 
 
Ken Ge (University of Miami) 

“Not in Our Name: Charlie Haden’s America, as Witnessed  
by his Liberation Music Orchestra” 

Alexander Javizian (University of Miami) 
“Derrumbando la Casa Rosada: Punk Rock and Resistance  
during Argentina’s Guerra Sucia” 

Jonathan Gómez (Michigan State University) 
“‘Racial Uplift or Blaxploitation?’: A Critical Examination of 
White Patronage in Jazz” 

 
4:00 – 5:30 Keynote Address  

 
 
Eric Charry (Wesleyan University) 
 “Interrogating Musical Identities” 
 
6:00 – 8:00, Keynote Reception and Conference Dinner  
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Keynote Speaker  
 

 
Eric Charry (B.Mus., M.Mus., NEC of Music; PhD, Princeton), 
Professor of Music at Wesleyan University, has carried out 
extended research in India, Mali, Senegal, Guinea, The Gambia, 
and Trinidad. Based in the discipline of ethnomusicology, his work 
ranges from the music of West African griots to the globalization 
of hip hop; from the emergence of avant garde in jazz in the 1950s 
and 60s to the music cultures of downtown New York City in the 
same era. Charry has presented his work on African music, jazz, 
and improvisation widely and has published extensively, including 
dictionary and encyclopedia entries and books (Mande Music, 
2000; Hip Hop Africa, 2012). In 2011 he directed the National 
Endowment for the Humanities Summer Institute Ethnomusicology 
and Global Culture. 
 
 

“Interrogating Musical Identities” 
 

What is it that allows us to place music we’ve never heard before 
or draws us to claim a piece of music (or style) as our own? Musical 
instruments convey visual and sonic signatures, including their 
morphology and materials, timbres, tuning systems, textures, 
rhythms, and melodies. So do vocalists in their own ways. Musical 
identities across Europe are shaped within a shared tonal system by 
well-defined families of musical instruments with distinct national 
and regional traditions. European tonality is just one among many 
options used in West Africa, which has a seemingly endless variety 
of instruments (within readily identifiable families) and music 
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cultures. How can one make sense of the great musical diversity in 
West Africa (related to its linguistic diversity), which, at the same 
time, clusters into regional and supra-regional cultures, 
independent of political boundaries? This question is further 
enriched by looking at state-sponsored attempts to create national 
cultures as well as how independent artists have shaped their own 
personal styles. In this talk I will examine case studies from Senegal 
(Youssou N’Dour), Mali (Oumou Sangare), and Nigeria (Fela 
Kuti), and expand the field to include one of the more radical 
extensions of African diasporic musical styles in the USA (Albert 
Ayler, John Coltrane). The aim is to interrogate the phenomenon 
of musical and cultural identity in Africa and its diaspora, taking 
account of how it has been theorized (civilization/culture, a 
changing same, and roots/routes). The case studies will bring us 
into the creative cauldron where deeply rooted and more recent 
cultural currents mix, touching on issues of ethnicity, race, 
nationality, gender, acculturation, and appropriation. 
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Abstracts 
 
Friday 
2:00 – 3:30, Building Bridges between Religion and Censorship 

 
 

 “‘Sing unto the Lord a New Song – Just Not That One!’  
A Case Study of Music Censorship in the Christian Church” 

Jon Bullock 
 

 In many ways, music is similar to faith – they  both pervade 
all of life, they both remind humankind of greater forces at work 
in the universe, and they both contain the power to influence 
thought and action. Perhaps for this very reason, the Christian 
church has been utilizing the immensely powerful combination of 
music and faith for nearly two millennia. But just as music can 
serve as a vehicle for sacred expression, it can also be used to 
express sentiments that church officials find offensive or even 
heretical. As long as church leaders have used music to attain 
spiritual progress, they have also censored music that threatens to 
impede that progress. Today, many church leaders still rely on 
music censorship to protect their own “authentic” versions of 
Christianity. 
 In this paper, I attempt to highlight some of the underlying 
reasons for music censorship in the church while offering several 
observations about its (in)effectiveness among the current 
generation of believers. As the basis for my research, I describe a 
case study that I conducted in 2015 among a group of students 
who were attending a small church-sponsored liberal arts college 
when it closed its doors in 2013. I use data gathered from these 
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interviews to trace the ways the students’ views on music and 
spirituality either changed or stayed the same after they left 
Gateway Christian College, and to discuss what their experiences 
say about music censorship in the church today. In doing so, I 
consider the disagreement among contemporary church leaders 
about notions of music and morality, and the ways that music 
cognition affects encounters with music censorship. Most 
importantly, I voice the students’ concerns about their experiences 
and their suggestion that church leaders should either offer the 
reasoning behind their music standards or stop talking about 
music altogether.  
 

Building Bridges: Shostakovich and Non-Imitative Episodes 
in Twenty-Four Preludes and Fugues, Op. 87 

Derek Myler 
 

 While fugue technique has varied widely throughout music 
history, the episode has remained an essential component of the 
fugal process. The predominant vehicular feature of the 
modulatory episode has traditionally been understood to exist in 
the imitative collaboration of motive-fragments taken from the 
exposition, most often treated in sequence. Indeed, an episodic 
canonization has occurred over the centuries, and from Marpurg 
to Albrechtsberger to Buillivant and Mann, the fugal literature has 
crystalized such imitative technique as the invariable, governing 
characteristic of the formal episode.  
 In his Twenty-Four Preludes and Fugues of 1950-1951, however, 
Dmitri Shostakovich employed a differing technique in the 
creation of certain fugal episodes. This paper examines and justifies 
Shostakovich’s alternate episode-model, found most conspicuously 
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in the eleventh fugue of the Op. 87 cycle. In this fugue, 
Shostakovich introduces a single-structure episode, one which is 
not based on repetitive sequential motion nor any type of 
combinatorial process of imitative fragments. Rather, the episodes 
of Fugue No. 11 accomplish their new key areas via a single, 
independently transformational melodic gesture.  
 The musical significance of this unorthodox episodic practice 
lies in its alternative achievement of the fugal goal – contrapuntal 
development of the expository themes. Moreover, the author 
argues that the recognition of this alternative episode type is 
valuable with particular regard to the corpus of the twentieth-
century fugal literature; by way of illustration, this paper 
demonstrates the procedure practiced by Hindemith in his seminal 
work Ludus Tonalis, composed nearly a decade before 
Shostakovich’s Op. 87 but employing a similar technique.  
 

“Judentum and Das Judentum:  
Rethinking the Narrative on 19th century German Jewish Art Music” 

Amanda Ruppenthal Stein 
 

Musicologists agree that the concept of “Jewish music” has 
varied historically, geographically, and theoretically throughout 
scholarship and criticism. Jewishness can be and has been 
musically expressed in different ways in different periods, and the 
concept of Jewishness in art music confounds easy categorization. 
Whereas the earliest anti-Semitic travel journals printed across 
Europe described pervasive “noise” in synagogue worship and 
Richard Wagner’s Das Judentum in der Musik (1850, revised 1869) 
decried art music infected by Jewishness and Judaism, later 
nineteenth and early twentieth scholarship from Eduard 
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Birnbaum and Avraham Zvi Idelsohn reclaimed Jewish music, 
writing of music infused with Jewish spirit and soul. 
 In this paper, I challenge existing scholarly narratives on 
Jewish composers and musicians of the long nineteenth century, 
drawing attention to how scholarly language and qualifiers that 
define “Jewish music” have problematically overgeneralized, 
overemphasized, or written out a large group of composers and 
performers. Although recently, some scholars have stressed that 
Jewishness in music cannot be defined by sonic markers alone, the 
narrative continues to remain inconsistently defined in textbooks, 
in Grove, in academic monographs, and in public performance 
programming. 
 Drawing on both archival research and musical examples 
from those known mostly for composition, including Felix 
Mendelssohn, Ferdinand Hiller, and Friedrich Gernsheim, as well 
as some of the nineteenth century’s more better-known performers 
of Jewish ancestry, Anton Rubinstein and Joseph Joachim, I 
suggest a new interpretation for how composers and musicians 
engaged with their Jewish identities and synthesized it with their 
secularized and assimilated German identities. Additionally, I 
problematize the various translations of the German word 
Judentum in musicological and Jewish Studies scholarship, 
disrupting existing scholarly narratives and introducing a more 
nuanced conception of intersections between Jewishness and 
Germanness for this long overlooked and oversimplified period in 
Jewish music history. 
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3:45 – 5:15, New Approaches  
 

 
“An Atmosphere of the West: Highlighting the Exotic in La fanciulla del west” 

C. A. Norling 
 

 Typical of Puccini’s verismo practices, the majority of La 
fanciulla del west draws on the historical context of the California 
Gold Rush of 1849. The opera contains the essential elements of 
the Wild West: prospectors, whiskey, a beautiful saloon girl, an 
outlaw, a ruthless lawman, high-stakes hands of poker, and 
Indians. However, it succumbs to certain sensationalized fictive 
elements that distort the reality for American Indians. This study 
contextualizes the subject of the opera within Native American 
history, specifically identifying the connection between two 
indigenous characters and the historical realities of the California 
Gold Rush. Through textual and musical analysis, it identifies 
specific stylistic traits that place what Puccini himself called a 
“strain of the grotesque” in the broader tradition of American 
Indian musical depiction. 
 The text given to the indigenous characters, Billy Jackrabbit 
and Wowkle, contains a combination of exaggerated and 
fabricated “Indian” characterizations that serve to separate them 
from the dominant Euro-American milieu and, subsequently, 
creates the desired element of the other. Puccini supports the 
libretto’s exoticism with an abundance of compositional markers 
of indigeneity, as well as, generic techniques used to depict a 
departure from the comfort of traditional European tonality. As 
with the well-documented appropriation of Japanese melodies in 
Madama Butterfly and, later, Chinese melodies in Turandot, Puccini 
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included published American Indian melodies of the 
contemporaneous Indianist movement to, as he described, “get the 
atmosphere” of the American west. These melodies, however, are 
almost entirely removed from any indigenous context and thus are 
virtually indistinguishable from the composer’s own material. The 
result is an indigenous musical characterization that, like the text, 
has little connection to its attempted authenticities but rather, 
relies on a stereotyped exotic image to ultimately fulfill the 
romanticized requirements of an American Gold Rush narrative. 
 

“Whistful Thinking: Middleness in Samuel Barber’s A Hand of Bridge” 

Jacques Dupuis 
 

 Samuel Barber’s short operetta, A Hand of Bridge (1959, 
libretto by Gian Carlo Menotti), is rare within its composer’s 
oeuvre for its use of vernacular musical styles, including folk and 
popular song, commercially referential music, and, most 
prominently, jazz. Though he is often described by critics and 
scholars in terms suggesting an almost archconservative composer, 
with A Hand of Bridge, Barber broke from the neo-Romantic style 
with which he is most often identified. In the operetta, Barber trod 
a middle ground between the popular music styles he never 
explored seriously as a composer and the elevated style of his two 
major operatic ventures (the 1958 Pulitzer winning Vanessa, and 
Antony and Cleopatra, which opened the new Metropolitan Opera 
at Lincoln Center in 1966).  
 This paper examines the middleness of A Hand of Bridge in its 
depiction of two consciously average American married couples 
playing bridge, a card game that reached its peak American 
popularity at the midpoint of the twentieth century. The primary 



	14	

arias of the four characters (each an internal monologue expressing 
what is outwardly suppressed) are the loci of the work’s 
commentary on two interrelated issues in midcentury middle class 
America: consumerism and ambition for cultural ascendency. No 
aria is more explicit in this respect than David’s aspirational, 
bacchant “outline” aria, a veritable Who’s Who of historical 
aristocratic figures and artifacts. Constructing a historicist fantasy 
of wealth and excess, the aria capitalizes on an audience’s thrill in 
recognizing its references, and in so doing grants access to the work 
of an élite composer. Beginning with the piece’s status as 
exceptional within the composer’s overall output, this paper 
considers reception history and pertinent details of the piece to 
argue that Barber’s treatment of his own era and his utilization of 
popular music styles coalesce here as social criticism. 
 

“Metric Struggle/Cognitive Struggle: 
A Phenomenological Approach to Narrative in Schumann’s Symphony No. 2” 

James Skretta 
 

 Critical receptions of Schumann’s Symphony No. 2 in C 
Major consistently points to an archetypical narrative of “struggle 
leading to victory.” In this paper, I employ a cognitive approach to 
metric analysis that supports this narrative, further exploring how 
“struggle” might come to be embodied by listeners themselves. My 
approach to metric analysis blends the concerns of recent 
hierarchical-taxonomical models with those of cognitively-based 
projective models, and ultimately interprets the audible metrical 
data through a phenomenological lens. 
 This analysis focuses on the opening movement’s exposition, 
whose own “struggle to victory” trajectory is a microcosm of the 
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Symphony as a whole. As with thematic units throughout the 
Symphony, the exposition’s form-functional units exhibit differing 
metric states. Thus, these metric states are essentially thematic. I 
suspect that it may be a common experience for listeners to attempt 
to maintain a prior pattern of metrical entrainment through the 
changing metric states. Among many others, Joel Lester points out 
that once we have entrained to a metric state we will cognitively 
project it for “as long as it is not strongly contradicted by other 
evidence...” These moments of contradiction are endlessly 
fascinating. I argue that “struggle” arises from the cognitive labor 
exerted by a listener in these moments of contradiction as they 
adjust their pattern of metrical entrainment to accommodate 
perceiving the changing metric states. From this perspective, I show 
how a metric analysis grounded in hierarchy, cognition, and 
phenomenology can validate both narrative and syntactical 
elements. 
 
Saturday 
9:00 – 10:30, Voices, Un(der)heard 

 
 
“‘Più penosi lai’: Exploring Male Characters’ Laments in Giovanni Legrenzi’s Operas” 

Vanessa Tonelli 
 

 In act one of Zenobia e Radamisto – a 1666 opera composed by 
Giovanni Legrenzi – the main protagonist Radamisto sings a 
lament about his supposedly dead wife. Similarly to Radamisto’s 
two other laments in this opera, the corresponding music adheres 
to typical lament-like conventions – slow tempos, string 
accompaniment, and descending tetrachords – following patterns 
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established by Legrenzi’s predecessors Claudio Monteverdi and 
Francesco Cavalli. Radamisto’s laments, however, stand out 
against many earlier laments, not only because they occur multiple 
times – not just at the climax of the plot, where it is conventionally 
placed – but also because they were written for a male character. 
 As seen in seventeenth-century behavior manuals, medical 
treatises, philosophical writings, as well as in art and music, 
laments and sadness are often traditionally associated with women. 
If a man displayed too much emotion, his masculinity could be 
threatened. Legrenzi, however, repeatedly set passionate laments 
for male characters. Both leading men in Zenobia e Radamisto sing 
laments, as do kings, soldiers, and even male servants in Legrenzi’s 
three other extant operas. In fact, in Zenobia e Radamisto, the male 
characters’ laments are the most dominant, as the female 
characters’ are short and quickly resolved. 
 While women’s laments in seventeenth-century operas have 
often been studied, I am exploring how laments might have been 
written differently for male characters. Focusing primarily on the 
music and libretto of Legrenzi’s Zenobia e Radamisto, as well as his 
second extant opera Il Totila, I will show how Legrenzi and his 
librettists modified the lament genre for male characters. I argue 
that through subtle adjustments of typical conventions, Legrenzi 
created laments that did not threaten the honor and masculinity 
of his main male protagonists. Instead, he and his librettists 
produced heroic, noble, and even humorous moments, which fit 
within the gendered expectations of his time.  
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“Cripface: Overcoming Disability and Finding a Musical Voice in The King’s Speech” 

Andrew Tubbs 
 

 Contemporary society justifiably loathes blackface portrayl of 
African American image and culture. However, a blind eye has 
been turned to an analogous phenomenon. Cripface is the 
portrayal of a person with a disability by an able-bodied actor. Not 
only is this performance aesthetic tolerated, but lauded with 
repeated Academy Awards. While cripface characters in western 
music performance are not a recent occurrence, disability in the 
musical academy is in its infancy. Thus, questions of the musical 
representation of the cripface, disabled body in film largely go 
untouched. 
 This study brings to light how musical narratives parallel and 
support stereotypical, disabled narrative arcs produced by cripface 
portrayals. Building upon scholars such as Neil Lerner and Joseph 
Straus, this study intends to explore music’s role in reaffirming 
cultural constructions of disability in Colin Firth’s cripface 
portrayal of King George VI in The King’s Speech (2010). Disability 
transitioned in the mid-19th century from being viewed as an 
affliction derived from God, to a deviation from a medical 
normalcy which could be overcome. One of these stereotypical, 
disabled narratives is the “overcoming narrative.” Simply, before a 
character can realize their greatness, they must first transcend or 
overcome their disability. Alexandre Desplat’s score reaffirms King 
George’s overcoming narrative through the tonal problem of a 
literal musical stutter. At which point, his stutter, both musical and 
physical, must be overcome before assuming his expected regal 
image. Cripface productions fail to represent disability as a lived 
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experience, opting for appropriating disabled narratives as 
metaphors for the human spirit. Music holds a seminal role in how 
these metaphors are advanced. By better understanding musical 
metaphors in cripface productions, one can better realize its role 
in constructing the disabled Other. 
 

“Alfred Deller, the Countertenor Voice, and English Masculinity” 

David G. Rugger 
 

Alfred Deller built his career – first performing with Michael 
Tippett at Morley College, and then through frequent broadcasts 
on the BBC – performing the music of England’s past, especially 
Purcell. To Purcell revivalists, Deller’s voice seemed to solve a 
thorny issue of performance practice. It fit the composer’s many 
prominent countertenor parts, which had proven a stumbling 
block for tenors and female contraltos alike. And so, by the 
ubiquity of his voice in concert, on record, and on the radio, Alfred 
Deller defined, in part, how the English past sounded. 
 But alongside the claims of historical authenticity ran a 
persistent, if muted, narrative about the questionable masculinity 
of the countertenor voice. Since the nineteenth century, the 
falsetto register was often perceived as feminine. If the 
countertenor voice was “quintessentially English,” and if Alfred 
Deller’s falsetto-dominant way singing was historically authentic, 
then the countertenor’s masculinity was important because it 
problematized the co-constitutive ideologies of gender and national 
identity. England’s claim to musico-historical greatness, often cast 
in explicitly masculinist terms, was predicated on the sound of a 
deeply gender-troubled voice. 
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 Drawing on archival research conducted at the BBC, Morley 
College, and the Deller family archive, I explore the discursive 
friction between the constructs of masculinity and national 
identity in postwar England. The incongruity between Deller’s 
voice and body was a sticking point in the normally smooth 
hermeneutic process of converting vocal sound into musical 
meaning. Through reviews, letters, and previously unexamined 
radio scripts, I trace the audile techniques that arose around Alfred 
Deller’s voice, which offered the listener strategies for attending to 
the claimed historicity of the countertenor while quelling the queer 
potential of falsetto singing, thus maintaining the symbiotic 
relationship between “Englishness” and “Manliness.” 
 
10:45 – 12:15, Mediation & Circulation 

 
 

“Journey Incognito:  
Music Cognition and Perception in the PlayStation 3 Game Journey” 

Clair Nguyen  
 

 This presentation examines a 2012 PlayStation 3 video game, 
Journey, whose programmatic score is recognized as the first 
Grammy-nominated video-game soundtrack. Journey’s soundtrack 
was recorded as a singular monothematic cello concerto with 
completely live instrumentation. The aurally realistic, deeply 
interactive soundtrack heightens gamer immersion through 
creative sound cues and musical presentation that successfully 
shapes gamer perception of specific sonic effects. My analysis of 
gamer perception of Journey’s musical score observed score control 
and presentation, the transformations and perceptional 
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possibilities of themes, and the interactivity between player and 
triggered music blocks. I also used basic cognition-perception 
concepts to evaluate the musical score of Journey, including musical 
expectancy and the BRECVEMA mechanisms of musical emotion 
(Juslin, Barradas, and Eerola 2015). Deliberate conditioning of the 
association between the gamer’s avatar to the main “Nascence” 
theme aids gamers in analyzing sonic content for clues to 
completing and “performing” the game, simultaneously crafting 
musical expectations, interpretation, and re-interpretation through 
hours of psychological and physical interaction. 
 Video gaming is an advanced form of multimedia interaction 
that involves an electronic console and the direct involvement of a 
human gamer. Gamers can be likened to musical performers 
engaged with an interactive score (the screen), instrument (the 
controller), and self (the performer). Yet it is the medium of 
musical exposure and execution that alters the traditional notion 
of a live performance. If the varied, personal, and individualized 
execution of Journey’s pre-composed, player-cue-based sound blocks 
were considered a form of musical presentation, the gamer’s 
perceptual experience would result in a live, player-generated 
performance. In my presentation, I will demonstrate how Journey 
was composed and presented to facilitate music cognition and 
perception in gamers interactively participant in the game’s 
performance narrative. 
 

“Mapping the Dissemination of Nineteenth-Century Sheet Music” 

Karen Stafford 
 

 In the tradition of scrapbooks and albums, a form of 
collecting practiced with increasing frequency by young women in 
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the nineteenth century was that of assembling binders’ volumes of 
sheet music. While the social function of the music within binders’ 
volumes has been considered by a few scholars, far more issues have 
yet to be discussed, including the dissemination of music through 
both sales and gifting. This paper mines locational metadata to 
map the transmission of nineteenth-century sheet music in the 
United States using geolocation tools. Through the application of 
digital humanities tools along with more traditional musicological 
methods, I contextualize the dissemination of nineteenth-century 
binders’ volumes from both cultural and commercial perspectives, 
analyzing publishers’ and distributors’ stamps with geolocation 
tools to track the movement of individual pieces in a binder’s 
volume from the publishers to their owners. These stamps are 
particularly intriguing when they indicate trade routes between 
established East Coast publishers and a growing market for music 
in Ohio and Illinois or an East Coast distributor of European 
music. This paper uses digital mapping tools to aid in the 
understanding of sheet music transmission and dissemination in 
the nineteenth century through an examination of carefully 
cultivated binders’ volumes. 
 

“Pauline Oliveros: Epitaphs of Technological and Embodied Liberations” 

Ralph Lewis 
 

 During the weeks between the planning of what was intended 
to be a paper about Pauline Oliveros and the manner in which she 
performs gender and sexuality in her work and my final version of 
it, she passed away. While the articles I had found in support of 
this topic remain useful in describing the ways Oliveros acted on 
and about gender and sexuality in her life and music, there has 
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been an influx of new materials: perhaps at no other time in 
Oliveros’s career has she been discussed so frequently across so 
many different media outlets. Though some of the articles draw 
their information from evergreen sources about Oliveros’s life as 
obituaries and related writings tend to do, they also often make the 
space to summarize the themes of her work, including Deep 
Listening’s goals of embodied listening and healing and the 
prominence of gender, technology, and their intersection. In doing 
so, they provide rarely seen public epitaphs about the importance 
of embracing issues of gender (and sexuality) for an artist like 
Oliveros as well as a way to consider how a prominent feminist 
musician’s words are employed by others. 
 
2:00 to 3:30, Music & Politics 

 
 

“Not in Our Name:  
Charlie Haden’s America, as Witnessed by his Liberation Music Orchestra” 

Ken Ge 
 

 Ingrid Monson, in her introduction to Freedom Sounds, 
expands on Michel Foucault’s concept of discursive formations by 
arguing that music itself is discursive – not “external to a social and 
political account,” but a “central player in the dialogue between art 
and meaning.” In that spirit, I attempt to provide insight into those 
commentaries and interpretations both generated and 
accumulated by Charlie Haden's Liberation Music Orchestra. I 
reference each of the ensemble’s recordings, but to me it stands to 
reason that, like a snowball gathering mass, each subsequent work 
attracts increasing expectation, each musical “utterance” further 
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compounding the web of ideas and perceptions about those ideas. 
And already, there is no shortage of commentary on the overtness 
and purposefulness with which Haden (in collaboration with Carla 
Bley) interleaved the music with notions of struggle, freedom, 
global awareness, and political consciousness. So, my discussion of 
the album Not In Our Name (2004) is not so much an addendum 
or validation of its reputation as it is a contextualization of the 
band and music in a post-9/11, Bush II-era nation, attending to 
specificities of race, liberalism, perceptions of “American-ness,” 
and narratives of protest jazz, post-modernism, and avant-gardism. 
How do Haden and the band navigate the circuitous pathways 
between music, criticism, self-portrayal, and politics? What risk 
does this music take on when its creators’ political viewpoints, to 
paraphrase Robert Walser, become “anything but private”? Does 
instrumental jazz invoke protest, embody it, or both? 
 

“Derrumbando la Casa Rosada:  
Punk Rock and Resistance during Argentina’s Guerra Sucia” 

Alexander Javizian 
 

 From 1974 to 1983, Argentina endured one of its most 
darkest times; the Guerra Sucia (Dirty War). Initiated as a coup by 
General Jorge Rafael Videla, the war originally had the goal of 
defeating guerilla groups who were rampant throughout the 
country, however, it lead to the imprisonment, torture, and 
executions of thousands of citizens, many of whom lacked any 
political affiliation. Numerous citizens who protested the 
government's actions became targets of retaliation, and to this day, 
there are over 30,000 individuals who were abducted that are still 
missing today. 
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 During the war, a punk scene began to grow in Buenos Aires. 
Inspired by bands outside of Argentina, such as The Sex Pistols 
and The Clash, these bands drew on punk elements of anti 
authority and youth rebellion, and adapted their music to combat 
the realities of their everyday lives. The song Repression by the band 
Los Violadores, for example, criticized civilians who carried out 
their day to day lives while ignoring the state of the country and 
the actions of the government, and Alerta Roja's song Revolución en 
Evolución focused on the actions of the government, drawing 
attention to their corrupt policies, and noting how other similar 
political scenarios in Latin American countries evolved into 
revolutions. 
 While many of these bands had successful careers after the 
Guerra Sucia ended, their origins were rooted within the context 
of one of the most turbulent times in Argentine history, providing 
a new context than the musicians' counterparts from the U.K. and 
the USA. In this paper, I will show how punk in Argentina was 
used at this time provided an outlet for the country's youth to 
express their voices and manage the numerous socio-political 
conflicts which surrounded them. 
  

“‘Racial Uplift or Blaxploitation?’:  
A Critical Examination of White Patronage in Jazz” 

Jonathan Gómez 
 

 Upon winning the 1937 Metronome magazine “trumpeter of 
the year” poll, Harry James asked “How can they possibly vote for 
me when Louis [Armstrong] is in the same contest?” While this 
remark may strike some as mere modesty, I posit that it can, 
instead, be understood as an exercise in the performance of 
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patronage. “Patronage” is often understood as 18th  and 19th 
century aristocracy providing financial assistance to enigmatic and 
divinely-inspired artists so that their art may benefit society. By 
performing the act of patronage, James brings the attention from 
Armstrong back on to himself, demonstrating why a solely 
pecuniary/altruistic understanding of patronage is insufficient for 
understanding white supporters of black jazz. 
 This paper examines the ways in which members of the white 
community have engaged in patron-client relationships 
throughout the history of jazz. Specifically focusing on critical 
opinion in public spaces, I problematize the assumption that 
patronage is inherently altruistic and instead show that it may, in 
fact, be the patrons who are the primary beneficiaries of such 
relationships. By scrutinizing the public performances of white 
critics, writers, and documentarians I posit that patronage in jazz 
can be viewed as a method to acquire cultural capital through 
embodiment of the “white (male) savior” and insider to African-
American culture. 
 Using Howard S. Becker’s work in his 1982 study Art Worlds 
as a starting point, I will construct a new meaning for the concept 
of “patronage” in jazz based on imbalances in power, and access. 
Further through the work of cultural historians Lawrence Levine 
and Robin D.G. Kelley, and political scientist James C. Scott, I 
explore how public performances of patronage and their attendant 
cross-racial politics affect the creation, reception, and 
dissemination of jazz in the United States. 
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Ensemble in Residence 

MGMC 2017 is pleased to welcome Sound Out Loud as its 
ensemble-in-residence for the 21st annual meeting. Sound Out 
Loud will present a new music concert on March 31, 2017, of 
music written and submitted by graduate students across the U.S. 

Sound Out Loud is a new music performing ensemble currently 
based out of Madison, Wisconsin. The group specializes in 
contemporary music from the early 20th century to the present, as 
well as commissions new works to be written for it. 

Having drawn inspiration from numerous performance ensembles 
(such as Eighth Blackbird, Silk Road, and the International 
Contemporary Ensemble), the group seeks to expand the realm of 
possibilities within the chamber ensemble repertoire through the 
implementation of experimental techniques, the incorporation of 
a variety of instruments and musical styles from the Middle East 
and Asia, innovative performance practice, and the use of live 
electronics. 
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Program Notes 
 

Presbyopia for Pierrot ensemble and percussion 

Daniel Sabzghabaei 
 

Presbyopia takes its name from the eponymous medical condition 
that afflicts nearly every person on Earth who reaches old age: age-
related farsightedness. Although not fully understood, studies 
suggest the condition is most commonly associated with a 
weakening of the lens of the eye. Spurred by my sister who is 
doctor, the piece focuses on two aspects of this condition: the 
weakening of the eye, causing blurriness and confusion, and a 
reflection on growing older, rife with the intense nostalgia that 
comes along with the aging process. The piece is structured as a 
series of dichotomies, going back and forth between blurriness and 
clarity, mazy harmonic areas coupled with definite ones, and the 
busy life of youth together with the calm reflection old age; all are 
put on display throughout the work. The piece culminates in an 
exploration of nostalgia for the last few minutes, celebrating the 
present while reflecting on the past. 
 

Rainy Night for flute, cello, and prepared piano 

Wenxin Li 
 

As its title suggest, the piece depicts a rainy night, but this rain is 
not a sign of sorrow but an unseen delight. Breeze and drizzle 
accompany running children and bonding lovers under the cover 
of this night sky. This piece itself is based on two different four-
note series. One is derived from the single pitch E and is used in 
the first and the last parts. The other series is used in the second 
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part with transpositions and retrogrades to contrast with what 
comes before and after it. In addition, unconventional 
performance techniques and new tone colors are used to create the 
sound of rain and represent the feelings of the people in the rain. 
 
colorless green ideas sleep furiously for piccolo, Eb clarinet, violin, celesta, toy piano, and 

percussion 

Corey Dundee 
 

The title of this piece is a peculiar sentence first imagined by 
linguist/philosopher Noam Chomsky – the sentence adheres 
perfectly to the rules of grammar, but it remains nonsensical in 
terms of semantics. Accordingly, the musical syntax of this piece is 
governed by many calculated processes with no programmatic or 
emotionally descriptive elements attached.  The individual gestures 
that contribute to the chaotic opening are each extracted and 
elaborated upon in various ways throughout the piece. Chomsky’s 
sentence has a strange yet satisfying ring to it despite its 
meaninglessness, and I like to think of this music as my attempt to 
embody that obscure quality. 
 

Changes for clarinet, violin, and cello 

Patrick O’Malley 
 
A certain spectral composer described this piece as “changing” too 
often, hence the title. I imagine my trio as a musical set of mood 
swings, beginning with a fiery angst and moving between other 
emotions at a moment’s notice: joy, longing, humor etc.. Thematic 
and motivic materials keep things coherent, with the pitch of C 
sharp providing an effective anchor while ideas bounce off one 
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another. The conversation between the musicians constantly 
moves between arguments and agreements, until eventually a 
resolution is reached. 

 
Defeat Device for bass guitar, drums, and piano 

Jacob Walls 
 
In 2015 Volkswagen was caught fitting their vehicles with "defeat 
devices" in order to evade emissions tests. One email to engineers 
as litigation approached revealed an executive desperate for any 
plausible explanation for what was still taking place: "Come up 
with the story, please!"  

At the outset, a simple process of insertions quickly defeats 
the sense of upbeat and downbeat. Throughout the piece I'm 
interested in developing these mechanically interlocking materials 
so that they "target" other elements of the music for "defeat." I'm 
also interested in having these mechanical materials accrue lyricism 
in the way their elements assemble in new configurations. I want 
these mechanical materials to be entangled, desperately trying to 
come up with the story. 

 
Make the conquered beaten and pale… for piano solo 

Sonata “adieu” for violin and piano 

Peter Kramer 
 
Make the conquered and beaten pale… and Sonatina “adieu”, although 
composed in close proximity to one another, were not originally 
conceived as a pair; however, it soon became apparent that of the 
two pieces one was in search of the other. The former was 
composed as a response to a quotation from Leonardo da Vinci, 
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while the latter was a reject of a larger piece that was never fully 
realized. I would like to thank the MGMC directors and the Sound 
Out Loud ensemble for accepting these works for their 2017 call 
for scores. 

 “Make the conquered and beaten pale, with brows raised and 
knit, and the skin above their brows furrowed with pain… and the 
teeth apart as with crying out in lamentation… Make the dead 
partly or entirely covered with dust… and let the blood be seen by 
its color flowing in a sinuous stream from the corpse to the dust. 
Others in the death agony grinding their teeth, rolling their eyes, 
with their fists clenched against their bodies, and the legs 
distorted.” 

 -Leonardo da Vinci 
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Loin for amplified chamber ensemble 

Rodrigo Bussad Cesar 
 

This is a piece is based on the following poem: 
 

Maus Versos – CODA 
by Thiago Zanotti 

 
 

 
 
 

 
 
 
 
 

Lounge 
eu vejo um anjo 
descrent. esfriando. fosco. que endurece 
velando em sua forma morta 
o frescor perdido 
que apodrece 
dentro vala 
A ele me chego 
ignorando 
de seus olhos 
mortos 
silente 
pasmado pela arte 
que lavrou sua forma 
tão sonhada 
muda e fria… 

Loin 
J’vois un anje 
Incroyant. Refroidissant. Sans éclat. Qui 
s’endurci 
Voilant en sa forme morte 
La fraîcheur perdue 
Qui pourrit 
Dans le fossé 
À lui je m’adresse 
Ignorant 
De ses yeux 
Morts 
Silencieux 
Étonnés par l’art 
Qui a labouré sa forme 
si rêvé 
muette et friode… 
 
Far away 
I see an angel 
Faithless; Cold; Frosted; Hardening 
Mourning in his dead form 
the lost freshness 
that rots 
in the riverbed 
I approach him 
ignoring 
his eyes 
dead  
silent 
astonished by the art 
that carved his shape 
So dreamed 
mute and cold… 
(Trans. Zebastian Zubieta) 
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Funding for our keynote speaker was provided by the University Lectures 
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a joint venture organized by graduate students from 
Northwestern University, the University of Chicago, and the 
University of Wisconsin-Madison. MGMC encourages the 
presentation of original research and the composition of 
new music by graduate and advanced undergraduate 
students. Conferences are held annually on a rotating 
basis in Madison, Chicago, or Evanston.


