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Friday, March 21 
 
8:00 – 9:00 am Registration, Coffee, Refreshments (John Grant Crabbe Library, Lobby) 
 
9:00-10:30 am Session 1 – Manifestations of the American Vernacular (Crabbe Library, 

Auditorium, rm. 108) 
Saesha Senger (University of Kentucky), “Racial Exclusivity, Authenticity, and Horizons 

of Expectations: Eric Clapton Signifyin’ on the Blues of Robert Johnson” 
Nancy Riley (University of Georgia), “‘Every Kind of Music but Country’: Indie Rock 

Collaborations, Musical Identity, and Bloodshot Records” 
Virginia Christy Lamothe (Belmont University), “L. Frank Baum, Paul Tietjens, and the 

Wonderful Women of the Stage Musical The Wizard of Oz (1902-1904)” 
 
10:30 – 10:45 am Break 
 
10:45 – 11:45 am Session 2 – America in the 19th Century (Crabbe Library, Auditorium) 

Douglas Shadle (University of Louisville), “When in the United States, Do as Germans 
Do: German–American Musical Politics in the Late Nineteenth Century” 

Mary Helen Hoque (The University of Georgia), “‘A Good Band is Much Needed 
Here’”: Reconstructing Community Through Music in the Reconstruction South” 

 
12:00 pm Luncheon  
12:45 – 1:45 pm Business Meeting (Powell Student Center, cafeteria) 
 
2:00 – 3:30 pm Session 3 – Modern and Postmodern Expressions (Crabbe Library, Auditorium)  

Miguel J. Ramirez (Western Kentucky University), “From Dachau to La Paz: Erich 
Eisner and the Confluence of Jewish, Austro-German, and Bolivian Music 
Traditions” 

J. Michael Raley (Hanover College), “Ernest E. Lyon and the University of Louisville’s 
Pi Kappa Omicron Experiment of the Late 1940s and Early 1950s” 

Caroline Ehman (University of Louisville), “Postmodern Evil: Mephistopheles in 
Contemporary Opera” 

 
3:30 – 4:15 pm Guided tour and Introduction to the Homer Ledford musical instruments exhibit 

in Crabbe Library Special Collections Department 
 
4:30 – 5:30 pm Keynote Address (Crabbe Library, Auditorium) 

Dale Cockrell (Vanderbilt University/Center for Popular Music), “Blood on Fire: Sex and 
Music in America, 1840-1917” 

5:30   Reception (Crabbe Library, Grand Reading Room) 
 
7:30 pm Special Concert Event:  Raleigh Dailey Trio (Gifford Theater, Campell building) 
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Saturday, March 22 
John Grant Crabbe Library, Auditorium (Rm. 108) 
 
8:00 – 8:30 am Coffee and refreshments 
8:30 – 10:00 am Session 4 – Panel: Gendered Voices and Feminine Agency in Early Music 

Cultures 
Rachel May Golden (University of Tennessee), “Of Grieving Hearts and Calls to Arms: 

Women’s Voices in French Crusade Song” 
Tyler C. Mitchell (University of Tennessee), “Defiance in Tragédie en Musique: Lully 

and Quinault’s Empowering of the Feminine in Armide” 
Nathan Kent Reeves (University of Tennessee), “Claudio Monteverdi’s Pianto della 

Madonna: Marian Piety, Eroticism, and Lament in Seventeenth-Century Venice” 
 
10:00 – 10:15 am Break 
 
10:15 – 11:15 am Session 5 – National Traditions across the Ages 

Kenneth Kreitner (University of Memphis), “The Music of Alonso de Alba” 
Christopher Little (University of Kentucky), “Helena and the Enigma: Granville Bantock 

and Edward Elgar Before World War I” 
 

11:15 – 11:30 am Break 
 
11:30 am – 12:30 pm Session 6 – Writing about Music 

Alison P. Deadman (East Tennessee State University), “‘The Music Says …. I Say’:  
Adapting Graff and Berkenstein’s Methods to Writing about Music” 

Michelle Meinhart (Martin Methodist College), “Variations on the Grand Tour: Musical 
Empathy, Catholic Communion, and Risorgimento Sympathy in the Mid-
Nineteenth-Century Italian Travel Diaries of Lady Anne Noel Blunt” 
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Saesha Senger (University of Kentucky), “Racial Exclusivity, Authenticity, and Horizons of 
Expectations: Eric Clapton Signifyin’ on the Blues of Robert Johnson” 

When comparing Robert Johnson’s 1937 Columbia recording of “Traveling Riverside 
Blues” to Eric Clapton’s 2004 rendition on Reprise’s Me and Mr. Johnson, multiple factors may 
influence an evaluation: the race, class, and nationality of the performers, their access to 
recording technology, and the date and location of the performance.  Blues scholarship and 
criticism have also factored significantly in the perception of casual listeners, critics, academic 
scholars, and performers.  An individual’s comparison of Johnson and Clapton may be strongly 
influenced by a reciprocal relationship between blues writing and performance.   

Contrasting with the ideology of “authenticity” present in much blues scholarship, this 
paper posits a position based on Hans Georg Gadamer’s statement that “the work of art always 
has its own present.”  As the conditions for blues performance and literature transform and 
influence one another, these shifting horizons of interpretation redefine the tradition – in this 
sense, there is no objective “authenticity.”  Hermeneutically-centered insight into the legacies 
and performance practice of Johnson and Clapton as well as the scholarship of Paul Oliver, 
David Evans, Ulrich Adelt, and others informs this examination of Johnson’s and Clapton’s 
recordings of “Traveling Riverside Blues.”   
 A focus on these performers’ musical choices regarding form, rhythm, tempo, timbre, and 
recording resources provides the background for a discussion of how Johnson’s legacy 
influences evaluations of Clapton’s work and perhaps even Clapton’s musical choices. The 
“present” of the performers, this author, and past scholars coalesce in a continuum that reveals 
the blues tradition’s complexity and the issues that arise for its contributors. 
 
Nancy Riley (University of Georgia), “‘Every Kind of Music but Country’: Indie Rock 
Collaborations, Musical Identity, and Bloodshot Records” 

Chicago's Bloodshot Records’ first release, For a Life of Sin: A Compilation of Insurgent 
Chicago Country (1994), featured local bands performing various styles of country music, and 
the record label’s co-owners Rob Miller and Nan Warshaw insist that Bloodshot would not exist 
in any other city. Further, they claim that Bloodshot owes much of its success to various 
attributes of the city, such as an established infrastructure, collaboration among musicians, and 
supportive musical communities.  
 A recognizable "Chicago sound" emerged in the punk and indie rock scene in the 1990s, 
and was attributed to musician and producer Steve Albini (Faris, 2009). The Chicago sound is 
both discursive and sonic, characterized by a workingman persona, unconventional song 
structures, an emphasis on rhythm, and lo-fi recording practices. Although Albini made his name 
with alternative and indie rock bands, such as Nirvana and his own bands Big Black and Shellac, 
he recorded traditional country tracks with Robbie Fulks, and one appears on Bloodshot's first 
album. In 1996, Albini produced Fulks' first full-length Bloodshot album, Country Love Songs.    
 This paper considers constructions of identity within musical institutions in light of 
Miller and Warshaw’s claims of Chicago exceptionalism by considering Bloodshot Records vis-
à-vis the "Chicago sound." Bloodshot identified discursively with Albini and his musical 
practices, yet the sonic connections are less clear. An analysis of Fulks and Albini’s 
collaborations reveals traces of the Chicago sound, but I argue that genre conventions and the 
record label's musical persona take priority in interpreting these recordings. 



AMS-SC, 2014 meeting, Abstracts 

4"

 
Virginia Christy Lamothe (Belmont University), “L. Frank Baum, Paul Tietjens, and the 
Wonderful Women of the Stage Musical The Wizard of Oz (1902-1904)” 

Long before he dreamed of Oz, L. Frank Baum (1856-1919) was writing for the stage. 
Many years spent as an unsuccessful playwright preceded the success of his children’s book The 
Wonderful Wizard of Oz (1900).  Baum’s earlier attempts at writing a musical with composer 
Paul Tietjens (1877-1943) ended with more working titles than financial backers.  But, the mere 
mention of turning his new book into a musical turned the heads of the most celebrated directors, 
choreographers, and circus promoters of his time.   
 The musical The Wizard of Oz was performed in Chicago (1902) and New York (1903-
04), and toured the country with sold-out shows.  Although the musical is largely forgotten 
today, its importance should not be overlooked.  Little has been done to uncover its significance 
in the history of musical theater.  The story of The Wizard of Oz, bears little resemblance to 
Baum’s original novel, but gave birth to imaginative scenarios of Baum’s fifteen Oz books to 
come, and even the 1939 film.   Its patchwork of vaudeville comedy and interpolated songs also 
tell us much about the social role of Broadway at this time – as a place to model a newly urban 
American identity.  The Oz of 1903 was no longer a world of make-believe; Munchkin women 
worked long hours, joined unions, and searched for decent wages.  The same was true, however, 
for the female actresses who played them.  This paper will focus on the importance of this play, 
and the roles played women as modeled through Baum’s musical Oz. 
 
Douglas Shadle (University of Louisville), “When in the United States, Do as Germans Do: 
German–American Musical Politics in the Late Nineteenth Century” 
 The German musical world has exerted tremendous influence on the culture of classical 
music in the United States. Throughout the nineteenth century, German-speaking musicians 
populated U.S. cities from coast to coast, while German compositions increasingly became 
fixtures on concert programs. This ascendance was neither linear nor predestined, however, for it 
was enmeshed within larger patterns of transnational political relations between the United States 
and the German-speaking world. As recent work by the foreign relations historian Jessica 
Gienow-Hecht has shown, nineteenth-century connections between transnational politics and 
American music were broad and multi-faceted. Yet the impact of these connections on U.S. 
composers was especially profound and has not been fully investigated in musicological 
literature. 
 Two major composers in particular—George Frederick Bristow (1825–1898) and John 
Knowles Paine (1839–1906)—inserted themselves into the world of transnational politics early 
in their respective careers. In 1854, Bristow expressed widely-held xenophobic views as he 
criticized the German-dominated New York Philharmonic Society for not performing his 
orchestral works; this attitude tarnished his later reputation. Paine, by contrast, openly aligned 
himself with the German musical tradition during the early 1870s, a so-called “era of good 
feelings” between the two nations, and was quickly accepted by the German musical 
establishment, at home and abroad. Taking Philadelphia’s storied Centennial Exhibition of 1876 
as a point of departure, this paper argues that each composer’s political posturing contributed to a 
significant disparity in the future reception of their works—a disparity evident at the Exhibition 
itself and that persists today. 
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Mary Helen Hoque (The University of Georgia), “‘A Good Band is Much Needed Here’: 
Reconstructing Community Through Music in the Reconstruction South” 

The organization of bands during the post-Civil War era offers a distinctive opportunity 
to examine expressions of re-envisioned community identities and civic pride. During this period 
of difficulty and insecurity, the band became a mechanism through which a community could 
reknit itself, often opening a space for new voices. As the organizer and leader of Athens’s first 
great band, George Davis offers an example of such a new voice, making significant 
contributions to life in Athens, Georgia as a barber and as a musician. This paper will 
demonstrate how Davis’s reputation was unique as an African-American musician whose music 
bound black and white communities together in the Reconstruction South. I will chronicle 
Davis’s accomplishments utilizing historic local newspapers, maps, and photographs to 
document what is known of Davis’s life, his role in the Athens community, and, even more 
intriguing, the substantive nature of his influence as a regional public figure, as both band leader 
and respected barber, from the time of his service as bugler in the Troup Artillery of Athens in 
1858 until his death in 1890. 
 
Miguel J. Ramirez (Western Kentucky University), “From Dachau to La Paz: Erich Eisner 
and the Confluence of Jewish, Austro-German, and Bolivian Music Traditions” 

Like other Jewish musicians of his time, Erich Eisner (1897-1956) fled Nazi Germany to 
start a new life and career abroad.  Following a short detention in Dachau in the aftermath of 
Kristallnacht, Eisner managed to leave Germany, and in late 1939 he found a new homeland in 
Bolivia.  As a token of gratitude for his adopted country he composed the Cantata Bolivia 
(1941), an ambitious work for soloists, chorus, and orchestra.  In 1945 Eisner was entrusted with 
the creation and direction of the Bolivian National Symphony, and as conductor of this orchestra 
he promoted the music of local composers and became an early champion of Bruckner and 
Mahler in the region.  Indeed, he conducted the Latin American premiere of two Bruckner 
symphonies—a remarkable achievement given the limitations of the Bolivian musical 
establishment. 
 My paper addresses Eisner's music and conducting career against the backdrop of his 
diasporic experience, particularly the ways in which his tribulations in Nazi Germany affected 
his compositional and conducting choices.  It also addresses Eisner's motivation for performing 
the music of Bruckner—an intriguing choice for a musician who was marginalized by the very 
National-Socialist cultural authorities that promoted the Brucknerian symphonic legacy.  More 
broadly, the paper explores the changes that musician-émigrés introduced into the cultural life of 
Latin America in the 1930s and 1940s, the intersection of Austro-German and indigenous music 
traditions in the region, and the tensions that ensued between Jewish refugees and German Nazis 
who settled in South America in the aftermath of WWII. 
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J. Michael Raley (Hanover College), “Ernest E. Lyon and the University of Louisville’s Pi 
Kappa Omicron Experiment of the Late 1940s and Early 1950s” 

Documents recently discovered in storage at the University of Louisville’s Dwight 
Anderson Music Library, together with letters housed in the New York City Library, have made 
it possible for the first time to reconstruct the history of an important, but long-forgotten episode 
in which University of Louisville Director of Bands Ernest E. Lyon and student members of the 
U of L Concert Band solicited and financed commissions of new, original works for concert 
band from prominent, world-class composers. G. I.s returning home to the University of 
Louisville from the military service bands in the late 1940s and early 1950s wanted to play more 
than just the standard marches and band transcriptions of their day. Beginning in 1949, under 
Professor Lyon’s guidance, they pooled their earnings from the University of Louisville 
Cardinals Big Band, along with their membership dues from a newly-formed music fraternity, Pi 
Kappa Omicron, to commission new, original works for concert band by Vincent Persichetti 
(“Psalm” for Band), Gordon Jacob (“Flag of Stars”), William Schuman (“Chester” Overture), 
and others. These composers were invited to conduct the premiers of their own works, thereby 
giving the University of Louisville Concert Band members the added experience of playing 
under their batons, and the performances were recorded so that the composers could 
subsequently submit their compositions for publication. The short-lived effort came to an end in 
1958, but the PKO experiment remains a model for educators to follow in encouraging students 
to take ownership of their own public service projects. 
 
Caroline Ehman (University of Louisville), “Postmodern Evil: Mephistopheles in 
Contemporary Opera” 
 As Faust’s demonic and often scene-stealing counterpart, Mephistopheles has returned to 
the spotlight in the realm of postmodern opera. Contemporary composers have displayed a 
remarkable upsurge of interest in the Faust legend, with over ten Faust operas composed and 
performed in Europe and America since 1970. These operas put a distinctively postmodern spin 
on the Faust legend, particularly through their surprising characterizations of the devil. 
 I will discuss the highly ambivalent depictions of Mephistopheles in three recent Faust 
operas: Luca Lombardi’s Faust: un travestimento (1991), Alfred Schnittke’s Historia von D. 
Johann Fausten (1995), and Pascal Dusapin’s Faustus, the Last Night (2004). The Lombardi and 
Schnittke operas portray Mephistopheles as a changeable, multiple presence, with the role shared 
by two or three singers, male and female. In his Beckett-inspired Faust opera, Dusapin reverses 
the traditional power relationship between Faust and Mephistopheles, rendering the latter 
superfluous and ineffectual. The concepts associated with the demonic in the operas range from 
the instant gratifications of consumer society (in Lombardi’s Faust: un travestimento) to 
megalomania (in Dusapin’s Faustus, the Last Night). Focusing on representative passages from 
each work, my paper will draw parallels between these unconventional operatic portrayals of the 
devil and writings by cultural theorists (including Jean Baudrillard) that emphasize contemporary 
Western society’s complex relationship with the concept of “evil.”  
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Panel: “Gendered Voices and Feminine Agency in Early Music Cultures,” Panel 
Organizer: Rachel May Golden (University of Tennessee) 
This session examines several vocal musical traditions within western Europe before 1750 as 
expressions of the feminine, and as gendered negotiators of rhetorical and political power. By 
drawing on contemporary methodologies in musicology, literary analysis, and gender theory, this 
panel seeks to sound out the roles played by the musical depiction of the feminine within specific 
works and cultures. From medieval troubadour song, to Italian Renaissance devotion, to the 
baroque French operatic stage, we identify such feminine voices as agents of impactful musical-
lyric rhetoric within works by troubadours and trouvères, Monteverdi, and Lully.  Further, we 
argue for these voices as forces of sociopolitical change by reading them within the context of 
their surrounding real-world environments.  
 Our case studies not only illumine an understanding of gender relationships of their 
times, but also inform a broader context of cultural meanings within the selected cultures at 
critical moments of regional self-definition.  By using music as a lens, we interrogate the roles of 
gender and authority in the identity formations of the volatile political environment of Crusading 
France and Occitania, the height of the Marian cult in turn-of-the-seventeenth-century Venice, 
and the conflicts invested in the absolute rule of Louis the XIV, respectively. 
 As a panel, we conclude that presentations of the feminine in these early music 
repertories perform meaningfully in both musical-lyric and sociopolitical arenas, both within 
traditional feminine gender roles, as well as outside them. 
 
Rachel May Golden  (University of Tennessee), “Of Grieving Hearts and Calls to Arms: 
Women’s Voices in French Crusade Song” 
 This paper positions lyric songs of twelfth- and thirteenth-century France and Occitania as 
sites to interpret medieval women’s voices.  The vast majority of surviving courtly song comes 
from male authors, with no known Crusade lyric attributed to female poet-composers. However, 
close readings of male-authored Crusade songs—such as A la fontana by Marcabru and 
Chanterai pour mon courage by Guiot of Dijon—reveal meaningful utterances by women within 
the songs, often subtly present behind and between the articulations of male narrators and 
protagonists. Attending to women’s roles and their modes of melodic-poetic representation 
uncovers confrontations with contemporaneous Crusade environments while exposing aspects of 
courtly love, gender norms, and medieval sexualities. 
 Women characters within the Crusade songs embody a variety of gendered representations, 
from the conventionally aloof courtly domna, to women who exhibit virtues such as nobility and 
bravery, typically constructed as male. Drawing on gendered readings of medieval lyric, 
including those by Stephen Nicholas, Simon Gaunt, and Gale Sigal, my methodology also 
encompasses musical-literary analysis to demonstrate how melodic gestures reinforce rhetorical 
effect in the songs.  In revealing women’s voices as audible within the troubadour and trouvère 
repertory, I argue that these songs negotiated and helped to shape shifting gender roles, 
geopolitics, and worldviews during an era of Holy War.   
  



AMS-SC, 2014 meeting, Abstracts 

8"

Tyler C. Mitchell (University of Tennessee), “Defiance in Tragédie en Musique: Lully and 
Quinault’s Empowering of the Feminine in Armide” 

Lully and Quinault’s opera Armide features a central female character who contrasts 
sharply with the portrayals of fear and prejudices that typically constitute female operatic roles. 
To an extent, the work employs feminine stereotypes, framing Armide as a seductress and a 
character driven by intense emotions. Armide, however, also challenges assumed constructions 
of the feminine in dramatic works contemporary to Louis XIV’s court.  
 Armide proves strong and purposeful, even capable of manipulating time. Refusing to 
defer to male authority, she is one of the few female operatic characters who can boast such traits 
and still be alive as the curtain falls.        
 By engendering Armide with a voice of omnipotence, replete with sonic, textual, and 
dramatic strength, Lully and Quinault offer a feminine character who complicates contemporary 
seventeenth-century ideals of women. I draw, in part, on Susan McClary’s work on gender and 
negotiations of the feminine in baroque music and culture. Georgia Cowart’s insight pertaining 
to the court of Louis XIV and the relationship between power, politics, and gender also enhances 
my study.  I conclude with a brief discussion of later operatic representations of Armide, further 
demonstrating the uniqueness of Lully and Quinault’s characterization.  
 
Nathan Kent Reeves (University of Tennessee), “Claudio Monteverdi’s Pianto della 
Madonna: Marian Piety, Eroticism, and Lament in Seventeenth-Century Venice” 

The political and social stabilities of seventeenth-century Venice were founded upon a 
self-constructed mythology abounding with representational contradictions. Claudio 
Monteverdi’s 1640 Pianto della Madonna, a contrafactum of his well-established Lamento 
d’Arianna, embodies many of these conflicts. In the Pianto, Monteverdi presents two kinds of 
Madonne: the pious mother grieving the death of her son, and the erotically charged sponsa 
Christi, full of a masochistic desire to die with Christ. Through its simultaneous evocation of the 
pious and the erotic, Monteverdi’s Pianto della Madonna reflects the conflicting mythologies of 
the Venetian republic and in turn exemplifies the dualistic view of women that existed in 
seventeenth-century Venice.  

I find multiple parallels between changes in the treatment of the Virgin in Venetian state-
approved iconography of the early seventeenth century and changes in Venetian life resulting 
from post-Tridentine restrictions on the feminine body and soul. As Suzanne Cusick and Gary 
Tomlinson have observed, in the Lamento d’Arianna Monteverdi constructs an ideal womanhood 
that abandons the feminine self to aspire to a filial piety under male domination. Through the 
feminine rhetoric of lament, the Pianto assumes similar goals, reflecting a post-Tridentine need 
for Venetian authorities to reaffirm masculine hegemony. Monteverdi’s Pianto della Madonna 
proves to function in a complex environment where state ideologies, social conventions, and 
religious connotations are simultaneously at work. In this reading, the Pianto della Madonna 
reflects the post-Tridentine values of the early-seventeenth-century Venetian state and simulates 
the struggle to subject feminine chaos and instability to masculine order and reason. 
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Kenneth Kreitner (University of Memphis), “The Music of Alonso de Alba” 
I have spent many years not paying attention to Alonso de Alba. His music is of the sort 

that doesn’t draw attention to itself, and he himself is a Doppelmeister, one of whose possible 
identities died in 1504 and the other in 1522. But a closer look reveals him to be a much more 
interesting character than I had imagined, in two ways. First, he was relatively prolific: his 
twenty-two compositions—a mass, an Agnus, six Alleluias, two Vidi aquams, six hymns, five 
motets, and a song—put him in fourth place among his Iberian contemporaries, ahead of some 
much more famous figures. And second, as I explain, the situation of his sacred music in its main 
source makes it clear that the Alba who died in 1504 is our man, which means that his surviving 
music represents a longed-for early layer in this crucial period of Spanish music history.  
 Most of the paper, then, is devoted to a close survey of his music, on its own merits and 
as a kind of baseline for Spanish church music c1500. He proves to be quite an interesting figure: 
we see a professional musician (Alba worked most of his life at Seville cathedral) creating a 
local tradition with a body of service music that later composers would add to and revise; we see 
a non-genius writing in old-fashioned styles and rising to confront the new; and we see a world 
changing dramatically within a single career. He is worth our attention.  
 
Christopher Little (University of Kentucky), “Helena and the Enigma: Granville Bantock 
and Edward Elgar Before World War I” 
 In 1899, a middle-aged English composer wrote a set of variations on an original theme 
for orchestra.  This work helped propel him to musical celebrity and knighthood.  Surprisingly, 
this composer was Granville Bantock, not Edward Elgar; his work was "Helena: Variations on 
the theme HFB," not the "Enigma" Variations.  Although Elgar's fame escalated as Bantock’s 
declined, for approximately a decade both composers were considered progressive forces in 
English music, with equal potential for reviving its international reputation. 
 I explore the numerous professional and musical links between Edward Elgar and 
Granville Bantock to establish their mutual respect and parallel critical reception from 1897 - 
1908.  During this time, Bantock promoted and conducted Elgar’s music while Elgar was 
directly responsible for both of Bantock’s major positions in a long academic career, as well as 
proclaiming Bantock one of the most promising of current English composers.  The "Helena" 
and "Enigma" Variations themselves share stylistic similarities derived from a Late Romantic 
idiom.  Their similar programmatic inspirations -- "friends pictured within" for Elgar and 
Bantock's "dearest wife" -- found apt expression in variation form and are further articulated by 
the orchestration of individual variations.  Both works allude to the music of other composers as 
well as aspects of their creators' private lives. 

An examination of the relationship of these contemporary British composers contributes 
to a re-evaluation of the accepted narrative of the English Musical Renaissance in the early 
twentieth century, one that recognizes Elgar as a pre-eminent English voice while neglecting 
Bantock and others. 
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Alison P. Deadman (East Tennessee State University), “‘The Music Says …. I Say’:  
Adapting Graff and Berkenstein’s Methods to Writing about Music” 

“Aren’t they [High Schools/ Freshman English classes] supposed to teach our students 
how to write?”   Hidden in this oft-voiced criticism is the notion that “it’s not my job to teach 
writing.”  I maintain that if we want musicology to flourish, it is our job to teach students how to 
write and that as faculty teaching a series of classes that students take sequentially we are often 
placed in an excellent position to do so.  Few would expect a student to take a year of piano 
classes and then be able to play proficiently; similarly, why do we expect our students to “get it 
all” in Freshman English? 
 In trying to address this issue, I have used Gerald Graff and Cathy Berkenstein’s They 
Say – I Say: The moves that matter in academic writing in the semester preceding my students’ 
first exposure to writing music history research papers.  The ensuing research papers improved 
dramatically as students learned how to engage the voices of the authors they were reading and 
how to delineate their own ideas and opinions.  The place where this improvement did not carry 
over was when students needed to engage with a musical score.  In this paper I draw a parallel 
between the score and the written word (both being physical representations of a temporal object 
– music and speech) and show how Graff and Berkenstein’s ideas can be adapted to help 
students engage with and respond to a musical score in the course of a research paper. 
 
Michelle Meinhart (Martin Methodist College), “Variations on the Grand Tour: Musical 
Empathy, Catholic Communion, and Risorgimento Sympathy in the Mid-Nineteenth-
Century Italian Travel Diaries of Lady Anne Noel Blunt” 
 Nineteenth-century travel diaries document numerous listening experiences in locales 
foreign to their writers. Such is the case especially of travelogues kept by English aristocratic 
women concerning Italy, for those from “the land without music” were intrigued by this most 
musical nation. These sources, though, remain unknown in Musicology. This paper will address 
Italian musical encounters in the 1854-68 manuscript diaries of Lady Anne Blunt, arguing these 
experiences, besides being rites-of-passage consecrated in the Grand Tour tradition, were also 
means through which Blunt empathized with the Italian people, Catholicism, and Risorgimento.  
 The granddaughter of Lord Byron, Blunt records hearing music daily while in Italy. Like 
many women, she documents attending opera and private musical performances, revealing an 
astute knowledge of repertoire, performers, and international high society networks. However, 
other descriptions depart from this convention. While in Venice she ponders the cacophony of 
musical sounds heard on her daily walks to Plaza del San Marco. Gypsy street musicians reveal 
to her a natural musicality far removed from London’s professional venues. Outside San Marco, 
she marvels at the boisterous Austrian military band’s display of power over a colonized Venice, 
especially when juxtaposed with the ethereal, siren-like choirs inside the Basilica. Ultimately 
these musical experiences thrust her outside the strict confines of English high society, 
enlivening in her a liberal perspective sympathetic to the Risorgimento and Catholicism—to 
which she later converted. Recognizing such dialogue between history’s music makers and 
listeners is crucial to understanding music’s role in constructions of religious and political 
identities.  


