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Sound-Sculpture Project 
Since 1990 I’ve been building electroacoustic sound-sculptures: first the Mousetrap, and subsequently the 
Mini-Mouse, the Duplex Mausphon, the Midi-Mouse, the six Micro Mice (constructed for the Paul Dresher 
Ensemble), and the Mouseketier. These are lavishly described in an article published in New Music and Aesthetics 
in the 21st Century, volume 4, and also appears at the Canadian Electroacoustic Community’s eContact! 12.3: 
Progress Report: The State of the Art after Sixteen Years of Designing and Playing 
Electroacoustic Sound-Sculptures. [http://cec.concordia.ca/econtact/12_3/index.html] 
Furthermore, a performance of the Mouseketier can be seen on the page Mouseketier Praxis. 
 
The point of this page is to relate that, despite my reticence to build new sound-sculptures after the 
Mouseketier (as the focus came to be on learning to play that instrument rather than inventing new ones), I 
chose to make two new sound-sculptures (acoustic ones) in 2010. The occasion was an opportunity to 
introduce my daughter’s elementary school class to this creative arena. Two matching Kindermaus sound-
sculptures were born, each one a kit (complete with all parts and necessary tools) to be assembled by the 
students and then played. (Their mousetraps are deactivated.) 
 
Dedicated to children, the Kindermaus is a sensible outgrowth of this deliberately playful enterprise. In fact, 
children—who, in the face of new instruments, display none the psychological encumbrances of adults (e.g., 
they never protest that they “don’t know how to play that thing”)—are eager to play the sound-sculptures 
and often discover new ways of playing I never conceived. 
  
 
Jazz Piano Lecture-Demo 
In addition to concertizing as a jazz pianist, I often give lecture-demonstrations in which I explain what jazz 
improvisers are thinking and doing. I had such an opportunity in May, 2015 at Spoleto USA where I 
served as Composer-In-Residence. 
 
In the context of this website the recording mainly serves the purpose of showing how I speak with an 
audience, an illustration of my outreach to a lay public; but it also documents the peculiar way in which I 
interpret the Harold Arlen standard Over the Rainbow as an improviser. The former purpose serves as an 
ancillary extension of the materials representing my teaching record. The latter purpose illustrates the jazz 
performance aspect of my creative profile. 
 
The lecture-demonstration can be heard on the Supplemental Portfolio CD. 
 
 
Pop Songs 
I have written a total of three pop songs, all within the last two years. They comprise nine minutes of my 
life’s work. This hardly makes me a songwriter. Furthermore, I have no idea if I’ll compose any more songs. 
Part of the attraction is that it is a marginal activity. But I think my pop songs warrant mention for three 
reasons: first, they are included for purposes of completeness (and more pertinently because I have a vague 
belief that everything I do is somehow synergistic, so they probably have some bearing on the other parts of 
my creative cosmology); second, because it has hugely (and unexpectedly) impacted my ability to teach my 
music appreciation course Rock, Sex, & Rebellion and my Songwriter’s Workshop; and third, because my 
willingness to share this nascent interest in highly consumptive (see Aesthetic Dichotomy), completely vernacular, 
and purposely derivative work signals the radically subjective, culturally relativist (and possibly under-
stimulated) composer I am. 
 
But first let me explain that when I say “pop song” I don’t mean what most professors of composition at 
august institutions of higher learning typically mean when they say that they are playing pop music: some 
kind of Grateful Dead / Phish jam-band endeavor; a fetish with Radiohead; or—weirdly—playing in a 
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bluegrass band. What I mean is trying to write Top-40 hit songs according to the rulebook (however 
cynically monetized)—the one that says there should be two verses, that the chorus has to be bigger, that 
the bridge comes just so—the one that Marx said was just a bunch of commodity fetishism and Horkheimer 
and Adorno claimed was pseudo-individuation (and rightly so). Unlike my songwriting partners (more on 
them below), the point for me is not to make money from these songs. But it is to try to write a song that 
could plausibly make money, a demo version that could be sold to a popular artist and turned into a hit 
single. I identify such communion with extant stylistic norms and forms the epitome of consumption; 
ironically, my graduate students claim that this is the most experimental thing that I could do. 
 
These are indeed demos. As such, they are not only semi-rough in their mixes, they are purposely “under-
saturated” expressively—that is, they leave room for a famous artist to inject his or her own personality (an 
industry technique with which I was formerly unfamiliar). 
 
I learned about the process of pop songwriting from Swedish friends of mine, Johan Becker and Fredrik 
Thomander, who are professional songwriters. (In case you have been living under a rock, a huge, unfair 
number of “American” hit songs since the late-1990s have been penned by Swedish songwriters. Max 
Martin alone has had 20 number one Billboard hits, and, according to the oracle that is Wikipedia, his 54 
songs to reach the top ten charts places him above Madonna’s 38, Elvis Presley’s 36 and the Beatles’ 34.) 
My involvement with writing these songs started as a lark. I invited Becker and Thomander to visit Stanford 
to give a guest lecture to my rock appreciation class. Afterward I asked tenuously if I could try writing a 
song with them, and in a couple of days we banged out Back off Bitch. Later I composed All I Want Is You 
with Becker and Swedish writer Anderz Wrethoz. In June of 2015 I composed Because I Said So, the most 
recent piece, with Becker and Thomander during their latest visit to my Stanford class. 
 
There are almost no pop songs today that are not “co-writes”—songs with two (or usually three or four or 
five) collaborators, some specializing as track writers and some as top line writers, some as both. Despite its 
dissonance with the ethos of the current pop co-songwriting world, for the purposes of this review I’ll try to 
enumerate my contributions to each song below. 
 
Back off Bitch 
By Mark Applebaum, Johan Becker, and Fredrik Thomader. 
 
Pitched to P!nk (or an equivalent strong female artist with a retro-rock orientation). 
 
I wrote the main guitar riff, most of the lyrics, and the harmonies (except for the pre-chorus). I played the 
main guitar part and all of the piano. I wrote almost none of the melody (largely composed by Becker). 
 
By the way, this is a hetero-normative breakup song: the hook is that the guy is the bitch. 
 
All I Want Is You 
By Mark Applebaum, Johan Becker, and Thomas Wrethoz. 
 
Pitched at One Direction (or an equivalent boy band). It is a song that invites “Glee”-like a cappella 
treatment. 
 
I wrote most of the lyrics and contributed a very small number of melodic ideas. I made no other 
contributions; the track (as opposed to the top line) was already complete when I was brought in as a 
lyricist. While offered 33% of the songwriting credit I accepted only 20%. 
 
Because I Said So 
By Mark Applebaum, Johan Becker, and Fredrik Thomander. 
 
Pitched at The Hives (or another quirky, noisy, irreverent band). This one is the least generic (or the most 
hybridized), in part because, as a compositional challenge, I wanted to combine a hard rock, Van Halen-
like guitar riff with a perky, pop-oriented bass line reminiscent of the B-52s or Devo. As such, it is a weird 
alchemy, one that will likely have a harder time finding the right artist. 
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I wrote and recorded the entire instrumental track before Becker and Thomander arrived: I played all the 
parts and made a preliminary mix. When Becker and Thomander arrived we developed the “because I said 
so” concept (largely attributed to Becker), developed melodies (mostly Thomander but some significant ones 
by Becker and the bridge by me), and wrote lyrics (mostly me). Thomander edited and mixed the final 
demo version. 
 
Finally, please don’t share these songs. They are being pitched through a business mechanism that I don’t 
fully understand; for example, negotiations are underway with a Japanese band for a translated version of 
All I Want Is You, and Back off Bitch is being represented by Red One (who wrote many hits for Lady Gaga, 
Jennifer Lopez, Pitbull, Nicki Minaj, etc.). Thank you for your discretion. 
 
The songs can be heard on the Supplemental Portfolio CD. 
 
TEDx Talk 
My TEDx talk has been seen by 1.2 million viewers, thus making it (unpredictably and certainly without 
commensurate merit) my most known enterprise. In it I talk about how boredom is the principal motivation 
behind my work, as well as the provocation to undertake roles ancillary to the narrowly circumscribed 
definition of composer: choreographer, carpenter, dramaturge, inventor, etc. This talk is not especially 
brilliant, but it does succeed at two things that are essential to me: it signals my dedication to far-flung 
artistic experience even when such polyartistic pursuit (to borrow Richard Kostelanetz’ term) risks criticisms 
of dilettantism; and it unexpectedly serves as a beacon, eliciting far-flung expressions of meaningful 
resonance—email depositions that arrive weekly: a catalyst for an elementary school teacher to change her 
curriculum; a role model for a disenfranchised teen who, until he discovered my work, felt alone; etc. In my 
work deliberately pitched at more specialized (elite, esoteric) audiences these precious prizes remain 
comparatively elusive. 
 
See the talk here: 
http://www.ted.com/talks/mark_applebaum_the_mad_scientist_of_music?language=en 
 
Postscript: The title The Mad Scientist of Music was not mine; TED invented that after the fact. My first 
slide—visible in the auditorium—had the somewhat more sober if less exciting title Boredom: The Real Secret 
behind Innovation. 
 
 
Stanford+Connects: NYC 
The Stanford alumni association invited me to give a talk in New York City at its Stanford+Connects 
conference, a high profile event for alumni to experience short, keynote talks by faculty, followed by 
dedicated, hour-long, in-depth lectures in “breakout” rooms. 
 
The link below is to my keynote in which I discuss what I call Radical Creativity: The Dilemma of Being Best and 
Worst. It is essentially an exhortation to combine careful discipline, rigor, and depth with freewheeling 
creative invention. Like my TEDx talk it represents an example of my efforts to connect with a broad 
public. The presentation opens with a humorous exposé on my location within Stanford’s “organization 
chart.” 
 
LINK: https://stanfordconnects.stanford.edu/watch/radical-creativity-dilemma-being-best-and-worst 
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Composition Pedagogy Symposium 
I find that, as a teacher of some experience, I am now in a position to modestly influence the direction of 
my field. As such, I conceived and hosted the first ever symposium on pedagogical praxis in graduate 
composition for which over one hundred faculty and students participated. Titled Pedagogical Praxis and 
Curricular Infrastructure in Graduate Music Composition: A Symposium to Analyze its Current State and Consider Reform, 
keynotes very given by eight distinguished colleagues at peer institutions: 
 

Martin Bresnick, Yale University 
Edmund Campion, University of California, Berkeley 
Chaya Czernowin, Harvard University 
Fred Lerdahl, Columbia University 
Scott Lindroth, Duke Univesrity 
Shulamit Ran, University of Chicago 
Roger Reynolds, University of California, San Diego 
Dan Trueman, Princeton University 

 
I too gave a paper and included it in the subsequent volume I co-edited that was published in Contemporary 
Music Review. Plans are now underway for a follow-up symposium of even greater scope, including 
undergraduate composition and educational strategies relevant to public institutions, liberal arts colleges, 
community colleges, and conservatories. 
 
A hard copy of the volume in Contemporary Music Review is included in the portfolio. 
 
 
Handbook for the Metaphysics of Notation 
Handbook for The Metaphysics of Notation, an article detailing the significant structural properties of my piece 
The Metaphysics of Notation is forthcoming in Oxford University Press’ volume Music and Shape, edited by 
Daniel Leech-Wilkinson and Helen Prior. It also appears here. 
 
 
Three Books: Freshman Common Reading 
My engagement in the Freshman common reading program Three Books is outlined in the Teaching Statement. 
I saw the program not as an occasion to complacently celebrate the arts on campus as we know them, but 
to ask broader questions about where art is made, what art is important, and who should decide. The 
question asked throughout is “Who gets to determine the value of something?” 
 
For this program I produced a study guide for resident fellows and the following welcome video for the 
incoming freshman, one that orients them to the Three Books project and explains my rationale for what 
many considered unorthodox selections. 
 
The video appears here; the transcript appears below on this page: 
https://www.youtube.com/watch?v=ouvbQ7M3ztI 
 
Stanford University 
Three Books 2012: Guide for Resident Fellows 
Mark Applebaum 
 
Forward. 
 
Hi, I’m Mark Applebaum. I compose music that sounds like this: 
 
I’m also a professor of music at Stanford University. (Clearly mistakes were made because I have tenure. 
This may disturb you; and it may not be too late for you to go to one of those schools on the East Coast. If 
you’re freaked out by this I’ll pause for a moment to let those of you who are not cool with this to leave the 
room.) 
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Okay...still here? In that case I'm delighted to say hello to the Stanford Class of 2016. I’ve been invited to 
select this year’s common readings—our Three Books program. Now that you’ve wrestled with them for the 
first part of the summer (presuming you didn’t spend these past weeks in a drunken stupor...or practicing to 
take the SAT again for no sensible reason...) Sorry, I digress. I assume that you already checked out the 
stuff that we sent you in June; that you have some preliminary opinions and questions about them; and you 
are eager to discuss them with your colleagues when you get to campus in September. 
 
In anticipation of that conversation I wanted to share with a kind of verbal study guide, one that might 
focus your thoughts. These are my ideas; they may not be better or more relevant than yours. Rhetorical 
flourishes and “straw man” questions abound in an effort to aggravate: nothing in what follows is immune 
from debate or critique.  
 
In short, this guide is merely a starting point, a companion that aspires to provoke new directions, to point 
out a few trailheads that you might follow on your own. 
 
II. What Art Matters? 
 
For the first time, Stanford’s Three Books includes forms beyond the book: a documentary film presented 
on DVD with attention to a “special features” epilogue; a suite of smartphone applications, described 
on a website—with links to articles and youtube videos—and delivered on iPhones as usable tools; as well as 
a book. It is hoped that the diversity of format encourages students to think about how ideas are expressed 
differently by the written word, in filmic presentation, through music, or using contemporary social media. 
 
The 2012-2013 year at Stanford highlights the arts. It marks the opening of the $112 million Bing Concert 
Hall, an occasion that prompts us not to complacently celebrate the arts on campus as we know them, but 
to ask broader questions about where art is made, what art is important, and who should decide. 
 
The three books—or rather, texts—were selected because they serve as an undercurrent to a larger, 
enduring question that must be taken up by every responsible college student: Why does a liberal 
education’s components—its disciplines, subjects, topics, curricula…its assignments, projects, course 
formats…its assumptions, questions, goals, and values—why are these things organized the way that they 
are? Why are things included or excluded? And how can the student meaningfully engage in the discourse 
and its evolution? 
 
III. No One Gets a Good Education, but Some Will Take One: A Brief Editorial Interlude 
 
A successful student is one who takes ownership of his or her education. This student understands that any 
curricular infrastructure is a mere starting point (and, considered from one perspective, an arbitrary one) 
from which a lifetime of learning, exploration, experimentation, investigation, useful failure, and creative 
thought are undertaken, and from which curiosity, imagination, obsession, and ample but harmonized self-
confidence and self-criticism are engendered—all in service of increasing one’s own intellectual and creative 
agency, that of one’s fellow colleagues, and that of those who enjoy less privilege. This cannot be done 
unless the student thinks about the university’s form and assumptions and, rather than swallowing them 
whole, charts a personally engaged path through them. We hope for a class of open-minded, joyful skeptics, 
not sleepwalking academic sycophants. 
 
IV. Chuck Klosterman: Fargo Rock City: A Heavy Metal Odyssey in Rural Nörth Daköta  
 
Does heavy metal belong in the curriculum of our august educational institution? If so, does it deserve a 
place in our dignified new concert hall? Chuck Klosterman’s book Fargo Rock City: A Heavy Metal Odyssey in 
Rural Nörth Daköta is a loving tribute to a genre whose traditional setting is less prestigious: the garage or the 
dive bar. Furthermore, instead of examining the founding generation of metal such as Led Zeppelin, Deep 
Purple, and Black Sabbath—bands whose historical cachet are enshrined—Klosterman looks at glam metal 
bands of the 1980s, a subgenre considered inconsequential and disposable by many critics and even fans of 
metal. But 1980s heavy metal was hardly marginal: in 1989, for example, 40% of all sound recordings sold 
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in the United States were heavy metal. Does its mass consumption by the public automatically make it 
worthy of our consideration in the academy? Or is its very popularity the thing that obviates it from study—
that is, it is too self-evident to be taught? What qualities must art possess to demand our attention? Must the 
art be good? Oh yeah: whose idea of good? 
 
Klosterman’s treatment is both anthropological and personal, a social autobiography that tells us a great 
deal about adolescence and life in rural America. But is his small town North Dakota perspective too 
marginal to warrant our attention at Stanford? Should we prioritize Californian culture instead? After all, 
California is the most populated state; and, being local, it represents Stanford’s native (i.e., non-foreign) 
culture. Or we could prioritize the culture of New York City; after all New York has the world’s greatest 
everything so it must hold the most authoritative point of view? Or maybe a European perspective would 
be best since all of our ideas—and even our people—come from Europe, right? Those British people have 
such smart sounding accents—they must be right about serious things like culture. 
 
My sarcastic questions are conversation prompts (pokes or jabs really) that aspire to get students to uncover 
their values and prejudices, to appreciate the gap between their experiences and those of others. They also 
aim to floodlight our ignorance and blind spots, much in the sense of the adage “You don’t know what you 
like…you like what you know.” 
 
Our new concert hall is the product of the finest architects and world-class acousticians. It will be an elite 
edifice. Is it only for elite, experienced, and highly prestigious musicians? If that is the case, and presuming 
that seniors have more experience, then maybe freshmen should be barred from performing there. Or 
perhaps students shouldn’t perform there at all because professionals are better. And since being 
professional implies earning money, then maybe we should only allow the most expensive concerts. A sign 
of our success will be the elimination of free concerts or student priced tickets. Our goal will be to produce a 
full house of only wealthy patrons. 
 
But what about Metallica? They are a professional ensemble, draw large audiences, and command hefty 
ticket prices. Or is the entire heavy metal genre prohibited from our highbrow hall? Do we object to the 
genre’s decibels (which, by the way, are equaled in moments of symphonic music), or is it the hair? 
 
Or is the point of barring heavy metal to protect it, not us? That is, are we worried that we will emasculate 
heavy metal’s countercultural meaning by bestowing academic institutional acceptance upon it? 
 
Let us remember the joke made by university administrators and teachers: If only we could get rid of the students, 
this place would run much more smoothly. The witticism reminds us that the point of the educational enterprise is 
the students. So our infrastructure—whether programmatic or of the bricks and mortar kind—must serve 
our students first and foremost. Our shiny new concert hall derives its meaning and authority from its 
service to the educational mission. 
 
That mission might favor orchestras who play the music of dead white European males…or not. So how do 
you think our concert hall should be used, and how do you think our curriculum should be designed? Is it 
even up to you to decide? 
 
Perhaps we should cultivate and explore different ways of assessing value. Klosterman presents some unique 
ways of determining musical value. For example, The Charlie Daniels Band’s song The Devil Went Down to 
Georgia was admired because “the guys who bought us beer loved it”; and Klosterman reckons that someone 
would have to pay him $98 in order to never listen again to AC/DC’s Back In Black. Are these useful ways of 
determining value, however unorthodox? 
 
Klosterman’s rhetorical style itself is unorthodox and, since he’s not an academic, we might hastily dismiss 
him. Instead he represents a different kind of critical thinker, that of the public intellectual. Are we too 
closed-minded and pusillanimous to acknowledge the possible utility of his work, however it may differ from 
conventional academic scholarship? What in fact are the most valuable insights in Klosterman’s ebullient 
book? 
 



 Applebaum—Other Work Notes 
7 

V. The Story of Marla Olmstead: My Kid Could Paint That, a documentary film by Amir 
Bar-Lev, and Michael Kimmelman on Art special feature 
 
Heavy metal is a marginal part of the university curriculum. Also underrepresented on campus is a 
demographic group: kids. The college atmosphere is optimized for the emergence of adulthood, a place for 
serious things, for performance, not play. So children are not invited to the university. Since the industrial 
revolution we protect childhood as a special state, one without the expectation of greatness—or even of 
achievement—and certainly detached from labor. But is it inconceivable that children might contribute 
something good—or even superior—to the university, something that we might value highly? Conversely, 
can children teach adults something about the value of childhood creativity? Might the rehabilitation of 
“play” be a state to which we ought to return? 
 
Marla Olmstead’s story exposes a tangle of problems. As Mia Fineman asks, “If a child can make great 
abstract paintings, does this mean that modern art is itself a hoax, a high-culture con game?” How do you 
defend abstract art? If someone likes it, is it art? And can it be art if you don’t like it? 
 
Other questions abound. To what extent should we value novelty in art? Is it okay if the novelty is in the 
artist’s biography, not in the work itself? Michael Kimmelman, in his deft “special features” comments on 
art, points out that the exchange value of an artwork may be exterior to its physical medium. The consumer 
experiences the story behind the making of the art as more significant than the art object itself. Does that 
strike you as problematic? Is the phrase “the work of art” a noun (like an artifact) or a verb (as in the work of 
making art)? 
 
These are vexing problems for artists, art critics, art historians, and art investors. But the problems extend 
more generally to adults. What does it mean when a child’s work is valued more than an adult’s? Can 
anyone be an artist, or do you need special training? Can you accomplish your professional goals without a 
Stanford pedigree?  
 
Marla also highlights a dilemma for Stanford students who are known for their promise and ambition. 
Were you a wunderkind whose childhood was distinguished by a special skill or aptitude? Do you expect to 
continue to be a wunderkind? Do others expect that of you? 
 
Does the idea of the gifted individual or child prodigy (whose talent represents a chance trait or “unearned” 
genetic inheritance) undermine the idea of hard work, discipline, striving, and refining? According to 
legend, Robert Johnson’s extraordinary prowess as a blues guitarist was the result of making a deal with the 
devil: in exchange for his eternal soul, the devil made him the greatest blues guitarist. But such stories, while 
entertaining, have a problematic subtext: that we—who would never associate with evil—are excused from 
trying through conventional means (like arduous practice) to become excellent. Similarly, if you are not a 
gifted child prodigy in a particular enterprise, should you give up on pursuing excellence as an adult? 
 
If not through communion with the devil, perhaps you got into Stanford by virtue of some other kind of 
help along the way. Did you have stage parents? To what extent can you attribute your childhood 
achievements to adult collaborators, whether parents, teachers, or mentors? That is, are all of your 
accomplishments all your own? 
 
VI. Smule: Ge Wang’s iPhone Applications 
 
The question we have been asking is “Who gets to determine the value of something?” We question the 
relevance of talking about popular music in an academic setting, or the value of an abstract painting. We 
might also wonder about the artistic merit of a new technology. 
 
The iPhone is not a traditional musical instrument. It is not prestigious. It is not formal. Unlike the most 
sought-after instruments—say, a $15.9 million Stradivarius violin—a great functioning mobile phone is 
neither expensive nor rare. iPhone applications cost next to nothing, and they are easy to get. Most 
important, they are not difficult to use. So everyone can become a musician instantly. Right? (Or is the 
iPhone actually a pricey status symbol that not everyone can own, not entirely unlike a fine violin?) 
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On the one hand, easy access is not what our music conservatories want (they conserve a tradition as well as 
the corresponding hierarchy of specialists possessing esoteric skill sets); on the other hand, widespread access 
to these mobile phone applications means that the modes of production have been granted to the masses, 
that everyone can compose and play music.  
 
Is this a good thing? To what extent is elitism in art worth preserving? Is participation most important? 
What historical events can you think of in which simple or common tools were used to create something 
sophisticated, refined, or useful? What about the reverse: what great artworks required extraordinary and 
precious resources (time, money, labor, or tools) to create? 
 
Ge Wang’s iPhone applications are exoteric: they have been used by millions. But are they musical 
instruments? If so, are they good musical instruments? And has your opinion of them changed between 
your first summer encounter with their introductory website documentation and your more recent 
experience actually making music with them? 
 
Wang’s applications allow users to hear one another’s work instantly and globally. Is social networking the 
best way to share musical expressions today? Or is it time to present these mobile phone instruments on the 
exalted stage of the new Stanford concert hall? Given the limited number of free hours in the hall is it okay 
if MoPhO (the Stanford Mobile Phone Orchestra) displaces the Stanford Symphony Orchestra? Is the 
reverse okay? Is the violin mightier—or more important—than the mobile phone? Is the violin mightier 
than the electric guitar? Is the professional violinist mightier than the child prodigy? Who gets to decide? 
 
Wang’s company, Smule, is a Silicon Valley enterprise. It was co-founded by Wang’s graduate student, Jeff 
Smith. Like Google, Smule can be traced back to Stanford’s intellectual environment and the 
entrepreneurial creativity of its students and faculty. You are not just any student: you are a Stanford 
student. Do Stanford accomplishments like Smule and Google encourage you to strive for success? Does 
having impressive Stanford role models give you a sense of entitlement to success or an expectation of 
success? Conversely, there are many alumni—stories not so often told—who accomplished mediocrity, 
anonymity, and obscurity. Even if you were happy, would these be acceptable outcomes of your Stanford 
education? 
 
VII. 3 Books: A Welcome and a Challenge  
 
What is the takeaway from studying heavy metal through the eyes of a public intellectual; from Marla 
Olmstead’s story; or from Smule’s explosive popularity? Is it about the adaptability of our curriculum to a 
progressive culture; the humility to seriously consider a child’s artistic expression; and a revolution in 
technological utility? Or is it about the “dumbing down” of culture as mass consumption erodes genuine 
quality?  
 
These three texts invite you to inaugurate your Stanford education by considering the themes that emerge 
from them. In particular, you are urged to consider how society defines success, and how this definition in 
turn exerts pressure on your own definition of success.  
 
An artwork made by a kid, a popular song—even if maligned by highbrow critics, or an auto-tune tool that 
fixes your vocal intonation may be worthy of your attention as a student at an elite educational institution. 
Or they may be barbarians at the gate. Ultimately, for any of us willing to participate in the debate, it is up 
to us to decide. 
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Spoleto Review 
I have not been scrupulous in finding reviews of my work. I concede that I don’t care a lot about them and, 
on principle, I try not to read them (but often fail). As Conan Doyle suggested: 
 

Critics kind — never mind! 
 Critics flatter — doesn't matter! 
 Critics blame — all the same!  
Do your best — damn the rest!  

 
Here is a very recent one, nonetheless, from my visit to Spoleto, USA as Composer-In-Residence. 
 
http://www.postandcourier.com/article/20150525/pc2106/150529506/applebaum-x2019-s-wit-infects-
chamber-music-series 
 
 
Stanford Magazine Pieces 
Among my writings are four short humorous pieces for a general audience. Although not specifically about 
my work as a musician, they all relate to working in education or teaching at Stanford (although the second 
one only tenuously). This is not a principal part of my research, just an ancillary facet of my creative output. 
 
And Now for Something Completely Different (published January, 2012) 
A thorough summary of a medieval Oxford University ritual: high table. 
https://alumni.stanford.edu/get/page/magazine/article/?article_id=46390 
 
The Bedbugs are Electronic (published November, 2013) 
A cautionary tale for Google’s Eric Schmidt and CIA director John O. Brennan about surveillance. 
http://alumni.stanford.edu/get/page/magazine/article/?article_id=66200 
 
Time Management: A Modest Proposal (published May, 2014) 
A proposal for an alternative class schedule, complete with comical curricula. 
https://alumni.stanford.edu/get/page/magazine/article/?article_id=70128 
 
 “That’s so random!” (a piece that has not yet been published) 
An exceedingly sarcastic explanation of how professors confer grades. 
 
Lastly, here are some thoughts on dealing with creative blocks. This is not an essay like the above ones, it is 
a set of responses to an interview for the Stanford Arts Institute’s Creative Insights Series: 
https://artsinstitute.stanford.edu/creative-insights-mark-applebaum/ 
 
 


