
Session 5 – Philip Glass and Arvo Pärt (Thursday, 3-4)
Chair, Gretchen Horlacher

“Disorientation and Loss as a Response to Arvo Pärt’s festina lente”
David Dies

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

“‘They Just Go Round and Round’” Circularity and Dystopia in The Truman Show
Rebecca M. Doran Eaton (The University of Texas at Austin, Texas State University-San Marcos)

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

Session 6 – Julius Eastman (Thursday, 4-5) 
Chair, Dragana Stojanovic-Novicic

“Julius Eastman’s Musical Worlds”
Ellie M. Hisama (Columbia University)

Julius Eastman (1940-1990), an African American composer, improviser, singer, pianist, dancer, and choreographer, 
was a vital participant in the American new music and experimental scenes of the 1960s into the 1980s. He is per-
haps best known for his superb performance of the title role in Peter Maxwell Davies’s Eight Songs for a Mad King, 
but his work as a composer deserves equal attention. A member of the Creative Associates at SUNY Buffalo in the 
1970s and 1980s, Eastman worked with Lukas Foss and Morton Feldman, directly engaging with issues of race and 
sexuality in his compositions, which often employ improvisative, postminimalist elements. Yet despite the importance 
of his musical activities in Buffalo, Ithaca, and New York City in the 1970s and 80s, and his striking presence as an 
out, gay, African American musician in predominantly white and closeted new music circles, Eastman is largely ab-
sent from histories of postwar experimental music.

The paper sketches out Eastman’s position in the history of African American composers and improvisers and the 
potential impact of his work on established narratives of American experimental, popular, and postminimalist music. It 



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

“A Postminimalist Analysis of Julius Eastman’s Crazy Nigger”
Andrew Hanson-Dvoracek (University of Iowa)

“Damned outrageous” can describe both the life and the music of the post- minimalist composer Julius Eastman 
(1940-1990). With early works such as 1973’s Stay On It, he led the shift from the minimalist aesthetic to a postmini-
malist style. Biographically, Eastman had a unique vantage point, a gay African-American composer accepted as 
a wunderkind by the burgeoning Downtown scene. However, there exist considerable obstacles which explain the 
vacuum of scholarly work on Eastman to date. Many of his scores were lost when he was evicted from his Manhattan 
apartment, and those that survive are written in a nearly unintelligible notation. However, through the work of com-
poser Mary Jane Leach these extant scores have been compiled and the 2005 release of the CD set Unjust Malaise 
on New World Records provides valuable recordings that will assist in deciphering those scores. While his works and 
particularly their titles allude to social issues, a rarity for textless minimal works, the lack of academic precedent and 
the often circuitous nature of personal memory point towards beginning with an analytic as opposed to hermeneutic 
approach.

This paper provides an initial analysis of the 1978 work Crazy Nigger, which along with Evil Nigger and Gay Guerilla 
form the core of Eastman’s mature style. Through examination of an autograph facsimile, an annotated edition by 
Cees Van Zeeland, and a schematic written by Eastman himself, Crazy Nigger is an exploration of postminimalist ten-
dencies previously thought to be the domain of European composers such as Louis Andriessen and Arvo Pärt. While 
still firmly rooted in additive processes, the work explores a mathematic relationship between pitch and rhythm and 
expands its tonality to include vocabulary more akin to that of early Stravinsky or Bartók such as octatonic scales, key 
relations by half and whole step and symmetric cells. Additionally, this paper will examine Eastman’s claim of “Crazy 
Nigger” as an embodiment of his philosophy of “organic form”, wherein any third arbitrary section should have within 
it all the information contained in the first two sections, and compare this ideal to the actual construction of the work.

Immersion Session – Perspectives on Temporality (Friday, 9-11) 
Chair, John Pymm

“Becoming Temporal and Entropic: The aesthetics of time in Tenney’s Having Never Written a Note for 
Percussion and Robert Smithson’s earth work”
Joseph Di Ponio

James Tenney’s Having Never Written a Note for Percussion from the Postal Pieces and the Robert Smithson’s earth-
works share a temporal space that is removed from issues of narrative that are dependent on the datability of time. 
Neither is concerned with marking time into discrete sections nor is importance placed on beginnings or endings. 
Instead, these works function in a sort of primordial time that Heidegger refers to as “the temporal.” Temporality is not 
governed by indexical relationships but by qualities of becoming and entropy. 

The relationship between Tenney’s Having Never Written a Note for Percussion and Smithson’s earthworks is that 
both present an unknown narrative that simultaneously arises from, and recedes into, a temporal landscape and is 
never fully formed. They function as temporal matter and as such, are engaged in a process of simultaneous becom-
ing and entropy. The beauty of these works resides in the mystery of the unknown that is presented by becoming 
temporal and entropic.

“Revisiting temporality in minimalism”
Tereza Havelkova (Institute of Musicology, Charles University in Prague)

Temporality has for long been one of the features considered to characterize the musical minimalism. Jonathan 


