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Welcome
It is only 13 years since the late K. Robert Schwartz began his book Minimalists with the admission, “Many
do not consider minimalism to be an entirely respectable field of academic pursuit.” Two years ago, the First
International Conference on Minimalist Music at the University of Bangor, Wales, relegated those “many”
to the realm of the Flat Earth Society. Dozens of scholars, no more disreputable than the average professor, are doing fascinating work on minimalist music. We discovered that in Bangor, and in Kansas City we
celebrate it.
Any rational discussion of minimalist music must start with the fact that it was a movement among a group
of people, in New York and California, who knew each other and developed a common idiom between
1958 and, say, 1978. A few of those composers are famous today; others were heavily involved, but have
remained in the music history’s shadows. Beyond that, definitions quickly unravel. By the 1960s there were
already European practitioners, and in fact, a couple of Europeans claim credit for having anticipated the
Americans. Some say minimalism was over by 1980, but some of its major composers have continued
blithely on in the same style. Among younger composers, the style has taken surprising twists and turns;
is it still minimalism? Is minimalist music merely a style? or a whole new way of listening? Is it separable
from similar trends in pop and world music? One thing is certain: the selective deafness that would declare
minimalism simplistic stems from ignorance of the repertoire. Minimalism defined different music entities,
asked us to listen to different musical phenomena, than we had ever listened to before. It foregrounded
form and process. It invited more intense listening than the music that preceded it.
The First International Conference on Minimalist Music (2007), beautifully run by Pwyll ap Sion and Tristian
Evans, began the process of refurbishing the image of the original minimalism as it was experienced by
those of us who lived through it. Since that conference was in Great Britain, there was some emphasis on
early British minimalists: Gavin Bryars, Michael Nyman, Christopher Hobbs. We even heard about some
proto-minimalist music from 1952 by the Belgian Karel Goyvaerts from 1952.
Before we had even left Bangor, on the final day of the First Conference we sat down and (aided by some
Bruichladdich single malt) discussed possibilities for this one. We wanted to honor the high standards set
by the first conference and to build upon its example. Both of us felt that the origins of minimalism were
richer and more complex than had yet been described and we wanted to assemble a conference agenda
that would enrich the account of early minimalist history while acknowledging its vital present. To that end,
the array of concerts, papers and keynote addresses offered here speaks for itself.
This year, in America, we’re restoring some of the early history of American minimalism with papers about,
and performances of music by, Dennis Johnson, Julius Eastman, Phill Niblock, Barbara Benary, Tom Johnson, Charlemagne Palestine, Harold Budd, and others who were heavily involved in the original minimalist
movement of the 1970s, but whose names are not part of the mainstream view. Plenty of new aspects of
La Monte Young, Steve Reich, and Philip Glass are being explored, and in addition we have encouraged
a focus on younger composers whose music took minimalism as a starting point: Mikel Rouse (a UMKC
alum), David Borden, Jim Fox, Michael Gordon, David Lang, Michael Torke. The conference maintains its
international viewpoint; there are presentations on intertextuality in the music of British and Dutch minimalists, and even a paper on a Serbian composer who claims to be the first postminimalist, Vladan Radovanovic. (We’ll let the Belgians and Serbs fight about that one.)
What is exciting about this conference is the same as two years ago: the musicologists are getting it right.

There are commercial pressures among record labels and orchestras to mainstream certain minimalist
composers and marginalize others, even to bring the more marketable minimalists into the classical-music
fold and forget the original, revolutionary idea of minimalism altogether. Two years ago this conference gave
a picture of the movement bracingly truer than the popular caricature, and it looks likely to do so again this
week. As people who feel that enthusiasm is not incompatible with scholarly objectivity, we are especially
pleased at the diverse range of enthusiasms represented by this week’s papers.
We are indebted to many people and organizations in the realization of this undertaking. Please note their
names and many contributions in the passage that follows this introduction. We devoutly hope that this
Second International Conference will meet the high bar set by the First, and that you will all leave Kansas
City enlightened, entertained, thought-provoked, barbecue-fed, and with a clearer and newly-deepened
view of how music lives its ever-surprising life.
						

Kyle Gann and David D. McIntire
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Welcome from the Dean
Welcome!
On behalf of the University of Missouri-Kansas City and its Conservatory of Music and Dance, I welcome
you to the Second International Conference on Minimalist Music. Among my first experiences as dean
last fall was a late night session with Kyle Gann, David McIntire, and Andrew Granade who were already in
cahoots planning this very conference. For this longtime reader of Kyle’s blog, it was a joy to hoist a glass
together and learn about the terrific things in store this week.
As the dedicated campus for the arts in the state of Missouri, UMKC focuses upon artistic excellence, access, and innovation. Your conference this week hits each note. As you explore, discuss, and perform this
fantastic repertoire, I hope you make time to enjoy each other, our city’s great barbeque, and to thank Kyle,
David, Andrew and the Conference Planning Committee. Their work in bringing this conference together
in such a trying economic environment and your commitment to living music is a great strength. We’re
glad you are with us.
Enjoy, friends.
Sincerely,
Peter Witte, Dean
Conservatory of Music and Dance
UMKC
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Immersion Session – Perspectives on Process
Session 8: New Projections
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9-11:30		
Immersion Session – Other Perspectives
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1-4			
Kyle Gann and Sarah Cahill – November (All Souls UUC)

Concert w/ Mikel Rouse (Plaza Branch, KC Public Library)

Session 4: La Monte Young and Dennis Johnson
Session 5: Philip Glass and Arvo Pärt
Session 6: Julius Eastman
Plenary Session w/ Tom Johnson (University Center, UMKC)
concert w/ newEar (Riley, Johnson, Tosic, etc. (White Hall, UMKC)

Neely Bruce – “Organ and Silence” (St. Paul’s)
Plenary Session w/ Robert Carl (Simpson House)
Banquet (Simpson House)
concert w/ Sarah Cahill (All Souls UUC)

Session 9: Reconstructing History
Session 10: Minimalist Music and Visual Art
Session 11: Minimalism, Music, Song, and Speech
Business Meeting and planning for 2011 conference
concert w/ Charlemagne Palestine (Grace & Holy Trinity)

Sessions and Abstracts
Session 1 - Perspectives on Minimalism and Intertextuality (Wednesday, 2-3:20)
Chair, William Everett
“‘The music you write is about the composers you like’: Intertextuality in the work of Louis Andriessen”
Maarten Beirens (KU Leuven, Belgium)
Repeating loops, cyclic phrases slowly going out of phase, drones that seem to last forever: when minimal music
emerged, its abstract quality as shown in the focus on sound and process was immediately perceived as an important way of breaking with the past. Fink quite accurately criticised the all too common understanding of minimal
music as ‘an empty gesture of negation, in a cultural vacuum’ (Fink 2005).
One composer whose work is diametrically opposed to such a description of minimalism, is the Dutchman Louis
Andriessen. From the clash of national anthems in Volkslied, over the complex network of references in De Staat, up
to the generous use of quotations in his recent postminimalist works, Andriessen stands as an excellent example of
a composer who has succeeded in establishing a rich network of intertextual relationships with a diversity of cultural
and especially musical references, within the framework of a minimalism-inspired style. The complex intertextual relations include the presence of irony (de Groot 2004, Trochimczyk 2002) as well as autobiographical elements bordering on nostalgia (Andriessen 2002), all blended into a Stravinsky-like ability to incorporate a wide array of pre-existing
elements into a recognisable personal idiom.
This paper attempts to analyse some aspects of how the inclusion of intertextual references at several structural levels functions in compositions such as Hoketus, De Staat, or De Materie. Thus, some preliminary conclusions will be
drawn about the way in which Andriessen manages to transform his minimalist techniques into an ongoing dialogue
with Western classical music, revealing an approach to minimalism that is firmly grounded in European music history.

“Metamorphic Meanings? Exploring Glass’s Intertextual Soundtracks”
Tristian Evans (Bangor University, Wales, UK)
Taking into account Joseph Straus’s theory of a ‘creative misreading’, this paper will examine the intertextual aspect
of Philip Glass’s music as used in mainstream film soundtracks from the mid-1980s onwards. Based on the Bloomian
‘anxiety of influence’, Straus ‘calls works creative misreadings when composers deliberately appropriate elements
associated with their predecessors’ (Pasler 1993). Such appropriation can take several guises – ‘from quotations of
pitch class sets, textures, or sections of music to triads and conventional forms’ (ibid.). Though Glass seldom explicitly quotes music by his predecessors, his textural and triadic uses indeed point toward implicit references, or allusions
to his musical ancestry – to Schumann and Brahms, as Susan McClary writes (McClary 2000).
The re-contextualisation of Glass’s pre-existing music in his film soundtracks provides a wealth of more specific intertextual references. This paper will map out the apparent network of quotations; subsequently, various relationships
between text and context will be examined when music intended for concert hall or theatre is later pitted against
cinematic narratives (or vice versa). As will become apparent, films such as Mishima, The Thin Blue Line and Compassion in Exile demonstrate a close relationship between textual and contextual meaning, while associations in The
Hours, The Fog of War and A Crude Awakening are more distant in comparison. The latter film is perhaps the most
intertextual to date, as it draws on five pre-existing non-cinematic works in addition to several extracts from soundtracks, hence it will be discussed in some degree of detail.

“‘Taking a Line for a Second Walk’: Mapping Intertextuality in Nyman”
Pwyll ap Sion (Bangor University, Wales, UK)
Nyman’s intertextual approach may be traced back to his studies of the use of pre-existing material in the early works
of English experimental composers such as Brian Dennis, Christopher Hobbs and Gavin Bryars. In broader terms, his
musical criticism during the late 1960s and early 70s encompassed almost every conceivable form, from early music
to American experimental music, minimalism and rock. His interest in variation techniques stemmed from his knowl-

edge of Baroque music in general, and Purcell’s grounds and catches in particular, and this engagement with the
historical past, both materially and formally, subsequently informed and directed his stylistic and aesthetic approach.
It is arguably in the area of quotation and borrowing that Nyman’s intertextual language has elicited the most debate
and discussion (see Beirens 2005, 2007; Cenciarelli 2006; ap Siôn 2007), but Nyman has often defended his approach by claiming that he ‘always transforms what [he] takes into something totally fresh and musically challenging’. This paper will map out a wide range of intertextual uses in Nyman’s music, from generic versus specific to
implicit versus explicit examples, drawing upon a number of works from the late 1970s onwards. How pre-existing
works alter the function and meaning of Nyman’s music will also be addressed. In doing so, it is hoped that both the
textural depth and density of Nyman’s referential style and the development and intensification of its uses will become
increasingly apparent.

Session 2 – Phill Niblock (Wednesday, 3:40-5)
Chair, Paul Rudy
“Phill Niblock and identity in reductionism”
Richard Glover (University of Huddersfield)
American experimental composer Phill Niblock is a pioneer of drone music, influencing generations of younger artists
and directing the Experimental Intermedia foundation. However, despite many regular performances of his music internationally, he remains an artist relatively unknown outside of the minimal music world. This paper aims to introduce
Niblock’s music and, through investigation of the music’s compositional processes and resultant soundworld, explore
why Niblock is often omitted from the dominant minimal canon.
Focussing on Niblock’s output in both the acoustic and instrument-and-tape domains, the paper will explore different compositional techniques undertaken to produce a similar resultant sonic environment. Both strategies employ
relatively pure tones from the instruments (whether performed live in concert or recorded in the studio) which could
be recreated easily via synthesis; the paper explores what implications live instruments have on the realisation and
perception of such drone music, and how this charaterises Niblock’s music from other drone composers.
Through detailed study of selected pieces, Niblock’s use of compositional devices such as layered glissandi and
transforming clusters will be discussed, exploring how teleological concepts and gestalt perceptual processing can
create hierarchical formal constructs within the overall musical experience.
While some scholars have called into doubt Reich’s claim in Music as a Gradual Process that ensuing acoustic
phenomena in the sound form a cogent part of the compositional intent, the paper discusses how Niblock’s aims
are clearly directed towards creating environments from which acoustic phenomena arise and can be directly experienced by the listener.
The paper also discusses the implications of Niblock’s audio editing techniques and draws parallels with the work
and phenomenological philosophies of earlier so-called Minimalist visual artists, looking at how these aspects of Niblock’s creative process serve to delineate his approach to that of other systematic composers.
Using information theory and memory recall models, it is shown how Niblock’s music works within a world of largescale predictability, but on a micro level operates with high entropy. These results are dependent on acoustic space,
specific intensity level, position of the listener and other physical factors.
Aiding this level of uncertainty is the absence of specific tuning systems or discernible numerical or frequential patterns in the music. The paper explores this approach, which remains significantly different from the more systematic
compositional methods used by other composers within the minimalist tradition.
The paper draws conclusions regarding the unique compositional approach forged by Niblock, resulting in a characteristic soundworld with a singular identity. While there is a distinct lack of scholarly writings on Niblock - and indeed
other drone artists such as Palestine and Radigue - future avenues for exploration are discussed to illuminate more
the qualities and implications of this most experiential of musics.

“Phill Niblock: Documentation, Analysis, Listening”
Keith Potter (Goldsmith College, London)
The music of the American composer Phill Niblock has so far received little scholarly attention, despite, or possibly

even because of, the fact that he is a minimalist composer of the same generation as the more familiar La Monte
Young, Terry Riley, Steve Reich and Philip Glass. Niblock is a “drone minimalist” whose work emerges from, and
continues to involve, film and video, the latter being Niblock’s original medium of expression. His musical output
has also been inherently resistant to any comprehensive notational system: all his early musical compositions are
multi-tracked, unprocessed assemblages of long tones played on traditional instruments. These aspects of Niblock’s
oeuvre are probably additional reasons for his neglect by the academic musical community. Difficulty of access to
the primary sources for investigating his work is doubtless yet another. This paper will first offer a necessary but
short contextualising introduction to Niblock’s output and aesthetic. But it will concentrate on the musical substance
and elaboration of just one or two compositions of the 1990s, when Niblock began using computer technology to
produce music more dense in texture than heretofore. My aim here is to address such questions as: How are such
compositions put together and what sort of musical processes are involved in them? What kind of musical analysis
might best be deployed to illuminate such an output? And how might the former pair of concerns in turn be meaningfully and valuably linked to a discussion of the listening experience to be had with such music, especially bearing in
mind the role of psychoacoustics in that experience?

“Minimalism and the Moving Image: The films and music of Phill Niblock”
Rich Housh (University of Kansas)
With musical strategies that effectively make us “forget about time” and moving image techniques that reiterate these
concerns while recalibrating our sense of temporal suspension, Phill Niblock’s film, audio and video works remain
ever present to borrow an Alvin Lucier composition title. Much like Lucier’s work, there is also an undeniable physicality to Niblock’s sound pieces in particular.
The lack of critical attention Niblock’s work is given in academic circles remains in stark contrast to his massive, unruly body of sound and film compositions. To bolster some sort of foundational scholarship on the artist, conceptual
and contextual frameworks are necessary.
Niblock’s own characteristically cryptic response to interviewers and meaning-merchants - suggesting that his art “is
what it is,” allows for an abundance of interpretive space; which happens to be another key trope of his films and music - a kind of endless, mapless exploration of spatial dimensions. His obtuse unexplanations of his artwork remain
consistent with the raw materiality of his output. Given these qualities of Phill Niblock’s films and music, repositioning
him within a broader context of Structuralist/Materialist and Minimalist/Structuralist filmmakers invites a more organic,
cross-pollination and elucidation of Niblock’s very own Experimental Intermedia axis of arts production and practice.

Immersion Session – Perspectives on Reich (Thursday, 9-11)
Chair, John Pymm
“Same Music, Different Perceptions? Steve Reich’s Six Pianos and Six Marimbas as Case Study”
Kyle Fyr
The fact that Steve Reich’s music encourages a listener to shift between various metric interpretations has been well
established. Richard Cohn, Gretchen Horlacher, and John Roeder1 have written on the subject, and Reich2 himself
has written about this issue as well. In certain situations, however, accounting for why and how such shifting metric
perceptions occur can prove quite difficult. Six Marimbas (1986) is a rescoring of Six Pianos (1973), and although Six
Marimbas is written a half step lower, the scores are virtually identical, prompting a reasonable assumption that metric
perception would be very similar if not identical in both pieces. When listening to Six Marimbas, however, I have realized that I consistently perceive meter differently than when I listen to Six Pianos. Hypothesizing that this is no coincidence, this paper explores the reasons why my metric interpretations are not consistent between the two pieces.

“Tehillim and the Fullness of Time”
Gretchen Horlacher (Indiana University)
It is apparent why Steve Reich was attracted to the words of Psalm 150. Its last three verses, appearing in the
final movement of Tehillim, repeat the words “halleluhu” nearly constantly as the psalmist urges praise in the form of
musical sounds. For a composer whose style originates in the consummate use of repetition, this text is a gold mine,
especially as the psalmist invokes all of creation and time in its last culminating verse. A more compelling feature also

beckons: the text bids us–humankind–to consider time both as ongoing human activity and as the summation of
all activity and creation, urging us to join our present realm with the realm of the everlasting. It connects human and
divine, a temporal world with an eternal one.
I discuss Reich’s invocation of human and eternal time through careful uses of repetition. I describe a network of
relations where human time (through sequence, motion, and passage) interacts with eternal time (through the presentation of the whole even as individual parts unfold). Reich’s repetitions evoke two basic properties of temporality,
the experience of moving through time as one is abundantly engaged in each particular moment. Reich’s music has
often been characterized as static, or non-linear. Here I emphasize multiplicity: the fullness of time arises when the
human is joined with the divine in a plenitude of energy. We are invited to enjoy the experience of the whole even as
we move through its various parts.

“Early Steve Reich and Techno-utopianism”
Kerry O’Brien (Indiana University)
Steve Reich’s early process works are often likened to contemporary plastic arts of the 1960s. In the composer’s own
writings, he has pointed to his associations with artists such as Richard Serra and Sol Lewitt but denies any direct
influence. Rather, the composer justifies his affinities with those artists by claiming that they were all “swimming in the
same soup.” The aim of this paper is to explicate Reich’s early works in relation to this “soup” by situating him within
a dominant countercultural trend of the late 1960s, techno-utopianism. Viewed through this lens, Reich’s engagements with and subsequent disavowal of electronics clearly resonate with widely felt techno-utopian views of the late
1960s.

“Perceptible Processes in Reich’s Ostinati: Arch Form and Multiple Downbeats in Music for Eighteen
Musicians”
Brad Osborn (University of Washington)
My presentation attends to two parameters of Reich’s ostinati in Music for Eighteen Musicians, emphasizing the
difference between score-based and aural approaches to analysis. First, I examine the arch form made evident by
measuring the relative lengths of the ostinati [1-2-4-2-1 measures] that make up each section. In these sections,
[I,IIIa,IIIb,IV,VI,VII,VIII,XI] Reich begins by using a one-measure ostinato, expands that ostinato to two measures,
expands again to four measures in the middle section, and then reverses the process. In the score, Reich encloses
each ostinato with repeat signs, never wavering from the notated 6/4 pattern. However what interests me more
is how listeners aurally determine the length of an ostinato without visually counting the measures between repeat
signs. Secondly, I examine the perceptual and kinesthetic effects of multiple downbeats in Reich’s ostinati (found in
sections II,IIIb,V,VI,VIII,IX). I am interested in how listeners recognize a downbeat, that is, the beginning of some perceptual unit. Through Reich’s process of substituting beats for rests, a listener’s hearing of these multiple downbeats
may evolve with the “perceptable process” itself.

“Samples and the Material they create in Steve Reich’s City Life”
Abigail Shupe (University of Western Ontario)
Steve Reich’s later works pose certain challenges to analysts because of his move away from phasing techniques
and processes. We do not have structural, analytical methods with which to analyze his recent pieces or many other
late 20th-century styles. City Life, written in 1995, displays some of Reich’s later stylistic characteristics, such as a
lack of phasing, a repetitive texture, diatonic or consonant harmonic material, and the combination of electronic and
sample sounds with an acoustic ensemble. Though City Life is not a phase piece, it has a coherent structure that
could be understood by the listener much in the same way he intends audiences to hear his processes in earlier
pieces. This aural understanding was important to Reich’s compositional process in the 1960’s and 1970’s, however,
the same phasing or additive process is not identifiable when listening to recent works, leaving the audience to wonder what ‘process’ they should attempt to follow. Reich draws on sampled sounds, speech, and ambient noises to
compose material in a technique similar to that of Different Trains. By exploring the ways in which Reich manipulates
samples and material that they generate, I will demonstrate how sampled sounds bring structure to each movement,
and to the piece as a whole. I will examine how Reich excludes identity from his samples to create a non-dated,
nonspecific “city life” soundscape.

Session 3 – Minimalist History (Thursday, 11:15-12:15)
Chair, Ellie Hisama
“Good Trains and Bad: Steve Reich and the Holocaust in American Musical Life”
Sumanth Gopinath (Universityof Minnesota)
The problem of what Peter Novick described as “the Holocaust in American life” can now be understood as a central
one in the postwar period. But is less as a value-free, unproblematic memorialization of the Holocaust or Shoah
itself, and more as a story that is linked most closely to the waxing and waning fortunes of the state of Israel and
its developing geopolitical relationship with the United States. Reconciling the work of Novick, who sees 1967 as
the primary turning point in opening up U.S. discourse on the Holocaust, and younger scholars of American Jewish
history, including Kirsten Lise Fermaglich, who emphasize the existence of a pre-1967 discourse on the Holocaust,
we might periodize the shifts in Holocaust consciousness in the U.S. in at least three phases: 1) a postwar moment
of approximately 1945-1967, during which the figure of the Holocaust was invoked for “universalist” and often leftist
critiques of patriarchy, racism, genocide, imperialism, even capitalism itself; 2) a post-1967 moment extending to the
early-to-mid-1980s, in which the first Arab-Israeli War galvanized Jewish-American ethnic consciousness and the
broader white ethnic revival, particularly in light of the influential, and often racially exclusionary, Black Power Movement; and 3) a subsequent moment spanning from the early-to-mid-1980s to 2001, which was marked by a new
pedagogical and testimonial imaginary in part on account of the documentary films and treatments of the Holocaust
such as Claude Lanzmann’s Shoah, which were themselves framed by the post-1960s settlement of the Reagan
era and the ascendance of the New Right. Over the course of these successive phases, the Holocaust moves from
a relative discursive and ideological marginality to an increasing centrality in American political life, assuming what
Antonio Gramsci famously characterized as the “common sense” of everyday ideology. Part of that common sense,
one might argue, is the increasing importance of train imagery in Holocaust representations, especially in cinematic
spectacles such as Schindler’s List (1993), inspired by the vehicles transporting arrested Jews throughout Nazi-occupied Europe. Here, the locomotive engine and train car loom large as the sign of modernity gone wrong, leading to
annihilation instead of progress and emancipation.
Though often conveniently seen as autonomous from this history, American musics, both art and popular, in fact
participate directly in it. Bob Dylan’s epic and lacerating “With God on Our Side” (1964) serves as a powerful example
of the universalist marshalling of the Holocaust within a broader critique of U.S. imperialism. A number of increasingly
train-oriented utterances appear in the immediate aftermath of 1967, including Captain Beefheart’s “Dachau Blues”
(1969), Kinky Friedman’s “Ride ‘Em Jewboy” (1973), and, in a different way, I argue, Morton Feldman’s Rothko Chapel (1971). In the third period, the treatment within the new dispensation par excellence is, of course, Steve Reich’s
Different Trains (1988). The remainder of this paper investigates the rhetoric, narrative, and structure of Reich’s composition, examined critically in light of the historical periodization described above.

“Images of Lincoln: Glass’s Minimalist Contribution to American Historical Memory of the Civil War”
Thomas J. Kernan (University of Cincinnati College-Conservatory of Music)
Americans continuously craft our historical memory of the Civil War using diverse peoples and images to tell our story.
The figure of Abraham Lincoln is one of the most obvious examples, since his centrality to the Civil War allows for
even the briefest reference to him to serve as an emblem of the entire period and all related issues and struggles. By
simply exhibiting the name or face of Lincoln an artist, historian, or author can offer their own contribution to the collective historical memory. Philip Glass has composed music for three works that present either an image or a character of Lincoln: the operas the CIVIL warS: a tree is best measured when it is down (1984) and Appomattox (2007), as
well as the film Naqoyqatsi: Life as War (2002). Taken as a whole, these works represent a significant artistic contribution to our collective memory of the Civil War. This paper explores the representations of Lincoln in these three minimalist works. I will analyze how the composer and his collaborators approached the character musically, visually, and
narratively. Then, using examples provided by historians David Blight, Edward J. Blum, Paul Ashdown, and Edward
Caudill, I will compare Glass’s works to other artistic contributions to Civil War historical memory to determine in what
ways Glass is providing a contemporary retelling of a traditional narrative, and in what ways he is offering a new or
revised narrative.

Session 4 – La Monte Young and Dennis Johnson (Thursday, 1:15-2:45)
Chair, Keith Potter
“Reconstructing November”
Kyle Gann (Bard College)
November is a legendary 1959 piano composition by Dennis Johnson, a college friend of La Monte Young and Terry
Jennings, and as such one of the trio who invented American musical minimalism. By reputation, November was six
hours long, and a major inspiration for Young’s later The Well-Tuned Piano. However, all that exists of it is a tape of
the first 112 minutes (recorded on Jennings’s mother’s piano) and an enigmatic five-page improvisatory score listing
the motives used. By transcribing the barely audible tape and comparing it to the score, I have prepared a performing
edition, from which Sarah Cahill and I will give what is undoubtedly the piece’s first performance in some 47 years.
In this paper I will discuss the process I used and give examples of the physical evidence and my reconstruction.
November seems to be the earliest-known minimalist piece to employ diatonic tonality, the earliest to use additive
process, and the earliest based on repetition, and thus fills out our conceptions of minimalism’s origins.

“An Ethnography of Acoustical Positivism”
Jeremy Grimshaw (Brigham Young University School of Music)
One of the foundational elements of the movement we call minimalism was an intense sonic bluntness, an ontological
winnowing meant to erase the distinction between aesthetics and acoustics. A number of early works by La Monte
Young, Terry Riley, Steve Reich, James Tenney, and others, all sought to engage directly with sound in an unmediated
fashion, bypassing any and all systems of musical syntax, signification, or poetics. Although the types of minimalism that enjoyed commercial ascendancy in the 1980s and 1990s largely departed from the stark sonic asceticism
of those early works, several composers have continued to explore the _acoustical positivism_ that characterized
minimalism_s origins. La Monte Young, arguably the most prominent composer among this group, explicitly claims to
manifest in his works certain sonic and even cosmic _truths_ or _facts_ that transcend the realm of human expression and stretch beyond the reach of aesthetic judgment. The sublimation of form and content to which these types
of compositions aspire, the renunciation of musical baggage that they seek, and the rarefication they claim, all present us with a question: can the analysis of these works consist of anything at all beyond exegesis? Should it?
In this paper, I will attempt to combine a music-analyst_s concern for the sonic organizational principles of Young_s
works with an ethnomusicologist_s disregard for those works_ claims of austerity. I will draw on my personal experiences with Young and his wife, Marian Zazeela, experiences that underwent a gradual transformation from archival
work to field work, from music analysis to ethnomusicology‹and, frankly, from scholarship to friendship. I will offer an
examination of one of Young_s most _acoustically positivist_ projects, the Dream House, and in doing so will attempt
to demonstrate the depth at which his esoteric compositional practices, his multifaceted worldview, and even the
banal but complicated choreographies of his domestic life, are all connected.

“La Monte Young’s 1960’s: The Black LP”
David McCarthy (University of Minnesota)
In 1969 La Monte Young and Marian Zazeela released a long-playing record that would come to be known as
“The Black LP” or “Edition X.” On the first side was a recording made that same year in Munich, entitled, 31 VII 69
10:26-10:49 PM, a section of Map of 49’s Dream The Two Systems of Eleven Sets of Galactic Intervals Ornamental
Lightyears Tracery, which is itself a section of The Tortoise, His Dreams and Journeys. Map of 49’s Dream has been
described by Young as his second most fully evolved work, and it was one of the main projects of the Theatre of
Eternal Music. A careful analysis of the recording reveals elaborate internal structures. Whereas current scholarship
has tended to emphasize the static elements of Young’s compositions for The Theatre of Eternal Music, contrasting them with thematic elements observed in the Well-Tuned Piano, this paper instead demonstrates that thematic
development was already employed by Young in the 1960’s. By setting such an analysis in the context of Young’s
rhetoric, as outlined in his writings and published interviews, one can begin to see the often complicated relationships
between the composer’s thought and his music. Young’s interest in the role of sound in the creation of altered states
of mind can be better understood. The recording sheds light on a formative yet neglected decade in Young’s oeuvre.

Session 5 – Philip Glass and Arvo Pärt (Thursday, 3-4)
Chair, Gretchen Horlacher
“Disorientation and Loss as a Response to Arvo Pärt’s festina lente”
David Dies
The emperor Octavian’s motto, festina lente (“make haste slowly”), presents a paradox that is suited to Arvo Pärt’s
piece for string orchestra. Although festina lente is constructed as a “simple” mensuration canon, it can elicit a strong
emotional response. The canon subject is comprised of five segments, each ending in a held tone and a few measures’ rest. Each segment becomes progressively “flatter:” both less complex—a narrower range, a simpler rhythmic
contour—and less novel—revisiting and revising motives from the previous segments. The held tones and rests in
the canon subject make the 2:1 ratio between voices perceptible. The progressive “flattening” of the subject combines with the ratios to periodically undermine my temporal and metric frames of reference until, ultimately, I am unable to apprehend the piece against any temporal reference, in a sense of disorientation, and, for me, a sense of loss.
In this paper, I will first present a close reading of the canonic subject, and then discuss how the structure of the subject itself affects temporal orientation when Pärt puts the subject into canon. The paper will draw on my own experience of the piece in tandem with my analysis of the formal structures in the piece.

“‘They Just Go Round and Round’” Circularity and Dystopia in The Truman Show
Rebecca M. Doran Eaton (The University of Texas at Austin, Texas State University-San Marcos)
When discussing the score to The Truman Show, director Peter Weir said, “I was… determining the music that the
show’s creator, Christof, would have chosen. The tracks that seemed to be drawing the most out of the images
for me (and presumably Christof) were those of Philip Glass.” But why would Weir choose minimalism; what did it
bring out of the images? While traditional film music categories and conventions are of limited utility describing the
functions of this musical style, Rebecca Leydon’s “Toward a Typology of Minimalist Tropes”—intended for concert
music—offers a tantalizing resource for interpreting minimalist music in film. By employing an adapted version of Leydon’s theory along with close musical and filmic analysis, this paper will explain how the score of The Truman Show
uses minimalism to mark the show’s dystopian nature. Truman’s escape attempts from the sham utopia of Seahaven
are frequently accompanied by circular imagery, including a revolving door and a traffic roundabout. Considering this
reiteration of cyclical imagery as a symbol for the control of Truman, Weir’s rationale for the choice of minimal music
seems evident: its repetitions make it an auditory symbol equivalent to the circular visual one. This “totalitarian” use
of minimalism is supported by the movie’s climax, “Raising the Sail,” where Truman gains freedom only with the music’s dramatic cessation. But while this caesura seems to indicate the triumph of free will, the resumption of minimalism after Truman steps out of Seahaven insinuates a far darker reading of the film.

Session 6 – Julius Eastman (Thursday, 4-5)
Chair, Dragana Stojanovic-Novicic
“Julius Eastman’s Musical Worlds”
Ellie M. Hisama (Columbia University)
Julius Eastman (1940-1990), an African American composer, improviser, singer, pianist, dancer, and choreographer,
was a vital participant in the American new music and experimental scenes of the 1960s into the 1980s. He is perhaps best known for his superb performance of the title role in Peter Maxwell Davies’s Eight Songs for a Mad King,
but his work as a composer deserves equal attention. A member of the Creative Associates at SUNY Buffalo in the
1970s and 1980s, Eastman worked with Lukas Foss and Morton Feldman, directly engaging with issues of race and
sexuality in his compositions, which often employ improvisative, postminimalist elements. Yet despite the importance
of his musical activities in Buffalo, Ithaca, and New York City in the 1970s and 80s, and his striking presence as an
out, gay, African American musician in predominantly white and closeted new music circles, Eastman is largely absent from histories of postwar experimental music.
The paper sketches out Eastman’s position in the history of African American composers and improvisers and the
potential impact of his work on established narratives of American experimental, popular, and postminimalist music. It

explores a selection of his compositions in an attempt, borrowing a phrase from Robert Fink, to make “formalist language signify.” Focusing on Eastman’s works for multiple pianos from what Eastman dubbed the “Nigger series” [ca.
1979-1980], Gay Guerrilla for four pianos (ca. 1980), Femenine [sic] for chamber ensemble (1974), and Symphony
No. II (1983), I examine Eastman’s use of repetition, musical quotation, and what he called “organic” form in relation
to his subjectivity as a gay, African American composer. I argue that Eastman’s approaches to organizing sound in
his instrumental compositions can be heard as firmly grounded in the politics of racial and sexual identity that, in the
wake of the Civil Rights movement and Stonewall, pushed the envelope in new music circles in the 1970s and 1980s.

“A Postminimalist Analysis of Julius Eastman’s Crazy Nigger”
Andrew Hanson-Dvoracek (University of Iowa)
“Damned outrageous” can describe both the life and the music of the post- minimalist composer Julius Eastman
(1940-1990). With early works such as 1973’s Stay On It, he led the shift from the minimalist aesthetic to a postminimalist style. Biographically, Eastman had a unique vantage point, a gay African-American composer accepted as
a wunderkind by the burgeoning Downtown scene. However, there exist considerable obstacles which explain the
vacuum of scholarly work on Eastman to date. Many of his scores were lost when he was evicted from his Manhattan
apartment, and those that survive are written in a nearly unintelligible notation. However, through the work of composer Mary Jane Leach these extant scores have been compiled and the 2005 release of the CD set Unjust Malaise
on New World Records provides valuable recordings that will assist in deciphering those scores. While his works and
particularly their titles allude to social issues, a rarity for textless minimal works, the lack of academic precedent and
the often circuitous nature of personal memory point towards beginning with an analytic as opposed to hermeneutic
approach.
This paper provides an initial analysis of the 1978 work Crazy Nigger, which along with Evil Nigger and Gay Guerilla
form the core of Eastman’s mature style. Through examination of an autograph facsimile, an annotated edition by
Cees Van Zeeland, and a schematic written by Eastman himself, Crazy Nigger is an exploration of postminimalist tendencies previously thought to be the domain of European composers such as Louis Andriessen and Arvo Pärt. While
still firmly rooted in additive processes, the work explores a mathematic relationship between pitch and rhythm and
expands its tonality to include vocabulary more akin to that of early Stravinsky or Bartók such as octatonic scales, key
relations by half and whole step and symmetric cells. Additionally, this paper will examine Eastman’s claim of “Crazy
Nigger” as an embodiment of his philosophy of “organic form”, wherein any third arbitrary section should have within
it all the information contained in the first two sections, and compare this ideal to the actual construction of the work.

Immersion Session – Perspectives on Temporality (Friday, 9-11)
Chair, John Pymm
“Becoming Temporal and Entropic: The aesthetics of time in Tenney’s Having Never Written a Note for
Percussion and Robert Smithson’s earth work”
Joseph Di Ponio
James Tenney’s Having Never Written a Note for Percussion from the Postal Pieces and the Robert Smithson’s earthworks share a temporal space that is removed from issues of narrative that are dependent on the datability of time.
Neither is concerned with marking time into discrete sections nor is importance placed on beginnings or endings.
Instead, these works function in a sort of primordial time that Heidegger refers to as “the temporal.” Temporality is not
governed by indexical relationships but by qualities of becoming and entropy.
The relationship between Tenney’s Having Never Written a Note for Percussion and Smithson’s earthworks is that
both present an unknown narrative that simultaneously arises from, and recedes into, a temporal landscape and is
never fully formed. They function as temporal matter and as such, are engaged in a process of simultaneous becoming and entropy. The beauty of these works resides in the mystery of the unknown that is presented by becoming
temporal and entropic.

“Revisiting temporality in minimalism”
Tereza Havelkova (Institute of Musicology, Charles University in Prague)
Temporality has for long been one of the features considered to characterize the musical minimalism. Jonathan

Kramer famously chose minimalist pieces to exemplify his category of “vertical” time, which he perceived as a radical
instance of nonlinear temporality. Minimalist music has commonly been associated with the experience of “being in
the present,” of arrested time and timelessness, and it is in terms of perception of time that minimalism has most
often been contrasted with both classical and modern music. In my paper, I will revisit the issue of temporality and
minimalism, and contest some of the common assumptions that pertain to it. I want to demonstrate the necessity to
move beyond Kramer’s classifications, and seek to complicate the clear-cut binaries that theories of temporality tend
to construct. One of the ways in which I intend to do this is by confronting Kramer’s theory with a more recent take
on musical time by Raymond Monelle (The Sense of Music, 2000). I also propose to reread Michael Fried’s notorious
essay “Art and Objecthood” (1967), and rethink the relationship between visual and musical minimalism in relation to
temporality. My aim is to argue that it is in terms of perception of time and movement that early minimalism can best
be distinguished from its later and more broadly conceived incarnations. To make my point, I will bring in examples
from the work of the Dutch composer Louis Andriessen, who made perception of musical time one of his central
compositional concerns, and from the work of the “Czech minimalists” (Smolka, Pudlak and others), which represents
the margins of minimalism and is thus well suited to be the testing ground for some more general claims.

“David Borden’s Double Portrait: Minimalist Aesthetic With Linear Time”
R. Andrew Lee (University of Missouri-Kansas City)
When it comes to describing the listening experience of minimalist work, a paradox arises—while words such as
static seem most apt, they also deny both the changes that take place and any overarching structure. To resolve this,
Jonathan Kramer has developed perhaps the most appropriate terminology when he describes such pieces as existing in vertical time. In vertical time, memory and expectation, and thus the past and the future, are thwarted in favor
of an extended present. Within this extended present, the listener is able to explore the sonorities freely, without any
feeling of being guided through the piece.
Postminimalist composers, however, moved away from vertical time as they integrated aspects of melody, harmony,
and form with minimalist features such as repetition and limited musical material. While these works tend to sound
similar to their minimalist counterparts, the listening experience is markedly different. David Borden’s Double Portrait
(1987) is a work that demonstrates this contrast. The influence of minimalism can be heard in the sparsity of musical
materials and in the steady stream of sixteenth notes. Yet on the large scale, there is an almost ceaseless forward
drive to the coda, which becomes increasingly urgent as the piece progresses. An analysis of the metrical dissonance, melodic and harmonic implications, contrapuntal devices and their interaction with the overall structure will
show how Borden is able to create this forward momentum, and thus linear time, in Double Portrait while still reflecting the influence of minimalism.

“A Personal Encounter with the Shaman of Vertical Temporality: Charlemagne Palestine”
Phillip Henderson (The University for the Creative Arts)
For my doctoral thesis I am researching drones and vertical music. I play drones while I improvise arhythms and unpredictable melodies. In this paper I will highlight the dichotomy of experiencing a personal journey while listening to
vertical music.
As a child I learned self-hypnosis to achieve relaxation. I became more accomplished at trance induction and made
tremendous astral journeys. My memories of this were triggered at a recent performance by Charlemagne Palestine
who could be said to have initiated me on a journey in nonordinary reality (Harner 1990 p.44). In The Way of the Shaman (Harner 1990) Michael Harner describes the rituals he undertook with Jivaroan people during the 1950s. He describes learning methods of dancing, drumming and trance. Harner’s account relates directly because Charlemagne
is seen as something of a Shaman himself. Not less than by the authors of Antonio Guzman’s biography of the artist
Charlemagne Palestine: Sacred Bordello (Guzman 2003). The book includes vivid descriptions of Charlemagne’s
meditations during lengthy performances. There are details of his ritual method, his family of toy animals and the
brightly coloured clothes he wears to perform. These and many other aspects of his work are typical tools or symbols
of Shamanism.
Charlemagne performed Schlingen-Blängen at the organ of St. Giles-in-the-fields church, London on 18th October
2008. The audience entered the building as Charlemagne suspended drones on an interval of a fifth. The keys were
held with little wedges and he continued to add more notes to the chord. From afternoon to evening the audience
absorbed the increasingly loud continual chant issued by the pipes. He intermittently played a slow melodic line of
descending tones and occasionally pulled out additional stops. By slowly pulling the stops Charlemagne generated

electric vibrations between new tiny intervals. He caused them to ripple climactically allowing vibrant colour to leap
through the organ. The combined frequencies pulsated with alarming clarity passing through me and shattering my
cold concept of time. I wasn’t expecting an astral journey at the church but I certainly became fluid again.
I have avoided describing this work in clock terms or as a linear procession of moments thanks to the late Jonathan
Kramer who explained this insightful method of understanding temporally challenging music in his book The Time of
Music (Kramer 1988).
A performance needs to start and stop, but in the absence of an overriding linearity, starting and stopping become
arbitrary. The performance might have started, or stopped, earlier or later. Because the music is substantially unchanged throughout, and because it is without distinct gestures, we listen to an arbitrarily bounded segment of a
potentially eternal continuum. The present that the work extends suggests itself as infinite. Past and future disappear
as everything in the piece belongs within the horizon of now. (Kramer 1988 p.386)
By performing the drone, Charlemagne channelled a timeless continuum. Nevertheless I experienced a journey that
I can recall in sequence. The work climaxed with an incredible cracking crunch in which he seems to have sounded
every note possible. The noise erupted in short, sudden bursts and then broke through the perfect fifth. This was a
very grounding experience that suddenly pulled me back into the church from which I had travelled. Had I taken a
journey in the eternal continuum? And if so, am I still there?

“La Monte Young: Time and identity of the work”
Jean-Pierre Caron
In the present paper we shall examine some applications and implications of the key concepts of ordinality and cardinality in La Monte Young’s work. Ordinality stands for ordinal organizations, that is, the fact that events or sounds
should succeed one another. Cardinality stands for events or sounds that can occur simultaneously, independently of
temporal succession. In Young’s work, cardinality would have freed the musical work form the physionomy of a fixed
organism, as in traditional musical pieces. In works such as The Four Dreams of China or The Tortoise, his dreams
and journeys, the work’s identity isn’t based on a fixed succession of events, but on the sets of frequencies and rules
for their intonation available for the performers. Yet, ordinality isn’t absent from Young’s work, showing itself prominently in his magnum opus The well-tuned piano, where these two categories overlap. Thus, we could understand
this work as a big algorithm of concurrent frequencies, inside which are inserted specific ordinal sequences of these
frequencies, which give way to the themes, melodies, and successive formations of the piece. It is our proposal to
read Young’s work as an interplay of these categories, in which there would be points of greater or lesser “closing” of
the musical work. This unstable identity would redefine the role of memory, which becomes the proper place where
the work exists as finished, in spite of the many different versions that may have existed on performance.

Session 7 – Minimalist Opera (Friday, 11:15-12:15)
Chair, Tom Johnson
“Meaning in minimalist opera: Investigating the subtext of Doctor Atomic”
Sean Atkinson
Minimalist music typically resists any analyses that engage in meaning. Traditionally, finding meaning in music has
been relegated to pieces involving less process and more of a tonal underpinning. However, recent works by Steve
Reich, Philip Glass, and John Adams have not been solely musical, often involving some kind of visual and/or narrative element. The operas of John Adams are a prime example. By combing the three domains of music, visuals, and
narrative, Adams and his collaborators are able to create subtle and nuanced meanings that allow for rich interpretations. This presentation will focus on Adams’s latest opera, Doctor Atomic, and demonstrate how the music can play
a vital role in the overall meaning and subtext of the drama.
The primary tool in my investigation is a model for the analysis of multimedia compositions. Though opera is not traditionally thought of as a multimedia genre, the model allows for such staged productions by requiring a fixed visual
domain. In this case, I will only be considering the version of Doctor Atomic staged and directed by Peter Sellers.
The model itself is based on theories of semiotics and metaphor, like Nicholas Cook’s models of multimedia, but different in how the work is approached; engaging the surface of each domain before digging below to see how each

domain’s meaning interacts with the others.
Doctor Atomic is scored much like Adams’s other operas, including healthy borrowing from jazz idioms and playfulness with diatonic structures while subverting the sounds of traditional tonality. It is the interplay between these
musical structures that serves to heighten and augment the action occurring in the narrative and on stage. For
example, in a scene in which US Army officials are discussing delaying the test of the atomic bomb due to weather
conditions, the music is filled with harmonies related by neo-Riemannian SLIDE motions or root motions both up and
down by seconds. These close movements between harmonies, moving in all directions, create tension, augmenting the equally tense dialogue and the ominous lighting on stage. This presentation will examine several short scenes
that not only feature agreement amongst the domains, but also dissent. In fact, the moments in which the domains
disagree provide the most interesting analytical opportunities, helping to create a subtext not readily apparent on the
surface.

“Portraits of the Chinese Landscape in John Adams’s Nixon in China”
Timothy Johnson (Ithaca College)
China was a new world to be discovered by Western viewers of President Richard Nixon’s historic visit in 1972. Yet
the China that Nixon saw certainly was not new ground to the inhabitants of this populous, ancient, thriving civilization. An analysis of Nixon in China reveals how John Adams and Librettist Alice Goodman depict differing perspectives of the Chinese landscape through the ways in which it is described or implied by the libretto and Adams’s
musical presentation.
Adams foreshadows this conflict beginning with the opening bars depicting dawn on the day of Nixon’s arrival.
Through the simultaneous presentation of metrical and harmonic consonance and dissonance, Adams foreshadows
this divergence in point of view. What might be viewed as the overture to the opera—though the instrumental portion
is not self-contained, nor particularly lengthy—contributes significantly to one of the main conflicts of the opera, the
differing perspectives of East and West.
Goodman also establishes this conflict through descriptions of the landscape in the very first scene. Looking at
presumably the same fields, the Chinese citizens see potential, embodied in the fruits of their labor ready for harvest.
But the Nixons fail to recognize this potential and see a vapid, vast barren wasteland as observed from their perspective flying over from Shanghai to Peking. Whereas the Chinese citizens see fields “white with harvest” and mountains
that “rise red beneath the harvest moon,” suggesting the fertile ground and symbolizing the nation’s strong potential,
the Nixons only see “drab and grey.” Pat dismisses the landscape in one word, “Brueghel,” referring to Renaissance
painter, Pieter Brueghel the Elder, known for painting stark and barren landscapes. Musically, Adams brings out
the differing perspectives through repetition, of course, in the chorus of Chinese citizens, where a repetitive pattern
breaks free to explore a richer harmonic palette and rises up in pitch during the depiction of the harvest and the red
dawn, whereas the Nixons’ cold view stays within a repetitive harmonic pattern and ends with a cadential-like melodic descending fifth, which seems to close the case from their point of view.
Finally, the opera ends with another view of the Chinese landscape, this time through the eyes of Premier Chou Enlai as he awaits dawn on his balcony on the last day of Nixon’s visit. In this way the opera both begins and ends at
dawn, with alternative perspectives on both its colors and its significance. The presentation will explore these aspects
in detail, both from musical and textual perspectives.

Performance Presentation (Friday, 1-3)
Chair, John Ditto
“Organ and Silence” by Tom Johnson
Performed by Neely Bruce
St. Paul’s Episcopal Church

Immersion Session – Perspectives on Process (Saturday, 9-10:45)
Chair, John Pymm
“Process as Means and End in Minimalist and Post-Minimalist Music”
Galen Brown
One of the major defining elements of musical Minimalism has been the use of process—phasing in the early work
of Steve Reich, additive processes in Philip Glass’s music, repetition with non-systematic changes in John Adams,
underlying systematic but non-audible processes in David Lang, and even the process of prolonged stasis in dronebased music by composers like La Monte Young. And yet these processes are employed in fundamentally different
ways. For Steve Reich’s “Music as a Gradual Process” the process itself, and the audible working out of that process,
provide a significant part of the aesthetic content of the piece. The audience hears the process, understands it, and
is specifically listening to the result of the process as the result of a process. In a piece like David Lang’s “Cheating
Lying and Stealing” the process as perceived by the audience is no more than “each repetition is similar but not quite
the same.” The existence of an underlying musical process is evident, and the knowledge that processes are driving musical content provide part of the aesthetic experience, but the bulk of the musical experience derives from the
surface-level musicality. In a piece like John Adams’s “Harmonielehre,” process per se seems absent—repetition is
a stylistic trope but the logic of the music is not driven by underlying mathematical systems any more than any other
music that happens to employ repetition. I will argue that these different approaches to musical process fall along a
continuum between conceptualism and traditional musical teleology, and represent a means to an aesthetic end in
some cases and an aesthetic end in themselves in other cases. From this perspective we will be able to derive useful delineations between Minimalist and Post-minimalist music, discuss the relevance of composers’ intentions and
extramusical communications with the audience, and identify areas for further study.

“Prime Times”
Paul Epstein
Among the defining characteristics of minimalism are the use of strict and - in theory at least - clearly audible processes, repetition of short patterns, and limited pitch collections. The loosening, modification, or abandonment of
any of these strictures may mark the movement into postminimalism.
In my own development, two primary objectives have been 1) to increase significantly the period of repetition while
continuing to limit the materials for a composition to a single pattern or set of patterns; and 2) to retain minimalism’s
rigorous use of system while no longer placing a premium on making the process readily perceivable. I found the key
to both of these goals in Steve Reich’s Piano Phase.
Reich’s seminal minimalist work is noted for it’s stunning use of the phasing process, but it is at least as significant
for two structural features of the pattern that forms the entire basis for the opening section of the piece. The first is
economy of means: a non-repeating melodic pattern of twelve notes is generated from only five pitches by alternating, or interleaving, a 3-note figure and a 2-note figure. The second is completeness: because the 3-note and 2-note
figures are prime to each other, each note of one figure is followed by each note of the other before the entire pattern
repeats. That is, every possible dyad consisting of one note of each figure occurs once and only once in the 12-note
pattern.
I propose to discuss and illustrate my use of techniques derived from Piano Phase to generate substantially longer
periods of repetition, ultimately equal to or greater than the length of the entire composition. The common thread in
these techniques - which include but are not limited to interleaving - is the use of multiple patterns that are prime to
one another in length. Increasing the length of these component patterns beyond the 3x2 of Piano Phase brings a
disproportionate increase in the length of the resulting composite pattern. Interleaved patterns of 7 and 5 notes, for
example, yield a melodic cycle of 70 notes; 11 and 7 yield 154.
Substantial increases in the lengths of component patterns have involved numerous departures from the Reichian
model. Some of these are: Repetition of notes within a component pattern. Use of the same notes in different component patterns. Inclusion of rests as well as notes in patterns. Interleaving of more than two patterns in a variety of
configurations. Interleaving of rhythmic patterns independently of pitch. Combination of patterns without interleaving.
Musical illustrations for the talk will be drawn from works composed between 1986 and 2008. The most recent work,
Prime Times 2, combines twelve rhythmic cycles ranging in length from 3 to 37 notes.

“Beyond Drumming: Process in the Music of David Lang”
Kevin Lewis (College-Conservatory of Music, University of Cincinnati)
Steve Reich’s innovative phase-shifting technique and his music of the 1960’s and early 1970’s established the use of
process as a hallmark of musical minimalism. Through process, he created works that essentially composed themselves and, in a grand departure from the complex construction of serialist music, presented their inner workings in
an obvious and audible manner. Though the use of “gradual process” in Reich’s music was short-lived (at least in its
original meaning), various types of systemic series and operations persisted throughout his music and that of Philip
Glass and other minimalist composers. As minimalism quickly evolved and its works of extreme length and static
activity ceded to more accessible (yet still minimalistic) works of shorter durations, greater activity and diversity, and
expanded use of melody and harmony, the use of process as a primary compositional element persisted and underwent its own development and expansion in the post-minimalist and totalist music of the 1980’s to the present. The
title of this paper is a reference both to Reich’s final use of gradual process in his seminal Drumming (1970-71) and
to the expanded use of process in the recent works of Bang on a Can co-founder David Lang, who has contributed
several important works to the percussion repertoire. The study will examine the use of process in two significant
pieces. The Anvil Chorus (1991) has quickly been canonized in the solo percussion repertoire and consistently appears on the programs of the world’s top performers, and The So-Called Laws of Nature (2001-02), composed for
the hip and original New York-based quartet Sō Percussion, utilizes a multitude of processes to achieve extreme
complexity while still appealing to the zeal of the common audience.
The processes used in these three works may be likened in their autonomous qualities and establishment of form and
structure; however, they are employed in manners that achieve completely different means. The gradual process of
Drumming (and works before it) embraces transparency, allowing the listener to feel the music move – and predict
where it is going; Lang’s processes, and his stratification of several simultaneous operations, functions dissimilarly,
creating metrical ambiguity and denying expectations.
The identification and thorough analysis of the processes created and employed in these pieces are not just beneficial
to the percussionist, as most of Lang’s compositional techniques found here are common throughout much of his
recent catalog. It is hoped that this study will provide a better understanding of the inner mechanisms of his music
and aid both the performer and listener to better experience his works.

“Metal as a Gradual Process: Minimalist Rhythmic Practices in the Music of Dream Theater”
Greg McCandless (Florida State University)
While the popular genres of progressive rock and heavy metal have received significant scholarly attention in the fields
of musicology and music theory, discussions of the syncretic subgenre of progressive metal are rare. A significant
scholarly contribution to the analysis of progressive metal is Jonathan Pieslak’s 2007 article on Meshuggah, which
does much to delimit the stylistic boundaries of the subgenre, noting the importance placed by progressive metal
bands and their fans on the rhythmic and metrical complexity of the music. However, Dream Theater, one of the
most visible and commercially successful progressive metal bands, has received little scholarly attention to this point.
The aim of this paper is to describe Dream Theater’s unique adaptations of minimalist rhythmic practices in their 2005
song “Sacrificed Sons,” which include variants of additive process and beat-class rotation. This analysis posits the
reconciliation between linear additive process and a traditional rock phrase structure (ABAC) in the first subsection of
the song’s instrumental bridge, which additionally involves the experience of what Jonathan Kramer calls “multiply-directed time.” Other similar examples from Dream Theater’s oeuvre are addressed as well, including 2007’s “Constant
Motion,” whose introduction and conclusion constitute an interrupted large-scale additive structure. Overall, these
temporally-complex examples demonstrate a sustained parallel between the band’s treatment of rhythm and meter
and the rhythmic techniques of minimalist composers.

Session 8 – New Projections (Saturday, 11-12:30)
Chair, Maarten Bierens
“David Lang’s Postminimalist Work the so-called laws of nature and the Influence of Steve Reich”
Andrew M. Bliss (University of Tennessee at Martin)
Many profiles of David Lang frame him as a provocative, rock-inspired totalist composer, often focusing on his early

works such as Eating Living Monkeys (1985) and Are You Experienced? (1987). As his style has matured, however,
his works have more prominently featured mathematical patterns, cycles, and other repetitive processes that give his
music an unidentifiable familiarity. Through examination of the philosophical, scientific, and mathematical implications
of Lang’s seminal work the so-called laws of nature (2002), this paper will position David Lang firmly as a postminimalist descendant of Steve Reich. The so-called laws of nature is a thirty-minute, three-movement percussion quartet
that features Lang’s characteristic process-oriented compositional techniques, including metric superimposition,
rhythmic displacement, and permutated substitution. As inspiration for the piece, Lang recollects an undergraduate
debate surrounding a quotation from philosopher Ludwig Wittgenstein: “At the basis of the whole modern view of
the world lies the illusion that the so-called laws of nature are the explanation of natural phenomena.” In the so-called
laws of nature, Lang translates Wittgenstein’s statement into a musical question: “Do the numbers themselves generate a certain structure, creating the context and the meaning and the form, or are they just the incidental byproducts
of other, deeper, more mysterious processes?” In pondering this, Lang ultimately asks, “Does the music come out of
the patterns, or in spite of them?”
Lang shares this interest in Wittgenstein and evolutionary musical processes with Steve Reich, yet he believes these
processes should not exist untouched by composer interference. Lang states “many of my pieces are narratives...
that tell you how things are made.” While Lang’s numbers do generate a particular structure, a close analytical look at
Lang’s pieces reveal “discrepancies” or “glitches” in his compositional systems. Lang says, “I think the music is where
the glitches are. It’s how the things don’t work; it’s how the math almost works.... It’s about how I’ve used these patterns like a demolition derby, or something, and that’s where the music is.”
In this way, Lang can be viewed as a literal metaphor for Mother Nature in his pieces. The processes take place,
vaguely audible, while Lang functions as the natural phenomena Wittgenstein references. These traits define postminimalism. This paper will present how Lang has built his unique style, using the so-called laws of nature as a microcosm of his output, while using Lang’s shared interest in philosophy and process to firmly connect him to postminimalism and the music of Steve Reich.

“Jim Fox’s The City the Wind Swept Away: Considering Juxtaposition and Decay as Structure”
Scott Unrein (University of Missouri-Kansas City)
To a large extent, the methodologies that have been employed in describing the musical structure of the last fifty
years are the exact same strategies that have been used to describe the clear structural divisions first found in the
Classical Era. We are all well aware of these alphanumeric sign posts which are the basis of discussion in nearly every
form and analysis class and provide a hierarchy for thematic content. To the degree that there are still a few composers who find it satisfying to write classically structured, four movement symphonies and single-movement works in
sonata-allegro form, these methods of defining structure still have their uses; however, many composers have moved
on to create process music, intuitive structures, and other forms long in use outside of the Western musical tradition.
These methods of structuring music have little use for the created labeling systems of Western music hundreds of
years its senior. While a case may be made that these ‘A-B-A’ types of structural analyses may be factually accurate
in describing a particular music written in these new forms, they do not tell us anything useful about the structural
content of the music.
Since our historical jargon we use to describe structure is an ill fit to more recent musics, I am particularly interested
in finding existing terminology to talk about musical structure, that occur in other disciplines and have a direct relevance to these new musical structures. This is precisely this case in Jim Fox’s (1982, rev. 2003) work for strings and
trombones, The City the Wind Swept Away. His writing in this piece is not organized in a statement-- development-recapitulation style, but rather uses methods of juxtaposing thematic material in a modular or collage method in addition to the idea of decay as a textural mode of orchestration.

“The Fear of Forgetting: Decasia and Contemporary ‘Memory Culture’”
Jason Hibbard (University of Cincinnati College-Conservatory of Music)
Metaphors of decay are at the heart of Decasia, the orchestral score by Michael Gordon and film by Bill Morrison
premiered in 2001. Gordon’s central inspiration for score came from imagining the sound of a time-ravaged piano,
represented by detuned groups of instruments and tortured metallic sounds from the percussion. Morrison’s film is
made up of archival films chosen in part for the burns, chemical emulsions, and other distortions that transform their
images. The physical decay of historical materials is at the foreground, but the decay of memory in contemporary
culture also underlies Decasia and contributes significantly to the work’s impact.

In one of the film’s most iconic images, a boxer spars with a cloud of mold that covers the right half of the frame. The
physical decay of the images is made more poignant by a sense of anxiety, a fear of forgetting, that is triggered by
the futility of the boxer’s repeated jabs in the amorphous cloud. Gordon’s postminimal score amplifies the intensity of
this scene, reaching an aggressive, pulsing climax that pushes Decasia to the terrifying heights of the sublime.
Decasia is inflected by the “memory culture” that has emerged in recent decades. Andreas Huyssen describes contemporary “memory culture” as both obsessed with memory and in the grips of a fear of forgetting. Even while we are
compulsively digitizing our knowledge and history, we are at risk of losing our memory to the overwhelming presentness of the past. Cultural forms emerge to organize and articulate the past in the hopes that we can anchor ourselves
in time by claiming memories from the sea of the past. Reactionary forms of this trend present memory as a panacea
or a spectacle of media and consumer culture. But Decasia presents us with more than a new version of what we
should remember; it resonates with why we need to remember, and transforms those concerns and anxieties into a
powerful aesthetic experience.
This paper argues that Decasia’s engagement with “memory culture” is twofold. First, Decasia follows a common
trope of representation in “memory culture” in which forgotten archival materials, discarded objects of the past, or
overlooked histories are invested with a new historical aura. This kind of “reenchantment” is how new memories are
made to counteract the cultural fear of forgetting. Second, Decasia works as a more complex representation that
reflects the structure of “memory culture” itself. Time in Gordon’s score and Morrison’s film is a discontinuous experience of repetitions, disjunctions, and varying speeds. By confronting us with the same fragmentation of past, present
and future at the heart of “memory culture,” Decasia shows us the very forces that drive our obsession with memory.
At their most intense, as in the boxer scene, those forces exert the awesome aesthetic terror of the sublime.

Session 9 – Reconstructing History (Saturday, 1:15-2:45)
Chair, Robert Carl
“The Reductionist Model as the Forerunner of Minimalist ‘Action’: Six Two-part Chorales by Vladan
Radovanović
Dragana Stojanović-Novičić
Vladan Radovanović (1932), a multimedia artist and avant-garde author, a Serbian composer whose works run the
gamut of genres, wrote Six Two-part Chorales for an unspecified instrument/voice in the mid–1950s. For a long time
the literature regarded 1957 as the year of its creation, but more recently some sources have placed the work in
1956 (Milin: 1998, 161; Veselinović: 2002, 22). At around the same time he worked on this project, Radovanović was
finishing his composition studies. Since his graduation (1956) at the School of Music in Belgrade to the early 1960s,
his works were not performed at all; the first recordings were not made until 1962. To the best of our knowledge, the
Chorales have never been performed.
The dating of the Chorales is not the only issue the work’s interpreters disagree about. The literature contains contradictory information on both the number of chorales in this composition and, by extension, the work’s title: for a
long time the piece was cited as Four Two-part Chorales (Veselinović: 1983, 379 etc.), but eventually (Veselinović:
2002, 22) it came to be identified as Six Two-part Chorales, which in fact is their exact number. Some authors in
Serbian musicological literature argue that this Radovanović’s piece is one of the first minimalist works in global terms
(Veselinović: 1991, 179; Milin: 1998, 191; Veselinović: 2000, 15), while others claim it to be the first minimalist work
in Serbia (Peričić: 2000, 70). Some researchers provisionally acknowledge this work as one of the first outputs of
minimalism in music in general (Masnikosa: 1998, 79), but then go on to modify that stance, claiming that the work is
reductionist, albeit not minimalist (Masnikosa: 2007, 120). The composer himself (Radovanović: 1994, 20) classified
the Chorales as pre-minimalist.
In our study, we shall attempt to determine whether Six Two-part Chorales is a minimalist composition or a unique
example of a reductionist music process that anticipated, by almost two whole decades, the thriving of music minimalism in Serbia. The Opus 4 group, which emerged in Serbia in the mid-1970s with a varied minimalist output, built
a new system leaning, at least to some extent – according to the findings of the researchers of their works – on this
reductionist experience of Vladan Radovanović’s.

“Morton Feldman, Proto-Minimalist”
Brett Boutwell (Louisiana State University)
Enthusiasts of Morton Feldman’s early music have been long fascinated by the curious patterns of motivic repetition that arise with seemingly inscrutable logic from within several of the composer’s works of the 1950s. Beyond

the interest that such passages elicit as possible antecedents for Feldman’s late style of the 1970s and 1980s, these
spare, quiet fields of repetition in his early music also beg a question of broader historical interest: to what extent
could they have exerted an influence upon the emerging generation of composers, most of them his juniors by about
a decade, whose music of the late 1950s and 1960s would come to be labeled minimalist? And how do Feldman’s
manifold connections to the visual arts of New York City at the pivotal juncture between abstraction expressionism’s
late heyday of the 1950s and the ascendency of minimal painting and sculpture play into this question?
Feldman has been publically linked to the notion of minimalism since at least as early as 1965, when his name appeared in art critic Barbara Rose’s seminal essay “ABC Art”; in the years thereafter, he would cross paths with many
influential young artists associated with the burgeoning minimalist movement, including Sol LeWitt and Eve Hesse.
But long before this time, when he himself was a young composer seeking direction, Feldman emulated the aesthetic
and formal characteristics of an older generation’s visual art. That generation included at least two painters, Mark
Rothko and Barnett Newman, whose deployment of spare and quasi-repetitive visual forms provided a powerful
formal (if not philosophical) precedent for the seriality of later minimal art. The complex nature of Rothko’s and Newman’s relationship to painters and sculptors like Frank Stella, Donald Judd, and Richard Serra indeed parallels the
one between Feldman and early innovators of minimal music like Terry Jennings and Steve Reich— both of whom
have been linked, by themselves or by others close to them, to Feldman’s influence.
Feldman’s own feelings toward motivic repetition and its proper role in his work forms a compelling backdrop to this
story: he would all but abandon repetition in his published works during the ten-year period from the late 1950s until
the late 1960s, only to subsequently elevate motivic figures to a position of expressive significance in his works of
the early 1970s. Unpublished pieces housed in the Basel collection of the Paul Sacher Foundation—and especially a
revealing work composed in 1958, but withheld—suggest that Feldman’s music could have taken a very different turn
during the 1960s, one that would have placed him more squarely in the historical company of Reich, Terry Riley, and
Philip Glass.
Drawing from published and unpublished musical works, texts, and personal interviews, this paper will explore the
nature of Feldman’s work of the 1950s and 1960s in light of the early minimal movement in music and the visual arts,
ultimately arguing for the composer’s status as one of its idiosyncratic forebears.

“Dialectic of Dialects: American Minimalist Composers Talk Tradition”
Sara Melton (University of Cincinnati College-Conservatory of Music)
American Minimalist composers may spend just as much time writing about their music as they do actually writing it.
Through an examination of selecting writings and interviews of Steve Reich, Philip Glass, and John Adams, this paper
will apply Catherine Cameron’s approach to analyzing composer discourse as outlined in the fourth chapter of her
monograph, Dialectics in the Arts: The Rise of Experimentalism in American Music with particular attention to each
composer’s perspective on and personal affiliation with the Western-European musical tradition. Cameron’s analysis
of post-war American composer discourse presents two dialectical views of tradition, those of the revolutionaries,
who reject the Western-European tradition because of its musical hegemony, and the evolutionaries, who value continuity with the Western-European tradition and draw their creativity from its influences. When applied to the personal
testimonies of Reich, Glass, and Adams, Cameron’s model positions the three composers within a wide spectrum,
with Glass adopting a revolutionary perception of tradition, while Reich expresses evolutionary responses. Adams
offers contradicting views on tradition, causing him to fluctuate between the evolutionary and revolutionary extremes
of Cameron’s model. This paper will not only aide in organizing the vast amount of discourse generated by prominent
minimalist composers with regards to creative influences and inspirations, but will also show how each composer has
endeavored, whether consciously or unconsciously, to construct an American identity through their relationship with
the dominating Western-European musical tradition.

Session 10 – Minimalist Music and Visual Art (Saturday, 3-4)
Chair, Paul Epstein
“Minimal Music and the Influence of Abstract Expressionism”
Elisa Weber (Florida State University)
Much has been written on the connection between Minimalism in music and the visual arts. It is a field rich with
comparisons, as the two spheres often overlapped. Minimal music was more frequently performed in art galleries

and artists’ lofts than traditional concert venues, and there were frequent interactions between composers and artists
in the two fields.
The formation of the canon of Minimal art around the works of Donald Judd and Robert Morris, as well as their personal connections to Steve Reich and La Monte Young, have made them and other sculptors an ideal starting point
for many discussions. Minimal painters and those considered ambiguously Minimalist, such as Frank Stella, also
have clear connections. Abstract Expressionists receive less critical attention in relation to Minimal music, but their
art was nevertheless an important influence on composers. While Abstract Expressionism and Minimalism in art relate largely through critique and opposition, direct connections are stronger with music. Composers such as Charlemagne Palestine and Harold Budd have explicitly remarked on the relation of their works to the art of Jackson Pollock
and Mark Rothko. Their comments will be used as a starting point to investigate the relationships between the styles
of Abstract Expressionist artists and Minimal composers.

“Painting in Time and Music through Space: A Comparative Analysis of the Music of Phill Niblock and the
Art of Ad Reinhart, Mark Rothko, Richard Serra, and Carl Andre”
Erika King (Bennington College)
With the celebration of Phill Niblock’s 75th anniversary in 2008, it is clear that he has made a substantial and creative impact on the development of post-minimalist music in today’s artistic climate. In this presentation, based on
an interview with Phill Niblock in which he talked about the visual artists that influenced his musical aesthetic. I will
explore the relationship between extended drone music and visual art, specifically analyzing the music of Phill Niblock
who, although rooted in the aesthetics of La Monte Young, presents fresh and innovative variations on these ideas.
Niblock’s musical style has conventionally been characterized as that of sound sustenance or “drone”. In Minimalism:
Origins, Strickland compares two varying streams in minimalist music: repetitious sound to sustenance, the former
producing an immediate rhythmic gestalt in the experience of the listener and the latter gradually unfolding the subtle
revelation of sustained sound. He continues drawing a comparison to painting, suggesting that the sustenance of
La Monte Young is equivalent to the minimalist monochrome canvases that emerged years earlier in the visual arts.
He then asserts that sustenance in music addresses time in the same manner that monochrome painting addressed
space.
I would like to challenge Strickland’s assertion about the exchange between visual art and minimalist music, and
question whether, in the post-minimalist era, the music of Phill Niblock is addressing space as several visual artists
historically addressed time. It seems that the boundaries between music and visual art have gradually blurred, allowing each medium to explore aspects of the other. Both the music of Phill Niblock and the painting and sculpture of
artists such as Ad Reinhart, Rothko, Richard Serra, and Carl Andre incorporate nuanced conceptualizations of time
and space in their art.
In this presentation I will discuss space in terms of both the environment, and listeners who occupy the space where
Niblock’s music is played, both having a renewed freedom to play an active and creative role in his art. I will argue
that a viewer/listener response model contributes to a fuller understanding of his music. I will then like to explore a
relationship between Eastern aesthetics and minimalism, and the effects that sustenance/ drone and monochrome
painting have in cultivating a meditative experience within the listener or viewer. The culmination of all these elements:
time, space and viewer/listener response, contrast and complement the visual art of Ad Reinhart, Rothko, Richard
Serra, and Carl Andre—to produce an interesting variation on minimalist music, not one of complete stasis and detachment, but one of more organic, subtly complex and layered resonance.

Session 11 – Minimalism, Music, Song, and Speech (Saturday, 4:15-6)
Chair, Neely Bruce
“Melodic Speech”
Robert Davidson, (University of Queensland)
Steve Reich’s works Different Trains (1988), The Cave (1990), City Life (1995) and Three Tales (2002) have attracted
significant attention for highlighting melodic and rhythmic attributes of spoken language. These works focus on one
technique of the nineteen compositional approaches to recorded speech identified by Cathy Lane (Lane 2006) – the
technique of “melodic or rhythmic extraction, translation and elaboration”.

“Melodic speech” surveys contexts and parallels for this technique, including the immediate background in the works
of US composers including Scott Johnson, speech-melody practices stemming from Janacek and Mussorgsky,
speech surrogate musical approaches of West Africa, and the broader practices of composing with recorded speech.
Techniques for priming and framing speech as melody will be discussed with examples and illustrated with results
of recent cognitive studies (Patel 2008; Peretz and Zatorre 2003) of overlap in processing of prosody in music and
language.

“How shall we sing the Lord’s song in a strange land?”
John Pymm (University of Wolverhampton)
The story of Steve Reich’s rediscovery of Orthodox Judaism in mid-life is well documented, as are the composer’s
views of the musical significance of his spiritual homecoming. Reich’s well- trained instinct for the musical properties
of language –as evidenced by his choice of speech extracts in the tape pieces of the 1960s - meant that it was also
something of a linguistic homecoming, since the reawakening of his faith came not only by hearing the word, but also
by studying the Hebrew texts of the Scriptures.
The study led Reich to focus more on the morphology of individual words, and their relationship to their associated
cantillation, than the semantic dimension of scriptural phrases. Whilst, therefore, the composer’s identity was reshaped through his coming to faith in the late 1970s, this remained a story untold musically at that point, since his
focus was on text-less instrumental composition derived from linguistic structures rather than the narrative possibilities of text.
In Tehillim (1982), the manner in which narrative strands emerge during the piece has been largely unrecognised. In
selecting extracts from the Psalms, Reich aligned his story with the songs of praise of the Jewish people, the very title
of the piece being the Hebrew word for ‘praises’. In setting these ancient words to music, there is an act of narrative
remembrance as Reich makes the praises of yesterday’s Jewish communities his own story in the post-Holocaust
world of late-twentieth century America, and establishes his ethnic identity in a way that is explored further in Different
Trains and The Cave.
In discussing Tehillim, Reich puts forward the view that the rhythmic properties of his chosen texts form the primary
basis for the composition, since these generate the musical shape of the settings. A comparison of readings of the
texts – from which examples will be cited - offers qualified support for Reich’s view that the translation of linguistic
structures into musical phrases is central to the setting. The significance of the narrative voice that emerges in Tehillim, however, suggests that the analysis of praises - rather than phrases – could offer an equally authentic view of
the piece.
Through these four extracts from the Psalms, Reich identifies with the generations of laughter and lament of his
dispersed people and in so doing expands the language of minimalism into a grand narrative: the composer speaking on behalf of the faith community. Tehillim may therefore be seen as Reich’s answer to the psalmist’s question
‘how shall we sing the Lord’s song in a strange land’, since it establishes an approach as to how the sacred text can
be sung repeatedly in the apparently inhospitable land of minimalist music. This paper explores the ways that Reich
achieves this as the ancient praises of the psalms are retold with a minimum of means and a maximum of meaning.

“Totalist Methods as Expressive Means In Mikel Rouse’s Failing Kansas”
David D. McIntire (University of Missouri – Kansas City)
Mikel Rouse’s music has long been noted for its rhythmic sophistication and innovative exploration of technology,
traits which led Kyle Gann to label his music especially the operas Failing Kansas, Dennis Cleveland, and The End
of Cinematics as Totalist. According to Gann, Totalism is a post-minimalist style possessing a rock sensibility that is
primarily identified by its rhythmic complexity. Rouse was among the first artists identified as Totalist, and these three
works offer excellent examples of that style. All are characterized by an elaborate and multi-layered approach to
pitch, meter, and rhythm, coupled with polyphonic spoken material that he terms “counterpoetry,” and all have been
widely praised for their melding of technology with this complex musical content. However, the expressive meaning
of the material goes far deeper than mere complexity, offering insights into the characters’ states of mind and underlining aspects of the story line in subtle and sophisticated ways. Failing Kansas is a logical point from which to launch
an investigation of Rouse’s expressive techniques, being the incipit of Rouse’s opera series, and its method informs
all that followed.
Using the opera as a case-study, this presentation reveals Rouse’s means of wedding musical content with textual

and narrative issues. We find that Failing Kansas, which explores the famous Clutter family murders recounted in
Truman Capote’s novel, In Cold Blood, features an abstract story unconcerned with a linear narrative, but the Totalist
compositional techniques Rouse employs convey critical elements of plot and character otherwise missing from this
groundbreaking work.

Immersion Session – Other Perspectives (Sunday, 9-11:30)
Chair, Andrew Granade
“The String Theory of Repetition in Sound: From the mid-20th century to the Post digital”
Greg Shapley (University of Technology, Sydney)
‘String theory’ is a scientific hypothesis that links all matter and energy. This paper uses this theory as a metaphor,
finding links between different types of music from last century.
Mid-twentieth century America was a hotbed of conflicting creativity. The Total Serialists at the pointy end of this
spectrum were viewed by many as elitist and out of touch. Neo-romanticism and popular idioms were at the other
end, and between were numerous other groups, from the Aleatorists, to the Fluxists, Minimalists, and enigmatic loners like Morton Feldman. These are at least, the survivors; the figures that the history books cite as examples of rival
movements.
I aim to tell a different story, however. Beginning with a fundamental constant in music, repetition, and the movement
that represented this feature more obviously than others, Minimalism, I will show that the divisions within movements
were often as great or greater than the divisions between movements. The string theory of repetition in music attempts to bind a number of movements more tightly, revealing evolution where it seems there is revolution, while
demonstrating new ways to tease apart differences.
More recently, Post-digital ‘microsound’ is fusing minimalist devices (as used in ‘glitch’ music) with algorithmic and
serial-like composition (using granular synthesis). The two mix freely, their creators quite often blissfully unaware of
the historical divide. This is both a blessing and a curse; a historical rift is being healed, but another could be opening
between the present and the past, the (post) digital and the non-digital.

“Phasing and Form”
Ryan Tanaka
Largely popularized by Steve Reich’s “phasing” works (Piano Phase [1972], Violin Phase [1967], etc.), phasing techniques have now become a common methodology within contemporary music circles as a way to generate musical
ideas from a limited amount of source materials. This article attempts to establish generalizations based on observations of the technique, both in theory and in practice. The theories listed here have been shown to be reproducible
and consistent regardless of its musical context -- therefore can be reasonably concluded that the generative method
of phasing adheres to certain technical rules that make it possible to understand it in terms of a formulaic process.
The article will explain each idea in detail.

“Maximizing Minimalism in Michael Torke’s Four Proverbs”
Kathy Biddick Smith
This paper will consider the processes at play in the first movement of Michael Torke’s Four Proverbs (1993), a work
for soprano and small ensemble that draws its text from the Bible’s book of Proverbs. Throughout the piece, Torke
employs a fixed relationship between text and pitch, attaching particular syllables to particular notes. He then rearranges the notes while maintaining the text-to-pitch relationship, which allows each proverb’s meaning to move in
and out of focus. Through an examination of the first movement, “Better a Dish,” I will introduce the text-pitch technique, show how Torke creates the appearance of phasing with only one voice, and reveal how the use of different
processes can create an overall formal design.
Torke uses three processes throughout the movement, all staying within the parameters of the fixed relationship
established in the opening statement. In the first process, the order of the complete proverb is retained but the
durations of some of the syllables are adjusted, allowing listeners to familiarize themselves with the text-note relation-

ship of the proverb. In the second process, Torke creates the impression of phasing with echoes. Finally, in the third
process, the proverb is built from the last word to the first, producing an expectation on the part of the listener to
eventually achieve the completed proverb. Torke’s treatment of text in this piece is sophisticated and pervasive, and
demonstrates his ability to synthesize traditional minimalist elements with his own unique style.

“Eric Richards and the Empirical Search for Truth and Beauty”
Eric Smigel (San Diego State University)
In the late 1970s Eric Richards began to experiment with the multiple layering, overlapping, and elasticity of musical time, which would preoccupy his compositional thoughts for the next decade. Writing several works for choirs of
a single instrument, or for a solo acoustic instrument with prerecorded tape, Richards adopted a pseudo-scientific
approach to composition: using basic tape recording technology, he would capture a sonic object, alter the playback
speed or direction, juxtapose several layers of activity, and carefully transcribe the results. Richards associates this
empirically based practice not only with a selection of modern American painters and poets, but also with the tradition of American naturalists, who, he explains, possess “an almost obsessive involvement with the subject—listening
to it over and over again, piling up detail after detail in the writing of it, drawing—and perhaps even superimposing—
view after view of a single scene, until some new kind of truth and beauty is achieved.” In this paper I will draw from
personal interviews with Richards, as well as from his unpublished writings and sketchbooks, to examine the relationship between a selection of his works from the 1980s and his longstanding interest in such pioneering figures as
naturalist Louis Agassiz, painter Thomas Eakins, architect Buckminster Fuller, and poet Ezra Pound.

Biographies
Sean Atkinson (University of Texas) Sean Atkinson is an Assistant Professor of Music at the University of Texas at Arlington
and holds a Ph.D. In music theory from Florida State University. Dr. Atkinson is an active presenter at conferences throughout
the US and abroad, including a recent conference on music research in Thessaloniki, Greece. His main area of research explores recent multimedia works created by minimalist composers.
Maarten Beirens (KU Leuven, Belgium) Dr. Maarten Beirens studied musicology at the KU Leuven (Catholic University of
Leuven, Belgium), where he also received his Ph. D. with a thesis on European minimal music. He published articles on the
music of Michael Finnissy, Karel Goeyvaerts, Louis Andriessen, Michael Nyman, and analytical strategies for minimal music, that
appeared in a.o. Tempo, The Belgian Review of Musicology, The Dutch Journal of Music Theory, and the Journal of the Royal
Dutch Society for Music History. Further publications include many articles about new music in Flanders, as well as the New
Grove Online entries on composers Wim Mertens and Jean-Paul Dessy. In addition to his academic work, he is a music critic
for the Flemish newspaper “De Standaard”, as well as the Flemish Classical Radio Channel.
He is currently the holder of a postdoctoral fellowship of the FWO Flanders at the KU Leuven, for which he is doing research on
the sampler-compositions by Steve Reich.
Kathy Biddick Smith Kathy Biddick Smith received the BA degree in physics and music from Wake Forest University, and
holds MM and PhD degrees in Music Theory from Florida State University. From 2007-08, she served on the music faculty at
George Washington University. Dr. Smith’s research interests include minimalist and postminimalist composition, the analysis
of popular music, and the interactions between music and dance. She has presented her work at the national meeting of the
Society for Music Theory, the John Cage Conference at the University of Calgary, The 1980s: Popular Music and Culture, Interdisciplinary Graduate Student Conference at New York University and the Look and Listen Conference at New York University
Andrew M. Bliss (University of Tennessee at Martin) Active as a performer, scholar, and pedagogue, Dr. Andrew M. Bliss
is currently on the music faculty at the University of Tennessee at Martin, where among other responsibilities, he is the Director
of Marching Percussion and the Director of the Basketball Pep Band. As a performing artist, Dr. Bliss has experience in a wide
variety of musical ensembles and genres, while specializing in contemporary solo and chamber performance. He was a founding member of the Base4 Percussion Quartet, performing at various venues across the country and on the group’s critically
acclaimed album, [one]. Currently, Bliss is artistic director of the nief-norf project, a chamber percussion group that performs
modern music and uses technology and scholarship to enhance its interpretations. He is also a member of Nothing in Common, a piano/percussion duo with Chicago-based pianist Mabel Kwan. Bliss has been a featured artist at the SEAMUS National
Conference, the Banff Centre for the Arts (Canada), the College Music Society’s International Conference (Croatia), and at four
Percussive Arts Society International Conventions. Dr. Bliss has presented papers at the National Conference on Percussion
Pedagogy (NCPP) and at the Association for Technology in Music Instruction’s (ATMI) National Conference. He received his
Doctorate of Musical Arts and Master’s degrees in percussion performance from the University of Kentucky and a Bachelor’s
degree from Northern Illinois University.
Brett Boutwell (Louisiana State University) Brett Boutwell is an assistant professor of musicology at Louisiana State University whose research centers on Morton Feldman, the New York School, and American experimental music. He earned a Ph.D.
in musicology from the University of Illinois and was a Mellon fellow at Cornell University.
Galen Brown Galen H. Brown is a New York based composer of post-minimalist music and a Senior Editor at Sequenza21.
com. He holds a Masters degree in composition from New England Conservatory, where he studied with Lee Hyla, and he has
also studied with Jon Appleton at Dartmouth College and David Rakowski at Brandeis University. Galen’s feature-length music/
video-art film “Command And Control” is being released serially this fall at www.ComandAndControlMovie.com. For more
information, including music and , please visit www.GalenBrown.com or follow @galenbrown on Twitter.
Neely Bruce (Wesleyan University) Neely Bruce (b. 1944), Professor of Music and American Studies at Wesleyan University,
is a composer, conductor, pianist and scholar of American music. His undergraduate degree is from the University of Alabama at
Tuscaloosa; he received his DMA from the University of Illinois at Urbana-Champaign. His principal teachers were Ben Johnston,
Hubert Kessler, J. F. Goossen, Lara Hoggard, Charles Hamm, Byrnell Figler, Roy McAllister, Soulima Stravinsky and Sophia
Rosoff. He has been visiting professor and artist-in-residence at Middlebury College, Bucknell University, the University of Michigan, and at Brooklyn College. He is the chorus director for Connecticut Opera, and, with his wife Phyllis, co-director of music at
South Congregational Church in Middletown, Connecticut. For a complete catalogue of his work, see compositions.

His largest work is entitled CONVERGENCE. [STEPPIN’ OUT, Continental Harmony, Charles Ives Newsletter - Here’s to Ives,
Commissioned by the American Composers Forum, as part of its Continental Harmony project, this composition received its
premiere on June 18, 2000 as part of the New Haven International Festival of Arts and Ideas. CONVERGENCE, a series of
three composed parades with auxiliary musical events of a stationary nature, is scored for multiple marching bands, multiple
choruses, three or more organs, fife and drum corps, bagpipes, two orchestras, jazz band, West African drumming ensemble,
Native American ensemble, Javanese gamelan, West Indian steel drums, and two solo trumpets. On August 18, 2002 Lincoln
Center Out-of-Doors presented a revised and expanded performance of this piece, enthusiastically received by an audience of
10,000. A new production of CONVERGENCE has been proposed in Danbury, Connecticut (birthplace of Charles Ives).
Jean-Pierre Caron J.-P. Caron (aka Jean-Pierre Caron) was born in Rio de Janeiro, Brazil, in 1982. He is active on both the
contemporary classical and the noise scenes, creating music for acoustic instruments and electronic means, as well as improvising on the piano, laptop or electronic keyboard.
Studies of composition were made at the Universidade Federal do Estado do Rio de Janeiro (UNIRIO). He also took a Master´s
degree at the same university with a thesis about time and space in the music of Giacinto Scelsi and La Monte Young (“Aspectos de tempo e espaço musicais em obras de Giacinto Scelsi e La Monte Young”).
Afterwards, he became interested in philosophy, taking courses at IFCHS at the Universidade Federal do Rio de Janeiro- UFRJ,
especially on the issues of phenomenology and philosophy of language. That meant a shift in the direction of his career, becoming more and more interested in the philosophy of music as theoretical endeavor.
Musically he´s most interested in the way that music shifts our percetion of time, and all of his work somewhat deals with that.
Other main interest is in physical and aesthetic extremities, which he encountered in the noise/industrial and metal scenes. This
branch of his work is conducted foremost in his, and his friend Rafael Sarpa´s industrial electroacoustic duo -notyesus>.
Microtonality and psychoacoustic effects are also an important feature to be found in his output.
David Dies (Lawrence University) David Dies is a composer currently based in Wisconsin. His music has been performed
throughout the United States and abroad, most recently at the XIX Festival Internacional de Guitarra in Lima, Peru. His chamber
opera, Hills like White Elephants, based on the story by Ernest Hemingway, received its premiere March of 2009 in Madison, WI.
His solo CD, agevolmente, will be released by Albany Records this coming fall.
He is currently writing an article on music theory pedagogy with Michael Siciliano, and a string quartet to be premiered in Cambridge, England, in Spring 2010. He teaches music theory and composition at Lawrence University in Appleton, WI.
Joseph Di Ponio Joseph Di Ponio has composed music for concert performance, theater, art installations, and silent films. His
concert music can be heard on solo and chamber music recitals throughout the U.S. and Canada, and is often inspired by the
visual arts, especially the paintings of Barnett Newman, the video installations of Gary Hill, and the sculptures of Richard Serra.
In general, his work is concerned with issues of aural history and temporality.
His recent projects include compositions for the Timetable percussion trio, Yarn/Wire, the 2009 Armory Show, a collaborative
video installation with the artist Lawrence Mesich as well as ongoing experiments with sound resulting from melting ice. Joseph
holds an MM in composition from the Hartt School and a PhD in music composition and theory from SUNY Stony Brook (May
2008). His primary teachers have been Robert Carl, Dan Weymouth, Daria Semegen, Sheila Silver and Ramon Zupko. While
at Stony Brook, he studied philosophy and aesthetics with Hugh Silverman and Donald Kuspit earning an Advanced Graduate
Certificate in Philosophy and the Arts.
Active as an art theorist, he has written and presented papers on the aesthetic relationship between music and the other arts.
Currently, he is a curatorial fellow at the AC Institute in New York.
Rebecca M. Doran Eaton (The University of Texas at Austin, Texas State University-San Marcos) Rebecca M. Doran
Eaton is a lecturer in music theory at Texas State University-San Marcos. She received her Ph.D. in music theory from the University of Texas at Austin in 2008, with a dissertation on the history and function of minimalist music in film.
Paul Epstein Paul A. Epstein’s compositions include works for string orchestra and for a variety of small ensembles. His long
time collaboration with poet and novelist Toby Olson has produced two chamber operas as well as songs and vocal chamber
music. A setting of Olson’s short story, Reading, was commissioned for baritone Thomas Buckner.
In American Music in the Twentieth Century, critic Kyle Gann cites Epstein as “One of the finest postminimal composers...”
and calls Chamber Music: Three Songs from Home “...a vocal setting for winds and keyboards of great contrapuntal beauty.”
Epstein’s music has been presented in the U.S. and abroad by such ensembles as Relâche, Composers, Inc., The Quintet

Attacca, Topology, the Circle ensemble of London, and ONIX Nuevo Ensamble de México. It is available on compact disk on
the Mode and Capstone labels. His article “Pattern Structure and Process in Steve Reich’s Piano Phase” appeared in Musical
Quarterly in 1986.
Paul A. Epstein is professor emeritus of music theory at Temple University, where he taught from 1969 to 2001. Born in Boston
in 1938, he is a graduate of Brandeis University and the University of California at Berkeley. His composition teachers included
Harold Shapero, Seymour Shifrin, and Luciano Berio, with whom he studied privately on a Fulbright grant to Italy in 1962-63.
Epstein was associated with The Performance Group of New York from 1969 to 1972, and from 1974 to 1987 he was composer and music director for ZeroMoving Dance Company of Philadelphia.
Kyle Fyr (Indiana University) Kyle Fyr is a PhD candidate in music theory at Indiana University, where he received the 2009
Wennerstrom Award for outstanding teaching. Kyle is also currently an adjunct lecturer at Indiana University, and he taught an
undergraduate seminar on minimalism in music this past summer. He has presented papers at various regional and international conferences, including the First International Conference on Music and Minimalism. Kyle’s dissertation work focuses on
the issue of musical time in the piano music of John Adams, and he performed a recital of Adams’s piano music in the spring
of 2008.
Kyle Gann (Bard College) Kyle Gann is a composer and author of books on American music, including The Music of Conlon
Nacarrow, American Music in the Twentieth Century, Music Downtown: Writings from the Village Voice, No Such Thing as Silence: John Cage’s 4’33”, and (upcoming) Robert Ashley. His music is available on the New Albion, New World, Lovely Music,
Cold Blue, Mode (upcoming), Meyer Media, and Monroe Street labels. He teaches at Bard College in upstate New York.
Richard Glover (University of Huddersfield) Richard Glover (b. 1981) grew up in Lichfield, UK and studied composition at
the University of Hertfordshire for his undergraduate degree before moving to Huddersfield to complete his MA. He is currently
studying for a PhD with Bryn Harrison at Huddersfield, investigating the use of psychoacoustics and perceptual techniques
within music of sustained textures.
He is currently working on a commission for the Huddersfield Contemporary Music Festival 2009, and he has recently had
music performed in the Ergodos Festival (Dublin), Seoul Computer Music Festival, MicroFest (Surrey, UK) and Projektatelier
Staab, Cologne. He was apprentice Composer-in-Residence with the BCMG 2007-8, which included a premiere of a new work
in September 2008. His music has been performed by Rolf Hind and David Alberman, Quator Bozzini, Psappha, Smith Quartet,
Scottish Ensemble, Kokoro, Jack Quartet, Goldberg Ensemble, Gemini, Apollo Saxophone Quartet, the BBC Concert and Janacek Philharmonic Orchestras and many others, and has received numerous broadcasts of his work on Radio 3.
He has given a number of papers at national conferences on perceptual cognition, drone music, and issues with microtonality
and tuning in his own and other composers’ music. He currently lectures at the University of Huddersfield in composition and
popular music.
Sumanth Gopinath (University of Minnesota) Sumanth Gopinath is Assistant Professor of Music Theory at the University of
Minnesota. He is currently working on two book projects, one on the politics of race and ethnicity in the music of Steve Reich,
and another on the global ringtone industry. He is also editing, with Jason Stanyek, the Oxford Handbook of Mobile Music
Studies.
Jeremy Grimshaw (Brigham Young University School of Music) Jeremy Grimshaw is an assistant professor in the School
of Music at Brigham Young University. His articles and reviews have appeared in several publications, including the Musical
Quarterly, American Music, the Journal of Musicological Research, repercussions, and the ARSC Journal; and he has presented
papers at the meetings of the American Musicological Society, the Society for American Music, and the International Musicological Society. His doctoral dissertation on the music of La Monte Young was awarded the Wiley Housewright Award for the
best dissertation on American music in 2005. His monograph on La Monte Young will be published in 2010. In addition to his
research on minimalist music, Dr. Grimshaw also studies Balinese gamelan and directs Gamelan Bintang Wahyu at BYU.
Phillip Henderson (The University for the Creative Arts) Phillip Henderson is a sonic artist and performer currently writing
a practice led PhD at the University for the Creative Arts http://www.ucreative.ac.uk/
For his doctoral thesis he is researching temporalities of musical drone and improvisation. He intends to identify a condition
evident in his work that contrasts the inherent temporalities of these musical forms. The research is led by his artistic practice in
which he performs arhythmic improvisations on drums accompanied by the drone of an electric harmonium. A metal detector
also plays unpredictable melodies that are triggered by pieces of aluminium foil fluttering in a breeze. By unpredictably changing
pitch the metal detector unifies the mechanical drone and the intuitive arhythm bringing about a temporal contradiction.

As an undergraduate Phillip studied performance and fine art and graduated from The Nottingham Trent University in 1999 with
first class honours. He has since performed solo and collaborative music and performance works throughout the UK and in
Germany.
Jason Hibbard (University of Cincinnati College-Conservatory of Music) Jason Hibbard is a doctoral student in musicology at the University of Cincinnati and an editor of Music Research Forum. His research interests include minimalism and
post-minimalism, American music since 1960, postmodernism, and critical approaches to multimedia works. He is currently
beginning a dissertation project on Robert Ashley and multimedia opera.
Ellie M. Hisama (Columbia University) Ellie M. Hisama is Professor of Music at Columbia University, where she is Vice Chair
of the Music Department and is an affiliated faculty member at Columbia’s Institute for Research on Women and Gender. Her
specialties include post-tonal theory, music by women, American music, popular music, and the social and political roles of
American music. She has published Gendering Musical Modernism: The Music of Ruth Crawford, Marion Bauer, and Miriam
Gideon and the co-edited essay collections Critical Minded: New Approaches to Hip Hop Studies and Ruth Crawford Seeger’s
Worlds: Innovation and Tradition in Twentieth-century American Music. She has received fellowships from the Woodrow Wilson
National Fellowship Foundation and the Ethyle R. Wolfe Institute for the Humanities, and was an Associate at the Five College
Women’s Studies Research Center at Mount Holyoke College. She is the recipient of a Tsunoda Senior Fellowship at Waseda
University in Tokyo for residency in 2010.
Hisama is Founding Editor of the Journal of the Society for American Music and is an Associate Editor of Perspectives of New
Music. She is on the advisory boards of the series Tracking Pop and of the Journal of Popular Music Studies, and is on the
editorial boards of Women and Music, the Journal of Musicology, and echo. She has taught at the University of Virginia, the
University of Massachusetts, Ohio State University, Connecticut College, Brooklyn College, the CUNY Graduate Center, and
Harvard University, and has served as an evaluator for the American Council of Learned Societies, the Fulbright Foundation, and
the American Musicological Society.
Gretchen Horlacher (Indiana University) Gretchen Horlacher is chair of the music theory department at the Jacobs School
of Music at Indiana University. Her work focuses on time and temporality in twentieth-century music, especially in the music of
Stravinsky and Steve Reich. She has published on each in journals such as Music Theory Spectrum, Journal of Music Theory,
and Intégral, and she is finishing a book about Stravinsky under contract with Oxford University Press.
Rich Housh (University of Kansas) Rich Housh is a Ph.D. candidate in the Department of Film & Media Studies at the
University of Kansas. His research interests include documentary and experimental film, music, and new media. His proposed
dissertation topic includes an investigation of European minimalist/structuralist films of the 1960s-70s, specifically the work of
theoretician and filmmaker Malcolm Le Grice. Medium specificity and the material conditions of a wide range of audiovisual
artistic practice and discourse receive ongoing consideration in his research.
Timothy Johnson (Ithaca College) Timothy A. Johnson has published widely on the music of John Adams and minimalist music, the music of Charles Ives, music about baseball, and diatonic theory. His dissertation on John Adams (University at
Buffalo 1991) was the first dissertation on Adams’s music. Johnson’s pioneering article, “Minimalism: Aesthetic, Style, or Technique?” appeared in Musical Quarterly in 1994. He also published an article on harmonic vocabulary in John Adams’s music in
the Journal of Music Theory in 1993. He has given numerous presentations on Adams’s music, notably at the First International
Conference on Music and Minimalism,” Bangor, Wales, 2007. Presently, he is working on a book on Nixon in China, from which
his talk is drawn.
In other areas Johnson has published two books—Foundations of Diatonic Theory: A Mathematically Based Approach to Music
Fundamentals (Scarecrow Press 2008, originally published by Key College Publishing, 2004), and Baseball and the Music of
Charles Ives: A Proving Ground (Scarecrow Press 2004) for which he won the 2004 Sporting News-SABR Award for Baseball
Research. His other work on Ives includes an article on quotations in his songs, and his other work on baseball includes a
Schenkerian analysis of the melodic line in “Take Me Out to the Ballgame,” written for an audience of non-musicians.
Johnson was Visiting Frederick and Alice Slee Professor of Music Theory at the University at Buffalo in 2005-2006. Presently,
he is Associate Professor and Chair of Graduate Studies in Music at Ithaca College
Thomas J. Kernan (University of Cincinnati College-Conservatory of Music) Tom is Ph.D. student in musicology at the
University of Cincinnati College-Conservatory of Music (CCM). He has presented research at meetings of the American Musical
Instrument Society, the Great Lakes Chapter of the College Music Society, the Haydn Society of California, the Percussive Arts
Society, NYU’s Music and the Moving Image Conference, and recently at the Conference on Nineteenth-Century Music hosted
by the University of Kansas. He is a recipient of the American Musical Instrument Society’s William Gribbon Award, the University
of Cincinnati’s Summer Research Grant, and was named CCM’s Graduate Teaching Assistant of the Year in 2007. His interests

include the relationship between American historical memory and music as well as the history of percussion instruments and
percussion repertory. Tom’s dissertation will consider historical memory of Abraham Lincoln vis-à-vis musical compositions for
and about him.
Erika King (Bennington College) Erika King is an undergraduate at Bennington College concentrating in Literature and Art
History. She is particularly interested in the overlap between contemporary music, visual arts, and culture.
R. Andrew Lee (University of Missouri-Kansas City) Andy Lee, faculty member at Avila University and doctoral candidate
in piano performance at the UMKC Conservatory, is an aR. Andrew Lee, Artist-in-Residence at Avila University and doctoral
candidate in piano performance at the University of Missouri-Kansas City Conservatory, is an avid performer of contemporary
music. In addition to his DMA, Andy is also completing a masters in music theory as part of his pursuit to become a more wellrounded musician and teacher. He has already completed a masters in piano performance at UMKC under the direction of
Prof. John McIntyre, and a bachelors degree in piano performance at Truman State University under the direction of Dr. David
McKamie. Recent performances have included pieces such as William Duckworth’s Time Curve Preludes and Tom Johnson’s
An Hour for Piano, which have been lauded both by those intimately familiar with the works and newcomers to the genre. His
lecture-recitals have also been well received at area universities, helping to encourage younger students to explore recent trends
in composition. His current research concerns the effect that minimalist and post-minimalist works have on the perception of
time.
Kevin Lewis (College-Conservatory of Music, University of Cincinnati) Kevin Lewis (BM Millikin University, MM University
of Akron) enjoys a very active career as a performer, pedagogue, and musicologist. His interests are diverse and range from
traditional symphonic performance to experimental music to steel drums and the musics of other non-western cultures. Kevin
is a founding member of the Akros Percussion Collective, a group devoted to the performance of new or seldom heard works
for percussion ensemble; other performance credits include the Akron Symphony Orchestra, Canton Symphony Orchestra,
Ohio Light Opera, Ohio Ballet, and the Groundworks Dance Theater of Cleveland. He is currently pursuing a doctoral degree
in percussion performance and literature from the College-Conservatory of Music at the University of Cincinnati where he studies with Allen Otte. Kevin is an advocate of the music of Stuart Saunders Smith and can be heard on the recent release Stuart
Saunders Smith: AT SIXTY Selections by 11 West Records.
Sara Melton (University of Cincinnati College-Conservatory of Music) Sarah Melton is currently working on a doctoral
degree in Musicology at the University of Cincinnati’s College-Conservatory of Music. Her current research and exploratory
interests include twentieth century concert music in the United States, particularly the music of Aaron Copland, the study of
American nationalism and identity, and the history of U.S. culture, law, and foreign relations during times of war. Ms. Melton’s
most recent research projects include a Master’s Thesis entitled “Copland’s Fanfare for the Common Man: Cultural Politics and
Aesthetic Ideologies.”
Greg McCandless (Florida State University) Greg McCandless is a doctoral candidate at Florida State University. He
received a Bachelor’s degree in Bass Performance from the University of North Carolina at Chapel Hill in 2005, where he studied under John Brown and Jim Ketch. Greg also received a Master’s degree in Music Theory from Florida State in 2007. His
primary research interests include theories of rhythm and meter, as well as the analysis of popular music and jazz. This paper
is derived from his dissertation, entitled Rhythm and Meter in the Music of Dream Theater, which he looks forward to defending
this semester.
David McCarthy (University of Minnesota) David McCarthy earned a Bachelor of Music at Central Michigan University, and
is currently pursuing both a Master of Arts in Musicology and a Master of Music in Saxophone Performance at the University of
Minnesota.
David D. McIntire (University of Missouri – Kansas City) David D. McIntire was born in upstate New York and has had
some training on the clarinet. Weekly exposure to Protestant hymnody and performing in a small town band were experiences
that provided his entry into music. Later encounters with the music of Charles Ives offered new perspective to these modest origins. He has maintained his livelihood through playing, teaching, composing, and writing about music. Has had an inexplicable
interest in electronic and modern music since his early teen years, to the exasperation of several of his teachers. Also played
clarinet and saxophone in a number of eccentric and overly idealistic musical groups, most notably the Colorblind James Experience, the Whitman/McIntire Duo, and the Hotheads. He holds music degrees from Nazareth College of Rochester, Ithaca College and recently received a DMA in composition at the University of Missouri-Kansas City where he was awarded a Preparing
Future Faculty Fellowship. He is also completing a master’s degree in musicology at UMKC; his thesis is on the postminimalist
style known as Totalism. His research interests include soundscape composition, minimalism and postminimalism, the so-called
“American Mavericks” tradition, and the music of Harrison Birtwistle. He also serves on the boards of Electronic Music Midwest
and newEar.

Andrew McIntyre (Indiana University) Andrew McIntyre received a Bachelor of Arts from Emory University (vocal performance and religion) and a Master of Music (music theory) from the University of Massachusetts Amherst. He previously taught
at the Communication University of China (Beijing) and, most recently, as a member of the faculty at the University of Massachusetts Amherst. Andrew has presented papers at the University of Massachusetts Amherst Music Theory Lecture Series, the
West Coast Conference of Music Theory and Analysis, the Great Lakes regional meeting of the College Music Society, Indiana
University Colloquium Series, and University of Calgary’s Confounding Expectations: Collaborative Acts. He is currently pursuing a Ph.D. in music theory at Indiana University Jacobs School of Music.
Kerry O’Brien (Indiana University) Kerry O’Brien recently completed her M.A. in musicology and is currently a Ph.D. student
at Indiana University, minoring in ethnomusicology. Her primary areas of research include music in post-WWII America, music
and machines, and music technology. O’Brien received her undergraduate degree in percussion performance and continues to
perform with the new music collective, the nief-norf project.
Brad Osborn (University of Washington) Brad is a Ph.D. Candidate in music theory at the University of Washington. He is
currently finishing a dissertation on experimental song forms in contemporary rock music, and will present said research at the
Society for Music Theory National Meeting in Montreal this October. Aside from his interests in minimalism and experimental
rock, Brad has presented and published on a variety of topics including Italian avant-garde composers Luciano Berio and Giacinto Scelsi, and connections between postmodern critical theory and music. Outside of the academy, Brad is a weekly contributor to Seattle newspaper The Daily, was recently featured in a documentary about Animal Collective and the psychedelic,
and occasionally releases rock albums under the artist name BradleyHeartVampire.
Keith Potter (Goldsmith College, London) Keith Potter is a Senior Lecturer in Music at Goldsmiths, University of London,
where from 2004 to 2007 he was Head of the Department of Music. He studied at the University of Birmingham, University
College, Cardiff and the University of York, and has combined a scholarly career focusing mainly on research in contemporary
American music with reviewing for many magazines, journals and newspapers. He was the co-founder and, for seventeen
years, Chief Editor of Contact: a Journal of Contemporary Music; for ten years he was a regular music critic on the British daily
newspaper, The Independent.
In 1989 he taught at the University of Redlands, California. He developed the pioneering MMus in Contemporary Music Studies
which has been offered at Goldsmiths since 1998. The organiser of the Second Biennial International Conference on TwentiethCentury Music, at Goldsmiths, in 2001, from 2007 he has been a founding committee member of the Society for Minimalist
Music, for whom he organised a one-day onference in London in 2008.
The author of Four Musical Minimalists: La Monte Young, Terry Riley, Steve Reich, Philip Glass (Cambridge University Press,
2000, with a paperback edition in 2002), as well as many articles on minimalist music, he is currently writing a book on Steve
Reich. With Pwyll ap Sion, he will co-edit a proposed volume on Minimalist and Post-Minimalist Music in Ashgate Press’s Research Companions series.
John Pymm (University of Wolverhampton) John Pymm holds degrees from three British Universities: Birmingham, Exeter
and The School of Advanced Study, University of London. At the University of London his thesis was supervised by Professor
Peter Dickinson and investigated the relationship between speech rhythms and musical structures in Steve Reich’s Tehillim.
John is now a doctoral candidate at the University of Southampton with Professor David Nicholls and his thesis examines the
use of narrative structures in Reich’s speech-based music. He is a full-time member of academic staff at the University of
Wolverhampton, where he has been Dean of the School of Sport, Performing Arts and Leisure since 2007. In addition to his
passion for Minimalist music, John has also published three books in the area of practical assessment in the performing arts.
He has given papers at each of the conferences organised by the Society for Music and Minimalism, and is a member of the
Society’s committee.
Jedd C. Schneider (University of Missouri – Kansas City) Tenor Jedd C. Schneider is currently pursuing graduate studies
at the University of Missouri-Kansas City Conservatory of Music, where he is a student of Vinson Cole. He maintains a private
voice studio and is a fixture on the local opera scene. After making his professional début with the Lyric Opera of Kansas City in
the world première of Kirke Mechem’s John Brown, Mr. Schneider sang the rôle of Normanno in the Mobile (AL) Opera production of Lucia di Lammermoor in October, 2008. Relishing any opportunity to promote contemporary chamber opera, he was
glad to recently perform Jorge Sosa’s Tonatzin and Ryan Oldham’s The Emperor’s Madness for enthusiastic audiences. Mr.
Schneider will present a recital of new works for tenor and electronics, including two commissions, with the Kansas City Electronic Music Alliance this fall. A burgeoning musicologist, some of Mr. Schneider’s research interests include: identifying trends
in the compositions of organists/innovators, notably Buxtehude, Messiaen, Poul Ruders, and Hugh Banton; the Totalist operas
of Michael Gordon; and the role of progressive rock artists, notably Captain Beefheart and members of the Rock In Opposition
collective, as progenitors of the Totalist idiom. A stalwart advocate of new music, Mr. Schneider serves on the board of the
newEar contemporary chamber ensemble.

Abigail Shupe (University of Western Ontario) A native of Fort Wayne, IN, Abigail Shupe received a Bachelor’s Degree in
Music Composition with a Concentration in Voice and a Minor in Germanic Studies from the Indiana University Jacobs School of
Music, where she also completed her Masters Degree in Music Theory, last spring. Her primary research interest is the development of analytical techniques for 20th-century and contemporary music. She is also interested in creating ways to incorporate
recent music in the undergraduate classroom, and is taking part in the Society for Music Theory’s Graduate Student Workshop
on Music Theory Pedagogy this fall. A frequent performer of new music, Abigail has sung many pieces by IU faculty and student
composers, and performed Tehillim with the IU New Music Ensemble in a concert conducted by Alan Pierson in fall 2007. Currently, she is in her first year as a PhD student at the University of Western Ontario.
Greg Shapley (University of Technology, Sydney) Greg Shapley is a composer and new media artist. He is director of Don’t
Look Gallery and the Sound of Failure Festival in Sydney. Shapley teaches at the University of Technology, Sydney in media
arts where he is currently completing a PhD on the post-digital, failure and the future of sound. His most recent work was ‘In
Memoriam’, featuring audio rides down the overly used and abused Cooks River (Sydney) as part of the ‘Memory Flows’ project. Continuing an ongoing fascination (bordering on obsession) with older technologies, Shapley recently had a feature article
entitled ‘The Re-wiring of History’ published in M/C Journal (http://journal.media-culture.org.au/index.php/mcjournal/issue/
view/obsolete).
Pwyll ap Sion (Bangor University, Wales, UK) Pwyll ap Sion is senior lecturer at Bangor University. He studied at Magdalen
College, Oxford, then at Bangor University, where he was awarded a PhD in 1998 His publications include a monograph on
composer Michael Nyman entitled The Music of Michael Nyman: Texts, Contexts and Intertexts (Ashgate Press, 2007). He has
co-authored a number of articles, one with Tristian Evans on ‘Parallel Symmetries? Exploring Relationships between Minimalism
and Multimedia Forms’, published in the Continuum Companion to Sound in Film and the Visual Media (New York: Continuum
Press) and another with Ruth Barnett called ‘‘Nearly Stationary’: The use of silence in Cage’s String Quartet in four parts’. He
also writes for the Gramophone magazine.
He is currently preparing Nyman’s complete writings for publication, and with Keith Potter, will co-edit Ashgate Press’s proposed
Research Companions Series on Minimalist and Post-minimal music.
Eric Smigel (San Diego State University) Eric Smigel is an Assistant Professor of Music at San Diego State University, where
he directs the graduate program in musicology and teaches courses in music history and research. He received his M.A. degree
in music history and Ph.D. in historical musicology from the University of Southern California. His dissertation, “Alchemy of the
Avant-Garde: David Tudor and the New Music of the 1950s,” concerns performance and aesthetic issues of experimental piano
music from America and Europe, and his article “Recital Hall of Cruelty: Antonin Artaud, David Tudor, and the 1950s AvantGarde” is published in Perspectives of New Music. His article “Obsession and Memory: An Interview with Eric Richards” was
recently published in American Music, and he is preparing a book-length study of American composer James Tenney. Eric is
also interested in the relationship between music and the other arts, and he is currently compiling a critical anthology of source
readings of modern American artists, composers, dancers, filmmakers, photographers, playwrights, and poets.
Dragana Stojanović-Novičić (University of Arts, Serbia) Dragana Stojanović-Novičić received her B.A., M.A., and Ph.D.
in musicology from the School of Music, University of Arts in Belgrade, Serbia. She was chief of Cathedra of Musicology and
Ethnomusicology, and is now chief of the Department of Musicology at the same school. She has written monographs on Verdi
and Dvočak (in Serbian, 2002 & 2004), as well as the book Clouds and Sounds of Contemporary Music (in Serbian, 2007). She
has participated at thirty national and international conferences (Belgrade, Negotin, Leskovac, Sarajevo, Banjaluka), published
articles in national and international magazines (New Sound, Musicology) and collections of papers, and created a lectureperformance „Serbian Music between Two World Wars: from Traditional to Modern” (2001) and a performance „Real-Story
on Soc(realistic) Music” (2005). Periodically, she has been active as a pianist, performing, among other pieces, Vladimir Tošić’s
work for two pianos and Cage’s compositions for prepared piano. As one of the best young Ph.D.’s, she won the award given
by the Ministry of Science of the Republic of Serbia (2002), and received a scholarship for postdoctoral research abroad (2008)
from the same institution. She also received scholarships from the University of Arts in Belgrade, the Republic Foundation for
Development of Scientific and Technical Youth in Serbia, and from the Paul Sacher Stiftung in Basel, Switzerland (2006/7). Mrs.
Stojanović-Novičić did her postdoctoral research at Paul Sacher Stiftung in Basel and at Bard College (John Cage Trust) in New
York (U.S.A.). She gave three lectures on Serbian music at Bard College in 2009. drasnovi@gmail.com
Ryan Tanaka Ryan Tanaka was born and raised in Aiea, on the island of Oahu, Hawaii. After spending 3 years in Japan as
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