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admiration for Jackson’s own risk taking—and it is inspiring. In addition to its
scholarly contributions, accessibility for non-scholarly readers, and usefulness in
the classroom—I assigned “Desire” for a term paper on race and sexuality—Fast’s
book might open possibilities for younger scholars, who have not yet achieved her
professional level of recognition and seniority, to write a book in this hybrid genre.
Eric Smialek
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Harry Partch, Hobo Composer. By S. Andrew Granade. Rochester, NY: University of
Rochester Press, 2014.
Since the 1990s, music scholars have begun only gradually to grapple with the
American maverick Harry Partch and his seminal theoretical, music philosophical,
and compositional ideas. Besides Partch’s own comprehensive treatise, Genesis of a
Music, and his collected journals, essays, introductions, and librettos, we have the
work of the late Bob Gilmore, who authored a biography and a study of Partch’s early
vocal pieces, and Thomas McGeary’s catalog of Partch’s works, scores, bibliography,
and discography.1 Most other Anglophone publications are limited to individual
aspects of Partch’s works.2 In the German literature, articles by Manfred Stahnke,
a composer and musicologist, explain Partch’s intonational and aesthetic ideas

1
Harry Partch, Genesis of a Music, 2nd ed. (New York: Da Capo, 1974); Harry Partch, Bitter Music:
Collected Journals, Essays, Introductions, and Librettos, ed. Thomas McGeary (Urbana: University of
Illinois Press, 1991); Bob Gilmore, Harry Partch: a Biography (New Haven, CT: Yale University, 1998);
Bob Gilmore, “Harry Partch: the Early Vocal Works 1930–33” Ph.D. diss., The Queen’s University of
Belfast, 1996; Thomas McGeary, The Music of Harry Partch: A Descriptive Catalog (New York: Institute
for Studies in the American Music, 1991). The main sources of Partch’s materials are the Harry Partch
Estate Archive, 1918–1991, and the Music and Performing Arts Library Harry Partch Collection,
1914–2007, both in the the Sousa Archives and Center for American Music of the University of Illinois
at Urbana–Champaign. The special collection Harry Partch Music Scores, 1922–1972, which is located
at the University of California in San Diego, contains facsimiles of Partch’s music composed between
1922 and 1972.
2
See for example, Harry Partch, “Experiments in Notation,” in Contemporary Composers on
Contemporary Music, ed. Elliott Schwartz, et al. (New York: Da Capo, 1978), 209–221; Ronald V.
Wiecki, “12-Tone Paralysis: Harry Partch in Madison, Wisconsin, 1944–1947,” American Music 9, no.
1 (1991): 43–66; Bob Gilmore, “The Climate since Harry Partch,” Contemporary Music Review 22, nos.
1–2 (2003): 15–33; Ben Johnston, “The Corporealism of Harry Partch,” in “Maximum Clarity” and
Other Writings on Music, ed. Bob Gilmore (Urbana and Chicago: University of Illinois Press, 2006),
216; Ben Johnston, “Harry Partch/John Cage,” in “Maximum Clarity” and Other Writings on Music,
ed. Bob Gilmore (Urbana and Chicago: University of Illinois Press, 2006), 232; Ben Johnston, “Beyond
Harry Partch,” in “Maximum Clarity” and Other Writings on Music, ed. Bob Gilmore (Urbana and
Chicago: University of Illinois Press, 2006), 243; Philip Blackburn, “Harry Partch and the Philosopher’s
Tone,” Hyperion 2, no. 1 (2008): 1–20.
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and how they have influenced his own microtonal concepts.3 Intervening in this
fragmentary literature, S. Andrew Granade’s Harry Partch, Hobo Composer presents
an exhaustive account of U.S. hobo culture and the ways in which it shaped not only
Partch’s existential and artistic philosophy, but also his music theoretical and compositional procedures. The book is organized as a chronological study of the music
that Partch created while living as a hobo among the multitude of unemployed,
homeless men during the Great Depression and after, from 1928 to 1943.
By recounting the shifting hobo, transient, and migrant cultures of the Great Depression era, Granade contextualizes Partch’s affinity for and conscious submission
to the transient lifestyle as the composer meticulously adopted the hobo persona and
gave his music an essential hobo ethos. While living as a transient, Partch collected
U.S. folk songs, speeches, and texts; conceptualized a pioneering forty-three-toneto-octave intonational system; and designed a plethora of original instruments. His
just-intoned, eleven-limit scale enabled him to capture all the inflections of a voice
reciting these folk texts, songs, and speeches. Partch constructed several visually and
acoustically impressive instruments based on his microtonal system and composed
works that relied upon his notions of “monophony” and “corporeality” in order to
present an inherently U.S. music growing out of the hobo culture.
Granade builds his compelling study upon two pillars: the notions of conceptual
exoticism and documentary imagination. In the prologue, he argues that Partch’s
use of iconic American figures, such as the hobo and the transient, in his pieces
Barstow, U.S. Highball, San Francisco, The Letter, and Ulysses at the Edge of the
World are conceptually exotic.4 The fact that Partch collected and set the inflections
of hobo texts to music while he was hoboing grants his works an exoticism that
emerges from the existential underpinnings of American folk culture. In Granade’s
words: “Partch presents life as hoboes lived it and allows the audience to infer
what it will” (12). Granade demonstrates that decorative exoticism, that is, the
superficial integration of folk elements within the apparatus of Euro-American art
music, deviates from Partch’s complete immersion in the U.S. folk tradition.
On the other hand, even as he lived it, Partch was also documenting hobo
culture. His direct engagement with hobo songs took on the aspects of documentary,
as we observe in his Bitter Music—a musical, visual, and literary journal of his
hobo years. Throughout the book, Granade expounds upon the cultural value of
Partch’s musical documentary imagination, setting Partch alongside such figures
as Dorothea Lange in photography and John Steinbeck in literature, all of whom
contributed immensely to the documentation of the hobo, transient, and migrant
traditions.
3
See, for example, Manfred Stahnke, “Gedanken zu Harry Partch,” Neuland: Ansätze zur Musik
d. Gegenwart: Jahrbuch 2, ed. Herbert Henck (Bergisch Gladbach: Neuland Musikverlag, 1982), 243–
251; Manfred Stahnke, “Zwei Blumen der reinen Stimmung im 20. Jahrhundert: Harry Partch und
Gerard Grisey,” Hamburger Jahrbuch für Musikwissenschaft 17, ed. Constantin Floros, Friedrich Geiger,
and Thomas Schäfer (Frankfurt/M.: Peter Lang, 2000), 369–88; Manfred Stahnke, “Partch Harp:
(Er)findung einer nicht-oktavierenden Musik,” in Musikkulturgeschichte: Festschrift für Constantin
Floros zum 60. Geburtstag, ed. Peter Peterson (Wiesbaden: Breitkopf & Härtel, 1990), 11–26.
4
These five pieces constitute The Wayward, a collection of Partch’s hobo music from 1935 to
1941.
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Besides a prologue and an epilogue, Harry Partch, Hobo Composer consists of eight
chapters, which focus on Partch’s life and works, and two interludes, which explore
the culture of hoboes, transients, and migrants during the Great Depression. The
book’s first chapter portrays Partch’s pivotal departure from equal temperament
and traditional way of life and arrival at just intonation and hoboing in the late
1920s and early 1930s. The first interlude that follows offers a fascinating excursion to the hobo world beyond the scope of Partch’s music. Granade explores the
emergence and evolution of these underrepresented groups of people throughout
the country, particularly in California. He elaborates on the political and economic
conditions that contributed to transience and the ways in which the government
dealt with it. In the second chapter, Granade investigates the shift of Partch’s
documentary imagination toward a transient lifestyle during the same period in
which he composed Bitter Music, a groundbreaking format that integrates novel,
documentary journalism, a musical score, and drawings. The third chapter analyzes
Bitter Music, and the fourth illustrates Partch’s nomadic lifestyle and how it affected
the composition of Barstow, his hobo concerto, as well as his other works of the
period.
In order to fully explain why Partch adopted a hobo persona, the author elaborates
in the second interlude on how the hobo was understood and constructed by artists,
writers, filmmakers, and the press at the time. Chapters 5 and 6 discuss Partch’s
U.S. Highball and the other pieces of The Wayward, respectively. Granade reveals
the evolution of U.S. Highball—the musical account of Partch’s hobo journey from
California to Illinois in 1941—as represented in the manuscripts preserving its three
versions. The seventh chapter deals with a crucial period in Partch’s life, from 1941
to 1944, when he established his persona of a hobo composer in Illinois, New York,
and Massachusetts while giving concerts, lectures, and presentations that featured
his startling compositions, instruments, and theories. The eighth and final chapter
approaches Partch’s residency in Madison (1944–1947) to work under a grant from
the University of Wisconsin, where he eventually published Genesis of a Music. In
this chapter and in the epilogue, Granade clarifies how Partch exploited and finally
abandoned the hobo image in the last three decades of his life. During these years,
while residing mostly in California, Partch composed corporeal music dramas such
as Oedipus, The Bewitched, and Delusion of the Fury. As Granade demonstrates, even
in these works, Partch returns to his affection for the hobo culture and integrates
hobo elements in his music whenever he felt the need.
Articulating the conceptual exoticism of Partch’s Americana music, Granade
concludes that “not only did Partch forge an art that sounded American, it was
American” (283). As he asserts throughout the book, Partch’s worldview, lifestyle,
aesthetics, and music were truly interrelated. With its focus on Partch’s own integration of these elements of his life, perhaps the only shortcoming of the book is
the fact that it does not expand much on Partch’s microtonal theory as the basis
of his intonational system, instruments, and compositions, although it perfectly
illustrates the historical and contextual background of his hobo music. In fact,
grasping Partch’s hobo music hinges upon comprehending his theory of just intonation and his peculiar notational system, as well as his notions of monophony
and corporeality. Harry Partch, Hobo Composer, however, goes beyond being a mere
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musicological study of a fundamentally American composer; it is also a probing
anthropological study of hobo, transient, and migrant cultures in the United States.
Granade’s book stands out as a valuable addition to the scholarship of American
culture, which, for the first time in the musicological literature, affirms the cultural
and musical significance of Partch’s U.S. hobo music.
Navid Bargrizan
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Bernstein Meets Broadway: Collaborative Art in a Time of War. By Carol J. Oja.
Oxford: Oxford University Press, 2014.
With Leonard Bernstein’s centenary approaching in 2018, more books on the
musician have naturally started to appear. Two studies of West Side Story (one
by Nigel Simeone and one by this author) came out in the last six years, and a recent
study by Helen Smith explores his theater works in general. Simeone has also edited
a collection of Bernstein’s letters, and Alicia Kopfstein-Penk has recently written
a book on his Young People’s Concerts. Paul Laird, a noted Bernstein scholar, has
updated his guide to research with Hsin Lin just this past year.1 Timely, then, is this
study of one of Bernstein’s lesser-known works, On the Town (and its precursor,
the ballet Fancy Free), by Carol Oja. Bernstein Meets Broadway: Collaborative Art
in a Time of War comes from Oxford’s Broadway Legacies Series, which includes
single-work studies like Jim Lovensheimer’s South Pacific volume, Todd Decker’s
Show Boat study, and Dominic McHugh’s book on My Fair Lady. In a similar vein,
Oja has explored On the Town in exhaustive detail, looking at the creative genesis
of the show (and the ballet Fancy Free, on which it is very loosely based), the racial
politics of the work, and, finally, the show’s musical style.
The greatest value of this engagingly written and richly documented volume is
that it covers, for the first time, some of the most formative influences in Bernstein’s
theater career, not to mention the entertainment and Broadway worlds of the 1930s
through the 1940s. In chapters 1 and 2, Oja traces the work of Betty Comden and
Adolph Green, Bernstein’s collaborators in On the Town, back to their work with
the Revuers, a nightclub and radio comedy team that put together some of the most
inventive (and hilarious) musical and theatrical work of their time. Not only were
they inventive in their comedy, however, they were active in their politics, and one
1
Nigel Simeone, West Side Story (Farnham: Ashgate, 2009); Elizabeth A. Wells, West Side Story:
Cultural Perspectives on an American Musical (Lanham, MD: Scarecrow Press, 2011); Nigel Simeone,
The Leonard Bernstein Letters (New Haven, CT: Yale University Press, 2013); Helen Smith, There’s
a Place for Us: The Musical Theatre Works of Leonard Bernstein (Farnham: Ashgate, 2011); Alicia
Kopfstein-Penk, Leonard Bernstein and His Young People’s Concerts (Lanham, MD: Rowman and
Littlefield, 2013); Paul R. Laird and Hsin Lin, Leonard Bernstein: A Research and Information Guide,
2nd ed. (New York: Routledge, 2015).
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