
consideration of the recording industry, does he apply it in his analysis. The material assembled by
Robin presents to me overwhelming evidence of Bang on a Can’s deep embrace of neoliberalism,
but he never considers the impact of neoliberalism as an ideology that shapes music. This is especially
striking given composers such as Cornelius Cardew and Ivan Tcherepnin and classmates of Lang,
Gordon, and Wolfe are quoted in the book voicing sincere objections to capitalism. Robin, however,
never deeply engages with such critiques. Race and gender are similarly considered here only with ref-
erence to Bang on aCan’s claim that, in relation to classicalmusicmore generally, they improved the racial
and gender make-up of their programs. These are important issues that continue to trouble many in the
field. A lack of stated aims beyond Robin’s descriptions of the book’s contents exacerbates these omis-
sions. The resulting arguments may thus ultimately be frustrating to those searching for ways to imagine
a better future for newmusic. In summary, Robin’s work presents a compelling account of Bang on aCan.
It offers useful insights for researchers of classical music, especially those interested in new music, its
funding, and its position in the recording industry in the late 1980s and 1990s. The book is eminently
readable at the non-specialist level, suitable for undergraduates.

John R. Pippen is an assistant professor of music at Colorado State University. His research considers contemporary classical
music from historical and ethnographic perspectives. He teaches courses in music history and ethnomusicology, focusing largely
on class and racial formations.
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Candace Bailey’s new monograph, Unbinding Gentility: Women Making Music in the Nineteenth
Century South, is a generous addition to the literature on U.S. women’s musical lives. This study
seeks to correct present-day perceptions of nineteenth-century U.S. women’s music making, what
Bailey calls, “generic white middle-class women who performed simple music in their parlors” (2).
Unbinding Gentility problematizes these assumptions by highlighting differences between practices
based on race, class, and region, and examines women’s music making on a more granular level. It
builds on Ruth Solie’s examination of Victorian parlor music practice and is a peer to recent studies
of women’s amateur and professional musicking, like Marian Wilson Kimber’s 2017 The Elocutionists:
Women, Music, and the Spoken Word, which explored a performance practice unique to women dur-
ing the latter half of the nineteenth century, and Bailey’s own 2010 study, Music and The Southern
Belle: From Accomplished Lady to Confederate Composer, which introduced readers to women compos-
ers during the Civil War.1 Unbinding Gentility draws on histories of the South and copious archival
research to introduce readers to many new women musicians—Black and white, professional and ama-
teur—whose many “microhistories” demonstrate the rich complexity of women’s music making in the
nineteenth-century U.S. South.

1Ruth Solie, Music in Other Words: Victorian Conversations (Berkeley: University of California Press, 2004); Marian Wilson
Kimber, The Elocutionists: Women, Music, and the Spoken Word (Urbana: University of Illinois Press, 2017); Candace Bailey,
Music and the Southern Belle: From Accomplished Lady to Confederate Composer (Carbondale: Southern Illinois University
Press, 2010).
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Although Bailey consults newspapers, diaries, and secondary sources to contextualize her subjects,
the book’s main primary sources are binder’s volumes—collections of loose sheet music bound
together in single volumes, which were most popular from 1830 to 1880 and intended for home
use. Binder’s volumes abound in the archived materials of women from elite and elite-aspiring house-
holds. At once highly variable personal collections shaped by the needs and interests of their owners,
binder’s volumes also played a key role in a musical practice largely intended to demonstrate the gen-
tility of women in a certain class and societal position. From these sources, Bailey demonstrates how
musical performance differed based on each woman’s region, wealth, and local music industry and
thereby gains glimpses into their interior worlds. For example, the author notes that women and
girls from wealthy families were more likely to own more challenging arrangements of opera arias,
which indicated their family’s ability to hire more highly regarded, often European, music teachers
and to devote more time to music practice. The sheet music in binder’s volumes was passed down
through generations and traded among friends, as indicated by publication dates and the names writ-
ten on them. Personal notes scribbled onto sheet music further provided insight into these women’s
inner thoughts; in one poignant instance, Bailey argues that Sarah Ponleva “Eva” Berrien Eve, a plant-
er’s daughter living near Augusta, Georgia, expressed her desire for the “exotic” by writing her own
name next to an image of a Spanish dancer on her 1858 copy of “La Naranjera” (65).

Like much archived material ephemera, binder’s volumes are limited in terms of what they can
teach, mainly revealing information about elite or upwardly mobile whites. Chapter 2, the book’s
sole chapter dedicated fully to Black women’s music making, demonstrates this limitation (although
subjects from this chapter appear throughout the book). This chapter also makes clear that gentility
alone is an insufficient lens for understanding Black women’s performance of parlor music. Still, it
is impressive, as the author weaves “microhistories” into a compelling narrative about Black women
teaching, learning, and performing written music in Baltimore, New Orleans, and Charleston before
the Civil War. In the chapter’s conclusion, Bailey reiterates the need for more information and
poses pointed questions to drive future research. Scholars of Black women’s music making will no
doubt find much to work with here, and it would be fascinating to see the insights that emerge
from contextualizing this information within the larger history of Black women’s music making in
the nineteenth-century United States.

Because the book’s primary aim is to introduce new content to the field, Bailey must devote con-
siderable space to introducing readers to her subjects and explaining the contents of the binders in
depth. At the same time, she chronicles change over time and explores a fairly wide geographical
scope. The close attention to detail and wide topical leaps made within each chapter result in a book
that is not particularly well suited for cover-to-cover reading. Perceptive scholar that she is, though,
Bailey anticipated this issue and structured the book accordingly. The book is divided into five topically
arranged parts, each containing multiple chapters that are themselves broken up into distinct, well-titled
sections focusing on a new person, region, genre, or profession. Part 1 (Chapters 1 and 2) explores the
uses of binder’s volumes by white and Black women and the varied ways in which they demonstrated
gentility through learning and performing written music. Part 2 (Chapters 3 and 4) dives deeper into
the content of the binder’s volumes themselves, covering the wide range of music contained within
them, and the popularity and peculiarities of their operatic repertoire. Part 3 (Chapters 5–7) explores
the different professional music options available to women and includes a discussion of divisions
between what was considered “scientific music” versus music viewed merely as an accomplishment.
Parts 4 and 5 (Chapters 8–11) cover the Civil War and Reconstruction eras, considering the changes
(and lack thereof) to women’s music making during the war as well as the opportunities available to
Southern women after a drastic upheaval to the elite, white Southern way of life. Like the binder’s vol-
umes themselves, this study binds many scattered bits of information into a compelling whole.
Organized into sections, the book invites readers to use it much like Bailey’s subjects might have
used their binder’s volumes: Readers might pick a subject from the index, focus on a single section,
or grab several chapter parts that best fit their needs at that moment, and dig deeply into the details.

Overall, Unbinding Gentility provides a great deal of detailed insight on women’s music making that
will be useful to scholars for a while to come. Some sections of the book lend themselves well to
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graduate or advanced undergraduate seminars. In particular, the first section—about white and Black
women’s use of binder’s volumes and notated music—is a neat illustration of the opportunities and
limitations of archival research, and the poignant questions and leads for future research Bailey pro-
vides at the end of Chapter 2 are helpful for those pursuing research in that area. Chapter 8, on the
parlor tradition during the Civil War, is also especially apt for the classroom: Bailey’s observation that
the attempts to preserve the parlor tradition amidst the turbulence of wartime “symbolize an active
preservation of antebellum cultural ideals even as the war undid the familiar hierarchies that gentility
reflected” might inspire discussions about what ideals are preserved or challenged by musical or per-
formative responses to present-day crises of racial capitalism, climate change, and pandemic (142).
Scholars of U.S. women’s history, women and music, amateur musicianship, nineteenth-century musi-
cking, the sheet music industry, Civil War history and culture, and Southern studies (to name a few)
will find much new information and inspiration in Unbinding Gentility.

Aldona Dye is an independent scholar living in Madison, Virginia. She defended her dissertation, “Come All Ye Fair and Tender
Ladies”: White Womanhood and Folksong Collection in Early Twentieth Century America, at the University of Virginia in 2020.
She is interested in U.S. folk music, labor history, and the many pernicious ways that the machine of colonial capitalism keeps
chugging along. Her current primary research interest is the Virginia Folklore Society, one of the earliest and largest state folklore
societies in the United States.
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Dylan Robinson’s recent book offers deeply insightful scholarship seeking to redress academic and
musical interventions into Indigenous sound. The title, Hungry Listening, is Robinson’s term for the
way that settlers, as opposed to Indigenous peoples, consume Indigenous sound. The title is the trans-
lation of the Halq’eméylem words for “settler or white person’s methods/things” (shxwelítemelh) and
“listening” (xwélalà:m) (2). However, the actual connotation of shxwelítemelh would more precisely
translate to “starving person” (2). Robinson pairs those words together (admitting this is a purposefully
uncomfortable syntax in the Halq’eméylem language) to arrive at his title and his theory of settler colo-
nial listening. Dylan also employs the concept of “hungry listening” because it is antithetical to
Indigenous epistemology. When listening “hungrily,” one tries to capture and understand music
based on an ability to perceive, recognize, and classify sound. Robinson describes this mode as the set-
tler’s “listening positionality” and employs the term to describe the “perceptual habits, ability, and
bias” that guide listening (37). He further argues that academia engages in hungry listening when it
encourages researchers to identify and master Indigenous sounds. This mindset leads scholars and
audiences to think and write about Indigenous sound as a concept rather than using Indigenous frame-
works to theorize the music, which prioritizes content over the structure. Robinson identifies this posi-
tionality in order to deconstruct it and explore decolonial listening practices for both settlers and
Indigenous peoples. Each chapter engages with musical, scholarly, and public examples of various set-
tler and Indigenous listening habits in past and present situations.

In Chapter 1, Robinson expands his definition of settler listening as it is concerned with “narratoc-
racy.” He argues that settler listening valorizes music on the basis of what can be understood about its
narrative qualities, which is fueled by a desire to capture the music’s content over its affective qualities.
He suggests that listeners or people who write about Indigenous music should engage in “guest
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