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Welcome

It gives us great pleasure to welcome you to the ‘Conference on Music Literature, Historiography and Aesthetics’. 

The conference is an initiative arising out of the Monash–Leeds Music Research Collaboration, which is founded upon critical synergies in research strengths between the two schools of music, and will allow participating musicologists to build upon shared research interests and methodologies.

We hope this conference is stimulating and productive and that new links are made with colleagues working in your areas of research.

We thank the following institutions that have helped make this conference possible

· Australian Research Council

· Institute of Musical Research

· Monash University
· Royal Musical Association

· University of Leeds

· University of New South Wales
We also thank Valerie James of the IMR for her efforts in bringing this conference to fruition. 

Paul Watt

Sarah Collins
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Michael Allis
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Programme
Thursday

	9:00-9:25
	Registration and Welcome by Paul Watt
Outside Rooms G35 and G37

	 
	

	9:30‑11:00
	Room G35

[A] Operatic voices and novel figurations 
Chair: Jason D’Aoust
Michael Halliwell
Life as a libretto: Opera in the work of Henry James

Pamela Feo
Reading Frances Burney as Music Critic
Adrian Paterson
‘After midnight, after music’: Music and Sexuality in James Joyce’s Giacomo Joyce
	Room G37

[B] Texts and Paratexts
Chair: Christopher Wiley

Michael Allis
The musical refiguring of Shelley: Granville Bantock and The Witch of Atlas
Kirsten Paige
The Nightingale, the Owl, and the Jew in the Thorn-bush: Reassessing Walther’s Trial Song in Die Meistersinger
Ji Yeon Lee
Tristan und Isolde and Francesca da Rimini: An Intertextual Reading

	11:00-11:30
	Morning Tea

	11:30‑12:30
	Keynote Paper. 
Chair: Michael Allis 
Delia da Sousa Correa
Stories about Music: From George Eliot to Janet Frame

	12:30-1:30
	LUNCH


	1:30‑3:00
	Room G35

[C] Literary figurations and soundscapes 

Chair: Charlotte Purkis

Alberto Hernández
Just a Musical Quixote? Antonio Eximeno’s Don Lazarillo Vizcardi and the Novel of the Late 18th Century
Jason D’Aoust
The Orpheus figure in Music and Literary History
	Room G37

[D] Constructions and representations of nature

Chair: Tony Mitchell

Taylor A. Greer
‘Peacocks and Pleasure-Domes: Griffes’s Pastoral as an Exotic Garden
Rachel Landgren
‘English by heart’: The Cultivation of Vocal Purity in late Nineteenth-Century England

Bennett Zon
Romantic Ornitheology and the Meaning of Birdsong

	3:00-3:30
	Afternoon Tea

	3:30‑5:30
	Room G35

[E]  Kurtág reading literature: reading Kurtág with literary awareness

Chair: Karl Katschthaler

Dina Lentsner
Composer’s Literary Indulgences: Epigraphs and Epilogues in György Kurtág’s Russian Works

Julia Galieva-Szokolay
Social Recalcitrance, Romantic Individualism, and Doleful Folk Melodies: Kurtág’s Reading of Lermontov’s ‘So weary, so wretched’
Karl Katschthaler
Reading Kurtág with Kafka: the fragmentary and the theatrical in ‘Kafka-Fragmente’ op. 24
	Room G37

[F] Rhetoric, language and cross-genre affect

Chair: Michael Halliwell

Lorenzo Santoro
Music and Religious Symbolism in Gabriele D’Annunzio: The Birth of Modern Mass Rites and the New Boundaries of Emotions

Patricia G. Lespinasse
A Telling Inarticulacy: Musical Signifyin(g) in Gayl Jones’ Corregidora
Tony Mitchell
Sam Shepard in bflat: Jazz and Rock Motifs in Shepard’s Plays
Charlotte Purkis
‘Music Writers’ and Musical Criticism in Early 20th Century Britain

	7:00-9:00
	Conference Dinner

Busaba Eathai, 22 Store Street


Friday

	9:00-9:30
	Registration

Outside Rooms G35 and G37

	9:30‑11:00
	Room G35

[G] Aesthetics, functionality, analysis 
Chair: Bennett Zon

Alyssa Madeira Wells
Reading Schoenberg through Kafka: Recognizing Aesthetic Parallels and Unlocking Deeper Meanings

Pedro Faria Gomes
Function and Meaning: The Influence of Kundera’s Ignorance on Returning for violin, clarinet and piano

Jonathan Lewis
Conceptualising Music: From Reification to World Disclosure
	Room G37

[H] Text, imagination and representation
Chair: Delia da Sousa Correa
Timothy Coombes
Auden’s Imaginary Song
Melissa Khong
Lekeu, Lamartine, and Musical Evocations of Death in The Song Settings of Les Pavots
Sarah Finley
Visual Harmony and Musical Portraiture: Vestiges of Athanasius Kircher’s Musical Thought within Sor Juana Inés de la Cruz’s Acoustico-Poetic Imagination

	11:00-11:30
	Morning Tea


	11:30‑1:00
	Room G35

[I] Musical settings and textual relationships
Chair: Sarah Collins
Kate Sullivan
From précieux to Prosaic: How Edward Filmer Fell Short

Carly Rowley
‘She was all brittle crystal’: the ‘Girl’ and The Brides of Enderby
Katherina Lindekens
Words and Music in Restoration Opera: Albion and Albanius Versus King Arthur
	Room G37

[J] Performance, utility and re-creation 
Chair: Michael Allis

Solomon Guhl-Miller
K. 491 and Sophocles’ Electra: A Re-examination of Koch’s ‘Greek Chorus’ Metaphor

Stella Kourmpana
Early Uses of the Wagnerian Leitmotif in Greek Literature: Vizyinos (1884), Cavafy (1898).
Benedict Taylor
The Promise of Happiness: Saint-Saëns’s Violin Sonata No. 1 and Proust’s petite phrase

	1:00-2:00
	LUNCH

	2:00‑4:00
	Room G35

[K] Muscio-literary boundaries and divergences
Chair: Sarah Collins

Dominik Pensel
The Tales of Hoffmann: Analysis of a Musico-Literary Cosmos
Ryan Weber
Tracing Transatlantic Circles: Manufacturing Cosmopolitanism in Music and Literature
Hazel Smith
Musico-literary Miscegenations: Relationships between Words and Sound in New Media Writing 

Nadja Hekal
Toward a Cognitive Turn in Musicalized Literature
	Room G37

[L] Telling lives, constructing identities
Chair: Paul Watt

Joanne Cormac
Liszt on Chopin: the Reception of Chopin’s ‘Polishness’ in 19th-Century Paris
Bruno Bower
Biography, History, and Literature in the Programme Notes of the Crystal Palace Saturday Concerts, 1865–1879

Christopher Wiley
Life and Works: The Master Musicians Series (1899–1906) as Victorian Period-Piece

Eva Moreda Rodriguez
Constructing the ‘Intellectual Musician’ in the Spanish Republican Exile

	
	


Michael Allis (University of Leeds)
The musical refiguring of Shelley: Granville Bantock and The Witch of Atlas
Building on James Hepokoski’s familiar concept of the contract between composer and listener in defining programme music, this paper explores how the listener might ‘grapple with the connections’ suggested by the juxtaposition of musical text and paratext. Specifically, the paper focuses upon Bantock’s 1902 orchestral poem, The Witch of Atlas, based on a poem by Shelley of 1820. Whilst Bantock’s inclusion of an expurgated paratext in his published score offers a useful way in to appreciating his orchestral refiguring, literary scholarship can be identified as a site of additional interpretative strategies that might be applied to the music; these include aspects of genre, the concept of transformation in the poem, and Shelley’s awareness of the visual. 
An exploration of these issues identifies Bantock’s The Witch of Atlas as a strong reading of Shelley’s text. Its distinctive structure, an effective representative of Shelley’s manipulation of visual expectations, can also be contextualised usefully in terms of Bantock’s pre-war orchestral refigurings of literary texts. In all these works, Bantock’s structural decisions can be seen as a direct representation of the literary models upon which they are based; not only does this suggest parallels with Richard Strauss and his identification of ‘a correspondingly new form for every new subject’ as a ‘legitimate artistic method’, but it helps us to reassess Bantock’s status in relation to the more familiar composers associated with the ‘first, active phase’ of musical modernism.   
Bruno Bower (Royal College of Music)
Biography, History, and Literature in the Programme Notes of the Crystal Palace Saturday Concerts, 1865–1879
Analytical programme notes were a new development for the nineteenth century, with the earliest examples traceable to concerts in Edinburgh at the end of the 1830s. Most of the existing scholarly literature on these texts has focused on their history and contexts. The research presented here is an example of the insights to be gained from considering the content of these texts in detail. David Amigoni’s thesis that biography, history, and literature were not independent genres for most of the Victorian period is taken as a starting point, as all three were present in George Grove’s lengthy programme notes for the Crystal Palace Saturday Concerts. They often include extended passages of detailed composer biography, supported by the most up-to-date contemporary research. These passages often included oblique references to grand historical narratives, especially when establishing connections between composers. All of this information was presented in a distinctly literary style, combining vivid poetic description and imaginative metaphors alongside direct quotations of poetry. Grove’s influence on the development of the programme note and his re-use of some of the material in the Dictionary of Music and Musicians means that these ideas had great influence on the development of music history and appreciation in Britain. 
Timothy Coombes (University of Oxford)
Auden’s Imaginary Song
‘[T]hrough listening to music I have learned much about how to organize a poem, how to obtain variety and contrast through changes of tone, tempo and rhythm’.  Auden’s poetry is often described—usually outside strictly academic contexts—as itself ‘musical’, a problematic and necessarily vague literary quality, distinct from, but related to, a poem’s suitability for musical setting.  From a musicological perspective, this paper attempts to redirect and elucidate this idea, through consideration of Auden’s hitherto un-discussed remarks about music’s role within his compositional practice.  It seems that Auden sometimes created texts, especially in the late 1930s, by what we might call ‘singing them into being’.  His invention of ‘Miss Gee’ ‘to’ the tune of ‘St James’s Infirmary’ determined, I suggest, particular poetic qualities.  This analysis acts as a limiting-case for investigating the significance of Auden’s ‘imaginary song’—his ‘hearing’ of verse, while writing it, as inhabiting a musical space, moving with musical rhythms, but without the determinacy of specific pitches.  Shortening line-length and encouraging rhythmic complexity, these hearings helped to shape many of his poems as suitable song-texts, prompting in composers’ minds more developed ‘imaginary song’ (to which Britten, for instance, referred when discussing his own compositional processes).
Joanne Cormac (Oxford Brookes University)
Liszt on Chopin: The Reception of Chopin’s ‘Polishness’ in 19th-Century Paris 
The 19th century saw a growing fascination with the private lives of composers: with their relationships, backgrounds, national identities, and politics. Some composers deliberately cultivated this fascination and influenced their reception by creating a sense of mystique around their lives, or by allowing others to do this for them.  Life-writing was an important means of creating an image, yet the relationship between music, music criticism, and life-writing has received surprisingly little attention. In contrast, life-writing is increasingly valued within English studies as an important means of understanding contemporary political, social and cultural landscapes. Often biographical writing can reveal more about the author than the subject. This paper examines Liszt’s depiction of Chopin’s identity and music in his controversial Life of Chopin and his little-known Polonaises composed shortly after Chopin’s death. 

This paper will grapple with a number of tensions in Liszt’s prose and music: between author(s) and subject, and fact and fiction. Using approaches from life-writing research, it will examine how events and themes are selected and placed within Chopin’s life. In doing so, the paper will trace Liszt’s (and his collaborator Princess Carolyne von Sayn Wittgenstein’s) reconstruction of Chopin’s identity in order to project his own views. Finally, the Life of Chopin contains a detailed description of Liszt’s conception of the Polonaise. The paper will conclude with an intertextual reading of the two Polonaises, exploring the overlapping ways in which the book and the music function as memorials to Chopin. It will demonstrate how Liszt highlighted Chopin’s ‘otherness’ in these memorials, and in doing so, drew attention to his own. 
Jason D’Aoust (Utrecht University)
The Orpheus Figure in Music and Literary History 
This paper examines meeting points of literary and musical history that resonate in the figure of Orpheus. It compares Frederick Sternfeld’s musicological work on the birth of opera and Erich Auerbach’s theory of literary history, reading figuration against the historicity of Orpheus in poetic, theological, and musical literature. In so doing, it also addresses larger concerns about the divergent and often conflicting functions of the voice in literary, musical, and cultural history. 
In his last publications, Frederick Sternfeld introduces Erich Auerbach’s literary theory of figuration to the history of opera. Rather than use the term to write about a biblical figure—as Igor Stravinsky had—Sternfeld reads Orpheus as a historical phenomenal figuration. Sternfeld doesn’t directly address the difficulties in reconciling Auerbach’s theory of historical literary realism with the mythological and legendary attributes of Orpheus, although he does indicate where to look for arguments. In the twenty years or so since the publication of The Birth of Opera (Sternfeld 1993), music historians haven’t further discussed the Orpheus figure, even when writing about Orpheus in opera. Neither have literary critics addressed Auerbach’s exclusion of Orpheus, even in studies devoted to Orpheus in literary history. I argue that this silence can be explained by a videocentric bias of figuration and, alongside Sternfeld, that literary historicity and the history of opera aren’t incompatible. 
Delia da Sousa Correa (The Open University) 

Keynote

Stories about Music: From George Eliot to Janet Frame
Pamela Feo (Boston University)

Reading Frances Burney as Music Critic

In Frances Burney’s novels Evelina and Cecilia, the title characters attend the opera in scenes that vividly depict not just the performances, but also the audiences’ reactions to them. In an era that saw the emergence of the public sphere, the opera house was part of a social territory in which contemporary values regarding ethics and aesthetics were on display and exposed to judgment. The simultaneous rise in published materials, which included the novel, meant that written forms of criticism took on a particular role in shaping and voicing such values. This new arena allowed Burney to enter the polarizing debate surrounding Italian opera, and she linked appreciation of the musical genre to certain behavioural codes expressed by her characters—codes which would have carried deep significance for her readers. In this paper I propose a new role for Burney, by placing her novels within the context of eighteenth-century criticism and considering her as a music critic. Doing so helps us to broaden our definition of eighteenth-century criticism by aligning its edifying purpose with that of literature. Furthermore, I argue that Burney’s novels were more influential than other forms of criticism in her day precisely because they are novels, and as such could shape the tastes of her readers through their skillful appeal to empathy. 

Sarah E. Finley (Kenyon College)
Visual Harmony and Musical Portraiture: Vestiges of Athanasius Kircher’s Musical Thought within Sor Juana Inés de la Cruz’s Acoustico-Poetic Imagination
My presentation examines the intersection of painting, writing and music-making within Mexican author Sor Juana Inés de la Cruz’s (1648/51–95) acoustico-poetic discourse and considers its resonance with German Jesuit Athanasius Kircher’s (1602–80) encyclopedic musical treatises: Musurgia universalis (1650) and Phonurgia nova (1673). Once dismissed as marginal and eccentric, Kircher’s musical writings have received notable scholarly attention from Eric Bianchi, John McKay and others in recent years. I draw upon these advances to further develop Ricardo Miranda and Octavio Paz’s separate remarks upon connections between Sor Juana and Kircher’s musical imagination.  Through close readings of Sor Juana’s poems, I show that the alignment of visual and aural topoi via puns and semantic ambiguity figures prominently in works like redondilla 87, Loa a los años del rey [IV] 377 and Encomiástico poema (loa 384). Such connections become crucial to my comparison of Sor Juana and Kircher’s parallel treatment of Eye and Ear and thus support my central argument: the poet’s juxtaposition of sight and sound can be read as one vestige of her engagement with Kircher’s musical thought. My recuperation of visual, acoustical and poetic links within Sor Juana’s canon challenges a critical gap between musical and literary readings of the nun’s aurality. Furthermore, it responds to the broader marginalization of Ear in Western cultural criticism and complements the related scholarship that Veit Erlmann, Penelope Gouk and Susan McClary have undertaken.
Julia Galieva-Szokolay  (Royal Conservatory of Music, Glenn Gould School)
Social Recalcitrance, Romantic Individualism, and Doleful Folk Melodies: Kurtág’s reading of Lermontov’s ‘So weary, so wretched’
It is almost certain that Kurtág was aware of the literary significance of Lermontov’s ‘So weary, so wretched’ (1840) when he selected it for the opening movement of ‘Songs of Despair and Sorrow’ (1980–94) Opus 18. A manifestation of a radically individualistic worldview, this celebrated elegy expresses the notion which will later become part of the literary myth about the fate of a poet: genuine artistic desire that conflicts with the constricting norms of society and the authoritative power of the state. While Kurtág’s rendition of the poem fully complies with this notion, it also suggests that the composer was inspired by more subtle aspects of the poetic utterance, such as its polyphony, disjunct structure, and the ‘ironic distancing of self’ (D. Powelstock, 2005). My analysis will focus on how the poet’s constantly shifting perspective is evident in the kaleidoscope of sounds and rhythms of the music. A notable trait of Kurtág’s work is the use of stylized folk texture and timbre; in fact, ‘doleful peasant song’ is another literary paradigm that affects the organization of musical discourse in the work. Thus, reading Lermontov with Kurtág, and listening to Kurtág’s music with literary awareness, will reveal the composer’s sensitivity to the realm of literature and its historical traditions.
Pedro Faria Gomes (Royal College of Music) 
Function and Meaning: The Influence of Kundera’s Ignorance on Returning for violin, clarinet and piano
When Riemann introduced the term ‘function’ (Funktion), in relation to tonal music (1891), he used it interchangeably with the word ‘meaning’ (Bedeutung)—often one after the other, in brackets. The notion of harmonic function developed beyond the premise of tonality as musical language evolved: the concept has become significantly broader, relating to pitch as well as other parameters, but the link between function and meaning remains central in the context of post-tonal music. This paper explores the influence of Milan Kundera’s Ignorance (1999) on aspects of functionality in my piece Returning for violin, clarinet and piano (premièred by the Eidos Trio in January 2011, at the Wigmore Hall). It is demonstrated how the definition of thematic material and its functional transformation throughout the piece are related to extra-musical content which derives from Kundera’s novel. The openness of post-tonal systems in recent decades, sometimes combining very diverse materials, has created a large potential for individuality in each formulation of functionality; this paper argues that, within such a framework, extra-musical meaning is a potentially important instrument of coherence, strength and inventiveness in the musical argument.

Taylor A. Greer (Pennsylvania State University)
Peacocks and Pleasure-Domes: Griffes’s Pastoral as an Exotic Garden
A visionary American composer, Charles Griffes (1885-1920) was an artistic polyglot, drawing inspiration from Celtic, Javanese, and fin-de-siècle French traditions as well as late-Victorian Aestheticism.  Yet Griffes’s music has fallen into a stylistic oblivion—lost among the dying embers of Romanticism just as the torches of Modernism were being lit.  My presentation will consist of two parts.  In part one I will critique previous semiotic studies of the pastoral by such writers as Robert Hatten and Raymond Monelle, and offer an alternative model.  For example, although Monelle establishes a rich interdisciplinary framework for understanding the pastoral tradition in literature and music, it is not clear how composers participated in this tradition:  is each one simply a new entry in an ideal pastoral ‘catalogue’ or did some transform the genre through synthesis and/or ironic commentary?  In part two I will explore two nineteenth-century traditions that intersected in Griffes’s continuing fascination for the pastoral:  the image of the garden and his eclectic taste for exoticism.  A new conception of the pastoral emerged in his late works in which the siciliana-based tradition he had inherited blossomed into a family of three types:  simple; transformational; and ironic.  Representative musical examples will be drawn from The Pleasure-Dome of Kubla Khan and ‘The White Peacock.’
Solomon Guhl-Miller (Rutgers University, Temple University)
K. 491 and Sophocles’ Electra: A Re-examination of Koch’s ‘Greek Chorus’ Metaphor
In recent years, a number of studies have been published discussing Mozart’s concertos using Heinrich Koch’s analysis of the 18th-century concerto in his Versuch einer Anleitung zur Composition.  In it, he notes the many similarities between ‘der Tragedie der Alten’ and ‘Das Concert,’ particularly the use of ‘passionate dialogue’ between the orchestra and the chorus, where ‘the actor expressed his feelings not towards the pit, but to the chorus.’ This view of the chorus in tragedy is completely foreign to those of us familiar with the omniscient chorus of Wagner’s orchestra; thus Koch’s analogy has been ignored in favour of one using 18th-century conversational dialogue types à la Reicha.  In this study we propose to take Koch at his word.  After examining and codifying the dialogue types between the chorus and the actors in Sophocles’ Electra, one of the most well-known Greek tragedies of the eighteenth century, we shall then use them as a tool to analyse the first movement of Mozart’s C minor Concerto, and in so doing offer an explanation for the interaction between the orchestra and the soloist in a work in which this relationship is famously so problematic. 
Michael Halliwell (University of Sydney) 

Life as a libretto: Opera in the work of Henry James
This paper investigates the way in which opera is presented in the work of Henry James, both in his fiction as well as in his other (copious!) writings. The opera box is a common trope in many 19th century novels, and in James, but there is a more sophisticated use of music, particularly in his later work. James frequently described himself as ‘unmusical’, but it is surprising how frequently aspects of music, and particularly opera, occur in his fiction. Examples include the early novel, The American, where the central scene of the work occurs in the Paris Opera and the plot of Don Giovanni mirrors aspects of the novel’s plot. Opera features in two later novels as well: The Bostonians and Portrait of a Lady, as well as in several of his short stories. Perhaps the most intriguing use of opera occurs in the unfinished novel, The Ivory Tower, where Wagner’s musical aesthetic informs the narrative trajectory, with aspects of Der Ring des Nibelungen providing a thematic underpinning for this intriguing work.
Nadja Hekal (University of Osnabrück)
Toward a Cognitive Turn in Musicalized Literature
In order to study ‘intermedial’ works, including what Werner Wolf calls ‘musicalized fiction’, it is first and foremost necessary to define what ‘intermedial’, or ‘music in literature’ means (cf. Wolf 1999). Werner Wolf has famously advanced Stephen Paul Scher’s model of the main areas of what he calls ‘musico-literary studies’ into his concept of a possible classification of ‘musico-literary intermediality’ (see ibid, 52). The development of this concept that culminates in the ‘core area of musicalization of literature/fiction’ remains a viable concept for (literary) scholars to approach the several forms of ‘music in literature’ to this day.
However, in addition to the so-called ‘intermedial turn’ (cf. e.g. Pasler 2008, Rajewsky 2005, Wolf 1999, 2011), recent scholarship has also seen the ‘interdisciplinary turn’. In literary studies, one main area of the rather new interdisciplinary fields is the cognitive approach to literature, or cognitive poetics. Musicalized fiction within cognitive poetics, though, faces a major problem when dealing with music in literature: the so far applied intermedial approaches (cf. Scher, Wolf) focus on the text as such, mostly excluding the metaphorical dimension of music in literature. In other words, what is needed is a more reader-centred approach to study music in literature.
Using Wolf’s model of musico-literary intermediality that focuses on the structure of the inclusion of music in the text as a starting point, this paper tries to show how the function of music in literary texts can also be studied from a view that includes the required cognitive action of the recipient (from memory and interpretation to imagination, from the creation of sound in the mind to the application of musical rules such as sonata form or the concept of variation). I will thus present a new approach on how to classify occurrences of music in literature regarding both the musical structure and manner as well as the required cognitive action that this structure demands from the recipient.
Alberto Hernández (Juan March Foundation, Madrid)
Just a Musical Quixote? Antonio Eximeno’s Don Lazarillo Vizcardi and the Novel of the Late 18th Century

Antonio Eximeno (1767–1809) was one of the most prominent authors of Hispanic-Italian musical thought during the 18th century. An expelled Jesuit who had lived in Rome since 1767, he developed a career as a music theoretician and a philosopher. Being a rhetorician, he employed a wide diversity of literary genres to present his Enlightened ideas on music and maintained several polemics with European authors such as Father Martini. This drew the attention of distinguished writers, one of whom was Charles Burney. Towards the end of his life, Eximeno wrote a satirical didactic novel with a musical plot, Don Lazarillo Vizcardi (1798–1806), published posthumously in 1872. At that moment, the novel was a controversial genre, both for theoretical and political reasons that the Spanish authorities had tried to forbid. Therefore, Eximeno’s text constitutes a milestone in the history of musical thought –its form was original, its ideas modern, and it had no actual precedents. Although the analogies between D. Lazarillo and D. Quixote were underlined by the author himself, many influences (from Horace to the sentimental novels, from theatre to music treatises) coincide within the text. In this paper, I shall discuss these influences, and how they create a multilayered-structure that allows for several levels of reading. Furthermore, I shall explain the signification of those literary typologies in this precise historical context, when the system of literary genres was experimenting with dramatic changes. Finally, I will analyze the rhetorical resources that Eximeno used to disseminate his ideas on music aesthetics and historiography within a heterogeneous readership. 

Karl Katschthaler (University of Debrecen)
Reading Kurtág with Kafka: the fragmentary and the theatrical in ‘Kafka-Fragmente’ op. 24
Whenever Kafka was writing about music in his diaries, he was writing about it in terms of his own unmusicality. A close reading of these literary fragments reveals an implicit performative concept of music incorporating the visual and the corporeal as opposed to the concept of absolute music best listened to with closed eyes or read from the score. This dichotomy is not only a historical one, but also inherent to several musical works of György Kurtág which singer Adrienne Csengery has called ‘camouflaged operas’. In this context I suggest reading ‘Kafka-Fragmente’ as a turning point in Kurtág’s oeuvre toward the integration of the visual and even the theatrical into his music.
The second possibility of reading Kurtág with Kafka I will explore in my paper is fragmentarity as a concept of modernity. Kurtág not only uses fragments of fragments drawn from Kafka’s diaries, but the fragmentary character of Kafka’s literature—even his novels are fragments—affects his opus 24 in several ways. The ambivalence of the closure of the clearly structured cycle and the openness of the fragmented diary is also reflected in the compositional structure of individual pieces of the cycle.
Melissa Khong (City University of New York)
Lekeu, Lamartine, and Musical Evocations of Death in the Song Settings of Les Pavots
This paper proposes an in-depth study of the musico-literary relationships in two song settings by the Belgian composer Guillaume Lekeu (1870-1894), both based on Alphonse de Lamartine’s melancholic poem, Les Pavots. Beginning with Lekeu’s first setting of Les Pavots in 1887, my analysis demonstrates that Lekeu’s use of overlapping barlines and shifting harmonies not only evokes the fragrant stupor of Lamartine’s metaphorical sleep but also transforms the poem’s octosyllabic meter into a fluid expression of free prose. The continued influence of Lamartine’s poem can be further observed in the 1893 song cycle, Trois Poèmes, for which Lekeu created his own text based heavily on the imagery of Les Pavots. Through an examination of the work’s drafts and manuscripts, I illustrate the poetic resonances between Lekeu’s and Lamartine’s texts as well as the development of nascent semiotic devices first explored in the 1887 setting. These findings reflect the composer’s evolving interpretation of death, morbidity, and immortality, finally culminating in the evocative spiritualism of the Trois Poèmes. Lekeu’s mature treatment of Lamartine’s poem offers a two-fold embodiment of Lekeu’s musico-literary philosophy, in which the emotional landscape of a literary text is recreated through musical—and poetic—expression.
Stella Kourmpana (Ionian University)
Early uses of the Wagnerian Leitmotif in Greek Literature: Vizyinos (1884), Cavafy (1898)
Although the first performance of a Wagnerian music drama in Greece did not take place before the   beginning of the 20th century (Lohengrin, Corfu 1902), the acquaintance with Wagner and his work dates from the middle of the 19th century. Wagner's music and ideas influenced many different aspects of creation and, as far as Literature is concerned, the Wagnerian element can also be observed in the work of two major Greek figures of the time. George Vizyinos (1849–1896), the father of the Greek short story, and the poet Constantine Cavafy (1863–1933) not only borrowed from Wagner’s ideas for the subject matter of their creations (Vizyinos from the Flying Dutchman and Cavafy from Lohengrin) but also tried to incorporate into their work the technique of the Wagnerian Leitmotif. 
Rachel Landgren (University of Melbourne)
‘English by heart’: The Cultivation of Vocal Purity in late Nineteenth-Century England
The 1920s witnessed a generation of English sopranos who broke away from the opera house and cultivated successful careers as exponents of ‘early music’. Dorothy Silk (1883–1942) and Elsie Suddaby (1893–1980) were seen as possessing both the ‘ideal voice and personality to interpret the early repertoire’ and a ‘singularly pure and fresh sound’ that was perceived as being quintessentially English.  The language used to describe their voices—‘pure’, ‘natural’ and ‘angelic’—was used interchangeably to depict their image and repertoire, and reinforce their nationality. 

While the characteristics that led to Silk’s and Suddaby’s success gained prominence after the Great War, they were not new. As early as 1872, the English contralto Charlotte Sainton-Dolby promoted the importance of a ‘pure’ and ‘natural’ vocal tone and character for the performance of English repertoire. Novelists also propounded this notion. In Evelyn Innes (1898) by George Moore, the protagonist is portrayed as being corrupted by the operatic world and its loose morals. This results in her loss of ‘purity’ and ability to sing the music of her English upbringing.
Through an examination of literary sources, vocal treatises and music criticism, this paper will examine how ‘purity’ became synonymous with the sound and image of English voices during the late nineteenth-century. 
Ji Yeon Lee (City University of New York)
Tristan und Isolde and Francesca da Rimini: An Intertextual Reading 
Wagner’s Tristan und Isolde (1865) and Zandonai’s Francesca da Rimini (1914) share important musical and dramatic similarities. Wagner and Zandonai’s compositional languages are both characterized by chromatic harmony and goal-driven mobility, although the latter’s approach is naturally more radical. Both plots portray illegitimate romance and uncontrollable passion leading the protagonists to fatal ends; furthermore, Francesca’s narrative—drawn from ‘Inferno’ of Dante’s La Divina Commedia—invokes Tristan at key points. In Act 1, a minstrel recounts the Tristan story; ‘Isolde’ is mentioned during the ladies-in-waiting scene in Act 3, as an analogy for Francesca; in the same act, Paolo’s ‘Daylight is my enemy, the night is my friend’ recalls phrases from the Act 2 love duet of Tristan.  
Beyond surface similarities, however, there is a more sophisticated structural connection, as well as significant implications for genre interpretation. The present paper attempts an intertextual reading of the two operas based on structural organization and dramatic temporality. I first investigate the architectural relationships of selected scenes including the Act 2 love duet and Isolde’s Transfiguration in Tristan, and the Act 3 love duet and the Act 4 final duet from Francesca. I then consider the two pairings in respect to dramatic reading and stylistic genre, specifically, the opposing temporalities defining the diverging dramatic telos and operatic style between the two operas: the suspended timelessness achieved by sublime union and imaginary transcendence in the High Romantic Tristan, versus the ruthless dynamism of brutal murder and realistic collapse in the verismo Francesca. 
Dina Lentsner (Capital University Conservatory of Music)
Composer’s Literary Indulgences: Epigraphs and Epilogues in György Kurtág’s Russian Works
One of the most literary composers of our time, Kurtág often expresses his artistic intentions through the use of poetic epigraphs and epilogues. These literary references are innately intertextual, directed both toward their original source and a new artistic context. This presentation focuses on two of Kurtág’s Russian vocal cycles: much celebrated Messages of the Late R.V. Trussova, Op. 17 (1980) and its companion-work Scenes from a Novel, Op. 19 (1982), written to poems by Russian-born poet Rimma Dalos. I examine Kurtág’s system of ‘epigraphs-complexes’ (Kazakova, 2013) that affect structural and semantic layers of each musico-poetic whole.
In Messages, the composer uses epigraphs and an epilogue from Anna Akhmatova’s and Alexander Blok’s poetry, and an excerpt from Goethe’s Faust. In Scenes, Kurtág includes two excerpts from A Fairy Tale for Children by Mikhail Lermontov. These references distance composer from his work and also provide stylistic and semantic framework for musico-poetic complexes that follow. While, in a way, an intellectual game and a literary indulgence, Kurtág’s epigraphs and an epilogue in these compositions create a silent poetic über-structure that opens up a possibility for a more complex, but also a more insightful perception, interpretation and performance of his music.
Patricia G. Lespinasse, PhD (Binghamton University)
A Telling Inarticulacy: Musical Signifyin(g) in Gayl Jones’ Corregidora
In ‘Musical Signifyin(g): A Theory of Cry and Response in Gayl Jones’ Corregidora,’ I explore the language of ‘musical signifying’ and its relationship to African American oral tradition. Using Gayl Jones’ Corregidora, I focus on moments of ‘musical signifying,’ the rhetorical use of musical tropes subsumed under the master trope of call and response: calls, cries, hollers and outline a theory of cry-response. I argue that because musical signifying, as noted by Albert Murray, carries with it a ‘telling effect’ that ‘asserts, alleges, quests, requests, and implies... mocks, groans, concurs, and signifies misgivings and suspicions,’ it is used as a means to subvert language through the incorporation of silences, inarticulacies, and breaks in dialogue. I contend that the silences, breaks, and inarticulate utterings signify on the improvisation inherent in the jazz novel. I conclude that the novel serves as a critique of African American oral traditions and the limitations of language to ‘speak’ or ‘bear witness’ to the emotional experience of generations of African American women who bear the legacy of slavery.
Jonathan Lewis (Royal Holloway, University of London)
Conceptualising Music: From Reification to World Disclosure
The twentieth- and twenty-first centuries have seen the emergence and development of methods of enquiry that attempt to philosophically demystify the ‘nature’ of music; its being, its meaning and its value. The rise of analytic aesthetics in Anglo-American philosophy, following in the footsteps of nineteenth-century formalist aesthetics and related projects that have affirmed the primacy of music’s autonomy and the work concept, has been accompanied by efforts to theoretically characterise musical works. The problem is that the act of disengaged contemplation of the object ‘music’ leaves unacknowledged those ephemeral, transitory and historical moments of musical praxis that constitute our everyday experiences of music. Nevertheless, because concepts are needed to bring things we encounter in the world into the inferential sphere, to communicate, to articulate meaning and purpose, to avoid falling into complete incomprehensibility, conceptualisation is also a necessary part of making sense of music. By looking at T. S. Eliot’s Four Quartets, what I will attempt to show is that articulations of concrete experiences of music, rather than reifying music through disengaged contemplation, can be world-disclosive, shedding light, that is, on how we come to make sense of music and the world in general. 
Katherina Lindekens (University of Leuven, University of Manchester)
Words and Music In Restoration Opera: Albion and Albanius Versus King Arthur 
Musical drama for the English Restoration stage came in two main guises, generally described as ‘all-sung opera’ and ‘dramatick opera’, a hybrid form including spoken dialogue. Surprisingly little attention has been paid to the word-books of these operatic types. In particular, many questions regarding the structural characteristics of their verse await thorough consideration. Can recitative, song and chorus lyrics be distinguished in terms of versification, metre and rhyme? What are the differences between recitative poetry in all-sung opera and the spoken dialogue of dramatick opera? And how did composers respond to the musico-poetic blueprints designed by their librettists? These issues are addressed in the present case-study of Albion and Albanius (1685) and King Arthur (1691). While the former work was conceived by John Dryden as a prologue to his King Arthur, it was inflated into an independent, all-sung opera, set by Louis Grabu. King Arthur became a dramatick opera with music by Henry Purcell. In his prefaces to these two works, Dryden develops a tentative theory of libretto writing. The confrontation of this theory with the word-books and their musical settings sheds light on the literary material of Restoration opera and on the creative dialogue between Dryden, Grabu and Purcell.   
Tony Mitchell (University of Technology, Sydney)
Sam Shepard in bflat: Jazz and Rock Motifs in Shepard’s Plays
Sam Shepard is a unique playwright in that many of his plays not only embrace motifs and themes taken from jazz and rock music, but some, especially his early works, are also structured according to principles of free improvised jazz and rock riffs, as well as dealing with themes and characters taken directly from the world of both musical genres. Some of his writing, as in his extended long speeches, simulates or parallels different forms, textures and styles of jazz and rock music. Arguably his play which best exemplifies the synthesis of the jazz milieu and jazz language structure is Suicide in Bflat (1976), while The Tooth of Crime (1972, revised 1996), best exemplifies his take on rock music as a musical duel between an ageing Elvis Presley figure and a Keith Richard—styled upstart.  This paper examines the role of jazz and rock in Shepard’s work (he played drums in the Holy Modal Rounders in the late 1960s, and collaborated on a play, Cowboy Mouth (1971) with Patti Smith), how he succeeds in weaving them into the structure, texture and theatrical worlds of his plays, and the formal and thematic affinities he explores between rock, jazz and experimental theatre.
Kirsten Paige (University of California, Berkeley)
The Nightingale, the Owl, and the Jew in the Thorn-bush: Reassessing Walther’s Trial Song in Die Meistersinger
This paper assesses the validity of the idea going back to Theodor Adorno’s 1952 Versuch über Wagner, and more recently developed by Barry Millington and Hans Rudolf Vaget, that the Song Trial scene in Act I of Richard Wagner’s Die Meistersinger (1868) is related to the Grimm brothers’ allegedly anti-Semitic story ‘Der Jude im Dorn’ (‘The Jew in the Thorn-bush’).  Millington and Vaget suggest that Walther’s ‘Trial Song,’ draws on several details of the Grimm’s story in alluding to Beckmesser hiding in a thorn-bush in one of several apparently improvised asides.  The reference to the Grimms’ tale, they argue, is concrete evidence of Wagner’s anti-Semitic intentions in the portrayal of Beckmesser.  This paper provides evidence for a new reading of this scene as a continuation of a Germanic poetic tradition in which the thorn-bush and other allegorical symbols associated with Beckmesser here—winter and an owl—act as socio-political allegories, rather than as metaphors for mid-century anti-Semitic sentiments. 
Though some scholars—such as Thomas Grey and Dieter Borchmeyer—have expressed doubt about Millington and Vaget’s genealogy for the scene, little evidence to challenge their position has yet been brought to light.  However, imagery in the traditional nineteenth-century fable ‘Die Eule und die Nachtigall’ overlaps with Walther’s Song: in both, the nightingale—Walther’s avian equivalent—describes its song as ‘purer’ than that of the owl.  If Wagner’s avian allusions are taken to refer not to the Grimms’ story, but to the owl-and-nightingale tradition, new meanings for the Song Trial scene unfold.  This episode can be read not as explicitly anti-Semitic, but as a narrative of national and linguistic purism reflecting the ideologies latent throughout Wagner’s music dramas and prose writings.  Towards this end, this paper provides an impetus for revising this long-standing critical view for the first time in sixty years. 
Adrian Paterson (National University of Ireland)
‘After midnight, after music’: Music and Sexuality in James Joyce’s Giacomo Joyce
In its short handwritten text Giacomo Joyce describes an imaginary seduction by the sounds of the voice. No coincidence then that it is suffused with the echoes of music, and early music at that: operatic extravagances, John Dowland and Jan Pieterszoon Sweelinck are all mentioned, knowingly. This paper seeks to unravel the nexus of music and sexuality that Joyce so intricately tied, sifting the different kinds of music drawn from Joyce’s Elizabethan-flavoured researches in Victorian songbooks, and finding their resonance in the pre-war Mediterranean. By investigating Giacomo Joyce’s seventeenth and nineteenth century sources and thus the precise music and lyrics behind these sonic sexual reveries, many of which, only slightly modified, leak into Ulysses and A Portrait of the Artist as a Young Man, this paper traces the chords that tie together frankness and intimacy, disclosure and closure, in manuscript, print, and music. All the accumulated odours of guilt and physicality, those ‘darknesses of desire’, are purged as they are in turn conceived of being sung, played, and silenced as the white page is blackened. By the close such music is ‘coffined’ (in a closed piano) and confined, as is the text itself, to writing. But if we listen carefully it is precisely this which makes it telling.
Dominik Pensel (Ludwig- Maximilians-University, Munich)
The Tales of Hoffmann:  Analysis of a Musico-Literary Cosmos
Jacques Offenbach’s Les Contes d’Hoffmann (1881) is a fragmentary work. Its reception and academic research seems to be not only similarly fragmentary, it even contributed to this fragmentarisation. Moreover, having tried to reconstruct the true version, previous research has collected intertextual references but effectively disregarded the essential ‘open’ character of this work-complex. However, due to important manuscript discoveries during the last two decades, today, we have reached a secure basis for our reflections. This paper therefore tries to present a new analysis of intermedial and intertextual relations in both, libretto and music. In a first step, I will demonstrate that E.T.A. Hoffmann’s ‘tales’, the opera’s hypotexts, are essentially musico-literarily constructed: their nucleus is always a musical one, built up by the interferences between music and literature. In a second step, I will show, firstly, how the opera not only adopts the hypotext’s structure (in music, libretto and their synthesis), but also reflects and comments on this structure. Here, I will refer to concepts of intertextuality, intermediality, reader-response criticism, ‘bricolage’ and the ‘open work’. Secondly, I will demonstrate how—within this process of structural ‘translation’—central motifs, themes or models are transformed into the opera by becoming relevant, realised or re-contextualised and, in an eminent self- reflexive turn, are reflected and criticised. These aspects, closely linked to each other, stretch from musico-literary poetological reflections on models of production or artistry, concepts of the author and the (decentralised) subject, to critics of Enlightenment and materialism, questions on gender, and, finally, to a de-/reconstruction of romantic thoughts.
Charlotte Purkis (University of Winchester)
‘Music Writers’ and Musical Criticism in Early 20th Century Britain.
Creative nonfictional music writers made a significant contribution to the early 20th century field of thought desirous to capture musical response in words in Britain, permeating the domain of ‘musical criticism’ with subjective literary strategies drawing on autobiography, memoir, fiction and other impressionistic genres. The writing styles I will explore in this paper by Ethel Smyth (Impressions that Remained), Christopher St. John (writings for Time and Tide magazine), Charlotte Haldane (Music, My Love), and J D M Rorke (A Musical Pilgrim’s Progress), connect to the various functions of the texts: entertainment, reporting, (self) promotion, education and appreciation. Focusing attention on the intentions and reception of the ideas and approaches to music from these examples also enables reflection on the changing purposes of ‘music criticism’ and the politics of the formation of taste in the first half of the 20th century in Britain. In determining the usefulness or other kinds of importance of such writings, this paper will explore connections between listening practices and literary values and comment upon the ephemeral nature of these writings which have largely been dismissed as irrelevant to both music and literary history, in so doing considering historiographical questions about the ways such texts tend to be treated as culturally and chronologically bound only to a past context.
Eva Moreda Rodriguez (University of Glasgow)
Constructing the ‘Intellectual Musician’ in the Spanish Republican Exile
Several of the musicians who left Spain in the late 1930s fleeing the Franco regime found a niche in their host countries as writers about classical music for a cultivated but not necessarily specialist audience; examples include Adolfo Salazar, Jesús Bal y Gay (both exiled in Mexico), Jaume Pahissa (Argentina) and Eduardo Martínez Torner (England). Later on, their writing about music allowed their voices to be heard in Spain again: indeed, from the 1950s onwards the books the émigrés published in exile were circulated, read and reviewed in Francoist Spain—where well-written books about classical music for a non-specialist audience were virtually non-existent. In this paper, I will analyze how these exiled writers were presented by Francoist music critics, historians and reviewers as ‘intellectual musicians’; indeed, these books arrived in Spain at a time in which the Franco regime was embarking on a modernizing process which encompassed music as well; the history of Spanish music was now understood as a way forward towards modernity which had been interrupted by the departure of the exiles, and in which the ‘intellectual musician’ was seen as a crucial element to reintegrate into Spanish culture.
Carly Eloise Rowley (Liverpool Hope University)
‘She was all brittle crystal’: the ‘Girl’ and The Brides of Enderby
In 1977, the author and composer Anthony Burgess completed his composition of the song cycle, The Brides of Enderby, at the request of the Laurentian Chamber Players. The composition of works that combine music with literature were firmly in Burgess’ mind at this time, as he proceeded to compose a musical setting of selections from T.S Eliot’s The Waste Land for this commission also. In fact, Burgess’ prolific output, as both a novelist and composer, repeatedly demonstrates the effects of music upon literature and indeed the reverse. This paper will discuss select aspects of The Brides of Enderby, in consideration of its complex, multi-layered authorship. The poetry contained within this cycle was written by Burgess in his youth, but appears within his fiction and the cycle as attributed to his protagonist, F.X. Enderby. Particular attention will be paid to the fifth movement, whose poem, ‘Girl’, c. 1939, is thought to concern Burgess’ first wife, Llewella (Lynne). This setting stands out due to its reserved tone and lesser movement in the soprano line. Specifically, I aim to explore how the composer is affected by his own texts, and the consequent decisions for its musical setting in an impressive chamber work that combines Burgess’ words and music.
Lorenzo Santoro (Università della Calabria)
Music and Religious Symbolism in Gabriele D’Annunzio: the Birth of Modern Mass Rites and the New Boundaries of Emotions
In his seminal studies George Mosse appointed the poet and writer Gabriele D’Annunzio as the inventor of the political religious rhetoric typical of the Fiume occupation mass rites, which were inherited by Fascism in the 20s. At any rate it is possible to individuate since 1890s a coherent D’Annunzio approach in this direction; in fact the poet cultivated the insertion of religious rhetoric as elements which were able to manifest new qualities he was trying to bring into being in his art. The efforts to produce a new wave of emotions was epitomized by D’Annunzio pointing out music as the art which maintained pureness and emotionality which were in some way sterilized by bourgeois modernity. Both these elements, often superimposed, were used by D’Annunzio in his novels, poems, articles for newspapers and librettos (for example the quasi-religious one he wrote for Debussy), as strategies which allowed a new level of intimacy and effectuality in his artistic path. D’Annunzio propelled music as a key to redefine literature and poetry in order to achieve new approaches to the intimate psychology of men, in the effort to express personal and mass emotions as the real forces which art had to individuate, elaborate and manipulate in modern times.
Hazel Smith (University of Western Sydney)
Musico-literary Miscegenations: Relationships between Words and Sound in New Media Writing 
This paper focuses on interactions between words and sound, writers and composers, in the contemporary field of new media writing.   In new media writing the screen replaces the page, and the writing environment becomes multimedia. Such writing environments not only reflect the increasingly technologized and multimedia world in which we participate, they open up new approaches to the literary. In new media writing we can make words kinetic, pursue new forms of interactivity, link disparate web pages and interconnect word, image and sound. 
This paper explores possibilities for new theoretical frameworks in this area, drawing on musico-literary discourse and cross-cultural theory, and using ideas about semiotic and cultural exchange as a basis. It argues that words and music in new media writing not only create emergent structures and meanings, but can also facilitate ideas to do with boundary crossing, transnationalism and cross-cultural encounter. 
The paper will examine the different types of sound in new media writing including ecological sounds, voicescapes and many types of musical composition. Building on my previous work on affective intensities in new media writing Smith 2007(; Smith 2009)
, and the manipulation of the voice in sonic cross-dressing Smith 1999()
, I will discuss the ways in which sound plays a distinctive role in new media writing. I will draw up a typology of different kinds of conjunctions between sound and words in this area (e.g. parallelism, co-ordination, semiotic exchange, algorithmic synaesthesia and heterogeneity), showing the different kind of dynamic they involve.  I will also, constructing the term musico-literary miscegenation, explore the cultural effects of these word-sound blends, and how they can interrogate ideas about gender or ethnic identity. 
The paper will refer to word and sound relationships in ‘classic’ electronic literature works such as John Cayley’s Translation, and will feature Katherine Norman’s Windows, a piece about John Cage.  It will also highlight new media work by the Australian multimedia group austraLYSIS — of which I am a member. 
Kate Sullivan (Monash University)
From précieux to Prosaic: How Edward Filmer Fell Short
Understanding the relationship between words and music has occupied musicians, poets and thinkers for centuries. But what role does the style of a poem have in creating a song? When Edward Filmer translated the texts of 19 French air de cour into English in his 1629 publication French court-aires, With their Ditties Englished, he knew the implications of his endeavour extended beyond simply translating the meaning of the words to a new audience in another language.
Early seventeenth-century French airs de cour are characterized by the close bond between their melodies and poetic texts. The précieux texts adopt formulaic imagery and restricted vocabulary intended to amuse a select audience conversant with a particular set of literary and rhetorical devices. However, Filmer’s adaptations of these texts do not appear to retain their précieux character. In this paper I will explore what happens to a song if the aesthetic cohesion between text and melody is compromised.
Benedict Taylor (University of Edinburgh)
The Promise of Happiness: Saint-Saëns’s Violin Sonata No. 1 and Proust’s petite phrase
Saint-Saëns’s Violin Sonata in D minor (1885) was Proust’s original source for the famous petite phrase of his fictional composer Vinteuil’s Violin Sonata.  This connection is no secret, though rarely has the value of the link been appreciated—a fact attributable both to the snobbery directed against this composer (which Proust himself subscribed to later in life) and to the fact that investigations of Proust and music have traditionally sought to identify exact musical correlates for the fictional works described—invariably a futile endeavour—rather than asking a more important question: how might what Proust actually heard in music be insightful for understanding its temporality more deeply?  In fact a deeper analysis of Saint-Saëns’s Sonata shows that Proust certainly heard more than just a little phrase of it.
I argue that what is most distinctive about the Saint-Saëns Sonata is the way in which the F major second subject—Proust’s original petite phrase—is heard in the first movement’s recapitulation in such a manner as to make itself felt as paradoxically absent even while it is being stated.  Unconvincingly reprised here in the flat supertonic E-flat, it is only in the latter stages of the finale that the theme is suddenly reencountered and at last tonally resolved into the sonata’s home key of D.  The subtlety of the music’s suggestion of presence and absence, of expectations left unsatisfied and finally fulfilled when almost forgotten and no longer sought, is fully worthy of the Proustian context that it unknowingly helped create.
Ryan Weber (Misericordia University)
Tracing Transatlantic Circles: Manufacturing Cosmopolitanism in Music and Literature
In 1906, the Norwegian composer Edvard Grieg wrote to the Australian pianist Percy Grainger and candidly acknowledged, ‘My youth and manhood occurred in the beautiful sunrise of Romanticism.  But that is now fading and is being supplanted by a flat, material Realism that is increasingly dominant in all spheres.’  While Grieg frequently recognized changes in his motivation and stylistic goals, these transformations have rarely been accepted in the scholarly literature due to a prevailing German-based historiography, which privileged a flavour of modernism that derived its power from abstractionism.  Indeed, the dawn of the twentieth century gave birth to prevalent strains of cosmopolitanism.  The broad reaches of this movement challenged prevailing idealisms by positing an ontology that emphasized a recasting of historical material for the purpose of creating a different aesthetic discourse.  Essential to understanding this transatlantic phenomenon is the convergence in literature and music, which surfaced as the national-romantic call for an idealized past met a sociological disposition of realism.  This study will examine the dialogues of Edvard Grieg, Percy Grainger, and Edward MacDowell, who similarly engaged aspects of modernism alongside the literary works of Arne Garborg, Knut Hamsun, and Hamlin Garland respectively.  Throughout this study, I will argue that the boundaries of literary, sociological, and musicological theories must yield to the reflexive properties of art if we are to accurately contextualize the spectrum of identities created by their discourse of hybridity.
Alyssa Madeira Wells (University of Massachusetts, Amherst)
Reading Schoenberg through Kafka: Recognizing Aesthetic Parallels and Unlocking Deeper Meanings
In ‘Towards an Understanding of Schoenberg,’ T.W. Adorno writes that Arnold Schoenberg’s compositional style requires that ‘the listener must not just receive [the chords] as mere tonal stimuli, but must listen into them, as it were, must feel out all the tensions and shadings that each one of these chords contains.’ Similar to this, one must listen to the words of Franz Kafka, feel out the tensions within the narrative, and discern the roles of various characters.  These interpretational processes are a result of an inherent uncanniness in their works; an aesthetic, when in reference to literature, has been given the unique appellation of Kafkaesque. In the realm of music however, no such descriptor exists. Despite major commonalities in the approaches and findings of Carl Dahlhaus (1987), Daniel Albright (1981), Martha Robert (1982), and Jakob Lothe (2011)—particularly in regards to aesthetic experience as a result of form or plot—there is a distinct lack of direct comparison of the two artists. I contend that closing this void benefits both disciplines. Investigation into the unsettling aesthetic experience that each artist thrusts upon their audience reveals similarities that are in themselves, uncanny. Through a comparison of Schoenberg’s use of form and tonality in his composition Erwartung (1909) with Kafka’s distortion of plot and agency in America and The Stoker (1912), I will interpret the parallels in the aesthetic experience between the two artists, and further bridge the gap in scholarship between twentieth century literature and music.
Christopher Wiley (University of Surrey)
Life and Works: The Master Musicians Series (1899–1906) as Victorian Period-Piece
Through a case study of the original twelve volumes of the Master Musicians series (1899–1906), which Maynard Solomon’s New Grove article on biography cites as emblematic of the early twentieth-century trend towards combining discussion of the life with evaluation of the music, this paper seeks to shed light on musical biographies as historiographical documents revealing much insightful information about the values of their authors and reading communities. Drawing on the work of Jonathan Rose, Alison Booth, David Ellis, and others, I explore elements of Victorian ideology whose presence emerges strongly from the earliest Master Musicians volumes, ranging from the philosophy of the visionary publisher, J.M. Dent, to contemporary autodidactic culture, notions of biography as self-improvement, and preoccupations with evolutionist theory, the family and ancestry, and working partnerships between men and women. These concerns yielded many consequences for the biographies’ aesthetic discussions of the music itself, in which notions of evolution were implicit in talking about subjects’ output and allusions to working partnerships were deployed rhetorically to signal compositional greatness, and which accorded with other contemporaneous developments such as the rise of the programme note in late nineteenth-century Britain and wider initiatives to educate the working-class public through classical music. 
Bennett Zon (Durham University)
Romantic Ornitheology and the Meaning of Birdsong
Birdsong is studied in composition, aesthetics, philosophy, literature, poetry, folklore and evolutionary science.  But seldom is birdsong studied directly through the literature of ornithology; Romantic ornithology is a case in point.
Often portrayed as an ideological battleground, Romantic ornithology reflects classically antithetical viewpoints of science and religion.  For scientists birds provide glimpses into the evolution of language and music; for theologians they revealed the music of Creation.  What neither scientists nor theologians seemed to realize, however, was that they argued their positions using almost identical language—the language of simplicity.  For Victorian scientists birdsong was a natural, instinctual function of sexual selection; for theologians it was highly divine, transcendent and spiritual.
This paper explores the double meaning of simplicity through differing approaches towards birdsong.  An introduction traces theories of simplicity in key nineteenth-century evolutionary and theological texts, including Spencer, Darwin and Paley.  A main section presents a comparative analysis of simplicity in the scientific treatises of ornithologists Charles Witchell and F. Schuyler Mathews and the writings of theologians W. E. Evans and Henry Drummond.  A conclusion asks what birdsong tells us about the nature of Romanticism and its meaning for two increasingly divergent intellectual traditions—secular Musikwissenschaft and sacred Kunstreligion.
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