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Cherubino’s Leap: In Search of the Enlightenment Moment, by Richard
Kramer. Chicago: University of Chicago Press, 2016. xvi, 224 pp.

The Enlightenment is having a moment. Cognitive psychologist, linguist, and
public intellectual Steven Pinker has made it the subject of his latest best-
seller, Enlightenment Now. As usual, Pinker is everywhere. His fluorescent-
orange dust-jacket typeface shouts at me from bookstore displays, from
dozens of reviews in the media, and from college library study-carrels.
I imagine encountering students for whom “the Enlightenment” is not a
foreign concept but rather a buzzword. I join the masses and read the book.

“Foremost is reason. Reason is nonnegotiable,” runs Pinker’s punchy
prose—for he is also author of The Sense of Style, a linguist’s present-day chal-
lenge to the oldfangled and yet ageless Elements of Style by Oliver Strunk and
E. B. White. “If there’s anything the Enlightenment thinkers had in com-
mon,” he writes, “it was an insistence that we energetically apply the stan-
dard of reason to understanding our world.”1 Then, insistently and en-
ergetically in the seventeen chapters that follow, he harnesses the scientific
method in order to demonstrate the value of that method. Dozens of charts
show that life is getting better. “This evidence-based take on the Enlighten-
ment project reveals that it was not a naïve hope,” Pinker concludes. “The
Enlightenment has worked—perhaps the greatest story seldom told.”2

Hence, a 500-page public relations campaign, justified with the claim that
many people are “cynical about the Enlightenment-inspired institutions that
are securing this progress, such as liberal democracy and organizations of in-
ternational cooperation.” Their cynicism motivates them to seek “atavistic
alternatives.”3 I get it: think “Make America Great Again” (in the United
States) or “Take Back Control” (in the United Kingdom). Pinker offers
Enlightenment-as-antidote, a shot of optimism just when many—and not
just his usual, college-educated, TED-talk-and-podcast-consuming target
audience—are feeling skittish about the state of the world.

But “atavistic alternatives”? To the eighteenth century? It would not be
“cynical” to point out that the period’s other (“reason”-driven) institutions in-
clude colonialism, racism, and anthropogenic degradation of the environment,

1. Steven Pinker, Enlightenment Now: The Case for Reason, Science, Humanism, and Prog-
ress (New York: Viking, an imprint of Penguin Random House, 2018), 8.

2. Ibid., 6 (Pinker’s emphasis).
3. Ibid., 5.





(“Enlightenment NOW!”) and the imperious old fogey (“THIS is Enlight-
enment!”); they are shouting past each other. I push back my office chair
and leave them to it, retreating to the wingback chair in the corner with
Cherubino’s Leap, another Enlightenment-titled book, under my arm. I sink
in, for both the chair and the prose are plush and velvety. Departing from
this present moment, the Enlightenment’s “moment” in the second decade



the irrational meet: we are witnessing the composer’s “attempts to explain”
how improvisation is “reconciled” with “theoretical bedrock.” “But”—is
this the kicker?—“the music has its own story to tell,”



Sorrows of Young Werther. Werther’s beloved Charlotte suddenly grabs his
hand, then utters just one word: “Klopstock!”—which, in its minimalism,
expresses maximal volumes. Might the “Klopstock moment,” then, be em-
blematic of profound psychological intimacy? Werther and Charlotte are so
empathic, they do not need to speak.

I jump in. Kramer draws on some writing by Herder from 1765 in which
the ode is described as the “firstborn child of sensibility” (p. 63). Kramer, in
turn, finds the concentration of tension between “order and madness”
(ibid.) in this genre to be “extreme” (p. 66). But setting the ode as a lied in-



composition is sensitively reworked but also cut for the sake of preserving
the pace of dramatic action. I find these latter pages baffling . . . but I seem
also to be learning how to travel with Kramer, for I too am preserving the
pace of action. I reread less; we move briskly together. Kramer explains that
Carl Dahlhaus’s analysis of Iphigénie privileges the “implacable rule of law”
and thus misses her “empfindsame core”; Goethe, in contrast, values heart
over mind but is “playing out . . . the deeper wiring in this dialectical inter-
rogation” (p. 146). For Goethe, art should capture the moment of sus-
pended transition, whereas for Lessing, to freeze the moment of transition
is not only a “degradation” of the work but also a “wasting” of the receiver’s
imagination (p. 155). In a painting, Angelica Kauffman collapses a pro-
tracted scene; her success (and Goethe’s approval) is, Kramer says, “much to
our point” (p. 156). We have covered so much ground, I cannot confidently
summarize “our point,” but I am enriched by these moments reflecting on
moments. Even when Kramer sees agreement in disagreement between
Lessing and Goethe, I take it in stride. I am the putative eighteenth-century
reader who enjoys “holding a world teetering in ironic imbalance” (p. 3).
Paradoxically, I have found my footing.

Day 5. Good timing, too, for in Chapters 8 and 9 Kramer truly channels
his eighteenth-century counterparts, offering epigrammatic fragments, three
addenda, an epilogue, and chatty footnotes. There is a surplus of intertextual
references and . . . interruptions. Speaking of which (that is, of both), Kramer
telescopes to Lessing’s Emilia Galotti, the book left open on Werther’s desk
at the scene of his suicide: Goethe wants us to read works as if they are in
interaction with one another.

Telescoping is my metaphor, but Kramer exhibits a Romantic delight in
imaginative rhetoric, which produces not only “excursions” (note the prep-
ositions that follow this word: “in” and “around,” not “to”) but also a tap-
estry, mirror, and magnifying glass, as well as skin, swords, and strings. I will
use another “scope” metaphor (an only slightly anachronistic one): we spy
eponymous Cherubino through a kaleidoscope. He is “extraneous” yet
(twist) “essential” to the plot; he is “elusive” yet (twist) at the opera’s
“core.”



Konstanze’s Traurigkeit in Die Entführung aus dem Serail. “Sorrow” and
“sadness” are translations that for Kramer “merely scratch the surface”
(p. 188)—and with that we are off, peering at the nature of tears and trage-
dy, refracted by one of Lessing’s letters and an unpublished essay by Walter
Benjamin. Each of the twists, each of the rhetorical moves, is beautiful to
behold; watching the progression from one to the next is captivating and
enjoyable.

Finally, Überraschung. I am surprised to land with Kramer where—of all
places!—I had earlier yearned (via “Klopstock!”) to land, and precisely
where Pinker feigned to land: sympathy. Sympathy is the focus of the con-
cluding chapter, and this time, contra the ending of Pinker’s book, it feels
right. This should be Enlightenment, now: when we come to recognize our
capacity for genuine sympathy as trained by witnessing (and pondering, and
discussing) the representation of sympathy on stage, in music, word, and
image. To paraphrase one of the Enlightenment thinkers we met early on in
the quest (pp. 3–4): unhappy are those whom reason has hardened against
the onset of this surprise—and this recognition.

SARAH DAY-O’CONNELL

The Elocutionists: Women, Music, and the Spoken Word, by Marian Wilson
Kimber. Music in American Life. Urbana: University of Illinois Press,
2017. xvii, 324 pp.

The Progressive Era has long been understood as a moment in which



when undertaken to entertain family and friends. Despite the fact that music
was regularly incorporated into women’s recitations and integrally connected
with period conceptions of elocution, the art has received little musicological
study. It was denigrated by contemporary critics as women became a domi-
nant force in the field, and its association with women’s spaces, its basis in per-
formance as much as in notation, and its tendency to utilize existing literature
and music further hastened its cultural and scholarly invisibility.

The Elocutionists remedies this omission. Meticulously piecing together
accounts of performances, hints from elocution manuals and anthologies,
photographs, advertisements, sheet music, even representations of elocu-
tionists drawn from period novels and theater, Wilson Kimber generates a
comprehensive account of the culture and practices surrounding musically
accompanied recitation in the late nineteenth and early twentieth centuries,
and the genre’s resonances in American music and performance well into the
1940s. The monograph devotes much attention to women’s careful leverag-
ing of the genre to sidestep lingering antitheatrical sentiments. Female elocu-
tionists handily proclaimed musically accompanied recitations to be a purely
literary, nonperformative, and thus utterly respectable endeavor—even when
those recitations centered on regularly staged works such as Shakespeare’s
A Midsummer Night’s Dream. Yet even as female reciters claimed to be
merely envoicing the “timeless truths



and Faust and Macbeth with various accompaniments. Much as the incorpo-
ration of songs and hymns “enabled [elocutionists] to reach into audiences’
hearts” (p. 86), such accompaniments served to generate imagery that might
“substitute for the theatrical spectacles” (p. 54) that had been excised.

Musically accompanied recitation also took a variety of other forms.
Chapter 6 is dedicated to the intersection of elocution, Delsarte practices,
and music. American Delsarte practitioners usually conveyed literary texts



public display on their own terms. Unquestionably, elocutionary practices
could be meaningful, political, even transgressive. But for whom? Wilson
Kimber’s study is situated primarily in the Midwest, and this is undoubtedly
one of its strengths: it is likely that Wilson Kimber is able to achieve the
nuanced descriptions of average practice and the understanding of music’s
pervasive presence in elocution through this focus on Chautauqua tent circuit
performances, Iowa’s Delsarte practitioners, and other performers who circu-
lated far beyond the East Coast cities that often dominate American music



and/or published, despite the difficulties and uncertainties that inevitably
accompany the reconstruction of performances from archival scraps. Yet as
might be expected in a book engaged in the recovery and documentation of
an overlooked genre, describing and cataloging phenomena tend to take
precedence over their analysis. As a result, the monograph feels a bit thin in
places. Why elocution became so invested in music and how precisely the
genre benefitted from this association, for example, is never fully explored.
Also absent from Wilson Kimber’s study is any significant discussion of how
emergent turn-of-the-century media such as sound recording, film, and ra-
dio influenced or were influenced by recitation practices. Recent scholarship
including Carrie Preston’s Modernism’s Mythic Pose: Gender, Genre, Solo Per-
formance and Ben Singer’s Melodrama and Modernity: Early Sensational
Cinema and Its Contexts has convincingly reenvisioned nineteenth-century
cultural practices like Delsartism and melodrama as intimately connected
with modernist aesthetics and technologies.1 Wilson Kimber hints at several
possible points of entry to such a discussion: her use of the term “diegetic”
(p. 69) to describe the insertion of music into a poem about an organist’s
playing begs further exploration of elocution’s aesthetic and lived relation-
ship with silent film accompaniment practices; and her passing mention in
the book’s afterword of elocution schools’ adoption of radio production as
a field of study encourages examination of the influence of elocution on early
radio shows. The Elocutionists prompts similar questions about ways in which
elocution dovetails with contemporary dance experiments, which also often
involved the combination by female performers of existing music, narratives,
and/or texts to generate new works with radically different meanings.2

Here, too, Wilson Kimber offers several tantalizing entry points for interest-
ed scholars, including a mention of the insertion of dance steps into recita-
tions that name particular dances in Chapter 4 and a reference in Chapter
8 to the fact that Wellesley’s verse-speaking chorus was originally organized
to accompany the college’s modern dance troupe. In short, by bringing to
light a site of women’s musical activity that has long been obscured, and of-
fering a broad and imaginative vision of its influences upon a host of other
musical and performance practices, Wilson Kimber both enriches our under-
standing of women’s musical activities in the Progressive Era and beyond,



Music at Hand: Instruments, Bodies, and Cognition, by Jonathan De Souza.
Oxford Studies in Music Theory. New York: Oxford University Press, 2017.
xi, 191 pp.

What is a musical instrument, really? We would likely agree that an instru-





used to mathematically model the coordinates of musical gestures, typically
conceived as distances in pitch space. As Lewin describes it, “If I am at s and
wish to get to t, what characteristic gesture . . . should I perform in order to
arrive there? . . . What sorts of admissible transformations in my space . . . will
do the best job?”1 De Souza treats spaces for action on an instrument in this
Lewinian sense—as material invariants that circumscribe the possibilities of
music making. These spaces are accessed by way of instrumental interfaces:
chromatically arranged white and black keys on the piano, blow/draw tech-
niques and holes on a harmonica, string/fret relationships on a guitar, har-
monic partials of the horn, and so on.

This approach to conceptualizing instrumental spaces readily lends itself
to visualization. For example, Chapter 3 provides a propaedeutic example
from the Kinks (the “All Day and All of the Night” guitar riff), reproduced
here as Figure 1. In guitar fretboard space, the first number in each paren-
thesis represents the fret and the second the string (6 to 1, low to high),
while +/– indicates movement along strings and across frets. A single shape
of the hand (a “power chord”) moves along the fretboard here—up two
frets, down two—and provides different options for execution, as shown in
the forking paths in measure 2. Here, the player can choose to move along
the same strings (+5,0) or up to the next level in fret space (0,–1), changing
strings. The power chord remains constant to the ear, but the specific con-
figuration of the instrumental space predetermines the range of musical

Figure 1 Transformational network for the Kinks, “All Day and All of the Night” guitar riff
(1965), in De Souza, Music at Hand (Figure 3.3, p. 56)

1. David Lewin, Generalized Musical Intervals and Transformations (New Haven: Yale
University Press, 1987), 159.
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strategies available “at hand” for the player to do the job. An instrumental
interface provides not only a transformational framework for manipulating
pitch, that is, but also an embodied scaffolding for “musical technics”
(p. 2), the interplay of techniques and technologies that structure musical
practice.

What does the interaction of bodies and instruments, as visualized in a



that the author does not acknowledge the disciplinary boundaries that would
stymie and constrain many writers. De Souza revels in this playful intellectual
collision, and the energy emanating from these pages is contagious.

There is a final, broader point to be made about the significance of meth-
od in this book. Despite the recent science-curious turn in humanistic music
studies, the position of empiricism in contemporary musicology remains ten-
uous and peripheral. Some of this might be accounted for by the residual cri-
tique of logical positivism still reverberating from the disciplinary shockwaves
of the 1980s and 1990s. But aspects of this divide may also be endemic to the
very philosophical tradition De Souza seeks to reconcile with perceptual,
neurobiological accounts of listening and musical behavior. As Naomi
Waltham-Smith points out, “post-Kantian continental philosophy is seem-
ingly allergic to biology”: despite recent theoretical moves in musicology
toward a more materially grounded account of listening, there is still a
“tension between an overriding transcendental aesthetics and gestures to-
wards empirical analysis. Such idealist constructions of music and listening
repeat an intuition . . . that the body in its biological dimension is to be
transcended by something irreducible to its material condition.”2 De
Souza stares this seeming tension dead in the face, demonstrating a deeper
level of agreement between humanistic and scientific understandings of
embodied musical experience. That is to say, acknowledging that bodies
and instruments are made of physical stuff does not at the same time re-
duce them to “mere” stuff. Beyond the masterfully conceived and execut-
ed main thesis of this book, Music at Hand makes an important and timely
contribution to the broader intellectual project of consilience in music
studies, showing vividly what we stand to gain by listening across the epis-
temological gap to the burgeoning sciences of the mind.

ZACHARY WALLMARK”



Brodsky’s forced choice one Berlin evening between a performance of
Nono’s Prometeo



genre, as “rather Beethovenian” attempts to “stage freedom as an act of be-
ginning, and to stage that beginning as music” (pp. 45–46). That this history
inevitably leads back to Beethoven and forward to Adorno simply means that
fantasy in general—like Schelling’s transcendental subject—mimics the cyclic
logic of modernism, forever repeating a futile attempt to recover unrecover-
able beginnings.

A second pass through the Berlin vignettes reads them “anamorphically”
(“from an angle,” p. 63) as intersubjective fantasies that borrow from the
structural logic of kenosis, staging submission to the divine authority of the
moment. This brief critique summons a lurking figure from the Berlin
bookstores of 1989, Slavoj Žižek’s The Sublime Object of Ideology, whose
invigorating interrogation of Lacan by means of Hegel and ideology cri-
tique had a profound effect on cultural criticism in the West.2 Lacan’s elev-
enth seminar of 1964 grounds Brodsky’s discussion of unconscious fantasy,
the master’s discourse, and the “lack” that founds subjectivity.3 But he also
engages Ernesto Laclau and Chantal Mouffe’s Hegemony and Socialist Strat-
egy of 1985, given the role it played—within the early stages of Žižek’s
thought—in refashioning Lacan’s schema for cultural critique.4 Part 1 closes
with a return to the beginning: the role of music as masking, through multi-
ple fantasy constructions, gaps in the symbolic order. Armed with Lacan’s
fourfold schema of master signifier, signifying chain, barred subject, and objet
a (object-cause of desire), Brodsky mounts a provocative thesis in his third
pass through the events in Berlin, drawing on Eric Santner’s The Royal Re-
mains and Joshua Clover’s work on pop music.5 Beyond any simple attempt
to master the signifier “freedom,” or to mark the historical moment, the
Berlin performances generate a kind of fleshly surplus jouissance for their
audiences. Like Francis Fukuyama’s “end of history,”6



moto perpetuo cello work by Paweł Szymański, and Luciano Berio’s Render-
ing, a gloss on the sketches for Schubert’s Tenth Symphony (conducted by
Nikolaus Harnoncourt). All three hijack the materials and signifiers of the
more public, commercial projects—“freedom,” Bach, the late symphony—
for their own, ambiguous ends. Vastly different in forces, affects, and their
relation to the past, they nonetheless unambiguously represent “New Mu-
sic” (occupying the place of “fantasy”), an empty signifier that “comes pre-
emptively subjectivized” (p. 108). In the following Chapter 7, Brodsky
notes that recent authors on musical modernism (Daniel Albright, David
Metzer, Arved Ashby, and Tamara Levitz) acknowledge their readers’ un-
derstanding of modernism as “a certain aspected negativity, a negativity set
to work” (p. 113).7 This discussion masterfully expands to embrace mod-
ernist studies in general, from Marshall Berman on modernism’s antinomies
to the concept of alternate modernities in the work of Charles Taylor and
his followers.8 The chapter returns—again—to the subject of the “new” as
an “exemplary empty signifier” in Jameson (p. 117). The contradictions,
floating origins, and ceaseless antagonisms of Jameson’s modernism comple-
ment the Habermas/Foucault debate that came to a head in the late 1980s:
an incomplete modernity practiced by rational subjects versus one of endless
variations and adaptations. Yet minimal definitions of modernity as the site
of a deadlock, break, antagonism, or contingency never quite capture the re-
plete dynamic of modernity as a—pace Lacan—impossible object, one “that
supports a fantasy of the world” (p. 125). Such a “singular modernity”
would operate in the negative, a Real that never stops “not writing itself ”
(p. 127) as an object of desire.

In Chapter 9, Brodsky deconstructs the shibboleth of postmodernism (at
least as a fantasmatic break with or effacement of modernism) and prepares
another turn of the Lacanian wheel: the modernist work not as fantasy but as
clinic, one that utilizes heterotopian spaces (per Foucault) to un-master cer-
tain subjects and traverse their specific fantasies. Befreiung, Kaleidoscope, and
Rendering employ the medium, forms, and format of older music to address
the social content of musical material, the politics of harmonic language, and
the homage as genre. These “heterotopian counter-text[s]” (p. 147) reach





knowledge (S2, representing automaton, unconscious knowledge in the
symbolic). By contrast, the analyst’s discourse shifts the formula for fantasy
—$ ◊ a—into the upper register; the central antagonism remains, but out in
the open, as it were. The whiff of the imaginary that clings to S1 is here on
display, as an obvious caesura in the symbolic that prompts the analysand to
embrace the “radically new.”

Brodsky begins with the upper register, asking what a modernist poetics
might look like were it to adopt the fourfold schema, “Lacan’s subject but
a captured lack, made over, endlessly, into form” (p. 217). This “knowl-
edge,” implied, cited in passing, and elaborated in footnotes, reclaims Lacan
as modernist only after passing through its own chain of S2: Lacan and
deconstruction (Shoshana Felman), the Frankfurt School (Jameson, Perry
Anderson), and the many forms in which modernism models the master’s
discourse (Matei Călinescu).9 The first schema in which modernism can be
shown to function as an analyst’s discourse sees the “modernist” addressing
the split subject of “modernity” (the past) to produce the “new.” Rather
than a fantasized “Real” object, this “new” operates as a ceaseless tracking
of that knowledge which remains veiled, unproduced, in the past; “All master
signifiers spoken in analysis are in this sense alte Meister” (p. 225).

Schoenberg’s Erwartung, discussed in Chapter 14, serves as an exemplar
of the modernist work addressing the past, revolving around the quilting
point of its “impossible” ending and the latter’



how New Music could function as an analyst’s discourse, the “Old” tak-
ing its place as the barred subject, and the “natural” revealed as but a
mere appearance, maintained by rigid, technical control. The musical
“near misses” that characterized 1989 repeat a New Music that is ob-



periods, historical events, cultural practices, and political developments
related to music over the five centuries from the mid-sixteenth century
through the 1970s. Many of the changes that Mexico and her people ex-
perienced in that time are reflected in numerous ways in these books. All
three volumes significantly enhance our understanding of the history of
Mexican music and of music in Mexico, and present important new infor-
mation and interpretations. Since the emphasis is primarily on art music
repertoires, indigenous and mestizo folk and popular traditions—which
are very significant—are included when they interact and coincide with
the main topics covered. Scholars from Mexico, the United States, and
Spain contributed to these publications. All three books will spark new
performances of these musical repertoires, and increased interest in their
histories.

In Los libros de polifonía de la Catedral de México: Estudio y catálogo crí-
tico, Spanish musicologist Javier Marín López’s magnificent two-volume
study and thematic catalog of the early music composed and performed at
Mexico City Cathedral, the author indexes in great detail all 563 multipar-
tite Latin-texted works by twenty-one different composers preserved in the
twenty-two large bound Mexico City polyphonic choirbooks that date from
between 1584 and 1781. Marín also includes musical incipits for all voices
for all movements of each work. Of the other Latin American cathedrals
only Puebla (twenty-two choirbooks), Guatemala (six), and Bogotá (seven)
preserve early polyphonic music, although various cathedrals founded in the
colonial period also maintained elaborate musical capillas (vocal and instru-
mental ensembles) and extensive music libraries.1 The number of surviving
Mexico City Cathedral choirbooks is high in comparison with peninsular
Spanish cathedrals, with the exception of Toledo’s thirty-seven and Seville’s
twenty-five volumes. In addition to its twenty-two polyphonic choirbooks,
about 4,500 separate works survive from Mexico City Cathedral in the form
of hojas sueltas (loose music sheets), including liturgical and devotional mu-
sic, as well as secular instrumental and vocal works, mostly from the eigh-
teenth and nineteenth centuries.2



largest collection in the Americas of early music from the eighteenth century
and before.3

Much music from the colonial era has been lost through the ravages of
war, revolution, anticlericalism, and time. In aggregate, however, tens of
thousands of musical compositions have survived throughout Latin America
(and from Spanish and Mexican Alta California) in bound volumes and indi-
vidual parts.4 When compared to the remaining scores, Marín’s careful tran-
scriptions of the five detailed inventories of Mexico Cathedral’s large musical
archive taken between 1589 and 1927 vividly illustrate just how much has
been lost—for example, the thirty-eight three- and four-part Spanish-texted
villancicos sung by nun musicians at nuns’ profession of vows that were listed
in the 1589 inventory.

The twenty-two choirbooks originally from Mexico City Cathedral are
currently housed in three locations: the cathedral archives (fourteen books);
theMuseo Nacional del Virreinato in Tepotzotlán, Estado deMéxico (seven
books); and the Biblioteca Nacional de España, Madrid (one book). Marín
has been able to establish or verify attributions for all but 33 of the 563
works. Of great interest are those compositions by chapelmasters active in
Mexico City Cathedral during the viceregal era, such as Hernando Franco
(101 works), Francisco López Capillas (59), Manuel de Sumaya (33), and
Antonio de Salazar (11). Peninsular Spanish composers are also well repre-
sented: Francisco Guerrero (85 works), Sebastian de Vivanco (85), and
Tomás Luis de Victoria (32).5 Marín established 2,066 concordances in
715 manuscript and printed sources in twenty-seven countries for about half
of the 563 works, a most impressive feat! He provides statistics on the sacred
repertoire contained in the polyphonic choirbooks: the best-represented
genres include motets (128 works), hymns (101), magnificats (96), psalms
(64), antiphons (51), and masses (45).

up to 1970 appears in his Renaissance and Baroque Musical Sources in the Americas (Washington,
DC: General Secretariat, Organization of American States, 1970). In the mid-1960s, E. Thomas
Stanford and Lincoln B. Spiess began a project to microfilm the music holdings of Mexico City
and Puebla Cathedrals. Their preliminary study appeared as Spiess and Stanford, An Introduction
to Certain Mexican Musical Archives (Detroit: Information Coordinators, 1969). Stanford’s
more recent catalog of Mexico City and Puebla Cathedral holdings as they existed in the
1960s, keyed to the microfilm project he directed in that decade, appeared as E. Thomas Stan-
ford,



Marín’s work demonstrates how new discoveries continue to occur and
how they have enlarged the surviving repertoire and our understanding of
the music and its place in viceregal society. Early in his research, he discov-
ered four polyphonic choirbooks in two large overlooked armarios (storage
cabinets) in the cathedral chapel dedicated to Nuestra Señora la Antigua.6

Together with these four important sources, he found several dozen long-
forgotten chant books. He shows how scholars and musicians have often
privileged the study and performance of vernacular villancicos over both the
Latin liturgical repertoire and plainchant. Marín highlights the circulation of
sacred liturgical polyphony across the immense Spanish Catholic empire,
comprising peninsular Spain and Spanish America, a circulation that extended
to the Franciscan missions in Alta California. The Spanish Philippines can also
be added to this vast territory.

Although his main emphasis is on polyphonic sources, Marín also men-
tions the large number of surviving liturgical chant books, and hints at the
apparent lack of scholarly interest in this important resource.7 For example,
Mexico City Cathedral possesses 112 large plainchant books, while a further
92 books are housed in the Museo Nacional del Virreinato in Tepotzotlán
outside Mexico City (in the former Jesuit novitiate).8 Other Mexican cathe-
drals also have large collections of these oversized chant books, some copied
as late as the twentieth century.9 And in the sixteenth and early seventeenth
centuries, Mexico City printers such as Juan Pablos, Pedro Ocharte, and An-
tonio de Espinosa published thirteen large collections of plainchant for use
in cathedral, parish, convent, and mission churches in New Spain—the first
musical imprints issued anywhere in the Americas.10

Marín follows international scholarly norms, using RISM sigla whenever
possible, and supports his exhaustive inventory and extensive analytical study
with references to a wide range of essential topics, fields, and materials. He
corrects some previous misattributions, and includes dates of composition
wherever possible. He discusses watermarks, scribal hands, paper types,

6. This side chapel was built in the seventeenth century with the financial contributions of
cathedral musicians.

7. In the past there was a much greater interest in early polyphony than in chant, although
the inventorying and careful study of the many oversized chant books from New Spain has now
begun.

8. Not all of the 92 chant books in Tepotzotlán are from Mexico City Cathedral; some are
from disestablished convents and monasteries in Mexico City.

9. For example, Puebla and Morelia Cathedrals both possess a large number of manuscript
and printed chant books: Morelia, for example, has 125; see Mary Ann Kelsey andHarry Kelsey,
Inventario de los libros de coro de la Catedral Valladolid-Morelia, with an introduction by John
Koegel (Morelia: El Colegio de Michoacán, Consejo de Cultura de la Arquidiócesis de Morelia,
2000).

10. These thirteen Mexican chant books were published at least a century before the first



foliation, manuscript illumination, printing and binding practices, and book
decoration, and also provides musical analysis of both sacred genres and in-
dividual works. He considers how music and religious rite and ritual func-
tioned in the annual calendar of feast days, within the highly stratified
cathedral hierarchy, and in the physical and architectonic space of Mexico
City Cathedral. His extensive tables, lists of sources, bibliography, and dis-
cography present valuable information. Indeed, he indexes and evaluates this
repertoire from every possible perspective, which makes his catalog and
study all the more useful.

In addition to emphasizing the beauty of sacred Latin-texted polyphony
and its importance in the celebration of the Catholic liturgy, Marín recog-
nizes that the music he so obviously loves was sometimes used to accompany
horrendous events. During the 1649 Mexico City auto-da-fé, for example,
“heretics” accused of practicing Judaism were “relaxed”—burned at the
stake by the Inquisition, in the Plaza del Volador—to the singing of the
hymn “Vexilla regis” by cathedral musicians.11 Those who champion this
repertoire today have not often acknowledged this horrific practice.

Marín’s excellent work vividly demonstrates the primacy of Mexico City
as the most advanced center for European-derived sacred music in the
Americas from the sixteenth through the eighteenth centuries. It is an exem-
plary musicological and bibliographic study and resource guide that demon-
strates the author’s great knowledge of his subject and provides a clear
model for other scholars and musicians to follow. His is the best and most
thorough analytical thematic catalog of music composed and/or performed
in colonial Latin America published to date.12

11. The Plaza del Volador was located immediately south of the cathedral, Zócolo (the
main square in front of the cathedral), and viceregal palace (next to the cathedral). As Marín
explains, the “Vexilla Regis symbolizes the triumph of the Cross over heretics” (pp. 107–8, my
translation). See also Alejandro Cañeque, “Theater of Power: Writing and Representing the
Auto de Fe in Colonial Mexico,” The Americas 52, no. 3 (January 1996): 321–43, and Ascen-
siónMazuela-Anguita, “‘Música para los reconciliados’: Music, Emotion, and Inquisitorial autos
de fe



Javier Marín López’s very extensive bibliography shows that a significant
amount of research has been completed over the past seventy years on



and the long-lasting Porfiriato (the dictatorship of Porfirio Díaz), when eco-
nomic and political tranquility was achieved at the cost of personal and po-
litical freedom.

The book’s eleven essays cover four main topics. Five authors examine
music publishing in Mexico City and the dissemination of music in printed
and manuscript form (Ana Cecilia Montiel Ontiveros, Luisa del Rosario
Aguilar Ruz, Olivia Moreno Gamboa, María Esther Pérez Salas C., and
Verónica Zárate Toscano). Three chapters are focused on different aspects
of opera performance in Mexico (Laura Suárez de la Torre, Áurea Maya, and
Ingrid S. Bivián). One scholar examines music education in Mexico, which is
rarely discussed in the literature (María Eugenia Chaoul). And two cover
music criticism (Miguel Ángel Castro and Ana María Romero Valle). All es-
says are excellent, but three in particular stand out.

Olivia Moreno Gamboa provides a detailed history of the important
Wagner y Levien music store, founded in Mexico City by two German émi-
grés in the 1850s, which by the end of the nineteenth century had become
the leading Mexican music publisher. Musicologist Áurea Maya examines
the reception of Italian and Mexican opera in Mexico City between 1824
(soon after Independence) and 1867, ending with the restoration of the
Mexican Republic after the defeat of the forces of the Austrian-Mexican em-
peror Maximilian and the return of Mexican president Benito Juárez. Ana
Cecilia Montiel Ontiveros explains the history of the José Fernández Jáure-
gui music store and musical score distribution center through close examina-
tion of the very important 1801 estate inventory that listed many hundreds
of Classical-era musical scores available for sale in Mexico City.13 Because of
the prominence given to archival and visual documentation in this book, it is
appropriate that black-and-white and full-color illustrations abound in these
three essays and throughout Los papeles para Euterpe, especially the sheet
music covers that are highly evocative of the age and musical trends.

Most of the current scholarship on nineteenth-century Mexican music
has been published in Mexico, and it therefore makes sense that the eleven
authors primarily cite research published there. However, since this book
deals with transnational and transatlantic cultural exchange—particularly
with the circulation of European and Mexican musical scores in Mexico and
the printing of Mexican music abroad—in addition to developments in
Mexican national musical life, the authors would have benefitted from the
use of a more substantial range of scholarly works published outside Mex-
ico.14 Nevertheless, this is a valuable book that sheds a great deal of new

13. For example, this 1801 estate inventory indicates that 153 works by Haydn were for
sale in Mexico City at the beginning of the nineteenth century.

14. For an examination of Mexican and non-Mexican scholarship that would position these
studies within a more international scholarly framework, see John Koegel, “Hacia un Catálogo
Unificado Nacional de Impresos de Música Mexicana Decimonónica,” Heterofonía, no. 142
(January–June 2010): 9–53. The critical apparatus for Los papeles para Euterpe is generally
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light on important topics related to Mexican music and the construction of
its national political and artistic identities. It will be of interest to a wide read-
ership and will no doubt spark further investigation into this period of Mex-
ico’s musical history.

Carlos Chávez and His World, a book of groundbreaking essays by seven-
teen eminent chavistas, sensitively edited by leading Chávez scholar Leonora
Saavedra, is the first book in the prestigious Bard Festival series to honor
a Latin American composer.15 Chávez is a very appropriate choice for this
honor because, as Saavedra points out in her introduction, he had a strong



while they keep the focus on Chávez, they incorporate a wealth of related
themes, since the composer moved between so many overlapping and diver-
gent worlds. They also examine the way he maneuvered between disparate
compositional styles, including indigenous-influenced, neoclassical, and
avant-garde approaches. A number of essays elucidate aspects of his close
friendships and strong rivalries with other musicians and artists, highlighting
the importance of his personal and professional networks and the support that
he received from, gave to, or withheld from important figures such as Revuel-
tas, Copland, and Henry Cowell. Chávez was a complex, mercurial figure,
and Saavedra captures the essence of his place in Mexican national history:
“Chávez was a major historical agent in the creation of modern Mexico as
it now imagines itself: a nation of mixed culture, heir to refined European
traditions as well as to a glorious pre-Conquest past” (p. 136).

Spanish-Cuban composer Julián Orbón (1925–91), Chávez’s assistant in
his composition studio at the Conservatorio Nacional de Música in Mexico
City, examined his mentor’s six mature symphonies (premiered between
1933 and 1964). His chapter in Carlos Chávez and His World first appeared
as liner notes for the 1982 album of all of Chávez’s symphonies recorded by
the London Symphony Orchestra under Eduardo Mata, and Orbón later
presented it as a lecture. Saavedra has expertly translated, introduced, and
annotated Orbón’s notes, which constitute an excellent introduction to the
symphonies.

In their respective essays, Luisa Vilar-Payá and Amy Bauer give excellent
close analytical readings of Chávez’s piano music and chamber music, exam-
ine the technique of nonrepetition in these works, buttress their conclusions
with extensive musical examples, and argue for the importance of this reper-
toire. Vilar-Payá discusses the way Chávez (a pianist himself) composed pia-
no music abundantly throughout his career (between 1917 and 1975) using
a variety of musical styles and techniques, including atonality, in works such
as the Sonatina, Seven Pieces for Piano, Ten Preludes, Five Caprichos, and the
Third Piano Sonata. She also notes his “contrapuntal flair” (p. 113). Bauer
examines experimental chamber works from the 1950s and 1960s such as
Soli II, Soli IV, and Inventions, and in particular Chávez’s use of nonrepeti-
tion as an “active expectation of newness” (p. 166). She explains his resis-
tance to imitation and the inclusion of neoclassical formulas in these works.

Christina Taylor Gibson situates Chávez in the context of New York
City’s new music scene from the 1920s through the 1940s by examining
his connections to Minna Lederman’s influential journal Modern Music,
which, although it had a relatively small circulation, had an outsize impact
on the promotion of new music during the time of its publication between
1924 and 1946. Chávez was a regular contributor to the journal, and
Taylor Gibson uses a network-derived analysis to show how he interacted
with the new music scene in New York City, especially in his contacts
with Copland, Cowell, and Colin McPhee, and how these connections
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and influences were reflected in the pages of Modern Music. Stephanie N.
Stallings expands upon Taylor Gibson’s discussion of Chávez and Cowell to



Leon Botstein and Ana R. Alonso-Minutti separately examine Chávez’s
cultural, intellectual, and political relationships. Botstein investigates
Chávez’s connections with the Mexican Revolution and its aftermath, and
positions him as a linchpin in the construction of Mexican national identi-
ty. He also places him within the greater context of Western art music.
Alonso-Minutti focuses on Chávez’s participation in the establishment and
life of the prestigious academy El Colegio Nacional, and the extensive se-
ries of conciertos-conferencias (lecture-concerts) that he gave there from
1953 to 1976, during which many of his own works were performed.

Ricardo Miranda’s chapter on Chávez and the Orquesta Sinfónica de
México, 1928–48, presents the widest-ranging historical coverage in the
book. Miranda charts three generations of Mexican composers and their
inclusion in OSM concert programs. The first generation, born in the
last quarter of the nineteenth century, is represented by Ponce and Julián
Carrillo. Chávez and Revueltas, both born in 1899, constitute the second
generation. The third group, born around 1910, comprises composers
such as José Pablo Moncayo and Blas Galindo. The works of these three
generations converged in the 1930s in the OSM concerts. Miranda sees
the period between 1928 and 1948 as an especially important time for
Mexican composers and Mexican music, and the published performance sta-
tistics verify this view. During its twenty-one seasons, the OSM performed
ninety-three works by thirty-three Mexican composers, including pieces by
Chávez, Revueltas, Carillo, Ponce, Moncayo, and others.17 According to
Miranda, “
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