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FRIDAY, March 17 
8:00 – 9:00 am Registration 
 
9:00 – 10:30 am Session 1: Music for the Masses in the Nineteenth Century  
Chair: Douglas Shadle, Vanderbilt University 

Strength and Beauty Are in the Sanctuary: Participatory and Presentational Music in Lowell 
Mason’s Late Publications 

  ERIN FULTON, University of Kentucky 
Music at Louisville’s Southern Exposition of 1883 

 ANN GLAZER NIREN, Indiana University Southeast 
Ruslan and Russianness: the Envoicing of National Values in Glinka’s Ruslan and Lyudmila 

 LAIKIN MORRIS, University of Georgia 
 
10:30 – 10:45 am Break 
 
10:45 am – 12:15 pm Session 2: Fruits of Collaboration 
Chair: Kevin Kehrberg, Warren Wilson College 

Engaged Musicology: Out of the Library and into the Fray 
 RON PEN, University of Kentucky 
Healing Sounds: Timbres of Loss and Remembrance in the Duke Ellington Orchestra 

 KIMBERLY HANNON TEAL, University of Arkansas 
“So Happy Together:” Exploring Collaboration in the Music History Classroom from 

Productive Discussion to Assessment 
  ANGELA HAMMOND, Independent Scholar 
 
1:15– 2:15 pm Business Meeting 
 
2:30 – 4:00 pm Session 3: Music, Race, and Ethnicity 
Chair: Esther Morgan-Ellis, University of North Georgia 

Whiteness, Musical Borrowing, and Ethnic Boundary Policing in the Parodies of Cledus T. 
Judd 

 JOHN HAUSMANN, Pellissippi State Community College 
606: From Hymn to “Mennonite National Anthem” 

 AUSTIN McCABE JUHNKE, Ohio State University 
“Snatchin’ Your People Up”: Networking Cultural (Re)Appropriation in the “Bed Intruder 

Song” 
  JOHN MICHAEL McCLUSKEY, Shorter University 
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Friady 3/17 cont’d 
 
4:30 – 5:30 pm Keynote Address 

Sounds of a Melting Pot: Tin Pan Alley, Hollywood, and the Anxiety of Ethnic Identity 
 DANIEL GOLDMARK, Case Western Reserve University 

 
 
 

SATURDAY, March 18 
 
9:00 – 10:30 am Session 4: Theatrical Music 
Chair: Caroline Ehman, University of Louisville 

Visceral Intensity: Exploring Samuel Beckett’s late rhythmic style in Paul Rhys’s Not I for 
Piano Solo 

  TREVOR DeJARNETT, University of Louisville 
From Marionettes to Mélisande: The Importance of Incidental Music in Marionette Plays 

 PETER LAMOTHE, Belmont University 
Revolutionizing Theater, One Opera at a Time: Robert Brustein’s Advocacy of Philip Glass 

 SASHA METCALF, Vanderbilt University 
 
10:30 – 10:45 am Break 
 
10:45 am – 12:15 pm Session 5: Reference and Representation 
Chair: Devin Burke, University of Louisville 

Developing Galatea’s Voice through Music in Turkish Television Serial Gönülçelen (Heart 
Stealer, 2010-11) 

  ELIZABETH KRAMER, University of West Georgia 
Has Anybody Here Seen Brian? Musical References as Cultural Continuity in Havergal 

Brian’s The Tigers 
   CHRISTOPHER LITTLE, Independent Scholar 

Sounds of the Junk Yard for Noise Rockers 
  MEGAN MURPH, University of Kentucky 
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FRIDAY, March 17 
 
9:00 – 10:30 am Session 1: Music for the Masses in the Nineteenth Century  

 
Strength and Beauty Are in the Sanctuary: Participatory and Presentational Music in Lowell 

Mason’s Late Publications 
  ERIN FULTON, University of Kentucky 
Around 1848 Lowell Mason began to promote participatory and presentational music side by 
side. He did not consider choral or congregational church music interchangeable, but rather as 
distinct, equally necessary modes of devotion—each with particular musical, textual, and 
spiritual characteristics. This research uses Thomas Turino’s conception of participatory and 
presentational music-making to interrogate Mason’s late writings on church music, including his 
published addresses along with the hymnals and tunebooks themselves. Rich but under-studied 
sources like the address Song in Worship and the “Historical, Critical, Descriptive, and 
Explanatory Remarks” in National Psalmist (1848) receive particular consideration.  

These writings reveal Mason’s sensitivity to the differing musical and spiritual needs of 
congregants and choir members. Though choral music might set almost any text, science and 
taste regulated its compositional and performative possibilities. Texts for congregational song are 
almost invariably worshipful, while the ideal musical style was ancient, solemn, and simple. 
Mason positioned the effects of these two manners of performance within the dichotomy of 
beauty and sublimity. Good choral music is established on the authority of human learning and is 
calculated to inspire delight and aesthetic pleasure; appropriately tasteful performances could 
provoke sympathy with the text among auditors. Yet no human action could produce sublimity. 
The divine institutions of biblical teaching and church history were what recommended 
congregational song; the contemplation of sublime objects produces awe, rather than enjoyment. 
Unlike the choral model, in which spiritual effect depends on the expressivity of performers and 
attentiveness of listeners, congregational song is in itself a devotional act.  

This research promotes a fuller understanding of Mason’s aesthetic and religious 
perspectives, as well as shedding valuable light on the increasing popularity of congregational 
song in the mid-nineteenth-century United States. Though scholars have long pointed out 
Mason’s growing interest in congregational music later in life, this research suggests that the 
process was not a teleological one. Neither presentational nor performative music could hope to 
replace the other, because each had different means and effects within the context of the church 
service. 
 
Music at Louisville’s Southern Exposition of 1883 
 ANN GLAZER NIREN, Indiana University Southeast 
In the late nineteenth century, Louisville, Kentucky was emerging as an important industrial and 
cultural center.  Aided by the growth of the railroads, Louisville continued to expand into a 
medium-sized metropolis.  In order to showcase the city’s achievements, the titans of industry 
and commerce held the Southern Exposition in 1883 in the area now occupied by St. James 
Court in Old Louisville.  This event served as a type of World’s Fair, which highlighted the 
newest technologies in agriculture, manufacturing, and engineering; various states displayed 
their finest products and exhibits.  It was also the site of the first large-scale demonstration of 
Thomas Edison’s new incandescent light bulb.  In addition, there was an art gallery, amusement 
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rides, a skating rink, and daily musical performances.  Because of its relatively central location, 
the Southern Exposition attracted people from all over the United States. 
 This research focuses specifically on the musical programs of the Southern Exposition in 
1883. P.S. Gilmore and Signor (Carlos) Cappa each brought their respective military-style bands 
from New York.  A three-manual organ with three thousand pipes, the largest organ in the South 
at that time, was constructed especially for the occasion, and noted organists presented daily 
concerts.  A five-hundred person oratorio chorus, comprised predominately of local singers, 
performed for the inaugural ceremonies, which included a visit from then-President Chester A. 
Arthur. 
 The only full-length monograph of this event is Bryan Bush’s Louisville’s Southern 
Exposition (2011), with music receiving only intermittent mention. Therefore, research has been 
focused primarily in local archives, including the Filson Historical Society, and those of the 
University of Louisville.  These archives contain scrapbooks, drawings, and other memorabilia.  
In addition, this author has worked with local collectors to obtain photos and programs.  These 
artifacts testify to Louisville’s increasing importance as a vital arts center in the nineteenth 
century, with performances designed for a variety of tastes, including both art music and popular 
styles.  The Southern Exposition, therefore, served as a kind of musical smorgasbord for the 
thousands of people who were fortunate enough to attend. 
 
Ruslan and Russianness: the Envoicing of National Values in Glinka’s Ruslan and Lyudmila 
 LAIKIN MORRIS, University of Georgia 
Mikhail Glinka’s opera Ruslan and Lyudmila has long been understood to be a monument to 
“Russianness” in sound on account of such musical characteristics as whole-tone scales, 
Russian song genres, and the influence of folk music. However little attention has been given to 
a very important concern to the reviewers: interpretation of the demanding roles.  

Each of Glinka’s female singers was presented with distinct challenges in their roles: 
acting abilities and vocal facilities, for which critics expressed different preferences. Critics 
focused on the emotions the singers were able to portray and instill in the audience rather than 
the singers’ technique or vocal mannerisms. The reviewers of Glinka’s Ruslan and Lyudmila 
responded most positively to full-throated, lyrical declamation and portrayal of complex 
characters that had agency throughout the opera. They did not find these qualities in the princess, 
Lyudmila, but rather the Khazar prince, Ratmir, and his faithful concubine, Gorislava.  

A close examination of the opera’s characters -their aria-types, the stylistic demands of 
their roles, and the disjuncture between the notated score and the reviews -not only tells us more 
about the individual performances of these singers, but also sheds light on the values of Russian 
opera critics at the time of Ruslan’s premiere. These opinions would shape the values of Russian 
opera and performance practices of Russian singers afterwards.  

This paper draws from a variety of sources, including Ruslan and Lyudmila’s score, 
vocal treatises by Glinka’s singing teacher, Josephine Fodor-Mainvielle (and her 
contemporaries), reviews published by various Nationalistic journals from the time, and letters 
written by well-known artists (such as music critic and composer, Aleksandr Serov, music 
critic, Vladimir Stasov, and various writers and painters) about the opera. I aim to prove that it 
was through the performances of the characters, Gorislava and Ratmir, that a nationalistic 
Russian vocal style was established.  
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10:45 am – 12:15 pm Session 2: Fruits of Collaboration 
 

Engaged Musicology: Out of the Library and into the Fray 
 RON PEN, University of Kentucky 

Musicology is customarily quietly circumscribed by the library and the archive; it is 
disseminated to a specialized scholarly community through presentation and publication. 
Contrastingly, “engaged musicology,” seeks to combine disciplinary scholarship with pragmatic 
application, yoking research to the plow of social activism. My proposal seeks to create the 
narrative for a recent social art project and examine the process through which engaged 
musicology was applied to resolve conflicts and issues that complicated the path to the project’s 
successful conclusion. 

“Shapes of Water/Sounds of Hope,” inaugurated in Lancashire, UK, relied on communal 
vocal music performance to address unemployment, poverty, and ethnic/religious segregation 
caused by the demise of the British textile mill economy. Pakistani citizens were recruited to 
provide trained labor for loom automation in the 1960s, but just three decades later, the industry 
relocated to Asia. Consequently, the mills closed, resulting in the highest unemployment and 
poverty statistics in the United Kingdom. Contemporaneously, the region’s social fabric 
unraveled as escalating terrorism exacerbated tensions between Muslims and Christians.  

 In an effort to restore the community, local British arts organizations, Super Slow Way 
and In-Situ conceived “Shapes of Water/Sounds of Hope.”  Through a two-year process of 
dialogue, performance, and reflection director Suzanne Lacy’s creative team crafted a 
culminating event presented in the vast, derelict Smith and Nephew textile mill located in the 
town of Brierfield. Two forms of musical expression—Sufi Dhikr and American shape note 
hymnody were utilized as the principal means for establishing dialogue between the Pakistani 
and white communities. Engaged musicology enabled the author to disentangle Christian text 
from musical meaning, resolve “Natural Voice” antipathy to notation, and navigate 
secular/sacred ideological divides. Musical harmony begets social harmony. The proposed paper 
presentation will articulate and explicate the author’s personal research, interaction, and 
performance over an 18-month period of the project’s gestation. 

 
Healing Sounds: Timbres of Loss and Remembrance in the Duke Ellington Orchestra 
 KIMBERLY HANNON TEAL, University of Arkansas 
In Just Vibrations (2016), William Cheng writes, “A common problem with demanding strength 
is how it implicitly dumps the onus of survival and flourishing on the individual.” In order to 
strengthen perceptions of jazz as high art, early jazz criticism, and later the young field of jazz 
studies, often presented Duke Ellington as a remarkably strong individual composer. While this 
narrative served an important twentieth-century purpose in celebrating his art in particular and 
the broader arenas of jazz and African American music in a cultural environment that often 
positioned such music as primitive, unrefined, or overly commercial, it bears revisiting in a 
twenty-first-century context, especially as it does not easily account for Ellington’s well 
documented practice of collaborative composition. In response to Cheng’s call for accounts of 
musical repair, this study explores what Ellington’s music can teach us about community, 
collaboration, loss, and healing through a close reading of four pieces as performed before and 
after the death of featured Ellington Orchestra members closely associated with them. A series of 
vignettes examining the “voices” of Joe Nanton, Jimmy Blanton, Billy Strayhorn, and Johnny 
Hodges delineates four techniques for navigating death and remembrance based largely in the 
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manipulation of instrumental timbre. These strategies range from a careful emulation of deceased 
performers to the opposing approach of highlighting a missing musician’s absence through direct 
contrast, ultimately showing how diverse voices defined the Ellington Orchestra’s sound. 
Informed by Stanyek and Piekut’s (2010) theorization of the intermundane in posthumous duets 
like Nat and Natalie Cole’s Unforgettable, this study highlights overlapping labors and identities 
of living and dead musicians in the Ellington Orchestra in order to reposition Ellington from the 
isolated pedestal of the individual composer to a network of collaboration and community. In 
this context, Ellington’s reliance on the creativity of others will be revisited as a strength rather 
than a liability, an aspect of Ellington’s musicianship that allowed him and his orchestra to 
survive and flourish and one that makes them more human and relatable for contemporary 
audiences, explaining rather than diminishing the strength that has afforded them a place in the 
canon. 
 
“So Happy Together:” Exploring Collaboration in the Music History Classroom from Productive 

Discussion to Assessment 
  ANGELA HAMMOND, Independent Scholar 
Millennials have been doing collaborative work in the classroom since they were in kindergarten, 
and for the most part, their preference for collaborative environments and personally meaningful 
activities have followed them into college and the workplace.  Moreover, except for the self-
accompanied solo artist, music making itself is a collaborative art. Yet, in his 2015 article titled, 
“A Snapshot of Music History Teaching to Undergraduate Music Majors, 2011-2012:  Curricula, 
Methods, Assessment, and Objectives,” published in the Journal of Music History Pedagogy  
(2015), Matthew Baumer found that lecture was the preferred teaching methodology. Much 
further down the list were small group discussions and group presentations, and they were only 
minimally assessed.  
 If we believe Baumer, then not much has changed in music history pedagogy over the 
years.  We, for the most part, continue to promote the “intellectual banking system” described by 
Paulo Freire (Pedagogy of the Oppressed, 1970) and bell hooks (Teaching to Transgress; 
Education as the Practice of Freedom, 1994) where the teacher deposits knowledge into passive 
listeners’ brains.  Yet, we are surprised that our students are not able to transfer knowledge from 
the music history classroom into their other music classes and performances.  While lecture will 
always have a place in the classroom, collaborative learning promotes student ownership of 
educational experiences, active engagement, and transfer of learning.  This session will provide 
the theoretical underpinnings of collaborative learning and transfer of knowledge, advice for 
managing productive discussions and small group projects, examples of collaborative projects 
and assessment tools for use by the instructor in the music history classroom, as well as a list of 
resources. 
 
2:30 – 4:00 pm Session 3: Music, Race, and Ethnicity 
 
Whiteness, Musical Borrowing, and Ethnic Boundary Policing in the Parodies of Cledus T. Judd 
 JOHN HAUSMANN, Pellissippi State Community College 
Cledus T. Judd is the persona of country music parodist Barry Poole, who released ten albums 
and two EPs between 1995 and 2014. I position Judd’s parodies within the framework of Daniel 
Rodgers’s “age of fracture.” Rodgers theorizes the late twentieth century as a “multisided contest 
of arguments and social visions” fought across “multiple fronts of ideational battle” as 
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Americans “tried to reimagine themselves and their society” through the economic crises and 
structural changes caused by globalization and finance capitalism, reconceptualizations of gender 
and racial norms, the Culture Wars, “the nature of freedom and obligation in a multicultural and 
increasingly unequal society,” and the end of the Cold War. In response to perceived assaults on 
white ethnic identities, Judd’s parodies frequently assert a white cultural and political hegemony 
and reinforce a black-white racial binary.  

My methodology draws from the literature on whiteness and country music as well as J. 
Peter Burkholder’s typology of musical borrowing to analyze how Judd uses pre-existing music 
to frame ethnic identities. I argue that Judd relies on contrafactum parodies of “authentic” 
country music to idealize white identities as rural, patriarchal, heteronormative, and politically 
conservative (as in “Waitin’ on Obama”). I argue that the parodist relies on stylistic allusions to 
mitigate the threat blackness poses to these white identities by linking unacceptable forms of 
white expression with black music. “Gone Funky” combines an Alan Jackson song with 
generic markers of black music to mock code-switching whites, underscoring the perils of 
white racial transgression. “Hip Hop and Honky Tonk” minimizes black music within a cultural 
space dominated by whites.  

I conclude by situating Judd’s music alongside other vernacular parodists grappling with 
ethnicity in contemporary America. I suggest that Judd exemplifies a broader trend of parodists 
framing blackness as antithetical to whiteness, a rhetorical strategy that reinforces the existence 
of a reductive racial binary. 
 
606: From Hymn to “Mennonite National Anthem” 
 AUSTIN McCABE JUHNKE, Ohio State University 
In 2015, Garrison Keillor’s “Prairie Home Companion” recorded a show on the campus of 
Goshen College in Indiana, a college affiliated with Mennonite Church USA. After the show, 
Keillor marveled at how his audience, “made mostly of Mennonites[,]. . . sang like angels. You 
just hummed a note and gave them the downbeat, and they sang in perfect four-part harmony.” 
Indeed, near the beginning of the show, Keillor had the Goshen College choir lead the audience 
in singing “606” from memory, a setting of Thomas Ken’s doxology (“Praise God from whom”) 
known to Mennonites by its number in The Mennonite Hymnal (1969). Since 1969, it has 
become common among some Mennonites to sing 606—sometimes referred to “the Mennonite 
national anthem”—when gathered in public places. 

Analyzing uses of 606 since its publication in The Mennonite Hymnal, this paper shows 
how hymn singing has performatively undergirded discourses that constructed a “Mennonite 
ethnicity” during the twentieth century. In its creation, The Mennonite Hymnal echoed the 
nationalism of nineteenth-century folklore collection efforts, consolidating and revising earlier 
hymnals from multiple Mennonite groups in North America while “recovering” hymns from an 
ostensibly shared European hymnological past. The hymnal thus became a symbol of a (tacitly 
white) American Mennonite heritage. Furthermore, 606 has acted as a musical shibboleth; 
although the text is widely known, the tune is unique to Mennonite hymn practice, always 
rendered in four-part harmony, and relatively difficult to sing. Performances of the hymn 
therefore maintained a Mennonite ethnic in-group, marginalizing individuals who are unable to 
sing along. 

In recent years scholars such as Felipe Hinojosa (2014) and Tobin Miller Shearer (2010) 
have critiqued systemic racism in the Mennonite Church, and in 2016 Mennonite Church USA 
began preparations for a new denominational hymnal. According to official publications, the 
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project aims to aims to “take into account . . . the diverse ways Mennonites sing and worship.” 
Still, for fundraising purposes, the hymnal project has been titled “Project 606,” demonstrating 
the continued force of a white Mennonite ethnic imagination that stands in tension with the goals 
of the hymnal committee. 
 
“Snatchin’ Your People Up”: Networking Cultural (Re)Appropriation in the “Bed Intruder 

Song” 
  JOHN MICHAEL McCLUSKEY, Shorter University 
In 2010, a series of viral YouTube videos evidenced the complex systems of cultural 
identification and appropriation between black and white cultural groups in the U.S. First, 
Antoine Dodson gave an impassioned interview to his local NBC affiliate in Huntsville, 
Alabama regarding an attempted rape of his sister. Dodson spoke emphatically regarding both 
his and local law enforcement’s determination to capture and convict his sister’s assailant. His 
comments on the topic have amassed over 62 million views to date on YouTube. Second, the 
Gregory Brothers, a YouTube-based musical parody group, edited and pitched Dodson’s 
interview into a song, titled the “BED INTRUDER SONG!!!,” which surpassed the original 
video’s popularity, accruing over 132 million views. Third, a performance of the Gregory 
Brothers’ song by a Historically Black College and University marching band, the Blue and Gold 
Marching Machine of North Carolina A&T University, accumulated more than 1.5 million 
views. Finally, marching bands at multiple predominately white institutions have emulated NC 
A&T’s arrangement of the “Bed Intruder Song,” resulting in a series of additional online videos 
of these marching bands’ performances at various college football games. 

The above sequence of viral videos represents a network of appropriation and re-
appropriation. Using George Lipsitz’s concept of strategic anti-essentialism—the calculated use 
of a cultural form outside of your own to define yourself or your group—this paper demonstrates 
the complexity of cultural appropriation in a digital era in which content is utilized and 
repurposed by many authors for many audiences. 
 
4:30 – 5:30 pm Keynote Address 
 
Sounds of a Melting Pot: Tin Pan Alley, Hollywood, and the Anxiety of Ethnic Identity 
  DANIEL GOLDMARK, Case Western Reserve University 
This paper explores how the music associated with different ethnic and cultural groups, in 
particular turn of the century American Jewry, was cultivated and shaped largely by the evolving 
mass-media/entertainment industry—vaudeville, Tin Pan Alley, theatre, Broadway—and 
crystallized in early cinema. For a range of reasons, the various entertainment industries 
developed a more or less unified sound of the music of Jews portrayed via popular music, 
mainstream cinema, and (as a result) the larger mass culture in America, transforming music that 
had had historical links with Jewish themes into little more than cultural stereotypes. 
 
DANIEL GOLDMARK is Professor of Music and Director of the Center for Popular Music 
Studies at Case Western Reserve University in Cleveland. He is the series editor of the Oxford 
Music/Media Series, and is the author and/or editor of books on animation, film, and music, 
including Tunes for 'Toons: Music and the Hollywood Cartoon (California, 2005). 
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SATURDAY, March 18 
 
9:00 – 10:30 am Session 4: Theatrical Music 

 
Visceral Intensity: Exploring Samuel Beckett’s late rhythmic style in Paul Rhys’s Not I for Piano 

Solo 
  TREVOR DeJARNETT, University of Louisville 
Samuel Beckett’s literary and dramatic works have served as sources of inspiration for multiple 
composers in the last four decades such as Morton Feldman and György Kurtág. Beckett’s late 
minimalist monologue Not I is the basis for recent works by Agata Zubel, Heinz Holliger, and 
Paul Rhys. While scholars including Guy Debrock and Mary Bryden have discussed similarities 
between Beckett’s style and modern musical works, these three compositions and their 
connections with Beckett’s late aesthetic have not yet been fully explored. Each of the 
compositions reflects various aspects of Beckett’s late dramatic style such as his deconstruction 
of narrative and his prioritizing of the sound of words above their semantic meaning.  

In this presentation, I will discuss Paul Rhys’s Not I for Piano Solo. Rhys kept a detailed 
account of his compositional process and published an article describing how the text influenced 
his musical choices. While Rhys makes clear that the semantic function of Beckett’s text was a 
strong driving force behind the music, the use of solo piano diminishes the narrative content of 
Beckett’s monologue. Instead, Rhys creates a musical work that reflects meaningfully on 
Beckett’s use of rhythm in his late dramatic style.  

Particularly intriguing are the parallels between Rhys’s Not I for Piano Solo and Maria 
Ristani’s recently published research on the role of rhythm in Beckett’s late minimalist plays. 
Going beyond the general academic consensus that Beckett’s rhythmic idiom is purely a 
structural feature, Ristani claims that Beckett’s rhythmic devices become “an alternative to 
conventional syntax” with a working dynamic between “constraint and release.” It is Beckett’s 
rhythmic style that contributes to the “visceral intensity” of the drama Not I. As my musical 
analysis of Not I for Piano Solo will demonstrate, Rhys’s composition reflects the nuance and 
affective charge of Beckett’s rhythmic language.  
 
From Marionettes to Mélisande: The Importance of Incidental Music in Marionette Plays 
 PETER LAMOTHE, Belmont University 
On a dark November night in 1888, a young Parisian couple strolls through the Galerie Vivenne, 
happy to be under its glass roof and out of the rain. One by one, shopkeepers close their grates – 
but this couple are not shoppers. They are here to see a performance of Shakespeare’s The 
Tempest. Having heard this play was unusual – all performed with marionettes! – they decided to 
brave the wet streets and join a gathering crowd before a small orchestra. Marionette plays 
became en vogue amongst Symbolist poets, with adaptations of stories ranging from classical 
literature to the Nativity. More importantly, these play, written by poets like Catulle Mendès and 
Maurice Boucher, featured incidental music by composers influenced by Symbolist ideals. The 
nineteenth-century Symbolist movement had as its goal the attainment of a higher degree of 
consciousness which would allow the audience to connect with an esoteric, idealist reality 
beyond everyday life. Music was an essential part of this experience. 

With the publication of Le Symbolisme in 1886, Jean Moréas identified Charles 
Baudelaire, Stéphane Mallarmé, and Paul Verlaine as Symbolist poets, dating the start of this 
movement to Baudelaire’s Les Fleurs du mal (1857). Following on the declaration by Moréas, 
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authors such as Maurice Maeterlinck, playwright of Pelléas et Mélisande, adapted the values of 
Symbolism to drama.  

Symbolists valued evocation rather than direct description. Some French dramatists 
began to explore the possibilities of using marionettes to represent real actors. This way, typecast 
roles based on actors’ physical appearances disappear in the simplified forms of the marionettes. 
The audience members could now project their idealized version of the performance onto the 
marionette stage.  

Composers including Alfred Bruneau, Claude Terrasse, Francis Thomé, Paul Vidal, and 
Ernest Chausson all wrote incidental music for marionette plays. This paper examines the music 
of Vidal and Chausson for plays by Maurice Bouchor, the most prolific author of marionette 
plays with music. In these scores we see contemporaries of Debussy wrestling with Symbolist 
aesthetics years before his symphonic prelude to Mallarmé’s L’après-midi dun faune, and more 
than a decade before the completion of Pelléas et Mélisande. 
 
 
Revolutionizing Theater, One Opera at a Time: Robert Brustein’s Advocacy of Philip Glass 
 SASHA METCALF, Vanderbilt University 
According to Robert Brustein of the New Republic, Philip Glass “drives musical nails into your 
soul … [launching] the theater into new dimensions of the unknown, propelling our 
imaginations.” Writing in 1984, Brustein belonged to a cohort of theater critics who wanted clear 
alternatives to the commercialism of Broadway and the realism of Tennessee Williams and 
Arthur Miller. Glass in particular appealed to this group because of his connections to avant-
garde theater, including collaborations with the performance group Mabou Mines and director 
Robert Wilson. Brustein believed Glass’s music, paired with the multilayered spectacles of 
auteur-directors like Wilson, had revolutionized American theater. This unlikely pairing of critic 
and composer highlights the tension between Brustein’s desire to espouse collaboration between 
theater artists—playwrights, directors, composers, and an entire acting company—and his 
idolization of Glass as a singular artist. 

At the same time, Brustein argued that non-profit repertory theater would thrive if it 
could align itself with universities. With this union in place, he thought, theater could maintain a 
firm institutional foundation while encouraging experimentation. Consequently, he founded the 
American Repertory Theater (A.R.T.) at Harvard University in 1980, which became known for 
unconventional music theater at a time when well-known U.S. opera companies produced few 
new works. 
In order to execute his grand vision, Brustein commissioned Glass’s first U.S. operas and 
provided a fertile ground for collaboration that enabled the composer to develop his operatic 
craft. The A.R.T. produced excerpts from Wilson’s the CIVIL warS (1984), with music by Glass 
and others, and commissioned The Juniper Tree (1985), an opera Glass co-wrote with Robert 
Moran. Although these productions involved multiple composers, Brustein highlighted Glass’s 
involvement alone in his writings, holding up Glass as the “foremost American composer” in 
correspondence with A.R.T. subscribers. Moreover, Brustein expressed his desire to program 
Glass works annually and lauded Glass’s synthesis of popular and high art, noting that it 
appealed to wide audiences “without compromising genius.” Tracing correspondence and 
interviews, I contend that Glass’s thriving 1980s operatic career owes as much to theater 
advocates like Brustein as it does to opera impresarios. 
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10:45 am – 12:15 pm Session 5: Reference and Representation 
 
Developing Galatea’s Voice through Music in Turkish Television Serial Gönülçelen (Heart 

Stealer, 2010-11) 
  ELIZABETH KRAMER, University of West Georgia 

Since ancient times, countless stories have echoed the relationship between ancient sculptor 
Pygmalion and his artwork, including Shaw’s popular Pygmalion (1913) and its re-creation in 
the Lerner-Loewe musical My Fair Lady (MFL, 1956).  Later versions have emphasized the 
sculpture Galatea’s experience, even as their portrayals of this experience remain open to 
interpretation, such as Marcie Ray’s 2014 exploration of MFL (2014).  Recently, Turkish 
television serial Gönülçelen (Heart Stealer, 2010-2011) has retold the tale through the fictional 
Istanbul lives of music professor Murat and Roma flower girl Hasret.  For affluent Murat, 
composing and teaching in a Western-influenced conservatory is a privileged musical vocation.  
For his protégée Hasret, singing is a way of life and an opportunity to support herself and her 
family. 
 Murat and Hasret’s relationship engages themes of voice and power found in 20th-century 
versions of the myth, while diverging in places from earlier treatments of them. Although like his 
predecessors Murat maintains much interpersonal power throughout the series, Hasret 
demonstrates more personal agency and exerts greater influence on Murat than earlier Galateas 
had on their Pygmalions.  Hasret’s voice invites the interpretation on other levels.  In a Lacanian 
sense, Hasret’s voice resonates both inside its voiced and voicing character and beyond.  It 
functions as a theme of the series, part of a wider musical complex in which composition, 
playing of instruments, and the recording studio figure prominently.  Fascination with the 
modern craft and technology of transforming voices are also seen in MFL and Man Pasand (the 
1980 Bollywood version of MFL).  Furthermore, Hasret’s voice resonates outside of the serial in 
the music of the Turkish folk/alternative singer Eylem Aktaş, who dubbed most of Hasret’s 
singing, recalling what Martin Stokes has termed “a republic of love” in his study of late 20th-
century Turkish pop music.  Indeed, most of the musics featured throughout the series are love 
songs.  The stylistic transformation of the Roma song “Ciceki Kız” (“Flower Girl”), heard from 
the first through final episodes is particularly reflective of transformations in what Murat and 
Hasret take to be music and its meanings for life and love.  
 
Has Anybody Here Seen Brian? Musical References as Cultural Continuity in Havergal Brian’s 

The Tigers 
   CHRISTOPHER LITTLE, Independent Scholar 
When Britain declared war on Germany in August 1914, English composer Havergal Brian 
(1876-1972) rushed to enlist.  Brian’s imagination was fired by thoughts of the Duke of 
Marlborough, Napoleon, and Lord Kitchener.  His patriotism, however, was short-lived, and 
Brian spent his time in the London-based Honorable Artillery Corps malingering and travelling 
off-post as often as possible, including to conduct performances of his own music.  After ten 
months Brian left the service, finding subsequent clerical work in the Canadian Forces 
Contingent and in various munitions factories.  Brian’s abortive military career, however, led 
directly to his first opera, The Tigers, written between 1917-1920 (revised 1925-1932). 

The Tigers is a satirical anti-war opera, lampooning the conduct of both soldiers and 
civilians.  Stylistically, The Tigers draws on both popular and art music for its humor.  Brian 
made extensive use of a popular music hall song, “Has Anybody Here Seen Kelly?” to structure 
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the opera’s lengthy prologue while also alluding to Wagner’s “Ride of the Valkyries” and 
Strauss’ Ein Heldenleben. 

This study argues that Brian’s inclusion of English and German popular and art music in 
The Tigers represents an element of continuity with pre-war musical culture.  Though grounded 
in personal disillusionment, the opera is neither a sharp stylistic break with the past nor an 
attempt to alienate listeners.  Rather, Brian referenced familiar musical artifacts to criticize, via 
comic exaggeration, wartime experiences that fell short of his idealized concept of Romantic 
military heroism.  This conclusion sets the stage for continued work on both a little-known opera 
and rarely performed composer and challenges the view of post-WWI musical works as creating 
a rupture with the past by abandoning pre-war artistic conventions. 
 
Sounds of the Junk Yard for Noise Rockers 
  MEGAN MURPH, University of Kentucky 
In 1964 Folkways Records released a collection of junkyard sounds recorded in Warren, 
Pennsylvania by photographer, Michael Siegel. This album, titled Sounds of the Junk Yard, made 
it onto Lester Bangs’s 1981 list of “top ten noise albums of all time” in his Village Voice article, 
“A Reasonable Guide to Horrible Noise.” Bangs included Sounds of the Junk Yard alongside 
recordings by Lou Reed, Yoko Ono, The Mars, and several other rock acts. In the early 1980s, 
the band Sonic Youth acquired a copy of Sounds of the Junk Yard and their guitarist/vocalist Lee 
Renaldo recalled how the album achieved in 1964 what many noise rock bands attempted to 
incorporate live on stage later in the 1980s. Since there is no prior scholarship devoted to Sounds 
of the Junk Yard, this presentation will investigate the album in the following ways: (1) by 
analyzing Junk Yard as a documentation of daily sounds with ties to the American experimental 
scene of the 1960s; (2) providing background for its place in the Folkway Record’s library and 
importance in archiving indigenous sounds; (3) assessing its inclusion in Lester Bangs’s top list 
of aesthetically pleasing noise albums; (4) and finally, considering how it influenced Sonic 
Youth by examining fragments from their live album, Sonic Death. I will draw upon primary 
source documents, such as letters between Siegel and the founder of Folkways Records, Moses 
Asch, which are housed at the Smithsonian Institute archive, as well as essays by Bangs and 
Renaldo.   
 


