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Friday, March 8 
Session 1 (9:00-10:30am): Historical Soundscapes 
  

Imaginative Sonic Ecologies and  
French Expressionism in Debussy’s La Mer 

Isaiah Green, University of Tennessee 
 

Contemporary critics of Claude Debussy remarked that audience members held high expectations 
for his work La Mer but were presented with a piece that did not portray the sea. These negative 
responses to the piece came from their expectation to find romanticism and impressionism in 
Debussy’s tone poem. While their conception became a standard view over the last century, it does 
not accurately reflect this work. Instead, drawing on the ecomusicological methods of Aaron S. Allen 
and Daniel Grimley, I argue that La Mer expressionistically interprets the reality of the sea. In La 
Mer, the ecology of the sea informed Debussy’s sonic structure, inspiring his expressionist portrayal 
of nature while also imbuing his imaginative seascape with personal meaning. 
 
La Mer represents two major life changes for Debussy that occurred during 1905. The year began 
with a secret trip to Jersey Island with his mistress Emma Bardarc, which led him to seek a divorce 
from his wife at the time. Additionally, La Mer expresses Debussy’s development of a newly 
modernist technique and his rejection of his previous compositional style. I examine La Mer through 
not only examples of expressionism, but also ecomusical representations of seascape ecology. My 
analysis reveals that formal structures, motives, and dynamics conjure the tidal motions and ecology 
of the Jersey Island beaches. Further, my interpretation correlates these ecologies with La Mer’s non-
narrative expressionist structure.  

 
 

Soundscapes of Power: Roman Entrate for the  
Habsburgs in the Sixteenth and Seventeenth Centuries 

Virginia Lamothe, Belmont University 
 
Years of warfare during the sixteenth and seventeenth centuries between Catholic states forced the 
reigning Pope to make difficult choices when entertaining foreign dignitaries, especially in public 
celebrations of foreign powers. One of the most important aspects of both civic and papal 
acknowledgment in Rome was the entrata which had its roots in the ancient Roman Triumph. 
Entrate were multi-dimensional artistic-political events with ephemeral visual aspects of painting, 
sculpture, and architecture within a soundscape carefully crafted to invite participation in a public 
ritual that was skillfully transformed into a religious one. Just as the bodies of the soldiers, horses, 
civic leaders, crowds of onlookers, and musicians took up newly-opened space in the most ancient 
parts of Rome, so too did the sound of music and bustling crowds fill the sonic space. Many sounds 
were symbols of triumph: silver trumpets, drummers, and hoof beats. The music that was sung at 
each triumphal arch, some permanent (the arches of Constantine, Titus, and Septimius Severus), 
some temporary, celebrated the power of both the dignitary and Rome. Roman statesmen, dressed in 
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ancient tunics, marched alongside an Emperor’s finely dressed soldiers from the Aurelian gates, 
through the ancient Roman Forum, across the Tiber, and into the Vatican. This study examines two 
Roman entrate, one for the Emperor Charles V in 1536 that left Roman crowds shocked into silence, 
and another in 1638 that was seen by Roman statesmen as so badly botched by the Pope that the 
entire entrata was repeated on a grander scale complete with cannon fire, fireworks, and fountains 
flowing with wine. Powerful cardinals, including those of the Papal family, sponsored 
entertainments including opera that were so loaded with propagandist messages of Catholic 
orthodoxy that they were echoed even in the trionfi of banquet table decorations. 

 
 

Trumpets and Cannons and Drums, oh my!  
The Ceremonial Sounds of Seicento Venice 

Jonathan Glixon, University of Kentucky 
 

When studying early modern civic ceremonies, musicologists (myself included) have, not 
surprisingly, concentrated on the music performed by various types of vocal and instrumental 
ensembles, performing what anybody would recognize as music, whether inside churches and 
palaces, or outside in processions and from triumphal arches. While such music often played an 
important role, it was much less central to the overall soundscape of these events than we have 
realized. This paper will look at just over twenty events in seicento Venice, including visits of 
foreign dignitaries, celebrations of military victories, inaugural ceremonies of elected officials, and 
state funerals. The primary sources are some thirty contemporary publications, generally referred to 
as festival books, that describe the events sometimes in great detail. What becomes quite clear is that 
the sounds most associated with these ceremonies and celebrations were not the singing and playing 
of formal musical ensembles, but rather much louder sounds: the blare of trumpets, the banging of 
drums, the clanging of hundreds of church bells, or the deafening roar of dozens of cannons and 
mortars, with the particular assortment of sounds depending on the type of event. Even some 
ostensibly musical events, especially the performance of a Te Deum, were coordinated with (and 
likely drowned out by) celebratory noise. When added to the shouts and cries of the numerous 
Venetians and visitors, the Most Serene Republic would have been, at least from the auditory point 
of view, far from serene. 
 
 
 
Friday, March 8 
Session 2 (10:45am-12:15pm): Pedagogy and Ethics 
 

Regula cantus firmi: A Key to the Oral 
Teaching of Plainchant in the Middle Ages 

Catherine Heemann, University of Alabama 
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As Thomas Christensen observes, the modern study of medieval music theory has focused on 
comprehensive treatises by named authors, who typically held positions in universities or major 
religious institutions or worked in major cities. He also points out that in the Middle Ages—as 
today—most instruction in music theory must have been oral rather than written, and that we know 
next to nothing about such instruction; he suggests that smaller anonymous, and as yet unpublished, 
works on plainchant—the core of musical practice in religious institutions, large or small—might 
shed light on its oral teaching.   
 
I suggest that one such treatise, Regula cantus firmi—which opens with the sentence “Note that the 
rule written below ought to be taught by teachers to all those who want to have instruction in the art 
of music”—provides a glimpse into this neglected aspect of medieval music theory. In this talk, I 
compare the doctrine of plainchant and its presentation in the anonymous Regula cantus firmi (from 
14th- or 15th-century Italy, about 2,000 words) with Prosdocimo de’ Beldomandi’s Plana musica 
(Padua, 1412, about 12,500 words).  
 
Prosdocimo presents the basics of music theory systematically and at length, then moves on to a 
similar presentation of the principles of modal theory. The compiler of Regula, in contrast, seldom 
deals with any aspect of theory at length, jumps back and forth between basic theory and modal 
theory in no logical order, and presents mnemonic poems without explanation of their application. 
Close examination of topics taken up in Regula, however, shows that its seemingly random order 
illuminates the relative importance of the topics presented, suggesting that solmization was key to 
learning intervals and remembering the relationship of modal finals and their reciting tones, and 
that the ability to choose between B-flat and B-natural in ambiguous cases was a focus of 
instruction.  Fulfilling the promise of its opening sentence, Regula could have served as a memory 
aid or prompt book for a teacher introducing, orally, the basic rules of plainchant. 
 
 

Building a Faculty Learning Community  
for Contingent Music Appreciation Instructors 

Esther Morgan-Ellis, University of North Georgia 
 
Since January 2018, I have been facilitating a Faculty Learning Community (FLC) for music 
appreciation instructors. I developed this FLC to address what I perceived as a problematic 
situation. At my institution, music appreciation courses enroll the largest number of students by an 
order of magnitude, and therefor constitute the primary point of contact between the Music 
Department and the student population. At the same time, these courses are taught by the 
Department's most disenfranchised members: contingent faculty. While our music appreciation 
instructors tend to be highly qualified and highly motivated, they do not attend Department 
meetings or retreats, are not permitted to participate in institution-wide FLCs, and are often 
overloaded with teaching obligations. My goals, therefore, were to facilitate conversation between 
instructors, offer pedagogical enrichment opportunities, and empower contingent faculty to shape 
curriculum and delivery.  
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In 2018, the activities of our FLC included a day-long retreat, engagement with a library of 
pedagogical readings, the sharing of syllabi and course materials, and frequent online discussion. 
Four members also attended the Teaching Music History Conference in Terre Haute, IN, and shared 
what they had learned with the rest of the FLC. These activities were funded by an institutional 
grant. Near the end of the year, I solicited responses to an IRE-approved questionnaire including ten 
open-ended questions concerning the impact of FLC participation on course delivery and instructor 
engagement. The outcomes of this FLC were extraordinary. Several instructors were inspired by our 
discussions and readings to completely redesign their courses, while many others adopted new 
teaching techniques. All were eager to continue the activities of the FLC in 2019, and we have now 
begun the process of creating a collaborative open-access textbook for use in music appreciation 
courses at our institution and beyond.  
 
In this presentation, I will provide an overview of the scholarship supporting FLCs, address the 
specific need for FLCs in support of contingent faculty, describe my approach to developing and 
facilitating an FLC for music appreciation instructors, share the outcomes, and lead audience 
members in considering the need for a topic-based FLC at their own institutions. 
  
 

The Free Real-Estate Dilemma 
Benjamin Adamo, University of Kentucky 

 
In his 1988 essay “Creatigality,” Canadian composer John Oswald asserts that music is a renewable 
resource; in taking and repurposing preexisting music, the original author does not lose his/her 
intellectual property, if cited. David P. Rando furthers these claims by stating that for music to truly 
exist as an artistic medium, it must become a free commodity. Although well-intended, the ideas of 
Oswald and Rando open the door to cultural appropriation. In this paper the author uses two case 
studies to cite examples of “free real-estate” leading to unethical music practices and evaluates these 
actions by employing the use of classical ethics philosophies, primarily those of Immanuel Kant.  
 
The seminal case study examined regards the 1999 techno album Play, by American artist Moby. On 
the album he used a variety of recordings from African-American gospel and blues singers from the 
1930s and 40s and repurposed their music into modern techno. In his song “Natural Blues,” Moby 
samples a Lomax recording of Vera Hall, an Alabama blues artist who sang to lament an African-
American family needlessly killed due to racism. Moby used Hall’s voice as a “natural resource” as he 
used it to sell records and advertise products, despite Hall’s original intent. 
 
Estheticians such as Kant provide us with philosophies which can lead to better music ethics both in 
performance and composition. Because of this research, we see multiple examples and applications 
of classical ethical principles creating a more culturally sensitive and positive music making 
environment. Kant’s Categorical Imperative provides a framework for artists such as Moby to 
operate without infringing on the rights of others. 
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Friday, March 8 
Session 3 (2:30-4:00pm): Music and Struggle 
 

Dey Tell all You Chillun de Debble’s a Villun:  
Addiction and Race in Porgy and Bess 

Cameron Steuart, University of Georgia 
 
In George Gershwin’s Porgy and Bess (1935) the story is set into motion when a game of craps 
enrages Crown, a drunk alcoholic, to the point of murder.  Throughout the show, the actions of 
other characters like Bess and Sportin’ Life are likewise shaped by their relationships with addictive 
substances.  During this period, opiates were becoming increasingly popular among African 
Americans in the red-light districts of many American cities.  At the same time, Broadway musicals 
were cultivating modernized versions of the minstrel character Zip Coon.  These new iterations of 
the old stock character were largely based on the growing population of young, black heroin users 
who were collectively referred to as the “sporting class.”   
 
In this paper, I will examine how these portrayals of addiction relate to ideas about drug use in the 
United States during the early twentieth-century.  I will also consider how this discourse of 
addiction was shaped by constructions of race that were rooted in the minstrel tradition.  I will 
argue that these two trends, the shift in opiate consumption habits and the modernization of Zip 
Coon, intersect in the character of Sportin’ Life.  He represents an important step in the 
development of the early twentieth-century heroin addict and as such can inform not only our 
reading of the opera but also the history of addiction in the United States.  I will conclude by 
considering how the specter of Sportin’ Life continues to influence the discourse of addiction in the 
modern opioid epidemic. 
 
  

Porgy to Porgy and Bess: Eight Years and Different Americas 
Christopher Pfeifer, University of Georgia 

 
Despite just eight years separating the premieres of Dubose Howard’s Porgy (play) 
(1927) and its operatic adaptation, George Gershwin’s Porgy and Bess (1935), the works were 
born into two different Americas. Although the play received some negative criticism, it was 
widely praised by reviewers, including Harlem Renaissance authors, for the portrayal of 
Southern African-American culture and language. While Porgy (play) received even more 
acclaim than the 1925 novel on which it was based, the response to the first run of Porgy and 
Bess in New York was mixed, with African-American reviewers contributing the most notable 
and enduring negative reactions. 
 
The response to the opera revealed that American life had changed as the Great 
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Depression’s effects increased, as evidenced by the disparate reception of Porgy and Bess by 
many black and white critics. Several white American reviewers of the period complimented 
Porgy and Bess’ adherence to the play’s dramatic progress along with the production’s 
technical merits. New York Times critic Olin Downes wrote that Porgy and Bess had “an 
instinctive appreciation of the melodic glides and nuances of Negro song. . . [Gershwin] 
knows the voices.” The response by this Western art music scholar contrasts the reactions of 
many African-American reviewers who were offended by the opera’s intentional and 
subconscious cultural statements about the black American experience. 
 
Despite Heyward’s collaboration with George and Ira Gershwin to maintain the play’s 
spirit, writers and musicians criticized Porgy and Bess’ use of language—the very language for 
which Heyward was commended less than a decade earlier. This paper offers two arguments for 
the disparity in the reception of two works so closely related—Porgy (play) and Porgy and 
Bess. The first reason is the rapidly changing race relations from 1927 to 1935, which often 
manifested heightened tensions due in part to the effects of the Great Depression. The second 
argument explains how Heyward’s original material had specific goals intended for a specific 
audience, thereby avoiding the risks Gershwin encountered with ambitions for the opera to reach 
a broader American ideal. 
  
 

Composition During Crisis:  
Resituating Crawford’s Prayers of Steel in the Great Depression 

Stanley Fink, Florida State University 
 

Decades after the concurrent periods of the Great Depression, the Machine Age, and the 
ultramodern movement in America, the music of Ruth Crawford would begin to receive the acclaim 
it deserves. Unfortunately, however, the original context of Crawford’s song Prayers of Steel (1932) 
has been largely ignored; consequently, the social objective of the work has been lost. Gilbert (1973 
–4), Nelson (1986), Straus (1995), and O’Neel (1996) have addressed the work’s text painting and 
technical features; my work takes an interdisciplinary approach by considering the scholarship of 
Engle (1937), Schleier (2009), and Bindas (2017). 
 
I advance a cultural study reading in which Prayers of Steel responds to a contemporaneous crisis (the 
Great Depression) with a charge for the masses: the destruction of old institutions and their 
replacement with new symbols of hope, accomplished by means of a particularly American industry: 
steel. I examine how the piece intersects with the Depression, modernism, the steel industry, and 
skyscraper propaganda. Considering the associations of steel and skyscraper construction during 
this era leads to a new interpretation of the text (and consequently, the song): that the speaker prays 
to be instrumental in the era to come. Though Crawford had fashioned her serial technique 
elsewhere to depict a vicious cycle of overwork, here the technique enables a revelation of new 
power. I show Prayers of Steel not only to resonate with the American economic situation during the 
Depression but also to comment on the state of art music in the early 1930s. 
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Friday, March 8 
Keynote Address (4:15-5:15pm) 
 

Who Is Babalu?: Afro-Caribbean Revolutions and Western Music 
Paul Austerlitz, Gettysburg College 

 
Representing the quintessential black revolution, the 1791-1804 Haitian war of independence had 
formidable musical repercussions: as Haitians fled the war, they took musical traditions with 
them.  Central elements of Afro-Cuban music such as the clave rhythm, for example, have been 
linked to Haitian music, and Jelly Roll Morton asserted that the same elements were essential to 
early jazz in New Orleans.  Staples of North American entertainment during the late twentieth 
century, ranging from a song dedicated to the Afro-Cuban deity Babalu-Aye, heard on the I 
Love Lucy TV show, to modern jazz and hip-hop, affirm that Afro-Caribbean influences have 
revolutionized music in the U.S.A.   Focusing on Machito and his Afro-Cubans, a Latin jazz 
orchestra active in New York City in the mid-twentieth century,  this presentation argues that Afro-
Caribbean elements stand at the center of the multifarious mosaic of “mainstream” culture in the 
United States. 
 

 
 
Saturday, March 9 
Session 4 (8:00–9:30am): Media, Audience, Influence 
 

Narrative Agency in Daniel Hart’s Score to Ghost Story 
Jeremy Grall, Birmingham-Southern College 

 
David Lowery’s Ghost Story, with a diegetic and nondiegetic musical score composed by Daniel Hart, 
features Casey Affleck and Rooney Mara as a married couple. The storyline is simple: C, a musician, 
dies and becomes a ghost who observes his wife, their house, and their land. In a Lynchian fashion, 
Lowery poses the question: What happens to the meaning of our lives, relationships, and our 
creations when we extend the timeline to the distant future? While many viewers find themselves 
deeply emotionally touched by the film, equally as many find its pacing, sparse use of dialogue, and 
non-linear temporality confusing. The clues to the meaning of the film, however, are found in the 
film score, which has vital narrative agency in conveying the meaning of the film. The score is 
ultimately a theme and variations based on Hart’s “I Get Overwhelmed,” which is presented in a 
diegetic performance in the middle of the film. The non-linear placement of these variations is a 
signifier of the narrative, which is similarly nonlinear. Further, each of these variations are 
organized by motive, key, timbre, and instrumentation to signify specific aspects of C’s life and his 
search in the afterlife. By using the diegetic song to create these non-diegetic variations, the entirety 
of the narrative is created internally, thus eliminating the need for extensive dialogue. Further, on a 
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micro- and macrolevel each variation is organized in a manner that corresponds to the hierarchal 
phases of narrative outlined by Tzvetan Todorov, as well as within Edward T. Cone and Seth 
Monahan’s descriptions of narrative agents in music. While the musical score is the primary 
narrative agent, the film asks the viewer to consider the origins of narrative agency through a 
monologue in which a character muses about creativity, the meaning of life, and death. I contend 
that this monologue, combined with the score, asks one to consider a creative process that negates 
the importance of both the implied author and the musical narrative persona, even while the film 
relies on both. 
 
 

Crossing the Diegetic Divide with  
Linkage Technique in Batman: Arkham Knight 

Enoch Jacobus, Shorter University 
 
There are innumerable examples of music crossing the diegetic divide in various media. 
Composers and audio production teams are cognizant of this device; Carter Burwell 
(2013), for example, has described bridging the diegetic gulf in his score for No Country 
for Old Men. However, crossing this divide is rarely navigated with much subtlety or 
deftness. This paper establishes the use of linkage technique as a means of bridging the 
diegetic gap in Rocksteady Studios’ Batman: Arkham Knight (2015). 
 
In this game, the player, as Batman the world’s greatest detective, must track down a 
serial killer who has murdered and displayed his victims around Gotham. The killer’s 
obsession with operatic music becomes in some respects an earcon (Medina-Gray, 2015) 
—a series of musical tones that operate in much the same way a sound effect would— 
that leads the player-detective to the scenes of each crime. The principal motive of this 
operatic loop is then used to transition the player into the non-diegetic, atmospheric 
music that accompanies Batman’s “detective mode,” the game state in which he looks 
for clues. This technique was articulated as “linkage” by Heinrich Schenker (1906), and 
its defining characteristic is succinctly described by Peter T. Smith (2007) as “the 
transformation of a gesture of conclusion into one of initiation.” In this case, the operatic 
loop not only prevents any actual gesture of conclusion in a traditional musical sense, 
but it also becomes a gesture that links the conclusion of diegetic “real-time” Gotham to 
non-diegetic, “timeless” detective mode. 
  
 

Brands, Fans, and Instagram: A Study of 
Music Festival Advertising and Female Image 
Elizabeth Navarra Varnado, University of Kentucky 

 
Targeted marketing—or contextual advertising—will ideally align the persona of a product with the 
identity and preferences of the viewer and potential consumer (Zhang and Kotona, 2012). Ads are 
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designed to align the brand and the target viewer/consumer, whose identity and preferences are 
likewise revealed in advertising images. On a platform like Instagram, the persona of a music festival 
is presented via posted content on its official account. My research has shown that two of the most 
common image types posted are female festival attendees and male performers, but how are these 
images used to construct the festival’s persona?   
 
For this project, I investigate this advertising strategy by analyzing the Instagram posts of twenty 
popular music festivals from February 1 – March 1, 2019. I developed methodology for this research 
during the first phase of my project in April 2018. First, I will record the content of each Instagram 
post into a spreadsheet based on the focal point of each photo or video. Categories of image type 
include candids, festival grounds, musicians, festival information, etc. Using this data, I will place 
each music festival onto a “map of identity,” a continuum-graph based on the brand persona that 
each music festival exhibits (Cuomo, et. al, 2016). The map is based on four characteristics: vacation, 
retreat, art, and entertainment. This continuum not only uncovers differences between festival 
branding strategies, but also allows qualitative discussion about how images of females are used to 
advertise within each type of music festival. 
 
In her study of U.S. music festivals, Gina Arnold (Half a Million Strong, 2018) claims that sexualized 
images of the female body, breasts specifically, are essential symbols of the popular music festival, 
used to redirect the focus of the event toward male performers. While I agree with Arnold’s point in 
some cases, my project demonstrates that the use of female imagery in music festival advertising is 
far more nuanced than the old adage: “Sex sells.” 
 
Saturday, March 9 
Session 5 (9:45–11:15am): Interpreting Texts, Nuancing Interpretations 
 

Becoming Barbara Strozzi: The Composer and her Family Heritage 
Beth Glixon, University of Kentucky 

 
That Giulio Strozzi was an influence on the trajectory of his daughter’s life is undeniable. My paper 
goes beyond previously-posed discussions to address how Giulio’s own father had encouraged the 
artistic endeavors of his son: the Giulio Strozzi of the 1620s and 1630s was perfectly placed to 
nurture the talents of his daughter. 
 
A recent publication by Baroncini and Collarile (2016) revealed the identity of Giulio’s mother, and 
also testimony regarding the poet’s legitimization in 1593. My paper paints rather a larger picture of 
Giulio and his father. Utilizing a selection of family letters and other contemporary reports, I look at 
the strategies adopted by Ruberto to provide his son with opportunities far beyond the family 
business he himself operated. Indeed, Giulio’s sojourn in Rome (and, presumably, those in Padova, 
Pisa, and Urbino), combined with family connections in Florence, set Giulio on the path that would 
place him among the leading intellectuals of Venice. 
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Much of what Giulio viewed as important regarding family, and even his life’s work, can be teased 
out with a close reading of his three wills. Here we see how family ties shifted over the years; 
constant were his care for Barbara (aged, variously,  nine, eighteen, and thirty-one years), and her 
mother. The wills also speak eloquently of Giulio’s religious devotion, which has been largely 
ignored by scholars other than Pecknold.  
  
Most significantly regarding Barbara’s personal life, I expand on the relationship between the 
Strozzis and the Vidmans, a family of Carinthian merchants who purchased Venetian nobility in 
1646. As late as 1634, when Barbara was fifteen, Giulio must have facilitated her acquaintance with 
Giovanni Paulo Vidman, some fourteen years Barbara’s senior, who would, in the next decade, 
become the father of her children. Perhaps the most eloquent document regarding both Barbara’s 
burgeoning talent, and Vidman’s appreciation of it, comes from Nicolò Fontei’s dedication (1635) of 
his Bizzarrie poetiche. Connections between the two families would continue into the next 
generation, through the friendship between Barbara’s eldest son and one of Vidman’s legitimate 
daughters. 
  
 

Double Translation in Poetic Readings of  
Vaughan Williams’ “Whither Must I Wander” 

Alison Gilbert, University of Georgia 
 
Ralph Vaughan Williams’ “Whither Must I Wander” from his Songs of Travel is cherished in the 
English art song repertoire; however, its poet, Robert Louis Stevenson, is much more often 
acknowledged for his novels than his poetry. Stevenson himself was an avid amateur musician, and 
his own musical interests manifest in different ways in his own collection, Songs of Travel. The 
untitled seventeenth poem in his collection, which Vaughan Williams set as “Whither Must I 
Wander,” contains the subtitle “to the Tune of Wandering Willie.” While this tune was previously 
assumed to be the one commonly known by that name, with a popular contrafact by Robert Burns, a 
manuscript from Stevenson’s papers, recently brought to light by J.F.M. Russell, shows that 
Stevenson in fact used a different tune as the inspiration for this poem. An examination of the two 
different tunes shows that the tune from the manuscript is much more fitting for Stevenson’s text, 
particularly in terms of meter. The poem itself is characterized by stark affective shifts, as the 
protagonist, in turn, ruminates on his miserable present, an idealized past, and a hopeless future. 
 
This paper will use the poem as a fulcrum to consider the double translation from music to poetry to 
music by performing three readings of the poem: one in isolation, one through the lens of the 
manuscript tune, and one through the lens of Vaughan Williams’ setting. This will show how 
Stevenson encodes the musical properties of the tune into his text and how Vaughan Williams 
translates and reinterprets those characteristics. Additionally, these readings will reveal how 
Vaughan Williams’ choices both highlight and reinterpret the affective turns of the poetry. 
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Canonic Variations: Feminist  
Ideologies in the Music of Meredith Monk 

Tracy Monaghan, University of Louisville 
 
Much of the work turning a critical eye to operatic musical traditions preserved by the Western 
canon show the canon’s alignment with patriarchal values. Marcia Citron's work notes the canon as 
a hierarchical system in which male composers are prioritized over female composers, Suzanne 
Cuzick and Susan McClary posit that composition is favored over bodily performance and classical 
technique is favored over techniques outside a traditional musical idiom. During her half-century-
long career Meredith Monk has consistently operated outside of that idiom. She is, radically, a 
woman and a composer. Beyond that, we can observe this extra-ordinary operation as it manifests 
in Monk’s methods of composition and her resulting innovative musical language.  
 
A discussion of feminist ideologies and philosophies informed by the critical work of Citron, 
Cuzick, and McClary is a lens through which we can analyze the canonical norms. Refuting 
Lacanian claims about language and culture, feminist philosopher Julia Kristeva suggests a feminine-
forward approach, rather than a patriarchal one. Some scholars have sought to distill Kristeva’s 
philosophy and apply it to Western art music as a facet of culture, and still more scholars have 
applied that philosophy to Meredith Monk’s music specifically. Perhaps due to the limited 
availability of scores, or expertise in only one aspect of her compositional language, scholarship of 
Monk’s work tends to only depict either musical or visual aspects in regard to its feminist 
tendencies. I suggest, however, that the observation of Meredith Monk’s compositional 
methodology and the resulting stylistic innovations such as elision of sound and gesture, extended 
vocal techniques, and wordless vocalizations align with Kristeva’s feminist ideologies and the 
Western musical canon. These ideologies can be analyzed in work spanning Meredith Monk’s 
career, with examples from Education of the Girlchild (1974), Atlas (1991), and Realm Variations (2012). 
 
Saturday, March 9 
Session 6 (11:30am–1:00pm): New Listening Perspectives 
 

Liminal Aesthetics: How Tristan Murail’s  
Gondwana Subverts Harmony and Timbre 

Jackson Harmeyer, University of Louisville 
 
 If Paris in the 1970s can be viewed as the birthplace of spectral music, then Darmstadt in the early 
1980s represents this movement’s opening up to the larger world of contemporary music. Tristan 
Murail, one of the founding French spectralists, lectured at the Darmstadt summer courses in both 
1980 and 1982. In his two lectures, provocatively titled, “The Revolution of Complex Sounds” and 
“Spectra and Sprites,” he sets forth a bold aesthetic vision for the emerging movement. As 
envisioned by Murail, spectral music considers sound as a whole, effectively eschewing the 
parametrization favored by serialism. Instead, Murail proposes what I have termed a liminal 
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aesthetic in which the traditional boundaries between harmony, timbre, and other musical 
dimensions become ambiguous if not altogether meaningless. Murail, furthermore, positions 
spectral music as a post-electronic music, one which prizes sonic masses, models form after studio 
processes, and builds harmony-timbres from sound spectra analysis. Metaphorically, he also equates 
the spectral composer to a sculptor chiseling away at sound. My paper examines these two lectures, 
formulating Murail’s liminal aesthetic from them, and then considers his contemporaneous 
orchestral composition Gondwana within this aesthetic context. Ultimately, I demonstrate how 
Murail, in the absence of a meaningful distinction between harmony and timbre, generates direction 
and continuity within his musical aesthetic without compromising a modernist idiom. 
  
 

Listening for the Suling in the Balinese Gamelan 
Natalie Gregg, University of Tennessee 

  
While an abundance of research exists concerning many aspects of music in Bali, little research has 
been conducted concerning the suling and its role in Balinese music. Due to an exceptional lack of 
information on the subject, this important member of Balinese gamelans is often left unnoticed. My 
research seeks to fill this void. Here I demonstrate how the suling functions as a key member of 
Balinese gamelan music, with its importance coming from its contrasting tone color to the more 
dominant metallophones within the ensemble, its soloistic role within the texture of the ensemble, 
and its extended pitch range. 
 
I argue that to better understand the suling in Balinese music, we must consider the performance 
practices, compositional uses, and musical significance of this instrument. As part of my research, I 
focus on a work from the gamelan gambuh repertoire, having studied the work in recording and 
having transcribed suling melodies. Here the suling proves a vital instrument in the gamelan gambuh 
repertoire, forming “the core of the gamelan” with its “distinctive, ghostly sound” (Tenzer 2011, p. 
24). My transcription reveals important aspects of the suling’s performance practices: doubling an 
existing melody, ornamenting a melodic line with extended pitches, and sustaining notes over 
moving lines. Combining my transcription with existing literature, I articulate the integral position 
of this instrument within these ensembles. Though few studies have been done on the suling, my 
research begins to account for the uses and importance of this beautiful, unique instrument in 
Balinese gamelans. 
 
 

The Sensual Semiotics of Christ’s Body 
Desirée Scarambone, University of Kentucky 

 
In 2006 Kaija Saariaho composed music for La Passion de Simone in close collaboration with the 
librettist Amin Maalouf. Its musical format is traditional of the Passion genre, the movements are 
aligned with the stations of the cross, yet the story is dramatically altered, for the religious, and 
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traditionally sensual semiotics of Christ’s body are removed and replaced by another figure, that of 
Simone Weil.  
 
Simone Weil (1909–1943) was a French philosopher, professor, and social activist—and Simone was 
a woman. By replacing the symbolic figure of Christ with that of a woman, this work reconfigures 
the traditional archetype and challenges its audience at multiple levels. This paper focuses on a 
hermeneutic analysis of the Eighth Station, wherein reference to the symbolic “Dark Night” 
indicates the importance of the philosophy of St. John of the Cross and kenotic ethic which 
ultimately highlights the metaphysical purpose of the telling of the Passion story—that of abjection.  
 
Saariaho’s musical metaphorical depiction of the metaphysical concept alluded to in this station is 
densely interwoven with musical tropes, topics, and semes. A brief musical analysis that employs 
musical semiotics concludes the presentation. 
 


