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Thursday, 28th May 
13:00 Welcome 
   
 Opening Panel 
 (Chair: Lawrence Davies) 
 
 Dr. Richard Williams, Dr. Oskar Cox Jensen, Dr. Zeynep Bulut,  
 Dr. Heather Wiebe, Prof. Daniel Leech-Wilkinson 
  
 
14:30 Coffee 
 
 
14:50 Panel 1a: Visuality and Aurality in Music Technology 
 (Chair: Yvonne Liao, KCL) 
  
 Imagination, Sense, and Sound Effects on Early American Radio 
 Joanna Helms (UNC-CH) 
 
 Multimodal Approaches to Teaching in Formal DJ Education 
 Megan Ross (UNC-CH) 
 
 
15:50 Panel 1b: Critics, Publishers and Promoters 
 (Chair: Jeremy Coleman) 
 
 Selling the Sight Unseen: Radical Hierarchies of Sensory Experience in 
 the Controversy over Franz Liszt’s Hunnenschlacht 
 Oren Vinogradov (UNC-CH) 
 
 The renewal of Italian music at the beginning of the 20th century and the 
 rediscovery of early music 
 Roberta Milanaccio (KCL) 
 
 
17:00 London River Walking Tour 
 Led by Lawrence Davies. Please bring comfortable, sturdy shoes! 
 
 
18:30 Dinner 
 Pizza Express (St. Bride Street), 7-9 St. Bride Street, EC4A 4AS. 

Friday, 29th May 
10:00 British Library Tour (conference presenters only) 
 Led by Jonathan Summers, Curator of Classical Music. 
 Meet inside the main entrance of the British Library, next to reception. 
 
 
12:00 Lunch 
 SWB21, Department of Music, King's College London. 
 
 
12:45 Workshop Panel 
 (Chair: Dr. Richard Williams) 
 
 Musical Relationships on Canvas: Gainsborough's Portraits of Bach, Abel 
 and Jackson 
 Hannah Templeton (KCL) 
 
 Scandalous Sight, Sublime Sound: Opera and Film Censorship in 
 I Dream Too Much (1935) 
 Gina Bombola (UNC-CH) 
 
 Music, Enlightenment and Global History: The View from Istanbul 
 (via Venice) 
 Jacob Olley (KCL) 
  
 [For copies of workshop papers, please see conference website] 
 
14:15 Coffee 
 
 
14:30 Panel 2: Framing Alterity 
 (Chair: Joanna Helms) 
 
 African Others and the Virtuoso Self: Collaboration and Cultural Capital 
 in Béla Fleck’s Throw Down Your Heart 
 David VanderHamm (UNC-CH) 
 
 Sounds of a Distant Past: Falsetto Voice during the Reign of Duprez 
 Jonathan Newsome (KCL) 
 
 Images and Visual Ephemera in Online Blues Fan Communities 
 Lawrence Davies (KCL) 



Friday, 29th May (continued) 
 
16:00 Coffee 
 
 
16:15 Keynote 
 (Chair: Gina Bombola) 
  
 Seeing Sound, Hearing Images 
 Prof. Nicholas Cook (University of Cambridge) 
  
 Response 
 Alberto Napoli (UNC-CH) 
  
 
18:30 Dinner 
 Masala Zone, 48 Floral Street, Covent Garden, WC2E 9DA 

 
 
Saturday, 30th May 
 
09:30 Coffee 
 
 
10:00 Panel 3: Imagery in Popular Music after 1960 
 (Chair: David VanderHamm) 
 
 Sounds like music hall: The Kinks' representation of the British musical 
 Past  
 Alexandra Kolesnik (National Research University Higher School of 
 Economics, Moscow) 
 
 'Stile balneare.' Singing the Italian Summer by the Seaside, 1960s-1980s 
 Alberto Napoli (UNC-CH) 
 
 Hippies, Bohemians, and Troubadours: Fashioning the Singer-
 Songwriter Movement in Los Angeles, 1968-1975 

 Christa Anne Bentley (UNC-CH) 
 
 
11:30 Closing Remarks 

Keynote Address 
 
Seeing Sound, Hearing Images 
Prof. Nick Cook (University of Cambridge) 
 
The idea of 'pure music' or 'music alone' is a foundation of traditional music 
aesthetics. But from the concert hall to contemporary digital media, music has 
been consumed as a multi-sensory phenomenon in which gesture and other 
aspects of visual presentation are an integral part of the experience. At first sight 
that might seem to be contradicted by the viability of audio recordings, but this is 
not the case: in line with Michel Chion's idea of transsensorial perception, audio 
recordings give rise to multi-sensory experiences of music's kinetic qualities. I 
suggest that, far from being seen as foundational to the experience of music, 
audio-only listening might be better seen as a special case, a sixty-year anomaly 
brought about through technological developments. I associate such listening 
with what I call the modernist culture of the imperative, and argue that the idea 
of 'pure music', based in a modernist conception of textuality, was always an 
ideologically motivated fiction. Among its consequences I ascribe particular 
significance to the failure to adequately conceptualise music as performance, 
which I see as a problem not just for musicology but for the culture of classical-
modernist music today: I claim that this lies at the heart of the many of problems 
faced by the Western 'art' music tradition in its former heartlands. 
 

  



Abstracts 
Panel 1a: Visuality and Aurality in Music Technology 
 
Imagination, Sense, and Sound Effects on Early American Radio 
Joanna Helms (UNC-CH) 
 
Walter Pierson, sound effects manager at the New York studio of the Columbia 
Broadcasting System in the 1930s and 40s, contrasted the experience of listening 
to radio shows with closing one’s eyes while watching a movie, concluding that 
radio had to “go much further into detail on sound effects than is necessary for 
the stage or screen.” The challenge for radio, he said, was that the eyes of radio 
listeners were “always closed”—they could not use visual cues to interpret the 
information they heard. Sound effects in the early years of radio were usually 
performed live by sound effects technicians, many of whom had previously 
worked providing music and effects for theater or silent films; these technicians 
adapted earlier practices from these contexts to create new radio conventions. As 
organized sounds that were not strictly musical, sound effects could interact with 
musical cues or draw from musical practice. In addition to aiding in the 
imagination of the visual, sound effects also could alter listeners’ perception of 
time and provide other types of information that was not strictly visual, 
information that would be tedious if presented through narration. 
 
In this paper, I investigate the relationship between the aural and the visual in 
radio sound effects on major American radio networks from about 1928 to 1940. 
Drawing from primary sources concerning both the production of effects (from 
scriptwriting to performance) and audience reception, I reconstruct 
contemporary listening practices, arguing that radio listeners’ interpretation of 
sounds involved a fully multisensory imagined experience rather than a simple 
translation of sonic information to visual. I relate these listening practices to 
subsequent conceptions of sound and listening by musicians and sound artists 
such as Pierre Schaeffer as well as to more recent theories of media and sound 
studies, including those of Jonathan Sterne. 
 
 
Multimodal Approaches to Teaching in Formal DJ Education 
Megan Ross (UNC-CH) 
 
“Technology has almost forced a lot of us to teach,” DJ Rob Swift explained to me, 
“because you could learn how to DJ on a controller [but would] lose a lot of the 
meaning.”  The “meaning” that Swift mentions is the multimodal experience of 
DJing, including the tactile, aural and visual senses that require not only effort 
but artistry on behalf of the turntablist.  Informally, DJs have learned by moving 

the vinyl underneath their fingertips, listening to two songs at different speeds 
and listening to adjust their speeds to match, and visually by imitating their 
mentors’ performances.  In spite of changes in DJ technology and the 
commercialization of hip-hop, many of these practices remain. However, DJs 
have noticed a shift towards a preference for the visual sense that devalues their 
musicianship.  For example, now DJs can visually mix songs with the help of 
computer programs such as Serato Scratch live instead of relying on listening. 
 
Over the last fifteen years, DJs have been teaching their craft formally. Many aim 
to preserve the multimodal approach to learning the craft as a way to legitimize 
their art form. DJ educators teach students to engage their senses in order to 
understand the creativity and hard work involved in becoming a DJ. They 
promote multimodal learning while making certain compromises; for example, 
while an educator’s preference may be for teaching on turntables, they can help a 
student who only has a controller to learn to mix aurally without pressing a sync 
button.  In this paper I demonstrate possibilities and struggles for preserving the 
multimodal approach to the formal education of hip-hop DJing, drawing 
connections to informal learning practices by focusing on vinyl, videos and 
notation as media through which the senses are explored. 
 
 

Panel 1b: Critics, Publishers and Promoters 
 
Selling the Sight Unseen: Radical Hierarchies of Sensory Experience 
in the Controversy over Franz Liszt's Hunnenschlacht 
Oren Vinogradov (UNC-CH) 
 
Franz Liszt’s eleventh symphonic poem Hunnenschlacht is notable for the 
composer’s program, which explicitly states that the piece was based off the 
eponymous historical painting by Wilhelm von Kaulbach. As one entry in a long 
line of programmatic works presenting historic battles in simple forms, previous 
scholars positioned Hunnenschlacht as Liszt’s most conservative symphonic 
poem. At the time of its premiere in 1857 however, critics in Germany appeared 
confused by its mediated invocation of a painting, rather than its subject. Even 
Liszt’s usual supporters seemed unsure of how to understand any musical 
translation of a flat canvas. I posit that intensive reading of reviews from Liszt’s 
circle reveals a manufactured controversy, designed to boost public support for 
program music while promoting radical new hierarchies of the senses. The 
rhetorics of Hunnenschlacht’s reception suggest that this false controversy was 
deployed as a Trojan horse for counterarguments against the traditional 
philosophical understanding that music was less intellectually stimulating than 
painting.  
 



Hidden beneath the concoction of Liszt’s imagined “struggle” with the unseen 
painting, Lisztian critics developed radically new understandings of how musical 
listening engages the intellect. Seemingly a cautious review, Liszt’s student Felix 
Draeseke’s appraisal rebukes Eduard Hanslick’s criticisms of tone poetry, 
presented in the order of Hanslick’s arguments. Similar parallels are present 
within Franz Brendel’s analysis, written in Richard Wagner’s unique vocabulary, 
yet systematically questioning Wagner’s view that music could only allude to 
other artistic experiences. By contextualizing the core aesthetics of this debate, I 
propose that Liszt’s supporters positioned themselves as public philosophers: 
thus, “controversial” reviews of Hunnenschlacht emphasize how arguments for 
program music’s sensory and epistemic new dominion over painting could 
function even in the philosophically unforgiving case of music about other media. 
 
 
The Renewal of Italian Music at the Beginning of the Twentieth 
Century and the Rediscovery of Early Music 
Roberta Milanaccio (KCL) 
 
In the early 1960s, Casa Ricordi had to manage an editorial dispute, one that 
involved Gian Francesco Malipiero and Antonio Fanna, respectively artistic 
director and president of the Istituto Italiano Antonio Vivaldi. The subject of 
discussion was the non-observance of the editorial criteria agreed in 1947 when 
the publication of Vivaldi’s instrumental work started. This dispute allows us to 
throw light on two issues, one aesthetic, the other methodological: (1) the 
rediscovery (and appropriation) of the early music repertoire, within the process 
of renewal in the Italian music avant-garde, and (2) the new editorial ethos and 
the progress of music studies in the post-Second World War period, with 
reference to a non-operatic repertoire. 
 
The figure of Gian Francesco Malipiero (1882–1973)—as a composer belonging to 
the so-called ‘1880s generation’—holds a preeminent position in this context: the 
revival of early Italian music affected not only his compositional activity, for he 
was also involved as an editor in the rediscovery of that repertoire. However, the 
present study tries to outline the relationship between Malipiero and the past, 
highlighting both his irrational and instinctive approach and his ideological 
transfiguration of early-music materials. His transcriptions and elaborations do 
not follow objective postulates and his reconstructions are often arbitrary and 
unacceptable at a historical level, but what is extremely relevant is his poetic 
coherence, whereby he overlaid a modern poetic on the structure of the antique 
models. In other words, this study tries to leave aside all speculative notions and 
to examine, both historically and critically, the use of Italian early music in the 
most problematic composer of the 1880s generation. 
 

 

Workshop Panel 
 
Musical Relationships on Canvas: Gainsborough's Portraits of Bach, 
Abel and Jackson 
Hannah Templeton (KCL) 
 
By the mid-eighteenth century, London boasted distinct musical spheres: the 
fashionable West End scene, including ‘modern’ instrumental music and opera, 
and a musical club culture based primarily in the City of London, largely inspired 
by ‘ancient’ music. Differences in repertoire, meeting location, audience 
demographic, and ideology, have contributed to a sense of separateness. 
Consequently, these musical spheres have rarely been studied together. However, 
a study of contemporaneous visual representations has the capacity to complicate 
existing perceptions. In some cases, portraits and other visual representations 
enable a more nuanced consideration of how individual musicians or societies 
sought to represent themselves. In turn, when considered in the context of a 
public exhibition or published engraving, common representative tropes used 
within these materials can shed light on how they might have been received 
publicly. 
  
This paper situates Thomas Gainsborough's portraits of contemporary musicians 
as a case study for understanding the complex nature of relationships between 
different musical cultures in mid-late eighteenth-century London. The 
friendships between Gainsborough and his musical sitters is well documented by 
anecdotes and newspaper articles, but the portraits as objects can be viewed as 
further confirmation of this network. In conjunction with other visual and written 
sources, I will examine how Gainsborough's representations of musicians and 
music-making may facilitate a reinterpretation of musical relationships within 
eighteenth-century London, and how they may suggest further avenues for 
research in musical iconography. 
 
 
  



Scandalous Sight, Sublime Sound: Opera and Film Censorship in I 
Dream Too Much (1935) 
Gina Bombola (UNC-CH) 
 
Lily Pons’s performance of the “Bell Song” from Lakmé in her debut film I Dream 
Too Much sparked a debate—but not about music. Discussions about Pons’s 
scandalous costume, which showed her navel, highlighted the visual’s potential to 
detract from the sonic. The Chairman of the State Board of Motion Picture 
Censorship in New York, for example, issued a complaint to the Hays Office in 
Los Angeles regarding his experience of the film’s premiere. He stated that Pons’s 
revealing attire diminished audience interest in the expertly executed aria, 
provoking laughter throughout the movie theatre. Production Code 
Administration chief, Joseph Breen, attempted to deflect the chairman’s concern 
by honing in on the quality of the scene’s music. Lauding the beauty of Pons’s 
voice and the superiority of the sound recording, Breen determined that the 
scene’s musical merits outweighed any visual “discomfort” produced by the 
images on the screen. 
 
The varied reactions to Pons’s Lakmé sequence nuance our understanding of 
Hollywood’s promotion of, and the moviegoer’s response to, “good music” in the 
United States during the 1930s. Both sight and site played a central role in 
shaping operatic performance in film, which also mitigated certain elements of 
the genre deemed to be less-than-favorable by the censors. Drawing on archival 
materials from the Margaret Herrick Library in LA, I show how issues of 
censorship and film conventions affected the (un)intentional sanitization of opera 
as well as the American public’s experience of Pons’s singing in I Dream Too 
Much. 
 
 

Music, Enlightenment and Global History: The View from Istanbul 
(via Venice) 
Jacob Olley (KCL) 
 
Following similar developments in history and other disciplines, recent 
musicological literature – by e.g. Gary Tomlinson, Vanessa Agnew or David R.M. 
Irving – has sought to situate European music in relation to global flows of goods, 
people and knowledge during the early modern period. However, as with earlier 
debates about orientalism in music, much of the discussion has revolved around 
the way that perceptions of the ‘other’ helped to shape European identity, and has 
relied mostly on Western-language sources. While this offers an important 
counter-argument to isolationist narratives of European music history, it does 
little to contribute to our knowledge of local developments and their interaction 
with the wider world; the result is a reconstituted but still somewhat Eurocentric 
vision of music history. Meanwhile, ethnomusicologists have often failed to 
engage with broader historiographical debates, or have restricted their research 
to microhistories of local musical traditions within the framework of ‘area 
studies’. 
 
In this paper, I propose to relate developments in the elite musical culture of 
Istanbul in the early nineteenth century to the global translation of the 
Enlightenment. In particular, I will discuss a treatise on music by the Catholic 
Armenian monk Minas Bžškean (1777–1851), which was written in Istanbul but 
intended for publication at the monastery of San Lazzaro, Venice, in 1815. The 
treatise details a new system of notation which would be used throughout the 
nineteenth century to record the Ottoman repertoire, and in doing so introduces 
novel ideas about musical performance and transmission. Bžškean’s concern with 
education and standardisation, and his adoption of a scientific model of musical 
sound, reflect the values of the Age of Reason and the intellectual movement 
known as the Armenian Renaissance. However, the treatise is not simply an 
instance of European cultural hegemony, but instead is a sophisticated synthesis 
of increasingly globalised modes of thinking with the complex and ethnically 
diverse tradition of Ottoman music. Thinking about this source in relation to both 
its local context and parallel developments elsewhere offers a way to reconcile the 
specialised concerns of ‘historical ethnomusicology’ with the recent movement 
towards a more global history of music. 
 

  



Panel 2: Framing Alterity 
 
African Others and the Virtuoso Self: Collaboration and Cultural 
Capital in Béla Fleck's Throw Down Your Heart 
David VanderHamm (UNC-CH) 

This paper examines the representations of musical collaboration in Throw 
Down Your Heart—a Grammy-winning album and documentary film in which 
banjo virtuoso Béla Fleck brings the banjo “back to Africa” in order to perform 
with African musicians. Using the film as the primary object of analysis, I argue 
that collaboration—especially in the setting of a mythologized “Africa”—provides 
grounds for Fleck’s construction and performance of cosmopolitan virtuosity, by 
which I mean a display of conspicuous skill defined by stylistic mobility and 
cross-cultural musical ease. Both the musical collaborations and the visual 
depictions of Africa help to posit Africa as a site of origins that provides the more 
fixed or “natural” Other against which Fleck’s mobility can be established. 

Through an analysis of the film and its North American reception, I describe 
cosmopolitan virtuosity as a reflection of the neoliberal dream of the 
autonomous, meritocratic individual able to cross boundaries by virtue of skill. 
This cosmopolitan virtuosity lacks the critical element central to many normative 
discussions of cosmopolitanism; it is a version whereby any and all boundaries 
are crossable by those in possession of adequate forms of capital. Understood 
partially as a form of capital, virtuosity is not simply an individual quality; it is 
social both in its origins and its functions. Drawing on the insights of scholars like 
Tia Denora and Theodor Adorno who argue that virtuosity is in some ways 
“about” subjectivity, I critique the ways that cosmopolitan virtuosity presents a 
version of subjectivity that often depends upon fixed, essentialized versions of 
otherness. The film’s attempts to challenge the acknowledged “white southern 
stereotype” so often associated with the banjo come to rest on a stereotype of 
Africa as the aesthetic continent, as this cosmopolitan virtuosity reinforces and in 
some way depends upon the American cultural fiction of “Africa.” 

 
Sounds of a Distant Past: Falsetto Voice during the Reign of Duprez 
Jonathan Newsome (KCL) 
 
The French tenor Gilbert-Louis Duprez is infamous in operatic history for 
initiating a vocal practice in the early nineteenth century that comprised of one 
voice—the chest voice—and a practice which left performers unwilling to exercise 
their multiple ‘other’ operatic voices. The specific rejection of what was now 
perceived as an ‘effeminate’ falsetto voice was a clear indicator of how Romantic 

discourse on gender had affected the contemporary pedagogy and practice of 
tenor voice, and with it, the sight and sound of operatic character on stage. 
 
As a source of inspiration for many late heroic bel canto roles, Duprez’s embodied 
chest voice has been long documented as having thrilled and excited most of his 
audience. This powerful ‘modern’ voice was capable of extending up to a high C, 
as monumentalised in the Parisian performance of Rossini’s Guillame Tell in 
1837, and the tessitura of Duprez’s voice soon became the marker of what a male 
tenor chest voice could achieve, and a framework that performers rarely sang 
beyond.  
 
In Gaetano Donizetti’s grand opera Les Martyrs (1840), however, the tenor is 
required to sing higher. In the protagonist Polyeucte’s third act cabaletta, ‘Oui, 
j’irai dans leur temples’, a high F in the cadenza well surpasses the conventional 
expectation of what a heroic tenor is known to have achieved in chest voice. While 
some critics may be sceptical of whether Duprez indeed sounded this note in 
question (given the state of his voice in 1840), it is clear that only one voice would 
have been able to actually produce it, the falsetto voice. The question, then, is why 
would Donizetti write a note that was near impossible for Duprez and his chosen 
vocal style to perform, and a note that required a voice no longer encountered in 
the Parisian operatic soundscape. This paper will explore how the falsetto voice 
haunted Duprez during the early years of his reign in Paris ca.1840 as he sought 
to firmly establish the sound and image of the chest-voiced tenor for the future. 
 
 
Images and Visual Ephemera in Online Blues Fan Communities 
Lawrence Davies (KCL) 
 
The blues is strongly associated with images of the 'Deep South': a land of cotton 
fields, chain gangs, and solitary guitarists hoboing from town to town. The 
strength of this association has securely tethered blues music to specific, iconic 
places, in particular the Mississippi Delta region. Recent blues scholarship has 
done much to critique this imagery for its connection to romanticised 
understandings of blues history. Scholars such as Marybeth Hamilton (2007) and 
Christian O'Connell (2013) have argued that, while these images are a result of 
earlier enthusiasts' attempts to place African American culture and experience at 
the centre of our understandings of blues, they also promote an idealised 
depiction of African American musical expression as raw and untutored. 
Consequently, greater attention is now paid to blues musicians' activities as 
professionals, and the extent to which ostensibly rural Delta communities were 
attuned to urbane, popular entertainment (Wald 2004, Miller 2010). 
 
Yet, while scholars have considered blues imagery as a 'misrepresentation' of 
history, they are yet to think more widely about the function of images in present-



day popular histories and online, international fan communities. By examining 
the distribution of blues images and other primarily visual ephemera via online 
social networks, I argue that the act of sharing these images serves to constitute a 
notion of community amongst blues fans, who are otherwise distanced by 
geographical, social and political boundaries. Moreover, the content of these 
images does more than assert the blues's imagined past. They cover a variety of 
themes, but strongly assert ideas of legacy, memory, authenticity, and 
connoisseurship, serving to validate viewers' identities as 'blues fans'. Finally, I 
will explore how the circulation of blues imagery may reveal broader changes in 
the blues's cultural and social meaning, blending American, African American, 
and international associations.  
 

Panel 3: Imagery in Popular Music after 1960 
 
Sounds Like Music Hall: The Kinks' Representation of the British 
Musical Past  
Alexandra Kolesnik (Higher School of Economics, Moscow) 
 

In the late 1960s, British popular music, evolution of its aesthetic and thematic 
traits had some peculiarities. Light guitar-based music was flavored by English 
folklore and exceptional British subjects, live performances demonstrated certain 
theatricality, imagery of rock bands was linked to British cases becoming a 
peculiar way of exhibiting their Englishness. As a result of new British musicians’ 
desire to determine their own sound, they tend to rework the past and actively 
include national history subjects in their music. 
 
The paper analyzes the mechanisms of treatment with the past in British popular 
music of the late 1960s on the example of the rock band, the Kinks. Focused 
largely on the musical style of American blues on their first albums, since 1967 
year the Kinks turned to British musical tradition rediscovering mainly music hall 
(Faulk 2010). Despite the fact that other British invasion leaders the Beatles and 
the Rolling Stones also borrowed the music hall imagery, the Kinks embraced not 
only the external music hall style, but deeply adopted musical form and subjects. 
The Kinks’ album ‘The Village Green Preservation Society’ (1968) totally dwelled 
on the music hall style (Bennett, Stratton 2010) – the set of musical instruments 
was expanded to include brass sections changing the songs’ structure; the lyrics 
shifted from the love themes typical for blues to the everyday and social subjects 
with links to British history; live performances became theatrical with specific 
stage clothes (hats, collars, bows, ruches, bright suits) and variety show scenery. 
 
In this paper, I argue that an appeal to the widely recognizable tradition of British 
music hall was occurring on the wave of general re-actualization of national past 
at the end of the 1960s. It marked an intention of British musicians to define a 

new status and a new format of British popular music on the world stage, and – 
increasingly – to rethink their own past. 
 
 
'Stile Balneare': Singing the Italian Summer by the Seaside, 1960s-
1980s 
Alberto Napoli (UNC-CH) 
 
“Summer is coming to an end / a year goes by / I’m growing up / you know I 
don’t want to...” 
 
In July 1985, the popular Italian duo I Righeira seemed to foreshadow the 
economic and political crisis that would eventually put an end to the ‘Roaring 
Eighties’ in the country, as well as the Italian people’s lackluster reaction to this 
crisis in the following decade. In this unconventional summer hit, I Righeira sang 
also the decline of Italian summer dreams. The summery singing of the Italian 
seaside — the ‘riviera’ — had been predominant on the peninsula since the end of 
the 1950s, with the introduction and widespread installation of the jukebox in 
bars and dance halls in coastal vacation destinations. The sheer loudness of the 
sounds bursting outward from within these machines  represented the ultimate 
sonic manifestation of the transformations the Italian seascape had undergone. 
In the previous decade, the building and development of new resort facilities and 
transport infrastructures had made vacation trips available to an empowered 
middle class, who by the 1960s had finally appropriated the seascape as a space 
for the exercise of its values and aspirations. As a commercial practice, summer 
hits reflected and reinforced this vacation imaginary. What kind of desires were 
expressed through the songs? And what conflicts were conveyed? A close look at 
the lyrics and TV performances/music videos of summer hits from the 1960s will 
show some peculiar ways in which time, escapist desire, and human bodies are 
framed in relation to the ‘riviera.’ A comparison with Italian summer hits from 
the first half of the 1980s will also reveal the fragilities of this mode of 
exploitation of the seascape, blindly reproducing itself even after the season has 
finished. 
 
 
  



Hippies, Bohemians, and Troubadours: Fashioning the Singer-
Songwriter Movement in Los Angeles, 1968-1975 
Christa Anne Bentley (UNC-CH) 
 
In his 1974 article, “A Troubadour Of and For the People,” Los Angeles Times 
music critic Robert Hilburn suggested that folksinger turned singer-songwriter 
John Denver run for President of the United States. Hilburn saw Denver as a 
political musician, contrary to scholarly narratives of the American folk revival, 
which agree that the politically-engaged folk revival waned with the confessional 
introspection of singer-songwriter movement in the early 1970s. Such accounts 
disparage singer-songwriters because they “exhibit no obvious connections to 
vernacular tradition or political agenda,” as historian Michael Scully argues in his 
study of the folk revival. But, the caricature accompanying Hilburn’s article 
sealed the connection between Denver and political critique. Featuring Denver 
dressed in Uncle Sam’s uniform and holding up the two-finger hippie “peace 
sign,” I read this representation of Denver as a direct critique of nationalist 
patriotism and the United States’ continued involvement in the Vietnam War. 
 
This paper uses visual culture to argue that the Los Angeles singer-songwriter 
movement served as an extension of the folk revival and a highly politicized form 
of communication during the Nixon-era. Drawing on interviews with managers, 
producers, photographers, publicists, and artists, I show how the aesthetics of 
New Age philosophy and a “back to the earth” mentality manifest in the Los 
Angles scene through the album covers and publicity materials of Joni Mitchell, 
Jackson Browne, Carole King, James Taylor, and John Denver. Combined with 
their acoustic musical style, this imagery connected the “look” of singer-
songwriters to the folk revival of the previous decade and constructed the 
movement as an alternative to mainstream American culture. Such an inquiry 
reveals how visual media frames the reception of popular music and contributes a 
new narrative to the history of the United States folk revival. 

Who's Who? 
Keynote Address 
 
Prof. Nicholas Cook is 1684 Professor of Music at the University of 
Cambridge. He was formerly Professorial Research Fellow at Royal Holloway, 
University of London, where he directed the AHRC Research Centre for the 
History and Analysis of Recorded Music (CHARM), and before that taught at the 
universities of Hong Kong, Sydney, and Southampton, where he also served as 
Dean of Arts. He works across many areas of music studies, and his books include 
A Guide to Musical Analysis (1987); Music, Imagination, and Culture (1990); 
Beethoven: Symphony No. 9 (1993); Analysis Through Composition (1996), 
Analysing Musical Multimedia (1998), and Music: A Very Short Introduction 
(1998), which has appeared in fourteen different languages. The Schenker 
Project: Culture, Race, and Music Theory in Fin-de-siècle Vienna won the SMT's 
2010 Wallace Berry Award. Recent publications include a collection of essays 
coedited with the dramaturgue Richard Pettengill, which brings together 
approaches from musicology and interdisciplinary performance studies, and a 
monograph, Beyond the Score: Music as Performance (2013). He has recently 
completed a study of recordings of Webern's Piano Variations Op. 27, carried out 
with the support of an AHRC Fellowship. His current project, for which he was 
awarded a British Academy Wolfson Professorship, is entitled 'Music encounters: 
studies in relational musicology': it combines the perspective of social and 
intercultural musicology. A former editor of Journal of the Royal Musical 
Association and recipient of honorary doctorates from the University of Chicago 
and Gheorghe Dima Music Academy, Cook is a Fellow of the British Academy and 
of Academia Europaea. 
 
 

Opening Panel 
 
Dr. Zeynep Bulut is a Lecturer in Music at King's College London. She was a 
postdoctoral research fellow at the ICI Berlin Institute for Cultural 
Inquiry between 2011-2013. She received her PhD in Critical 
Studies/Experimental Practices in Music from the University of California at San 
Diego in 2011. Prior to her doctoral education, she studied sociology (BA), opera, 
and visual arts (MA) in Istanbul, Turkey. Situated in the fields of voice, 
experimental music and sound studies, her work theorizes the physical and 
phenomenal emergence of the human voice and its role in the constitution of the 
self. Her broader research interests include historical epistemologies of hearing, 
anthropology of senses and affect, deaf performance and culture, and voice and 
speech disorders in the history of science and medicine. Zeynep's first 



monograph, Skin-Voice: Contemporary Music Between Speech and Language, is 
currently in progress. Her most recent publication, "Singing and a song: The 
Intimate Difference in Susan Philipsz' Lowlands," appeared in the 
volume Gestures of Music Theatre: The Performativity of Song and 
Dance (Oxford: Oxford University Press, 2014). Alongside her scholarly work, she 
has also exhibited sound works, and composed and performed vocal pieces for 
concert, video and theatre. 
 
Dr. Oskar Cox Jensen is a research fellow on the ERC-funded project ‘Music 
in London, 1800-1851’, based in the Music Department at King’s College London. 
His doctorate and previous degrees were read in History at Christ Church, 
Oxford, resulting in a monograph entitled Napoleon and British Song, 1797-
1822, under contract with Palgrave Macmillan in the series ‘War, Culture and 
Society, 1750-1850’. He has previously published in Cultural and Social History. 
Currently, Oskar is co-editing a volume of articles on the world of Charles Dibdin 
the Elder and preparing a second monograph on London ballad-singers.     
 
Prof. Daniel Leech-Wilkinson was first a medievalist and since c. 2000 has 
specialised in the implications of early recordings for modern performers. He led 
projects within the AHRC Research Centres for the History and Analysis of 
Recorded Music (CHARM, 2004-9) and Musical Performance as Creative 
Practice (2009-14). His current research takes a critical look at the politics of 
classical music performance, in particular the policing of performance norms, 
and explores creative alternatives. Books include The Modern Invention of 
Medieval Music (Cambridge, 2002), The Changing Sound of Music (CHARM, 
2009) and, with Helen Prior, Music and Shape (OUP, forthcoming). 
 
Dr. Heather Wiebe is Lecturer in Music at King’s College London, and was 
Assistant Professor at the University of Virginia (2008-2012) and a fellow in the 
Michigan Society of Fellows at the University of Michigan (2005-2008). She is 
the author of Britten’s Unquiet Pasts: Sound and Memory in Postwar 
Reconstruction (Cambridge: 2012) and the editor of Opera and Obsolescence, a 
themed issue of The Opera Quarterly. She is a member of the OQ editorial board. 
 
Dr. Richard David Williams is a cultural historian of early modern and 
colonial North India. Having first studied Theology and Modern South Asian 
Studies at the University of Oxford, he undertook a PhD (2014) in the Music 
Department at King's on Hindustani music in the eighteenth and nineteenth 
centuries. His research explores musicological literature in Hindi, Urdu, Bengali, 
and Brajbhasha, and reconstructs the place of musical patronage in pre-modern 
elite society. He is currently developing a new project on intellectual networks in 
pre-colonial India and Nepal. 

Presenters 
 
Christa Anne Bentley is a PhD candidate in musicology at the University of 
North Carolina at Chapel Hill. Her dissertation combines ethnographic inquiry, 
musical analysis, and historical research to create a cultural history of the singer-
songwriter movement in Los Angeles between 1968-1975. 
 
Gina Bombola is a PhD candidate at UNC-Chapel Hill, where she is currently 
working on her dissertation “Can’t Help Singing: The Modern ‘Opera’ Diva in 
Hollywood Film, 1930-1955.” Her project focuses on issues of gender, ethnicity, 
class, and music appreciation in classic movies featuring operatic singers. Gina 
has just come from a sojourn in Los Angeles, where she has been happily 
combing through production files, scripts, letters, and classic fan magazines in 
the film archives—and, of course, enjoying the California sunshine during her free 
time. 
 
Lawrence Davies is a PhD student at King's College London, researching the 
performance and appreciation of blues music in Britain before the 1960s. He is 
also interested in the construction of African American music as a transnational 
culture, and the interaction between popular and academic histories. When not 
teaching or studying, he divides his time between his two home cities – 
Edinburgh and London – and blogs about his research at allthirteenkeys.com. 
 
Joanna Helms has just completed her second year of studies as a PhD student 
in musicology at the University of North Carolina at Chapel Hill. In addition to 
her interest in experimentation with music and sound on early and mid-
twentieth-century radio, her research interests include twentieth-century avant-
garde and experimental music, dissemination and reception of classical music on 
the internet, and concepts of participation and accessibility in music. She also 
holds degrees from the University of South Carolina (BM) and Indiana University 
(MA). 
 
Alexandra Kolesnik received her bachelor’s degree in History from Russian 
State University for the Humanities (Moscow, Russia), in 2010, and Master’s 
degree in History from National Research University Higher School of Economics 
(Moscow, Russia), in 2013. She is currently a second year postgraduate student at 
the Department of History, NUR HSE. Since 2012, she has worked as junior 
research fellow at Poletayev Institute for Theoretical and Historical Studies in the 
Humanities, NUR HSE. Her primary research interests involve cultural history of 
England and British popular music. Her postgraduate research project focuses on 
the historical images and representations of the past in British popular music of 
the 1960-1980s. Since 2012, she has taught an authorial course on history of 
British popular music of the second half of the twentieth century at the 
Department of History, NUR HSE. Alexandra's other academic interests include 



urban studies and European graffiti and street-art. This academic year, she 
involved in the project on historical culture in Russian and European cities, 
where she is making a study of urban regeneration projects of the Northern and 
West-Northern English cities oriented on inclusion and representation of British 
musical heritage in urban space. 
 
Roberta Milanaccio is currently a third-year PhD student working under the 
supervision of Professor Roger Parker in the School of Art and Humanities at 
King’s College London. Broadly conceived, her doctoral work is an inquiry into 
the new editorial ethos in the post-Second World War period, with particular 
reference to the repertoire published by Casa Ricordi. She holds a combined 
BA/MA degree in Humanities (major: History of Music) at the University of 
Turin. She is Managing Editor of the New Critical Edition of the Works of 
Antonio Vivaldi (Istituto Italiano Antonio Vivaldi, Fondazione Cini, Venice). 
 
Alberto Napoli is a first-year graduate student at the University of North 
Carolina at Chapel Hill (UNC). He completed his BA and MA degrees in 
Musicology at Pavia University (Cremona – IT; 2008, 2012), with theses on 
cautionary signs in Florentine polyphony collections from the early 16th century, 
and on the image of Giovanni Pierluigi da Palestrina in nineteenth-century Italy. 
His research interests include secular music, music theories, and print culture in 
early modern Italy and France, and issues of Western music after 1950. Prior to 
coming to UNC, he spent the summer working at the Centre d’Études Supérieures 
de la Renaissance (CESR) in Tours (FR). Alberto received his Violin Diploma in 
2010 from the “G. Verdi” Conservatory of Milano (IT). 
 
Jonathan Newsome is a postgraduate student on the MMus programme at 
King’s, having previously studied for his undergraduate degree in Music at the 
University of Nottingham. 
 
Jacob Olley is a PhD candidate at King's College London. 
 
Megan Ross is a third-year PhD student from the University of North Carolina 
at Chapel Hill. She holds degrees from Boston University (MM in Historical 
Musicology) and the College of the Holy Cross (BA in Music). Her recent work on 
Beethoven's string quartets has included the study of related primary source 
material, the creative process and our understanding of Beethoven's late style. In 
addition to Beethoven studies, her research interests include DJ culture and 
popular music education. 
 
Hannah Templeton is currently in her third year of PhD research, focusing on 
the fifteen months the Mozart family spent in London from April 1764 – July 
1765.  She received her BMus and MA in Eighteenth-Century Studies from King's 
College London. Alongside her doctoral studies, Hannah is the online music 

reviews editor for the British Society for Eighteenth-Century Studies and the 
events coordinator for the RMA Music and Philosophy Study Group. 
 
David VanderHamm is a PhD candidate in musicology at the University of 
North Carolina at Chapel Hill. His research interests include multiple genres of 
twentieth century music within North American contexts (though not necessarily 
of North American origins) and phenomenological approaches to music and 
culture. His research has been funded through a Berea College Appalachian 
Sound Archives Fellowship and he is currently on a summer research fellowship 
from the UNC graduate school. His dissertation on the social construction of 
virtuosity in the twentieth century uses three case studies to describe how what 
counts as skill and why it matters is established within different media contexts 
and genres. 
 
Oren Vinogradov is a doctoral candidate in musicology at the University of 
North Carolina at Chapel Hill, where he is writing a dissertation on the modern 
history of program music as a concept, entitled "Theorizing Program Music: 
Schumann, Liszt, and Wagner as Critic-Composers." Originally hailing from 
Israel, his previous degrees include a bachelor's degree in Liberal Arts with 
focuses in Music and Philosophy from Simon's Rock College of Bard, as well as a 
master's in Musicology from UNC Chapel Hill, where he completed a thesis on 
Fred Astaire, gender performativity, and the American fashion industry. 
   
 


