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Welcome! We are delighted to explore with you a set of  questions surrounding the keyboard in the nineteenth and 
twentieth centuries: the metaphor of  networks serves as a node to bring together inquiries into the embodiment, 
performance practice, and individual discipline of  keyboard playing with an analysis of  music’s involvement in 
politics. Our one-and-a-half  day conference is organized around a lecture recital entitled “Unauthorized Version: 
Dogma and Heresy in the Performance of  Chopin and Liszt,” in which we will have the pleasure to follow pianist-
scholar Kenneth Hamilton in his explorations of  the posthumous ‘ownership’ of  performance traditions. As the 
other two vertices of  our conference, keynote addresses by UC Berkeley scholars Deirdre Loughridge and James Q. 
Davies will explore the conditions of  possibility for contradicting views on the impact of  technological changes on 
music around the twenty-first century, as well as the politics of  the keyboard as a ‘field of  imperial play.’

Cornell has been a center for keyboard practice and research for many decades now, with Malcolm Bilson and Xak 
Bjerken as inspirational centers of  manifold pianistic activities. Of  the members of  the scholarly faculty equally at 
home on keyboards of  all sorts, you will hear words and sounds from Roger Moseley, Annette Richards, and David 
Yearsley over the course of  the next two days. In addition to our illustrious group of  guests, we are fortunate to 
welcome students in the doctoral programs of  musicology, keyboard studies, and performance practice of  Cornell’s 
Department of  Music. 

This conference is generously supported by the Westfield Center for Historical Keyboard Studies, the Mellon 
Foundation, the Mario Einaudi Center for International Studies, and the Department of  Music. We are indebted 
to Roger Moseley, Annette Richards, Kiko Nobusawa, and Damien Mahiet for their help in planning and preparing 
for this weekend. Fumi Nagasaki-Pracel, Loralyn Light, Ken Walkup, Steven Pond, Kevin Ernste, and many others 
from the Department of  Music helped behind the scenes. We are especially grateful to those who opened their homes 
to the presenters, including Annie Lewandowski, Jillian Marshall, Roger Moseley, Benjamin Piekut, and Verity 
Platt, as well as all the graduate students who participated in the reading group and whose scholarship you will hear 
over the coming days. We hope that the compressed data exchange of  our creative and productive collegial networks 
will have an impact beyond this nodal event. 
 

— Dietmar Friesenegger and Mackenzie Pierce
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Keyboard Networks: 

Interrogating the Cultures and

Technologies of  the Keyboard

ConferenCe SChedule

friday, MarCh 4

2:00 pm Keynote i • Lincoln Hall B20
Deirdre Loughridge (University of  California, Berkeley)

3:15 pm Panel i: Phantom Bodies • Lincoln Hall B20c
  Erica Levenson (Cornell University), chair

   Schubert’s Music for Collaborative Play

   Ryan MacEvoy McCullough and Shin Hwang (Cornell University)

   Phantom Fingers at Work: Selling the Player Piano in a Changing  

   Musical Marketplace

   Allison Wente (The University of  Texas at Austin)

   Rubinstein’s Nightmare: A Pianistic Utopia and its Competitive   

   Reality

   Dietmar Friesenegger (Cornell University)
 
8:00 pm leCture reCital: UnaUthorized Versions: dogma and heresy in 
  the Performance of choPin and Liszt • Barnes Hall
  Kenneth Hamilton (Cardiff University), piano
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Saturday, MarCh 5

9:00 am Panel ii: rehearing agency • Lincoln Hall B20
  Sara Haefeli (Ithaca College), chair

   John Cage’s Music as Models of  Sociopolitical Action: Three 

   Approaches to the Piano

   Rob Haskins (University of  New Hampshire)

   Fryderyk Chopin and the Geography of  Memory

   Mackenzie Pierce (Cornell University)

   Murmuring Machines: Vocal Synthesis and the Keyboard Interface

   Aya Saiki (Cornell University)

   Reconstituting (and Rehearing) the Networks of  Modul 69B: 

   A Performance Project of  Stockhausen’s Mantra For Two Pianos 

   and Electronics

   Ryan MacEvoy McCullough and Andrew Zhou (Cornell University) 

12:00 pm lunCh BreaK

1:00 pm  Panel iii: temPoraL crossings • Lincoln Hall B20
  Becky Lu (Cornell University), chair

   Decoding Tristan Perich’s Dual Synthesis

   Daniel Walden (Harvard University)

   Anxieties over Bach: Nineteenth-Century Keyboards 

   and ‘Authenticity’

   Matthew Hall (Cornell University)

   Grids and Filters: Chopinian Technologies of  Concealment 

   and Disclosure

   Roger Moseley (Cornell University)

3:45 pm Keynote ii: network anaLogies: the keyBoard as fieLd of 
  imPeriaL PLay • Lincoln Hall B20

James Q. Davies (University of  California, Berkeley)

8:00 pm ConCert: charLes BUrney’s mUsicaL toUr • Barnes Hall
  Annette Richards and David Yearsley (Cornell University), organ, harpsichord,  
  and fortepiano; Bug Davidson, video



4

Keynote i

How Do Keyboards Network?

Deirdre Loughridge (University of  California, Berkeley)

According to “digital dissenter” Jaron Lanier, “the whole of  the human auditory experience has become 
filled with discrete notes that fit a grid” thanks to MIDI – that communications protocol that sends “note-
on” and “note-off” messages between keyboard interfaces and sound generators. At the very same time that 
MIDI became ubiquitous in digital instruments, however, others saw the death of  the musical note: samplers, 
according to these thinkers, rendered that unit of  musical thought obsolete. In the words of  the inventor of  
disco’s favorite drum machine, Roger Linn, “the note is on its way out.”
 This talk will pursue the conditions of  possibility for these coexisting yet contradictory views on how new 
technologies changed music around the turn of  the twenty-first century. Both views proceed from the premise 
that the key historical shift is from written notes, to music-compositional units built into music technologies. Yet 
a historical view that takes into account the in-built capacities of  musical instruments, the cultural protocols 
around written notes, and alternative means of  inscribing music (such as pinned barrels and player piano rolls), 
exposes the fault lines in these parables of  increasing or decreasing musical freedom. What these contradictory 
stories instead reveal is a structural tension between notes and sounds throughout modern musical history – a 
tension mediated, above all, by keyboards. By foregrounding this long-standing tension, rather than limiting 
music history to a literate tradition, we stand better equipped both to critique and embrace the full diversity 
of  musical practices.

Panel i: Phantom Bodies

Schubert’s Music for Collaborative Play

Ryan MacEvoy McCullough and Shin Hwang (Cornell University)

During the Industrial Revolution, the pianoforte and its repertoire became more readily available to the 
growing bourgeoisie. The instrument served not only as a piece of  furniture signifying wealth, but also as a site 
of  social entertainment. Many of  the works written for piano four-hands were transcriptions of  symphonic 
works, while others stood as self-standing compositions with the same artistic depth as their solo counterparts 
(such as sonatas, Variation sets, and dances). The emergence of  four-hand piano music gave embodiment of  
music on the piano a new twist: the two bodies were suddenly faced with a new kinesthetic relationship to the 
instrument—one that required both parties to listen and react to their counterpart. In certain works, such as 
Schubert’s Variations on a Theme from Herold’s Marie (D. 908), which Schumann praised as a complete novel 
in tones (“ein vollkomner Tonroman”), the two bodies take on a challenge requiring teamwork to overcome its 
virtuosic loopholes. In this light, we will present a discussion of  four-hand piano music as a site of  collaborative 
musical play and conclude the presentation with a performance of  the Schubert Variations.

aBStraCtS
Friday, March 4
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Phantom Fingers at Work: Selling the Player Piano in a Changing

Musical Marketplace

Allison Wente (The University of  Texas at Austin)

As sales figures for sheet music, phonograph records, and piano rolls confirm, by the early twentieth century, 
music was a commodity to be sold and consumed. Despite music’s rapid commodification through mechanical 
reproduction (player piano) at the turn of  the century and sound recording (phonograph) in the 1920s and 30s, 
most scholarly research neglects the former in favor of  the latter. Yet the player piano allegorically presents 
a particularly vivid image of  industrialized labor in the twentieth century — the instrument renders its own 
player invisible as the keyboard records a palimpsestic imprint of  the performing body’s movements. The 
highly skilled hands of  the pianist fade away and the instrument’s phantom hands take over, not only in 
playing the player piano, but also in selling it.
 In this paper I discuss different advertising approaches for the player piano as evidenced through several 
print advertisements from the player piano’s heyday (circa 1900-1929). I organize them into four categories, 
all based on the primary representation of  labor in each. The first, perfect labor, highlights advertisements 
appealing to people through the machine-like perfection of  the player piano’s performances; the second, 
gendered labor, promotes player pianos as a labor saving replacement for women’s labor at the keyboard; the 
third, educational labor, sells the player piano as a pedagogical instrument, capable of  teaching children to 
play the piano; and finally fourth, stored and reproduced labor, markets the player piano as a device that stores 
and reproduces musical labor as an own-able, and stockpile-able commodity. Many advertisements draw from 
two or more categories, and each category highlights a different aspect of  the cultural attitude toward labor. 
Moreover, the presence or absence of  a laboring human body reveals much about musical labor and its value 
in this time of  rapid change, mass production, and mechanical reproduction.

Rubinstein’s Nightmare: A Pianistic Utopia and its Competitive Reality

Dietmar Friesenegger (Cornell University)

In recent years, several of  the largest piano competitions, including the ‘Van Cliburn,’ have faced major 
crises and subsequently undergone considerable restructuring. Their old business model, it seems, was no 
longer successful. A potential avenue in the creation of  a new business model thus seemed to be a search 
for lost artistry and a return to ‘the roots.’ But what are the roots of  piano competitions and how did earlier 
competitions contribute differently to the development of  artistry and piano culture?
 In the mid-1880s, the Russian pianist, composer, and (at times) philanthropist Anton Rubinstein drafted 
his plan for a competition for piano and composition. From 1890 on, this competition traveled, at intervals 
of  five years, from St. Petersburg to Berlin, Vienna, Paris, and back to St Petersburg. The first international 
music competition, the Rubinstein Competition attracted composers and pianists from many nations in 
Europe and helped to launch their careers. Unlike many successor projects, it was designed as a cosmopolitan 
mission, even as it served to confirm Russia’s newly attained status as a major player in the musical concert des 
nations. Drawing on ethnomusicological work on popular music competitions and recent sociological work on 
classical competitions, I will compare Rubinstein’s project to several of  its successors, examine its historical 
contingencies, and show how Rubinstein’s pianistic and wider-artistic networks differed from those of  his heirs.
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leCture reCital
Friday, March 4, 2016

8:00 PM

Barnes Hall

Unauthorized Versions: Dogma and Heresy in 

the Performance of  Chopin and Liszt

Kenneth Hamilton, piano

Funérailles, Two Legends Franz Liszt 
  St. Francis of  Assisi Preaching to the Birds (1811-1886)
  St. Francis of  Paola Walking On the Waves 

Funeral March from Sonata No. 2 in Bb Minor Frédéric Chopin
   (1810-1849)

Polonaise in Ab Major, Op. 53  Chopin
   arr. Ferruccio Busoni
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Franz LisztFrédéric Chopin

PrograM noteS

Many issues in piano performance are ethical rather than musical. Far from requiring ever more forensic scru-
tiny of  primary sources for their resolution, they revolve instead around questions of  authority and ownership. 
Do composers have the right posthumously to control the playing style of  their works? Should unauthorized 
performance approaches be allowed to compete with Urtexts? And do editors have the right to suppress perfor-
mance traditions they regard as unorthodox? This lecture recital attempts to address these questions through 
the performance and discussion of  some fascinating, but supposedly heretical, variant versions of  pieces by 
Chopin and Liszt.
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Panel ii: rehearing agency

John Cage’s Music as Models of  Sociopolitical Action: Three Approaches to the Piano

Rob Haskins (University of  New Hampshire)

For John Cage, Zen Buddhism facilitated a compositional model that envisions a complex network including 
such elements as sound, embodiment through performance, and the critique of  music-genre categories. All 
of  these elements, in turn, contribute to Cage’s overarching project of  musical experience as a metaphor for 
social and political action. His piano music offers particularly compelling examples of  this interest because 
several works demonstrate his ongoing concern to dramatize the relationships in the network involving the 
actor-pianist, her instrument, and the temporal and social space in which performance occurs. In Sonatas 
and Interludes for Prepared Piano (1946–1948), the objects modifying the piano’s timbre contradict the pianist’s 
conditioned response to the conventional musical notation; furthermore, the dialectic between prepared and 
non-prepared pitch suggests a model of  accepting the Other that reflects both Cage’s interest in Zen and 
his response to World War II. By contrast, Etudes Australes (1974–1975) conceives the pianist’s two hands as 
separate actors who must negotiate increasingly difficult separate gestures; the physical reality of  performance, 
where the two hands constantly cross over each other, represents the near-impossibility of  meaningful political 
action that occupies Cage’s mind and work in the 1970s. Finally, One5 (1990) contains two separate streams of  
relatively soft sound-events over the span of  20 minutes; the constrained freedom of  time brackets (which allow 
the pianist to select various options for when sounds begin and end) and the music’s extremely transparent 
texture heighten an awareness of  the network involving the actions of  pianist, audience, and environment. 
Like the earlier works, One5 responds to Cage’s ongoing interest in anarchism, but only in this late composition 
does he do so in a manner that fully realizes his commitment to Zen.

Fryderyk Chopin and the Geography of  Memory

Mackenzie Pierce (Cornell University)

In May 1945, members of  the Warsaw-based Fryderyk Chopin Institute hatched an ambitious plan: a yearlong 
celebration to mark the centenary of  Chopin’s death would not only fete Poland’s most canonic composer, but 
also broadcast Poland’s wartime resilience to an international audience. By the opening of  the 1949 Chopin 
Year, the festivities had grown in scale, with state patronage ensuring concerts in factories, a publication of  
Chopin’s complete works, the commission of  compositions in Chopin’s honor, countless performances, and 
even a feature film. This paper considers the 1949 Chopin Year’s international activities, as officials and 
musicians organized events across Europe, as well as in Mexico, Brazil, the United States, and Egypt.
 By drawing on hitherto unconsidered archival sources of  the Polish Ministry of  Culture’s Office of  Foreign 
Cooperation, I offer a new view of  musical transnationalism in the immediate wake of  WWII. Although 
scholars have long considered how contemporary political circumstances contributed to the musical opposition 
of  Western and Soviet musical practices, I argue here that early cold war exchanges also reinterpreted longer 
transnational music histories. The Ministry organized “historical concerts” in the cities where Chopin had lived 
or performed, re-enacting nineteenth-century performances with appropriate repertoire and Polish pianists. 
In this way, the worldwide organization of  Chopin celebrations drew on the networks laid by Chopin’s own 
travels and exile. I consider the rich paper trail left by such efforts, showing how organizers found Chopin an 
ideal figure for breeding international cooperation, all the while adapting his image to fit local conditions. By 

aBStraCtS
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extending the geographical scope of  the celebrations beyond Chopin’s own European travels, organizers and 
musicians hoped to reinterpret an earlier history of  exile and of  the international circulation of  musicians, 
while suggesting the historical roots of  their present-day aspirations.   

Murmuring Machines: Vocal Synthesis and the Keyboard Interface

Aya Saiki (Cornell University)

In 1930, the critic Paul Bernhard wrote that “all music is mechanical, with the sole exception of  singing. All 
music is made mechanically; only the voice box is organic.” Such beliefs notwithstanding, attempts to simulate 
or synthesize the voice have been made for centuries. From the late eighteenth-century speaking machines 
of  the abbé Mical, Christian Gottlieb Kratzenstein, Wolfgang von Kempelen (famous for the chess-playing 
machine “The Turk”), and Erasmus Darwin to Joseph Faber’s and Herman von Helmholtz’s nineteenth-
century apparatuses and the Bell Telephone Laboratory’s Voder in the twentieth century, the artificial 
(re)production of  human vocality has been practiced in many different ways. What connects all these devices, 
however, is the idea of  using the keyboard interface.
 In 2003, Yamaha announced the new concatenative “singing synthesizer” named “Vocaloid,” which 
enables the user to create synthesized singing by inputting lyrics, pitches, and other musical parameters. 
Following the success of  Vocaloid technology through commercial software such as “Hatsune Miku,” released 
by Crypton Future Media in 2007, Yamaha embarked on the development of  the “Vocaloid Keyboard,” an 
instrument that enables the player to “sing by playing the voice.” This paper places the Vocaloid Keyboard 
in historical and media-archaeological contexts to investigate how the unique qualities of  the voice have been 
simulated at the interface of  the keyboard, which has served as a staging ground for encounters between 
nature and technology as well as human and machine. Using the Vocaloid Keyboard as my point of  departure 
and arrival, I will examine the diverse ways in which the technology of  the keyboard has made the conceptual 
resonances between disparate sites and moments of  vocal experimentation audible.

Reconstituting (and Rehearing) the Networks of  Modul 69B: A Performance Project of  

Stockhausen’s Mantra for Two Pianos and Electronics 

Ryan MacEvoy McCullough and Andrew Zhou (Cornell University)

In 1970, pianists Aloys and Alfons Kontarsky premiered Stockhausen’s 70-minute-long Mantra at the 
Donaueschingen Musiktage. Among the accessories flanking them were two clunky, gray boxes of  mysterious 
material disposition. This device, an analog ring modulator christened “Modul 69B,” included a set of  
microphone inputs and amplifiers, a compressor, filter, sine-wave generator, and volume control, built by 
Hans Peter Haller to Stockhausen’s exacting specifications. Designed primarily to process live signals from 
the pianos, it multiplied inputs with sine-wave frequencies to produce a range of  highly distinctive timbres. 
Modul 69B, however, was dying on arrival. Pestova et al. have observed “there is a certain short[-]sightedness” 
built into the piece: just as the Modul has already gone the way of  obsolescence, Mantra may risk a similar 
fate. Contemporary performances have looked to digitization of  the various components of  the Modul, 
and due to the prohibitively high cost of  renting officially sanctioned software (and sound engineers), many 
performers have sought to design their own patches with software like Max/MSP, participating in what Siva 
Vaidhyanathan has called the “democratization of  creativity.”
 We will chronicle the process of  reconstructing our own updating of  Mantra’s technology in preparation 
for a first performance. In doing so, we will explore the “map of  mediations” (Tresch & Dolan) of  the Modul: 
its variable relations and coordinations with digitized descendants, sound engineers, performers, and pianos. 
In realizing Robert Esler’s notion of  “digital autonomy,” which advocates increased performer agency in re-
realizations of  electroacoustic works, we will examine the consequences of  decoupling and re-assembling what 
Stephan Hoffmann deemed to be very innovation of  the Modul, namely “the union of  [its] different parts.” 
By necessarily distorting the constitutive and regenerative dynamics of  its network––its “autopoiesis”––we 
will interrogate the notion widely held by Mantra’s interpreters of  performance practice as reconstruction and 
progress.
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Panel iii: temPoraL crossings

Decoding Tristan Perich’s Dual Synthesis

Daniel Walden (Harvard University)

Tristan Perich’s Dual Synthesis (2010) probes the nature of  the interface between the human and the mechanical 
by seamlessly blurring together a live performance on harpsichord, along with cone speakers emitting a pre-
programmed electronic track at only one-bit depth, indicating simply when a given frequency should flicker 
“on” or “off.”  A ten minute introductory lecture explores how the nature of  these electronic sounds reflects not 
only the language of  binary code that forms the basis of  the digital electronic signal between components of  
the microchip, but also the mechanism of  the harpsichord, whose jacks and plectra can activate or dampen the 
string but preclude the possibility of  dynamic nuance.  I explore how Perich’s work thus finds a common thread 
between musical technologies from the Renaissance to the present, with focus on its connection to examples of  
sixteenth-century Italian musical automata as well as harpsichord works by György Ligeti and Iannis Xenakis.  
I also include some reflections on my personal experience working with Perich on the development of  the 
composition from its genesis to its recent recording and distribution on the Physical Editions label.  The 
introduction is followed by a live performance of  the 20-minute long composition.

Anxieties over Bach: Nineteenth-Century Keyboards and “Authenticity”

Matthew Hall (Cornell University)

The idea that a “regulative work concept” emerged around 1800 (Lydia Goehr) has become a scholarly 
commonplace. According to this view, values of  textual fidelity in performance, in deference to the composer’s 
authority, shore up the idea of  a coherent “work,” an idea which unifies discrete musical utterances as 
replications of  an authorial utterance inhering in a text. In short, the “regulative work concept” potentially 
allows any individual performance to grant immediate access to the author’s (better: Artist’s) inspired 
utterance. That this view emerged first around 1800 has been amply critiqued (Sisman, Weber, Strohm, 
Wegman, Kivy); equally its putative pervasiveness and stability in the nineteenth-century, especially in relation 
to the performance of  old music, admits elaboration. In sympathy with Nicholas Cook’s emphasis on the 
history and analysis of  performance style (Beyond the Score, OUP 2013), this study undertakes a comparison of  
the reception and performance styles of  nineteenth-century pianists and pedagogues with respect to Bach’s 
Chromatic Fantasy. As A. B. Marx’s 1848 essay on Bach performance pointed out, old music posed problems 
for immediacy in performance: aspects of  changing notation, style, and organology had to be accommodated. 
Thus the performance of  old music, especially that of  Bach, whose stature as an Artist-Author mattered 
greatly to his nineteenth-century votaries, resulted in various configurations of  the idea of  the “work.” (Marx 
identifies “classicist” and “romantic” camps, a typology which by no means can be taken at face value.) The 
appropriateness and appeal of  differing, often competing, work concepts for individual figures can be linked 
to their their contemporary keyboard art, and the organology of  their keyboards.

Grids and Filters: Chopinian Technologies of  Concealment and Disclosure

Roger Moseley (Cornell University)

In 1852, the exiled German composer, author, and pedagogue Johanna Kinkel heard Chopin’s piano music 
to herald the “emancipation of  quarter tones” by “rattling the gate” that both barred and disclosed “Nature’s 
eternal sounds.” Condemned to “slink reluctantly by way of  semitones,” Chopin’s melodies “grope for finer 
spiritual nuances than current intentions can realize.” Kinkel’s dissatisfaction was framed as both symptom 
and diagnosis of  the piano’s crude temperamental partitions, but its ramifications extend further, infiltrating 
the foundations of  the keyboard’s digital epistemology. Like their paving-stone counterparts, the cracks 
between the piano’s keys present ludomusical obstacles, successful navigation of  which entails simultaneously 
acknowledging and circumventing them. As Adolf  Weissmann noted in 1926, “the obstacles [the piano] put 
into the way of  the fingers’ capacity to grip and the hand’s span” served only to intensify “the performer’s 
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ambition to inspirit this machine.” At Chopin’s bidding, moreover, “the machine was endowed with a soul and 
made eloquent by a unique personality. . . . For the first time, the keyed machinery was redeemed.”
 From Kinkel’s day to our own, images of  Chopin at the keyboard have consistently mediated Romantic 
fantasies that at once admit and deny the mechanisms that bring them to spiritual life. The ensoulment of  
the piano was made audible by the very digital modes it purported to transcend. On the one hand, the piano 
“seemed to yield its secrets with comparative readiness,” as Weissmann put it; on the other, it stubbornly resisted 
the efforts of  all but “the exceptionally gifted” to bring its music to life. Drawing on work by Katherine Hirt, 
Julia Kursell, James Q. Davies, Bernhard Siegert, Laura Otis, and Stefan Andriopoulos, this paper approaches 
the the interfaces at which Chopin’s music was made tangible and audible in terms of  the compliance and 
resistance they engendered. Moving between the discursive registers of  pedagogy, physiology, philosophy, and 
cultural techniques, it pursues Weissmann’s implication that rather than constituting a transparent means by 
which Chopin and those who followed in his fingerprints could assert their musical will, such compliance could 
become synonymous with mechanized automatism; conversely, the creative spirit could be spurred as well as 
hindered by mechanical resistance.

Keynote ii

Network Analogies: The Keyboard as Field of  Imperial Play

James Q. Davies (University of  California, Berkeley)
This paper links the island of  Java with metropolitan London and rural South Africa via a fantastical liberal-
utopian “keyboard network.” It invokes visions of  a so-called “global nineteenth century” in order to present a 
critical archeology both of  modern concepts of  “sonic transport” and of  “network analogies” in social theory. 
That is, it explores the imperial ancestry of  the wired worlds/digital networks that characterize global built 
environments today.
 The focus, in other words, is on geographic fantasies of  empire, and nineteenth-century keyboard 
instruments conceived to achieve that space, or to “annihilate distance,” notably in the work of  Charles 
Wheatstone, music-instrument inventor extraordinaire. In experimental philosophies such as his, sound itself  
was configured as an enigmatic force for propagation: a way of  collapsing space – extolled as an annihilator, or 
(more benignly) as a political force for cross-cultural communication and understanding. Not all of  Wheatstone’s 
keyboard instruments conducted sound telegraphically through wires, though many, among them his free-reed 
harmoniums and so-called “concertina,” became transportable technologies heard and played at the outer 
reaches of  “the known world.” The paper draws connections between Wheatstone’s experiments on sound 
conductance, his telegraphic/telephonic fantasies, popular science, and the liberal-humanitarian search for a 
truly universal keyboard instrument – one tuned to the so-called “scale of  nature” and capable of  “speaking” 
a truly universal musical language.
 The pan-European anti-pianoforte movement irradiated Wheatstone’s work by expanding on this quest 
for a Keyboard of  Keyboards. It was a movement formed against the tyranny of  “scalic” piano layouts; it 
agitated in favor of  “reformed” or graduated keyboard arrangements, purportedly suited to wider conveyances 
and “more equilibrial” distributions of  power. In other words, keyboard instruments tout court are theorized in 
this paper, not as so-called “non-human actants” or playful co-creators in musical performance, but as the at 
once technical and political means by which humans attempt to articulate, distribute, or insinuate their natures 
into the world. The paper thus treats keyboard instruments as a class of  communication technology, or rather 
the other way around: communication technologies as a class of  keyboard instrument. It explores the ways in 
which land, physical landscape, might be materially emplaced or configured by and through the active use of  
instruments.
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ConCert
Saturday, March 5, 2016

8:00 PM

Barnes Hall

Charles Burney’s Musical Tour

Annette Richards and David Yearsley, organ, harpsichord, fortepiano
Bug Davidson, video

Emma Turner, additional video

Concerto a due Organi Giovanni Bernardo Zuchinetti 
  Spiritoso  (1730-1803) 
  Allegro
  
Sonata in D, per due organi o cembali  Bernardo Pasquini 
  [Allegro] (1637-1710)
  [Andante]
  [Allegro]

Sonata in C, per due organi o cembali   
  [Allegro]
  [Andante]
  [Allegro]

*

Allegro in G minor, Wq. 70/6 (i) C. P. E. Bach 
   (1714-1788)

Fuga a 4, a 2 Claviere  J. S. Bach
Fuga a 4, a 2 Claviere, alio modo (1685-1750)
   from The Art of  Fugue, BWV 1080 
 
Sonata in G, à due cembali obbligati Johann Christian Bach 
  Allegro (1735-1782)
  Tempo di Menuetto 

Fourteen Canons, BWV 1087  J. S. Bach

Intermission
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Duet in F major, Wq. 115/2 C. P. E. Bach

Affetuoso in B-flat major Charles Burney
   (1726-1814)

Duet in B-flat major, Wq. 115/1 C. P. E. Bach

*

Andante larghetto, e staccato George Frederick Handel
  from Concerto per l’Organo in G minor, Op. VII no. 5 (1685-1759)
 
Aria: “Lascia ch’io pianga,” from Rinaldo G. F. Handel

Sonata in B minor, K. 27 Domenico Scarlatti
   (1685-1757)

Concierto II para dos organos Padre Antonio Soler
  Andante (1729-1783)
  Allegro

Dr. Charles Burney was one of  the first great music historians. On his musical tours across Europe in the 
1770s he met many of  the most famous musical personages of  his time and on his return to London he spent 
many evenings with his friends and daughters at a variety of  keyboard instruments, recalling and reliving his 
adventures. This concert imagines one such evening in the Burney household, with music for four hands at a 
combination of  harpsichord, fortepiano and chamber organ, by composers ranging from the Roman Bernardo 
Pasquini to the Spanish Antonio Soler, from members of  the Bach family to Handel and Farinelli, and even to 
the good doctor himself, whose written commentary we will also hear in the course of  the program.

 The Hyphen Collective, founded by Cornell alumna 
Alessandra Campana with Bug Davidson, and Amelia 
Wellers, is a project-based group of  performers, artists, and 
scholars who believe in the creative de-institutionalization 
of  art production. By assembling their diverse professional 
profiles, they search for marginal intersections and 
unanticipated contaminations. Their projects focus on 
audio-visual production as a purposeful conjoining of  
sound and image – in fact, a gesture of  poietic hyphenation.
 “Burney’s Musical Tours” was born as such a gesture: a 
concert is matched with video, live performance with the 
recorded (words, images). Richards and Yearsley’s program 
of  keyboard music collected by an eminent historian during 
a grand tour – the sonorous trace of  travel, memory, and 
the past — is layered with images and words that aspire 
to other journeys and different temporalities. Rather than 
privileging the logic of  narrative consistency and a hierarchy 
of  the visual and the aural, what we found interesting is 
precisely the friction enacted by these associations.

PrograM noteS

Charles Burney
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Alessandra Campana

Alessandra Campana, who received her PhD in 
musicology from Cornell, is Associate Professor of  
Music at Tufts University. Her research focuses on 
opera and film sound. She has worked and published 
on Mozart, Verdi, Puccini, Bellini, and Donizetti, 
focussing on issues of  staging, theatricality, and 
performance. She is the author of  Opera and Modern 
Spectatorship in Late Nineteenth-Century Italy (Cambridge 
University Press, 2015), and is currently writing a book 
on the aesthetics of  sound-image synchronization in 
film and video, entitled Aural Anamorphosis and Sound 
Clues. She is part of  the editorial team of  the The Opera 
Quarterly (OUP) and co-chair of  the Opera Seminar 
at the Mahindra Humanities Center at Harvard.

Bug Davidson

Bug Davidson is a motion image artist and film director 
who lives and works in Austin, Texas. Davidson 
received a Puffin Foundation grant to complete Rule 
of  Three, a solo show at Howard Art Project in Boston. 
Bug has screened their experimental film work 
internationally for the last twelve years, and received 
Polari filmmakers assistance award for the film 
Nothing Like Ivanhoe. Davidson performed in Toronto’s 
Copycat Academy last summer, a masterclass 
produced by Hannah Hurtzig of  Berlin’s Mobile 
Academy and Luminato Festival. Bug has studied at 
the School of  the Museum of  Fine Arts Boston, Tufts 
University, The School of  Visual Arts, and The Irish 
Film Center Dublin. Davidson is currently working 
on a new show for 2016, titled Profane Illumination.

James Q. Davies

James Q. Davies is Associate Professor of  Music at 
the University of  California, Berkeley. He is author 
of  Romantic Anatomies of  Performance (University of  
California Press, 2014), and co-editor with Ellen 
Lockhart of  Sound Knowledge: Music and Science in 
London, 1789-1851 (forthcoming with University of  
Chicago Press). James grew up in Johannesburg. 
Before landing in California, he was a Junior 
Research Fellow in Music at Gonville & Caius 
College, University of  Cambridge. He wrote his 
dissertation on the year “1829” while at the same 
college. Articles and chapters appear in The Arts of  
the Prima Donna in the Long Nineteenth Century (Oxford, 
2011), Keyboard Perspectives (2010), Opera Quarterly (2012 
and 2006), Royal Musical Association (2006), Cambridge 
Opera Journal (2005 and forthcoming), and 19th-
Century Music (2003). Short essays on vocal belonging 
and objectivity appear in recent issues of  the Journal 
of  the American Musicological Society and Representations.

Dietmar Friesenegger

Dietmar Friesenegger is a PhD candidate at Cornell 
University. His research interests include the musical 
culture of  the Austro-Hungarian Empire, especially 
in its periphery and borderlands; aesthetics and 
musical competition during the fin de siècle; the 
musical migration from Central Europe in the 1930s 
and its impact on American culture. He is currently 
working on his dissertation entitled Music and Civic 
Identity in Multicultural Habsburg Czernowitz, 1861–1918. 
Dietmar has co-edited the first edition of  Hans Rott’s 

BiograPhieS
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songs; published two articles on the composer in Die 
Quarte; and published an article on Protestant musical 
culture in early modern Austria in the series Leben in 
Leichenpredigten.

Sara Haefeli

Sara Haefeli teaches music history and philosophy 
of  creativity classes at Ithaca College. She is a 
specialist in the music of  the American Avant Garde, 
especially the work of  John Cage. Her scholarship 
has been published in American Music, the Journal of  
Music History Pedagogy, and she is a regular contributor 
to W. W. Norton’s blog The Avid Listener.  She has 
presented at national conferences on topics ranging 
from the music of  Cage and the New York School 
to why our brains need music. She was recently the 
invited guest scholar for the festival Nuit d’Hiver 
in Marseille, France. In addition to her scholarly 
work, Haefeli was co-director of  the Open Space 
Festival for New Music from 2009-2011. She is also 
an accomplished cellist, specializing in both early 
music and contemporary music performance. She 
particularly enjoys performing as a member of  the 
psychedelic bluegrass trio The Prairie Pranksters.

Matthew J. Hall

Matthew J. Hall is a PhD candidate at Cornell 
University. His interests include J.S. Bach, the 
fifteenth century, and counterpoint. He has 
published articles and reviews in Understanding 
Bach, Eighteenth-Century Music, and the Journal of  
the Alamire Foundation. He performs regularly on 
the harpsichord, organ, and fortepiano. In 2013 
his recording of  the C.P.E. Bach piano quartets 
with Sarah Darling (viola) and Sarah Paysnick 
(traverso) was released on the Ad Parnassum label.

Kenneth Hamilton

Described after a concerto performance with the St. 
Petersburg State Radio Symphony Orchestra as “an 
outstanding virtuoso—one of  the finest players of  his 
generation” (Kommersant Daily, Moscow), by the New 
York Times as ‘a performer full of  energy and wit’; by 
the Singapore Straits Times as ‘a formidable virtuoso’, 
and by Tom Service in The Guardian as “pianist/
author/lecturer and all-round virtuoso”, Kenneth 
Hamilton performs worldwide as a recitalist, concerto 
soloist and broadcaster. He has appeared frequently 
on radio and television in Britain, the US, Germany, 
Canada, Australia, Turkey, and Russia, most recently 

as soloist in a performance of  Chopin’s first piano 
concerto with the Istanbul Chamber Orchestra on 
Turkish Television, and as pianist and presenter for 
the television programme Mendelssohn in Scotland, 
broadcast in Europe and the US by Deutsche Welle 
Channel. He is also a familiar voice on BBC Radios 
3, 4, BBC Radio Wales, and the World Service, and 
has numerous festival engagements to his credit. 
His latest solo CDs, both on the Prima Facie label, 
are Back to Bach—a collection of  Bach tributes and 
transcriptions by Liszt, Busoni and Rachmaninov—
and Kenneth Hamilton Plays the Music of  Ronald Stevenson, 
Volume 1.
 Kenneth Hamilton is Head of  the School of  
Music at Cardiff University in Wales, and has written 
extensively on the works of  Liszt, Chopin and 
Wagner, and on piano performance, both for scholarly 
publications and for newspapers such as the New York 
Times. His last book, After the Golden Age: Romantic 
Pianism and Modern Performance (Oxford University 
Press), quickly became a Classical music bestseller 
in America, and was the subject of  well over forty 
articles and reviews worldwide. Welcomed as “full of  
wit and interest, and written with passion” by Charles 
Rosen (Times Literary Supplement) and as “a wonderful 
book” by James Fenton (The Guardian), it was a Daily 
Telegraph Book of  the Year in the UK, a recipient of  an 
ARSC award in the US, and a CHOICE Outstanding 
Academic Title.

Rob Haskins

Rob Haskins is an associate professor of  music in 
the College of  Liberal Arts at the University of  New 
Hampshire. He holds degrees in both musicology 
and performance, and has been active in both 
fields. His most recent book is Classical Listening: Two 
Decades of  Reviews from The American Record Guide. He 
is also working on a short cultural history of  the 
piano for Reaktion Books. As a performer, Haskins 
served as musical director for Alarm Will Sound’s 
2012 production of  Cage’s Song Books at the Holland 
Festival. Mode Records has issued his performance 
(with Laurel Karlik Sheehan) of  Cage’s Two2 and 
will release a new solo CD of  Marc Chan’s evening-
length piano work My Wounded Head later this year.

Shin Hwang

Shin Hwang, a prize-winner of  the first International 
Westfield Fortepiano Competition, is a versatile 
keyboardist who has won recognition in both modern 
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and historical performance. After completing his 
Masters degree at the University of  Michigan with 
Penelope Crawford and Arthur Greene, he received 
a Fulbright Grant to study in the Netherlands at the 
Royal Conservatory of  the Hague with Jacques Ogg. 
In 2011, he was invited to perform at the United States 
Library of  Congress for the American Musicological 
Society Lecture Series: “What the Autograph Can 
Tell Us: Beethoven’s Sonata in E major, Opus 
109”. He completed additional studies with Robert 
Hill at the Hochschule für Musik Freiburg and is 
currently completing a Doctorate in Musical Arts in 
Performance Practice at Cornell University under 
the guidance of  Malcolm Bilson.

Erica Levenson

Erica Levenson is a PhD candidate in musicology at 
Cornell University. She earned a B.A. with highest 
honors in Music and English Literature from the 
University of  California, Berkeley. Erica’s research 
focuses on the international circulation of  popular 
theatrical music during the eighteenth century. Her 
dissertation, Traveling Tunes: French Comic Opera and 
Theatre in London, 1714-1745 explores the theatrical 
and operatic exchanges between France and England 
that accompanied the flow of  music, musicians, 
dancers, and other performers across the Channel. 
She considers, in particular, how translations, 
adaptations, and musical borrowings humorously 
mediated between French and English, as well as 
elite and popular cultures. Erica’s research has been 
funded by travel grants from Cornell’s Einaudi 
Center and Graduate School, and the American 
Musicological Society. She currently holds a Don M. 
Randel Teaching Fellowship, awarded to teach her 
course “Borrowed Sounds: Musical Sampling from 
the Concert Hall to the Dance Floor.”

Deirdre Loughridge

Deirdre Loughridge is a Lecturer in the Department 
of  Music at the University of  California, Berkeley. 
Since receiving her PhD from the University 
of  Pennsylvania in 2011, Loughridge has held 
fellowships from the Mellon Foundation and the 
American Council of  Learned Societies. Her research 
inquires into the material cultures of  music in the 
eighteenth and nineteenth centuries, as well as the 
long history of  music and technology (From Bone Flute 
to Auto-Tune, as her undergraduate course and current 
book project on the topic are called). Loughridge’s 

publications include articles in the Journal of  
Musicology, Eighteenth-Century Music and Journal of  the 
Royal Musical Association, and her first book, Haydn’s 
Sunrise, Beethoven’s Shadow: Audiovisual Culture and the 
Emergence of  Musical Romanticism, is forthcoming from 
University of  Chicago Press (July 2016). On the web, 
Loughridge is co-author of  the Museum of  Imaginary 
Musical Instruments (http://imaginaryinstruments.
org), which features both delightful and disturbing 
keyboard instruments.

Becky Lu

Active as a soloist and chamber musician, pianist 
Becky Lu has performed at such venues as Jordan 
Hall, the Kennedy Center, Lincoln Center, and Salle 
Pleyel to critical acclaim from the New York Times and 
Wall Street Journal. She has appeared on the National 
Public Radio program From the Top and participated 
in chamber music festivals across the U.S. and 
Europe, including Kneisel Hall, Taos, Casals, and 
the International Musicians Seminar at Prussia Cove. 
Becky holds degrees from Yale College, Yale School 
of  Music, and University of  Oxford. She is currently 
a doctoral student in musicology at Cornell.

Ryan MacEvoy McCullough

American pianist Ryan MacEvoy McCullough has 
developed a career performing everything from 
standard repertoire to electroacoustic improvisations. 
He has appeared frequently with orchestra, 
including the Toronto Symphony and Los Angeles 
Philharmonic, and highlights of  recent seasons 
include George Benjamin’s Duet with the Toronto 
Symphony, conducted by the composer, and co-
directorship of  Environs Messiaen, a festival at 
Cornell University celebrating Olivier Messiaen’s 
bird music in collaboration with the Cornell Lab 
of  Ornithology. Ryan is a doctoral candidate in 
Keyboard Studies at Cornell University where he 
works with Xak Bjerken. For more information, visit 
www.RMMpiano.com.

Roger Moseley

Roger Moseley is an Assistant Professor in the 
Department of  Music at Cornell University. His 
current research brings a media-archaeological 
perspective to bear on musical performance, and 
he is particularly interested in how the concept of  
play has informed keyboard music as sonic practice 
and cultural technique. Recent publications include 
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essays on the genealogy of  the keyboard as digital 
and analog interface, on digital games in the contexts 
of  musical and visual culture, and on Nintendo’s 
technologies of  musical play. Active as a collaborative 
pianist on both modern and historical instruments, 
he has also published articles on the practice of  
historically informed improvisation and the music 
of  Brahms. His book Keys to Play: Music as a Ludic 
Medium from Apollo to Nintendo will be published by 
the University of  California Press in an open-access 
digital format later this year.

Mackenzie Pierce

Mackenzie Pierce is a doctoral candidate in 
musicology at Cornell University, where he is writing 
a dissertation entitled Music and War in Midcentury 
Poland, 1930-53. Pierce’s research has been presented 
at the American Musicological Society Annual 
Meeting (2015), the University of  California Berkeley, 
Columbia University, and the French Academy 
in Rome. He is a recipient of  fellowships from the 
Beinecke Foundation, the Kosciuszko Foundation, the 
Society for the Humanities at Cornell University, and 
the DAAD. His article on Chopin’s Préludes recently 
appeared in the volume Piano Culture in 19th-Century 
Paris (Brepols, 2015).

Annette Richards

Annette Richards is Professor of  Music and 
University Organist at Cornell University. Laureate 
of  international organ competitions at Dublin 
and Bruges, she gives concerts frequently in North 
America and Europe; she is founding editor of  
Keyboard Perspectives, a yearbook dedicated to historical 
performance and keyboard culture, but her scholarly 
work extends far beyond the organ and its music. She 
has a particular interest in the music and aesthetics 
of  mid- to late-eighteenth century Germany, and 
especially C. P. E. Bach. Her book The Free Fantasia 
and the Musical Picturesque (Cambridge, 2001) explores 
the intersections between musical fantasy and the 
landscape garden in late eighteenth- and early 
nineteenth-century music across German-speaking 
Europe and England. She is also editor of  C. P. E 
Bach Studies (Cambridge, 2006) and rediscovered 
and reconstructed that composer’s extraordinary 
collection of  musical portraits, published by the 
Packard Humanities Institute in 2012.  With David 
Yearsley, with whom she won first prize at Bruges 
for organ duo, she has edited the complete organ 

works of  C. P. E. Bach for the new C. P. E. Bach: 
Complete Works edition. Her current project is a book 
on the musical gothic, entitled Music on the Dark Side 
of  1800. Her numerous honors include fellowships at 
the Stanford Humanities Center, the Getty Center in 
Santa Monica and from the Mellon Foundation and 
the Alexander von Humboldt Foundation in Berlin. 
Since 2009 she has been the Executive Director of  
the Westfield Center for Historical Keyboard Studies.

Aya Saiki

Aya Saiki is a PhD candidate in musicology at 
Cornell University. She holds undergraduate and 
master’s degrees from King’s College London. At 
Cornell, she is currently working on her dissertation, 
which examines Tōru Takemitsu’s use of  magnetic 
tape in the 1950s and 1960s as a window into a web 
of  aesthetics, techniques, technology, and individuals 
in the overlapping spaces between the vvvvvavant-
garde, modernism, mass culture, and commercialism 
in Japan. Her other research interests include musical 
analysis, concert culture in nineteenth-century 
London, and sounds and music in visual media.

Daniel Walden

Daniel Walden is a pianist, harpsichordist, and 
Presidential Scholar in Music Theory at Harvard 
University, with interests ranging from ancient 
music theory to Renaissance musical automata and 
nineteenth-century enharmonicism. He received the 
MPhil in Music Studies with Distinction at University 
of  Cambridge, where he was a Gates Cambridge 
Scholar and Derek Cornwell Scholar in Instrumental 
Performance. He has presented papers at annual 
meetings of  AMS, SMT, the American Philological 
Association, and MOISA International Society for 
the Study of  Greek and Roman Music and its Cultural 
Heritage. His articles have appeared in journals 
including Early Music History, Music Theory Online, 
Greek and Roman Musical Studies, Études Grégoriennes, 
Early Music, and Journal of  Landscape Architecture. His 
is a founding member of  Ensemble Oerknal (The 
Hague), and his performance of  Tristan Perich’s 
Dual Synthesis, which he will be discussing today, was 
released last November on the Physical Editions label.

Allison Wente

Allison Wente recently passed her dissertation defense 
for her PhD in Music Theory from The University of  
Texas at Austin, where she is a Graduate Continuing 
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Fellow. She holds a B.A. in Music from Muhlenberg 
College and an M.A. in Music Theory from the 
University of  Wisconsin-Madison. Her work 
focuses on mechanical instruments and recording 
technologies, specifically the player piano in early 
twentieth-century America, and her research explores 
the displacement of  labor, technological mediation, 
and the differences between analog and digital 
technologies as they materialize in early recording 
media.

David Yearsley

David Yearsley was educated at Harvard College 
and Stanford University, where he received his PhD 
in music history. He is author of  the widely-praised 
Bach and the Meanings of  Counterpoint (Cambridge, 
2002) and Bach’s Feet: The Organ Pedals in European 
Culture (Cambridge, 2012), which received the 
Ogasapian Book Award from the Organ Historical 
Society. He is currently working on a monograph 
entitled The Musical Lives of  Anna Magdalena Bach, 
a study of  the changing musical contributions and 
restrictions, performing possibilities and perils, that 
characterized the musical world of  the women of  the 
Bach household in the first half  of  the eighteenth  
century. Among his honors as an organist are all 
major prizes at the Bruges Early Music Festival. He 
has been an Alexander von Humboldt Foundation 
Fellow at the Humboldt University in Berlin, a 
Wenner-Gren Foundation Fellow at the University of  
Gothenburg, and recipient of  an American Council 
of  Learned Societies Fellowship. David’s recordings 
of  seventeenth- and eighteenth-century organ music 
are available from Loft Recordings and Musica 
Omnia. An active journalist, he has been music critic 
for the Anderson Valley Advertiser for more than two 
decades, and can be read weekly in Counterpunch. A 
long-time member of  the pioneering synthesizer trio 
Mother Mallard’s Portable Masterpiece Company, 
he is Professor of  Music at Cornell.

Andrew Zhou

Andrew Zhou is a D.M.A. candidate in Keyboard 
Studies at Cornell University by way of  New 
England Conservatory (piano performance) and 
Stanford University (international relations, music). 
His primary research interests center on issues of  
listening, perception, materiality, and technology 
in piano works of  the twentieth and twenty-first 

centuries, as well as the intersection of  music and 
diplomacy. As a performer, he has worked closely 
with many leading composers of  our time, including 
Unsuk Chin, Tod Machover, and Tristan Murail. He 
has appeared in festivals at Tanglewood and Lucerne, 
among others, and was a finalist and laureate of  
the Concours International de Piano d’Orléans. In 
2014, he released Vienne et Après, an album featuring 
premiere recordings of  works by Matthias Pintscher 
and Olga Neuwirth.
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