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TORO MAI TŌ RINGA

Toro mai tō ringa
Kia harirūtia
Tō ringa i awhi pono
I awhi taku tinana
Auē, auē te aroha
Ki a rātou mā
Auē, auē te aroha
Ngau whakaroto nei
 
Hikitia e ngā iwi
Kia rewa ki runga
Ngä taonga, ngā mātua
Kua ngaro ki te pō
Auē, auē te aroha
Ki a rātou mā
Auē, auē te aroha
Ngau whakaroto nei

Reach out your hand
And clasp mine
In truth and
Friendship
Oh, the love
For those who’ve gone
Oh, the compassion
That bites deep within me
 
Hold up people
Up on high
The treasures of the generations
Now departed
Oh, the love
For those who’ve gone
Oh, the compassion
That bites deep within me

Thanks to Dr. Hirini Kaa (Ngāti Porou, Ngāti Kahungunu, Rongowhakaata), kāiarahi for the Arts 
faculty, for performing the mihi whakatau to welcome us to the University.

Written by Sir Kingi Ihaka, a famous composer, Anglican Minister, and the 
second Māori language commissioner.

On behalf of the New Zealand Musicological Society 
I would like to welcome you to the 2017 joint 
NZSM/MSA conference. Nancy November and the 
conference team have assembled an exciting and 
varied programme this year, and I hope you will 
leave the conference intellectually refreshed and 
stimulated. I also encourage you to take some extra 
time to enjoy everything Auckland and New Zealand 
have to offer.

Dr Gregory Camp 
President, New Zealand Musicological Society

A very warm welcome from the MSA to the joint 
NZSM / 40th MSA conference, “Performing History”. 
It’s always great to have a joint event, bringing 
musicologists together from across the ditch, and 
providing us with a great opportunity to share our 
research and (re)connect with colleagues. Special 
thanks to Nancy November and her team (with our 
own Treasurer Stephanie Rocke, liaising for the MSA) 
for her great work in leading the organisation of this 
conference. I hope you have a very productive and 
enjoyable time, and please do use it to share ideas,  
discuss challenges, and look ahead to the future for 
each organisation.

Best wishes,

Alan Davison  
President, MSA

Allan Badley (University of Auckland)

Nick Braae (Waikato Institue of Technology)

Gregory Camp (University of Auckland)

Nancy November (University of Auckland)

Stephanie Rocke (University of Melbourne)

W. Dean Sutcliffe (University of Auckland)

Francis Yapp (University of Canterbury)

Presidents’ Welcome

Programme Committee



 32  

Friday 8 December
08:15 REGISTRATIONS OPEN: Conference Centre Foyer

09:00 WELCOME: Conference Centre Lecture Theatre (423-342)

09:30 PLENARY: Conference Centre Lecture Theatre (423-342)

Mary Hunter: Performing History? Written and Oral Dimensions of HIP Performance

10:30 BREAK: Conference Centre Foyer

11:00 PARALLEL 1.1

A: Architecture Lecture Theatre 1 (ALR1/W21W-201) B: Conference Centre Lecture Theatre (423-342) C: Design Theatre (423-348) D: Seminar Room (423-340)

Music in New Zealand: Michail Exharchos Strings Attached: Polly Sussex Editing Music: Allan Badley East-West Meetings: Michael Weiss

Aleisha Ward:  ‘Saxophones Sobbed out Jazz’:  
New Zealand’s First Jazz Recording

Imogen Coward, Jemma Thrussell, Taliesin 
Coward: Interpretative Editions and the Ensemble 
Performance of Corelli’s La Folia

Nicholas Young: Mission, Methodology and Idiosyncrasy in 
Busoni’s, Schenker’s and Cortot’s Editions of Canonical Piano 
Repertoire

Irene Pang: Composing in Cosmopolitan Shanghai: 
Avshalomov’s Experimental Piano Concerto on Chinese 
Themes and Rhythms

Elizabeth Nichol: ‘Something … to please every taste and 
suit every voice’: Locally-Published Music in Magazines 
and Newspapers as a Source of Music for Domestic 
Performance in Colonial New Zealand

David Irving: Strings Across the Ocean: Continuity 
and Change in the Cocos Malay Biola Tradition of 
the Cocos (Keeling) Islands

John Phillips: The Far-From-Complete Edition. Authenticity, 
Collaboration and Editorial Philosophy in the Evolution of the 
Anton Bruckner Gesamtausgabe

Mia Palencia: Selected Traditional Sabahan Folk Songs and 
their Possible Applications to Contemporary Composition

Kirsten Zemke: Losing the Music: The New Zealand National 
Party vs. Eminem 2017

Kerry Murphy: Louise Dyer: Lully to Couperin

12:30 LUNCH: Conference Centre Foyer

12:30 STUDY GROUP MEETINGS

Music Theatre - 6 Symonds St (250-117) Conference Centre Lecture Theatre (423-342)

ICTM-ANZ Regional Meeting  Operatic Studies

13:30 PARALLEL 1.2

A: Architecture Lecture Theatre 1 (ALR1/W21W-201) B: Conference Centre Lecture Theatre (423-342) C: Design Theatre (423-348) D: Seminar Room (423-340)

Opera/Operetta: David Larkin Sacred and Spiritual: Alan Maddox Russian Music Warren Drake 19th Century Francis Yapp

Corrina Connor:Boiling Bones at the Alhambra:  
Charles Hamilton Aidé’s Adaptation of Die Fledermaus

Cameron McCormick: Spiritual Epiphanies: 
Religious Iconography in T.S. Eliot’s Ash 
Wednesday, Pablo Picasso’s Crucifixion and  
Igor Stravinsky’s Symphony of Psalms

Jan Stockigt: A Volume of Beethoven’s Lieder in the 
Childhood of Alexandra Feodorovna (1872–1918):  
The Last Empress of Russia

Michael Weiss: Representing Music Through Music:  
Galant Schemata As Musical Stereotypes in the  
Nineteenth Century

Kate Macfarlane: She-Wolf in Sheep’s Clothing:  
Baroque Opera’s Villainesses and Their Powers  
of Seduction Through Music

Richard Moyle:Celebrating and Enhancing  
a Virtual Past Through Singing

Gerald Ginther: The Historiography of a Soviet Ballet Andrew Foote: Early Artworks of Lieder  
Performances: What the Pictures of Performers  
Tell Us About Musical Performance

Sarah Chesney: Rossini’s Restoration Opera:  
Elisabetta regina d’Inghilterra

Shannon Said: Whakarongo Ki Tāku Inoi:  
Hearing the Sounds of Diaspora Community 
Through Christian Song

Madeline Roycroft: The Symphonies of  
Dmitri Shostakovich in France

Imogen Coward: It Sounds Good in Theory: 
Considerations in Modifying Schubert’s Arpeggione  
Sonata for Performance on Viola

Jeffrey Brukman: Exploring the Life of Winnie  
Madikizela-Mandela Through the Lens of Winnie,  
the Opera by Bongani Ndodana-Breen

Susanna Rose Middleton-Olliver: Cook Islands 
Imene: Creating Cultural and Religious Space in 
Sandringham, Auckland

15:30 BREAK: Conference Centre Foyer

Programme Schedule
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Friday 8 December continued

16:00 PARALLEL 1.3

A: Architecture Lecture Theatre 1 (ALR1/W21W-201) B: Conference Centre Lecture Theatre (423-342) C: Design Theatre (423-348) D: Seminar Room (423-340)

Music and Visual Media: Fredericke Wißmann Vocal Pedagogy: Gregory Camp 17th and 18th Century: Jan Stockigt Musical Legacies: Victor Vicente

Heike Hoffer: Depictions of Beethoven in Japanese Anime: 
Perpetuating Legends and Crafting New Narratives

Morag Atchison: Hidden Virtuosity: 
The Choral Soprano in the Studio

Samantha Owens: ‘Seven Young Hautboys’—The Impact of 
German Hautboisten on English Musical Life, 1680–1800

Adam Pinto: Roger Smalley’s Concerto for  
Piano and Orchestra: Revisiting an Historic Recording

Samantha Bennett: Performing Cinema: 
Siouxsie and the Banshees’ Peepshow

Linda Barcan: Pedaogy Pauline Viadot William Dean Sutcliffe: Diplomacy or Honesty? 
Judging the Tone in Later Eighteenth-Century Music

Andrew Harrison:‘Hum’: ‘Composing’ 
the Historical Narrative of the Motor City

Brad Osborn: Longing, and the 
Subdominant Tritone in Film and Television

Paul du Plessis: Bel canto: 
The Phantom of the Opera

Rosalind Halton: Eloquent Accidentals 
and the Dialogue of Sounds and Signs

17:30 BREAK: Conference Centre Foyer

18:00 CONCERT: Music Theatre (250-117)

19:00 STUDENT MEET-UP: Elliot Stables

Saturday 9 December
08:15 REGISTRATIONS OPEN

09:00 PARALLEL 2.1

A: Architecture Lecture Theatre 1 (ALR1/W21W-201) B: Conference Centre Lecture Theatre (423-342) C: Design Theatre (423-348) D: Seminar Room (423-340)

Being HIP: Early to 19th Century Music: Kerry Murphy Australia and the World: Alan Davison Women in Music: Samantha Owens Philosophical and Pshychological Reflections: 
James Wierzbicki

Elly Langford:Informed Instruments: Investigating 
Evolving Approaches to the Restoration and 
Representation of Early Keyboard Instruments

Halvor Hosar: Fain with His Faithful? 
A New Look at Percy Grainger and Sparre Olsen’s 
Mountain-Norway

Sam Girling (read by Allan Badley): From the Drawing 
Room to the Ballroom: The Role of the Tambourine in the 
Napoleonic Age, Joseph Dale’s Grand Sonata Op. 18 and Its 
Unexpected Rise Into the Window of the Female Virtuoso

Jennifer Rumbell: Musical Experience 
and the Italian Futurist Artwork

Kurt Bertels: The Nineteenth-Century 
Saxophone in Brussels: Towards a Historically 
Informed Performance Practice

Julie Rickwood: Renewing 
Desert Gospel Choral Music

Talisha Goh: Composing Women’s History Today: 
Feminism and Politics in the Career and Works of 
Kate Moore

Maurice Windleburn: Points of Différance 
in John Zorn’s Femina

Lawrence Mays: Scholarly editions of 
Niccolò Piccinni’s Settings of Two Contrasting 
Comic Libretti: A Contribution to our Appreciation 
of Late Eighteenth-Century European Identity

Helen Rusak: Breaking the Glass Harmonica: 
Women Performing Musical Leadership

Milos Zatkalik: Psychoanalytic Reflections on Modulation

Hannah Spracklan-Holl: Performance, Meaning, and Reality 
in a Seventeenth-Century Singspiel: Duchess Sophie 
Elisabeth’s Glückwünschende Freudendarstellung (1652)

11:00 BREAK: Conference Centre Foyer

Programme Schedule continued
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Saturday 9 December continued

11:30 PARALLEL 2.2

A: Architecture Lecture Theatre 1 (ALR1/W21W-201) B: Conference Centre Lecture Theatre (423-342) C: Design Theatre (423-348) D: Seminar Room (423-340)

Being HIP: Non-European HIP and teaching HIP-ness: 
David Irving

Historical Performance Practice: 
Rosalind Halton

History of Emotions Panel Watching Music: Michelle Stead

Lise Karin Meling: Making Music History  ‘Hip’: 
Performance Practice as an Integral Part of the 
Curriculum in Music History

Imogen Morris:Counting to Four: 
Charles Dieupart’s Use of Flûte Du Quatre 
in His Six Suittes (1701)

Jane Davidson: Generating and Perceiving Historically 
Appropriate Emotional Response in Modern Day 
Performances of Works by Handel and Pergolesi 
*read by Frederic Kiernan

Clovis McEvoy: The Audio-Visual Contract 
Within Multi-Modal Virtual Reality Environments: 
A Case for Re-Evaluation

Jieun Kim: Reproduce or Recompose? 
Present and Future of Traditional Korean HIP

Chi-fang Cheng: Beethoven’s Pedal Application 
on the Features of the Chord Structure, Tonality 
and the Text in an Engagement of the Harmonic 
Process and Sound Production

Alan Maddox: Prima La Musica? Rhetoric and Pitch 
Contour in the Affective Performance of Italian Recitative

Simone Waddell: Communicating Artistry Through 
Gesture by Legendary Australian Jazz Singer Kerrie Biddell

Taliesin Coward: Faking It and 
Other Performance Issues

Daniela Kaleva: Rhetorical Visuality Methods in a 
Contemporary Performance of Il pianto della Madonna 
by Claudio Monteverdi

Inge van Rij: ‘A new world is opened up to view’: 
Orchestral Gesture in Berlioz’s Roméo et Juliette

Polly Sussex: Marin Marais (1656–1728). 
Use of the Sign  ‘e’ (Enflé) as an Expressive Device
in His Mature Works for Bass Viol

Frederic Kiernan: The Emotional Life of Musical Objects: 
Zelenka and the Nineteenth-Century Collectors

Donna Hewitt: Doppelgänger: Analysis and Reflections 
Upon a Multi-Performer, Multimodal Work for 
Unencumbered Wireless Wearable Systems

13:30 LUNCH: Conference Centre Foyer

13:30 STUDY GROUP MEETINGS

Seminar Room (423-340) Design Theatre (423-348)

Indiginous Think Tank Artistic Research in Music

13:30 NZMS AGM: Conference Centre Lecture Theatre (423-342)

14:30 PLENARY: Conference Centre Lecture Theatre 423-342

Friedericke Wißmann: Performing Revolution: Luigi Nonos Al gran sole carico d’amore

15:30 BREAK: Conference Centre Foyer

16:00 PARALLEL 2.3

A: Architecture Lecture Theatre 1 ALR1/W21W-201 B: Conference Centre Lecture Theatre 423-342 C: Design Theatre 423-348 D: Seminar Room 423-340

Ecomusicology and Musical Activism: Peter Adams 19th-early 20th Century Analysis: Dean Sutcliffe Music and Film 1: Mary Hunter Composing For the Instrument: Anthony Ritchie

Olivia Lucas:  ‘Shrieking Soldiers...Wiping Clean 
the Earth’: Hearing Apocalyptic Environmentalism 
in the Music of Botanist

Koichi Kato: In Search of Schubertian 
Cyclicality in Sonata Form 

James Wierzbicki: Sonic Style in the Films of Terrence Malick Emma Di Marco: Make Your Own History: 
Developing Australian Classical Saxophone 
Music Through Performance

David Larkin: Man vs. Wild: Nature 
Contemplation in Strauss’s Alpensinfonie

Philip Shields: Malipiero—Maverick or 
Performance Magic: Genesis and Historical 
Circumstances of Sound and Syntax of 
Malipiero’s First Symphonic Work 

Leon Coward: Vonnegut’s 2BR02B on Screen: 
The Art and Music of the 2016 Adaptation 
(Dir. Marco Checa Garcia) *includes film screening

Jameson Feakes: Composing For or Through the Instrument?

Paul Smith: Rhapsodic Voices: Exploring Bodyless 
Songs and the Songwriter as Modern Bard

18:30 DINNER: Ima, Fort Street

Programme Schedule continued
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Sunday 10 December
08:00 STUDY GROUP MEETINGS

Conference Centre Lecture Theatre (423-342) Design Theatre (423-348)

Gender and Sexuality Forum Australian Music

08:30 REGISTRATIONS: Conference Centre Foyer

09:00 PARALLEL 3.1

A: Architecture Lecture Theatre 1 (ALR1/W21W-201) C: Design Theatre (423-348) D: Seminar Room (423-340)

Interpretations of Music and Culture Inge van Rij 20th Century Analysis: John Rink Pedagogy: Morag Atchison

Sarah Kirby Modernity and the Musical Middlebrow 
at the 1885 Exhibition of Inventions

Melanie Plesch: Resisting the Malambo: 
On the Musical Topic in Alberto Ginastera’s Oeuvre

Sharon Lierse: Fifty Years of Instrumental Music 
Programs in Australian Government Secondary Schools: 
What Do the Musical Works Witnessed Reveal About 
Australian Identity and Culture?

Katherine Iddles: Schumann in the British Imagination: 
Representations and Reception in Biographical 
Publications, 1900–1950 

Hanli Sean Botha: Analysis As Performance: Three-
Dimensional Analysis of Texture in Performed Sound-Shapes

Andrea Calilhanna: A Modern Understanding 
of Meter in Music Education

Anthony Linden Jones: Civil Savages, Musical Elites: 
the Conservatorium and the Gentleman’s Club

Danny Quan Zhou: His Master’s Voice: In Search 
of Individual Approaches to Tempo Modulation 
of Contemporary Pianists Through the Study of 
Recorded Performance of Chopin and Liszt

Victor Vicente: Updating World Music Histories: 
Anthropology, History, and the Challenges of Teaching 
World Music Canons

10:30 BREAK: Conference Centre Foyer

11:00 PARALLEL 3.2

A: Architecture Lecture Theatre 1 (ALR1/W21W-201) B: Conference Centre Lecture Theatre (423-342) C: Design Theatre (423-348) D: Seminar Room (423-340)

Hip Hop: Kirsten Zemke Music and War 1: Sterling Lambert Music and Film 2: Leon Coward Historical Influences on Composition: Richard Moyle

Michail Exarchos/Rob Toulson: Hip-Hop ‘Chopping’ 
as Live Editing of the Phonographic Past: An Interactive 
Manipulation of Historically-Informed and Reverse-
Engineered Musical Ephemera

Fancis Yapp/Joanna Szczepanski: 
Arthur Lilly’s Life: An Early New Zealand Oratorio

Gregory Camp: Actor, Character and Music: 
Musicalising Montgomery Clift

Peter Adams: Nostalgic Arias: The Past Informs 
the Present in a Compositional Case Study

Rob Thorne/Michail Exarchos: From Clash to Future 
(Glitch-Hop and the Heartbeats of Papatuanuku)

Allan Badley: Historical Fidelity and Creative 
Licence in Two Viennese Battles of the Nile

Warren Drake: Richard Strauß’s Also Sprach Zarathustra: 
From Nietzsche to Kubrick and Beyond

Tom Pierard: Influencing Contemporary Composition 
Through Historical Precedence—Exploring the Function of 
Indigenous Rhythm in the Domain of Modern Popular Music

Jeff Wragg: The High Art of Trip Hop: Extending 
the Bristol Sound Through Contemporary Classical 
Composition Techniques’

Anthony Ritchie: Gallipoli to the Somme: 
A Musical Witness to History

Michelle Stead: When Life Gives You Lemonade? 
Listening to the Visual Album in the Digital Age

Natalie Williams: Twentieth Century Counterpoint, 
Applying Historical Definitions of Counterpoint to 
Contemporary Compositional Practice

12:30 LUNCH: Conference Centre Foyer 

12:30 MSA AGM: Conference Centre Lecture Theatre (423-342)

13:00 CONCERT: Music Theatre (250-117)

Programme Schedule continued
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Sunday 10 December continued

14:00 PARALLEL 3.3

A: Architecture Lecture Theatre 1 (ALR1/W21W-201) B: Conference Centre Lecture Theatre (423-342) C: Design Theatre (423-348) D: Seminar Room (423-340)

Kings and Queens of Pop: Brad Osborn Music and War 2: Joanna Szczepanski Recreative and Modern Performance Practice:  
Imogen Coward

Curating and Collecting Music: Jane Davidson

Nick Braae: Innuendo and the Late Style of Queen Sterling Lambert: Britten’s Primal Scream Claire Fedoruk: Transforming Narrative Through 
Performance: Orlando di Lasso’s Lagrime di San Pietro

Rosemary Richards: ‘To Display Her Chief Accomplishment’: 
Domestic Manuscript Music Collections in Colonial Australia

John Encarnacao/Alison Gill: David Bowie, Hunky Dory 
and the Performance of Personal Transformation

Anthea Skinner: Women in World War II 
RAAF Bands: An Untold Story

Josten Myburgh:Accepting the Challenge—Reclaiming 
the Potential of John Cage’s Music Through the Philosophy 
of Alain Badiou and Isabelle Stengers

Mary Ingraham: Curating Sound: Implicating 
Listening in Cross-Cultural Musical Encounters

John Jang: Masculinity Dynamics Among 
Idol Girl Group Fandom in Japan

Diana Blom: Sites of memory, sites of protest: 
analysing Australian and New Zealand classical 
music on the Vietnam War 

Jonathan Paget The ‘Maverick’ in Luigi Moretti’s  
Gran Sonata for Guitar

15:30 BREAK: Conference Centre Foyer

15:45 PLENARY: Conference Centre Lecture Theatre (423-342)

John Rink: Judging Chopin: An Evaluation of Musical Experience

16:45 CLOSING CEREMONY: Conference Centre Lecture Theatre (423-342) 

17:30 END

Programme Schedule continued
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Keynote Speakers

Performing History? Written and  
Oral Dimensions of HIP Performance

Judging Chopin:  
An Evaluation of Musical Experience

Mary Hunter 
Bowdoin College
That the written score is ultimately authoritative in mainstream classical 
music performance is taken for granted. But for most of us, most of the 
time, scores carry within them, unarticulated and usually undiscussed, 
both the physical traces and the assumptions born of powerful oral 
traditions. The physical traces are manifested in both explicit and 
implicit editorial decisions, omissions and additions. The assumptions 
are what we bring to the scores—the aspects that allow us to state with 
confidence that ‘it goes like this’. For a modern string player, for example, 
a crescendo in Brahms ineluctably suggests more vibrato, and staccato 
in middle period Beethoven can mean a rougher stroke than we might use 
in Haydn or Mozart, though the staccato indications in and of themselves 
did not change in any very clear way. The ideological advantage of this 
is that oral traditions created, consciously and not, by performers, 
get folded into the authority of the composer; composers retain their 
power and performers get to assume the mantle of that power. Studies 
of old recordings, which vividly illustrate the changing ideas about the 
soundworlds of each composer seem not to have disturbed this more or 
less default approach to scores.

One of the excitements around the Early Music movement in the 1970s 
and 80s was the way in which it encouraged performers to ‘strip away’ 
the ‘encrustations’ of oral tradition and face the musical texts anew, 
implicitly investing more authority in the written score, even while also 
empowering performers to add ornamentation and collaborate on a 
more equal footing with the composer. As these performer-empowering 
practices became more institutionalised, however, with conservatories 
establishing departments in historically informed performance, and a 
proliferation of recordings, the oral traditions based on the practices of 
the founders of the movement and their interpretations of both scores 
and treatises became more powerful, with all the disciplinary authority 
that mainstream oral traditions have long had, and the moment of 
seemingly less mediated encounter with scores passed.

This lecture explores questions of oral and written traditions in relation to 
the idea of historically-informed-performance, with all its (still implicit) 
ideas of authenticity and historical accuracy, and argues for the value 
of a critical awareness of the various, and variously powerful, sources of 
authority in musical interpretation.

John Rink 
University of Cambridge
The point of departure for this paper is Richard Taruskin’s observation 
that ‘the essential facts of human history’ are ‘statements and actions 
in response to real or perceived conditions’, which give rise to new 
conditions ‘in an endless chain of agency’. I argue for the potential 
relevance to music historiography not only of ethnography but in 
particular of autoethnography, which is the basis of the practice-led 
investigation featured here. 

I begin by exploring recent literature on music historiography and 
autoethnography before turning to Joan Scott’s (1991) provocative 
consideration of ‘the evidence of experience’, which informs a case 
study of my experiences as a member of the jury of the XVII International 
Fryderyk Chopin Competition, held in Warsaw in October 2015. After 
surveying both scholarly and anecdotal literature on adjudication, I 
plumb some of the material from the successive interviews in which I 
participated as a subject at the time of the Competition. Special attention 
is devoted to the criteria that I claimed I would use when assessing the 
seventy-seven competitors, to the influence of decades of musicological 
research on my musical judgements, and to the questions that I 
continually asked myself during the performances, including ‘What is 
each pianist doing and trying to get across? How does the pianist relate 
thematic statements that may be ten minutes apart? How does he or 
she move from idea to idea—is there coherence in the progression? 
What kind of expressive approach is taken, and how is it maintained 
or manipulated across the piece?’ This leads to consideration of two 
especially remarkable performances, on which comment is provided. The 
aim is to shed light not only on how we evaluate musicians in action but 
also on the narratives that we construct about music’s course in time and 
about musical experience in general.

 
BIO
Professor Mary Hunter’s interests 
lie in eighteenth-century opera, the 
performance of chamber music, the 
history and ideology of performance, 
and music in culture. 

She has received prestigious 
research grants from the National 
Endowment for the Humanities and 
the American Philosophical Society. 
She is the author of path-breaking 
studies in her field, including The 
Culture of Opera Buffa in Mozart’s 
Vienna (Princeton, 1999), which won 
the American Musicological Society’s 
Kinkeldey Prize; and Mozart’s Operas: 
A Companion (Yale, 2008). She 
actively seeks out collaborative 
projects with other musicologists, 
for example as co-editor, with 
James Webster, of Opera Buffa in 
Mozart’s Vienna (Cambridge 1997) 
and, with Richard Will, of Engaging 
Haydn: Culture, Context and Criticism 
(Cambridge 2012). 

She has been the editor of some 
of the most prestigious journals 
in the field, including the Journal 
of Musicological Research, the 
Cambridge Opera Journal, and 
AMS Studies in Music. And she is 
herself the author of many articles, 
in such journals as The Journal 
of the American Musicological 
Society, Journal of Musicology, and 
Cambridge Opera Journal, and in 
many edited collections. Her current 
research considers the ideology 
of performance in classical music 
culture.

 
BIO
John Rink is Professor of Musical 
Performance Studies in the Faculty of 
Music at the University of Cambridge, 
and Fellow and Director of Studies 
in Music at St John’s College. His 
performance-related publications 
are extensive and varied, with an 
emphasis on nineteenth-century 
studies. The list includes: The 
Practice of Performance: Studies in 
Musical Interpretation (1995), and 
Musical Performance: A Guide to 
Understanding (2002). He is a co-
editor of the Cambridge Companion 
to Recorded Music (with Nicholas 
Cook, Daniel Leech-Wilkinson and 
Eric Clarke; 2009); and he is also 
General Editor of the five-book series 
Studies in Musical Performance as 
Creative Practice, which Oxford 
University Press will publish in 2017.

Rink directed the £2.1 million 
AHRC Research Centre for Musical 
Performance as Creative Practice 
2009 to 2015 in partnership 
with King’s College London, the 
University of Oxford and Royal 
Holloway, University of London, and 
in association with the Royal College 
of Music and the Guildhall School 
of Music & Drama. He currently 
directs the Cambridge Centre for 
Musical Performance Studies, which 
was launched at the University of 
Cambridge in 2015. He sits on several 
important editorial and advisory 
boards, and steering committees 
related to performance studies. 
Among numerous other relevant and 
significant posts, he was an Associate 
Director of the AHRC Research 
Centre for the History and Analysis of 
Recorded Music (CHARM). 
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Keynote Speakers continued

Performing Revolution:  
Luigi Nono’s Al gran sole carico d’amore

Friederike Wißmann 
Technische Universität, Dresden
‘The past, the present, the future: superimposed on one another, 
anticipating, fragmented’ (Luigi Nono).

Nono’s ‘Scenic Action; Al gran sole carico d’amore (In the Bright Sunshine 
Heavy with Love) is a novelty within the scope of the genre of the musical 
theatre and at the same time refers back to political uprisings in different 
historical periods. Nono’s composition offers an interesting perspective 
on ‘performing history’ in that the first part of the opera Nono takes up 
the events of the Paris Commune in 1871, and in the second part he 
makes reference to the uprising in Saint Petersburg in 1905. Historical 
elements are present in quotations and paraphrases of lyrical and 
historical revolutionary scenes. Like a kaleidoscope, the opera exposes 
different revolutionary scenes from all over the world: France, Russia, 
Cuba, Latin America, and Vietnam. The musical texture relates to the 
pivotal subject without merely illustrating it. The lecture deals on the 
one hand with the question of ideological strategies in Nono’s opera, 
and on the other hand it gives a critical view of the construction and 
transformation processes in the course of performance history.

Nostalgic Arias: The Past  
informs the Present in a 
Compositional Case Study 
Peter Adams 
University of Otago

Brass bands have always been aware of their history 
and heritage, and the music written for them over 
the past one hundred and fifty years reflects this. The 
unique contesting nature of so much of this repertoire 
means that composers have had to balance technical 
display with lyrical and interpretive aspects—and 
keep in mind the special characteristics of the 
amateur brass band musicians involved. This was 
brought home to the author when he found himself 
one of eleven New Zealand composers commissioned 
to write a new ‘test piece’ for a solo brass instrument 
and piano. The Brass Band Association of New 
Zealand provided a detailed document for the eleven 
composers entitled ‘Guidelines for Composing Solo 
Test Pieces’. While not quite a recipe book, these 
certainly did contain a list of ingredients for the 
composers to peruse.

Much of the repertoire for brass band instruments 
looks back at what has gone before, paying homage 
if you like, while building on it and adding something 
current. Composers are encouraged (and often 
expected) to construct relationships between history 
and music. Works like Edward Gregson’s Of Distant 
Memories (Music in an olden style) and Philip Sparke’s 
Tallis Variations have done this very successfully.

The resulting work from this commission,  
Nostalgic Arias, subtitled Glances Back, also 
pays homage to the past—and to elements of the 
traditional ‘Air and Variation’ format. This paper 
will look at the influence of the past, and brass 
band traditions, on compositional decisions using 
Nostalgic Arias as an example. 

Hidden Virtuosity: The Choral  
Soprano in the Studio
Morag Atchison 
University of Auckland 

The idea that ‘choral singing ruins your voice’ is now 
viewed as out dated, yet there is still a divide on the 
matter between soloists and choristers. In the studio, 
voice teachers are conscious of giving appropriate 
repertoire to developing singers; however, for choral 
singers, the technical demands placed on them often 
far exceed the technical skill set of a young singer. 
If one considers a standard choral programme, 
one sees that the vocal techniques required by the 
singers are vast: the music ranges from renaissance 
polyphony to newly commissioned works. Untrained 
singers in community and youth choirs are expected 
to perform these works, often without any vocal 
tuition, whereas even the young soprano soloist 
would typically be able to draw on years of technical 
and stylistic training. 

The paper explores the demands placed on sopranos 
in the choral and the emerging solo worlds, and look 
to how pedagogues can ensure vocal health within 
the choral rehearsal and performance space. What 
can pedagogues do to help the choral soprano? 
Should they be working on choral parts with the 
same commitment in the studio as they do with solo 
arias, broadening the musical scope of vocal tuition? 
By contrasting arias with choral movements from 
oratorio, I explore the technical challenges faced by 
both the soloist and chorister.

 
BIO
Prof. Friederike Wißmann is an expert 
in the area of music theatre and a 
specialist in music of the twentieth 
and twenty-first centuries. She is the 
author of four important monographs 
on music theatre, including Faust im 
Musiktheater des 20. Jahrhunderts 
[Faust in the Music Theatre of the 
Twentieth Centuries] (2003). She 
currently has a book in press on 
role constellations in the operas of 
Handel and is the author of a critical 
biography of the composer Hanns 
Eisler and German Music (2015). 

Her research centres on reception 
history and historiography, taking 
account of historical events, 
mentalities, and the historical 
perspective in the musical 
context. Her numerous articles 
discuss different facets of culture, 
performance, politics and literature 
as they relate to music since 1900, 
although her expertise extends 
from Handel’s operas to Hitchcock’s 
movies, with a particular empahsis 
on matters of performance. 
Wißmann is currently researching the 
political reception and ideological 
connotation of the music theatre, 
considering the case of Luigi Nono.
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Historical Fidelity and Creative 
Licence in Two Viennese Battles  
of the Nile
Allan Badley 
University of Auckland 

On 22 December 1798 the Wiener Zeitung 
announced the publication of a new characteristic 
sonata by Johann Baptist Wanhal titled Die grosse 
Seeschlacht bei Abukir. Wanhal was not the first 
composer in Vienna to publish a work capitalizing 
on Nelson’s sensational victory over the French 
fleet off Alexandria in the battle fought over 1–3 
August 1798. On 14 November Ferdinand Kauer 
had announced as the first issue of his Musikalische 
Monatschrift a characteristic work for pianoforte, 
violin and violoncello styled Nelsons grosse 
Seeschlacht. The works of both Kauer and Wanhal are 
explicitly programmatic in structure but approach 
the treatment of the narrative in different ways. In 
considering this matter, questions arise about the 
composers’ access to information about the battle, 
their understanding of it, and the extent to which 
creative licence is privileged above historical fidelity.

The Pedagogy of Pauline Viardot
Linda Barcan 
University of Melbourne

Mezzo-soprano Pauline Viardot (1821–1910) was 
the youngest member of the Garcias of Paris, a pre-
eminent performing and teaching family with roots 
in the historic Italian school of singing, and whose 
members dominated the musical scene in nineteenth 
century France. Initially trained as a pianist, Viardot 
went on to become one of the most highly regarded 
opera singers of the second half of the nineteenth 
century, following the death of her famous sister, La 
Malibran. Viardot was praised by audiences, critics 
and peers alike for her vocal range and quality, 
her dramatic sensibilities, her deep emotional 
connection to character and text, and her ability to 
affect her public. It is less well known that Viardot 
was also a successful teacher, devoting more than 
half her lifetime to this role. Viardot’s stable of pupils 
comprised aspiring operatic and concert singers, 
some of whom became well-known voice teachers in 
their own right, certified by Viardot as representatives 
of the Garcia Method. In various sources, Viardot’s 
pupils have referred to the Viardot-Garcia method, 
implying that as a teacher of singing, Viardot 
distinguished herself from her pedagogue father and 
brother. My research asks: is there such a thing as a 
distinctly Viardot pedagogy, and if so, of what does it 
consist? This paper examines primary sources such 
letters, treatises, and pupil notebooks in an attempt 
to answer these questions. 
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Performing Cinema: Siouxsie and the 
Banshees’ Peepshow
Samantha Bennett 
Australian National University

Drawing on research to be published in a Bloomsbury 
Academic 33 1/3 series book, this paper considers 
some of the ways in which post-punk band Siouxsie 
and the Banshees traversed film and film music 
history via their ninth studio album Peepshow. Here, 
the record is considered as inherently cinematic; the 
album’s overall aesthetic draws heavily upon Weimar-
era film, particularly Robert Weine’s benchmark 
Das Cabinet des Dr Caligari (1920). For popular 
music of the era, the record also features unusual 
orchestration. Cello, accordion and harmonica, for 
example, are foregrounded across album tracks 
reflecting Peepshow’s broad stylistic diversity 
reminiscent of the Frederick Hollander’s Academy 
award-winning, multi-genre-inspired score to Roy 
Rowland’s The 5000 Fingers of Dr. T (1953). 

This paper focuses on two of Peepshow’s various 
sonic environments evoked by its complex form, 
orchestration, recording and production aesthetics 
and befitting its lyrical diegeses. Firstly, the album 
track ‘Rawhead and Bloodybones’ is considered in the 
context of horror film with focus on metamorphoses 
of voice, acousmêtre presence and the sonic 
construction of ‘clichéd’ hiding places. Secondly, 
an analysis of album track ‘Carousel’ reveals a long 
historical trajectory of the fairground on screen 
via the placement of found sounds, a synthesised 
calliope and a clear ‘aesthetics of attractions’.

The Nineteenth-Century Saxophone 
in Brussels: Towards an Historically-
Informed Performance Practice
Kurt Bertels 
Free University Brussels,   
Royal Conservatory Brussels

Historically-informed performance practice (HIPP) 
is a major concept in today’s music life. At first, its 
scope was restricted to early music. Nowadays, this 
performance practice is being gradually applied 
to even twentieth-century music. The essence of 
this concept is an historical awareness of music 
performance, which is not very common with respect 
to the saxophone. Although many scholars have 
conducted research into the saxophone’s history, an 
exhaustive artistic investigation into the nineteenth-
century performance remains forthcoming. The goal 
of this doctoral research is to undertake such a task, 
and more particularly, study the Belgian saxophone 
class at the Brussels conservatory, the world’s 
first reputed conservatory class. Even though this 
institution occupied an important place between 
1867 and 1903, it has not yet received the scholarly 
and artistic attention it deserves. 

This paper will focus in particular on the forgotten 
nineteenth-century saxophone practice. The main 
question is: how can I execute Belgian saxophone 
scores in an historically-informed way? What 
conceptions existed in Brussels around the new 
instrument, and in what way were these influenced 
by the Belgian cultural and historical context? What 
can we learn from the technique and the sound of a 
historical instrument? 

This lecture will address some of these questions by 
means of unexplored or neglected historical sources: 
music periodicals, archival research, instrumental 
methods, historical recordings and historical 
instruments. They will serve as the most crucial 
documents to situate the Brussels saxophone class 
within its original cultural, historical, and artistic 
context.
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Sites of Memory, Sites of Protest: 
Analysing Australian and New 
Zealand Classical Music on the 
Vietnam War 
Diana Blom 
Western Sydney University

Music responding to war can be viewed and heard 
as historical witness, whether composed during 
wartime, in the aftermath of war or responding to 
memories years later. A body of research into music 
written in response to the Vietnam War focuses on 
lyrics, musical elements, popular songs, classical 
compositions, and cultural and historical landmarks, 
largely in the American context. However, there are 
a number of works by New Zealand and Australian 
classical composers on the Vietnam War, a war in 
which troops of both countries took part. 

The paper focuses on building an approach to 
analysing this body of classical music on war—that is, 
music written at the time of the war and music written 
later about the conflict and its impact—and in doing 
so, find a way of talking about music on any war. The 
analysis frame will be built from key texts discussing 
popular and classical music related to the Vietnam 
War (Arnold, 1991; Carr-Wilcoxson, 2010; James, 
1989; Jones, 2016; Kinsella, 2005; Kizer, 1983). It 
will also draw in analyses of arts other than music 
including the visual arts and Jay Winter’s seminal 
text, Sites of memory, sites of mourning, from which 
this paper takes part of its title, on commemorative 
architecture and monuments. The paper will end with 
application of the analysis frame to New Zealand and 
Australian works and discussion of the outcomes. 

Analysis as Performance: Three-
dimensional Analysis of Texture in 
Performed Sound-shapes
Hanli Sean Botha 
Western Sydney University

This paper argues for Smalley’s (1997) 
spectromorphological theory as a lens through 
which to build an analytical frame for aural analysis 
of texture in twenty first-century classical music. 
Analysis of texture in sound-shapes (and silence) 
becomes a three-dimensional activity because 
the following elements are needed during the 
compositional and performing processes: aural, 
gestural, and score analysis. A case is made for the 
use of aural perception as a descriptive tool to unpack 
texture in music for strings through the exploration of 
onset, continuation and termination of sound-shapes 
in conjunction with the archetypes ‘attack’, ‘attack 
decay’ and ‘the graduated continuant’, terminology 
developed by electroacoustic composer, Denis 
Smalley. 

Composer Pauline Oliveros speaks of sending sound 
and receiving sound with each breath, and in this 
study an argument is made that in addition to breath, 
physical gesture sends and receives texture in sound-
shapes during performance, thereby giving each 
sound its own unique shape, timbre and texture. This 
means that each physical movement will determine 
the textural outcome during performance, and will 
not resemble the same textural outcome in various 
performances. Spatiality becomes an issue during 
performance, as it may alter the quality of texture 
and the shapes of sound. In my research I ask the 
performer to consider the relationship between their 
physical actions, aural, gestural, and score analysis 
techniques; and how texture in sound-shapes is 
communicated during performance. The listening 
process for aural analysis includes reductive listening, 
taxonomic listening, and Oliveros’s deep listening in 
order to communicate textural and timbral qualities 
within sound-shapes during performance. This three-
dimensional analysis approach will be discussed in 
reference to two live recorded performances of Sept 
Papillion composed by Kaija Saariaho, and Zipangu 
composed by Claude Vivier. 
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Innuendo and the Late Style of Queen
Nick Braae 
Waikato Institute of Technology

In 1991, Queen released Innuendo, only 
months before Freddie Mercury’s death. In band 
documentaries and biographies, Innuendo is viewed 
as a triumphant return to the sound and style of 
1970s Queen, thereby completing a resurrection 
narrative after the comparative ‘failures’ (artistic and 
commercial) of the 1980s. This paper brings these 
historiographical observations into contact with style 
analysis.

Drawing on recent theories of musical style (Braae 
2015), I demonstrate that Innuendo represented 
the fullest articulation of Queen’s idiolect (individual 
style) since 1975’s A Night at the Opera and 
‘Bohemian Rhapsody’. This is evident through the 
album’s eclecticism, complex and unconventional 
song structures, elaborate vocal and guitar 
arrangements, and rich harmonic language. The 
six-minute title track encapsulates these features, 
with its multi-sectional references to musical theatre 
and metal, all realised through expansive choral and 
instrumental textures. 

I further argue that the presence of such traits can 
be understood in terms of ‘late style’, an aesthetic 
category traditionally referring to mature works 
produced at the end of a composer’s life. It seems 
likely that Innuendo was influenced by Mercury’s 
knowledge of his impending death (cf. Straus 2005), 
with the band aiming to recapture some of its former 
glory through stylistic revival (Moore 1997). Equally, 
the lyrical themes of some songs (e.g. ‘These are 
the Days of our Lives’, ‘The Show Must Go On’) and 
the new stylistic ground explored by Queen (e.g. 
flamenco) suggest that the album acts as an historical 
meeting point between past, present, and future.

Exploring the Life of Winnie 
Madikizela-Mandela Through  
the Lens of Winnie, The Opera  
by Bongani Ndodana-Breen
Jeffrey Brukman 
Rhodes University

Embracing the essence of African art music, Winnie, 
The Opera by South African composer Bongani 
Ndodana-Breen, features traditional Western 
orchestration and operatic formatting alongside 
typically African expressions of musicality such 
as hymnody, melodic lines derived from Xhosa 
hexatonic scales, and harmonic colours drawn from 
various parts of Southern Africa. Much has been 
written about this work, but largely without focus 
on the score. This study, which is part of a larger 
project examining the oeuvre of black South African 
composers, is a close musical analysis, providing an 
insight into the relationship between compositional 
practice and the unfolding of a human-political story. 

I consider scenes one and six of the work, and their 
two motto themes. These scenes deal with Winnie 
Madikezela-Mandela’s appearance at the Truth 
and Reconciliation Commission (1997) to answer 
allegations of human rights abuses committed during 
South Africa’s turbulent 1980s. ‘The Mothers of the 
Missing’—a slow, hymn-like incantation reminiscent 
of large 1980s funeral gatherings—provides 
sonic commentary throughout the opera with its 
transformations providing poignant reminders of 
the turbulent decade prior to South Africa’s full 
democracy. The ‘Winnie theme’—only sounded in 
the orchestra, never sung—then draws attention 
to Ndodana-Breen’s orchestration abilities, the 
first black South African composer to compose and 
orchestrate an opera. 
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A Modern Understanding  
of Meter in Music Education
Andrea Calilhanna 
Sydney Conservatorium of Music

My presentation outlines a new approach to teaching 
meter in music education, which reflects recent 
research in music theory, music psychology and 
neuroscience about ‘what meter is’ and ‘where meter 
is’. Cohn (2015) notes the recent efflorescence 
of research has not yet been incorporated into 
classroom teaching.

In order to provide a modern understanding of meter 
I will contrast ways in which analysis of meter often 
occurs with how material can be taught for the 
benefit of young students. To do this I will explain the 
different types of meter and give examples of how 
to analyse meter in music. l will demonstrate how 
Ski-hill graphs; modulo small cycles and narrative 
can be effectively utilized in a student-centred 
learning environment to provide tools for the graphic 
representation and articulation of a student’s 
temporal understanding of meter. This approach to 
teaching meter also incorporates analogical encoding 
to explore knowledge transferability and mathematics 
embedded in music.

Teaching meter with a modern understanding 
can fill in gaps in current music education and 
result in deeper understanding and engagement 
in performance, composition and analysis. Cohn’s 
meter theory pedagogy draws on decades of research 
mainly from North American scholars, whose work 
I will also apply and adapt for younger students. 
Examples of literature referred to: London (2012), 
Lerdahl and Jackendoff (1983), Gentner et al. 2003, 
Milne (2016) and Cohn (2016).

 

Actor, Character, and Music: 
Musicalising Montgomery Clift
Gregory Camp 
University of Auckland

When examining the role of music in film, film 
musicologists usually focus on the way music 
articulates narrative: how the sign system of music 
interacts with and contributes to the sign system 
of the image. Some film composers, however, have 
sought to dramatise not the macro-level of narrative, 
but rather the micro-level of film performance, 
musicalising the inner psychology of a film’s 
characters rather than describing the situations in 
which the characters find themselves. 

Drawing on the work of film scholar Vivian Sobchack 
(whose recent theorisation of the phenomenology 
and embodiment of the screen actor offers a 
musicalisable model), this paper seeks to highlight 
this alternative model of film music through a 
number of contrasting examples from the career of 
American actor Montgomery Clift, and to question 
how film acting can be musically embodied. Unlike 
earlier classically-trained actors, who usually 
found their characters with makeup, costume, and 
movement (working from the outside in), Clift and 
other ‘method’ actors like James Dean and Marlon 
Brando worked from the inside out, starting with 
character psychology. Many of Clift’s performances 
are mirrored by scores that also work from the 
outside in, accepting the challenge to musicalise the 
new model of mid-century American masculinity that 
Clift presented. The music in films such as A Place 
in the Sun (1951), From Here to Eternity (1953), and 
I Confess (1953) personalise Clift as the sensitive 
centre of turbulent, emotional films. These scores 
when matched with Clift’s performances demonstrate 
the richness and variety of Hollywood film scoring and 
offer a new perspective on musical characterisation.
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Beethoven’s Pedal Application  
on the Features of the Final  
Chord, Tonality and the Text in  
an Engagement of the Harmonic 
Process and Sound Production
Chi-Fang Cheng 
University of Manchester

With the development of the pianoforte, composer-
pianists have emerged as the primary practitioners 
using and exploring the musical potential the 
instrument. One such aspect, pedal application, 
is acknowledged in existing literature, such as the 
function of ‘sustaining the bass’, ‘improving legato 
phrasing’, ‘creating a collective sound’, creating 
‘dynamic contrast’, ‘interconnecting’ the sections or 
movements, and ‘blurring the sound’. Yet Beethoven’s 
pedal indications are normally disregarded in most 
literatures on his music. 

The paper assesses a number of Beethoven’s 
autographed scores and early editions, and reveals 
a few significant findings on Beethoven’s use of 
the pedal that is very complex but systematic. In 
particular, it is the full first account that focuses on 
the connection between pedal applications and 
Beethoven’s harmonic process; the sound production 
in his concertos, chamber music and piano sonatas; 
and the text in his folksong settings, songs, and arias. 
In this paper, five examples will be presented and 
discussed based on five different categories: final 
tonic chord pedaling, false ending, settled pedaling, 
resettled pedaling and mixed pedaling. 

Rossini’s Restoration Opera: 
Elisabetta regina d’Inghilterra
Sarah Chesney 
University of Oxford

‘FURORE’ began Rossini’s letter to his mother after 
the premiere of Elisabetta regina d’Inghilterra. 
Filling half the page, his exclamation expressed the 
public acclaim for the northerner’s first opera for 
Naples amidst the divisive political events of 1815: 
Napoleon’s defeat at Waterloo and the execution 
of his envoy to Naples, Joachim Murat. The opera’s 
British subject marked the reinstatement of the British 
and Austrian-allied Bourbon King, Ferdinand I. In this 
paper I explore how these current events interact 
with early nineteenth-century representations of 
English history in Naples. On one level, the opera 
provides a narrative of a betrayed, but ultimately 
compassionate monarch (adopting a stock scenario 
of opera seria) that maps onto diplomatic events: 
Queen Elizabeth I, the opera’s title character, displays 
attributes Ferdinand IV himself tried publically to 
portray in decrees issued immediately after his 
restoration. Despite eventually showing her enemies 
mercy, Elizabeth I is portrayed unfavorably for most 
of the opera. This contrasting characterisation 
encourages, on another level, an interpretation of 
Elisabetta’s London setting and the invented version 
of English ‘history’ that underscores the wider 
context of political exchanges between Naples and 
Britain during the Napoleonic period. To explore 
this perspective, I will turn to Elisabetta’s genesis 
to demonstrate how the Bourbon administration 
attempted to reinvigorate Ferdinand’s public image 
and affirm the Kingdom’s allegiances with the anti-
French coalition. Alongside this, I will explore the 
ways the opera musically and dramatically represents 
England to Neapolitans, solidifying perceptions of the 
country historically opposed to France.
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Boiling Bones at the Alhambra: 
Charles Hamilton Aidé’s Adaptation  
of Die Fledermaus
Corrina Connor 
Victoria University of Wellington

This paper explores the first production of Die 
Fledermaus in London (December 1876)—just over 
two years after the work’s premiere at the Theater 
an der Wien—by focussing on the results of Charles 
Hamilton Aidé’s translation and adaptation of Richard 
Genée’s libretto. In my reading, Aidé’s text highlights 
cultural differences between London and Vienna 
through its approach to local concerns and gender 
constructions. Furthermore, the neat conclusion of 
Aidé’s adaptation—antithetical to the ambiguities of 
Genée’s libretto—demonstrates his observance of 
local theatrical conventions, perhaps at the cost of 
satirical bite.

Before the 1876 production of Die Fledermaus, 
continental operetta proved controversial in London. 
Although opéra bouffe (principally by Offenbach) 
had enjoyed popular success since the mid-1860s, 
these Parisian works were criticised for their immoral 
content, poor production values and performances, 
and bowdlerised translations of the original libretti 
by local authors and playwrights. Critics who heard 
opéra bouffe in Paris noted that London productions 
were ‘only base copies of a genuine article’. Die 
Fledermaus shows evidence of similar treatment: 
Aidé made substantial changes to Genée’s German 
libretto, re-naming characters, adding new roles, 
and excising some characters altogether. In musical 
terms, additions and alterations to Strauss’s score 
by James Hamilton Clark further distanced the 
London Die Fledermaus from Strauss and Genée’s 
original conception. Arguably, Aidé’s version of Die 
Fledermaus may fall into the category of ‘base copies’ 
but it nevertheless reveals significant information 
about the position of operetta in relation to 
perceptions of gender and national identity.

It Sounds Good in Theory: 
Considerations in Modifying 
Schubert’s ‘Arpeggione’ Sonata  
for Performance on Viola 
Imogen Coward 
Independent scholar

This paper considers the editing and performance 
of Schubert’s ‘Arpeggione’ sonata, D.821 and the 
historical basis/appropriateness for modifications 
for performance on viola from a hybrid scholar-
performer perspective. Originally composed for the 
arpeggione (a rare historical six-string guitar-cello 
instrument) and piano, the sonata has enjoyed a 
long history of publication and performance since 
the late 19th century, particularly in versions for 
either cello or viola, with piano. Alongside various 
editions of the sonata, a brief survey of contemporary 
virtuoso performance practice reveals the sonata 
is approached with considerable latitude by both 
cellists and violists. This reflects the fact that some 
degree of modification to Schubert’s music is 
necessary to render the sonata playable on these 
instruments, with their considerably different 
capabilities (including tuning and pitch-range) to the 
arpeggione.

The paper suggests that modification for viola based 
on a text-centred equating of Schubert’s musical 
text with his intentions, as is done for example in the 
critically-oriented edition by Seiffert (with what Goehr 
views as the potential conflation of Buchstabentreue 
and Werketreue concepts) potentially overlooks 
valuable performance implications of Schubert’s 
writing. Findings from a preliminary exploration 
into the original relationship between Schubert’s 
compositional features (including key/harmony/
melody) and instrument/player characteristics, 
particularly on acoustic and technical levels, 
supported by Deletaille’s recent historical research 
on the arpeggione, can result in a radically different 
understanding. The paper highlights the potential 
need and value for editing to combine both scholarly 
and high-level performer knowledge that goes 
beyond the inclusion of performance markings.
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Vonnegut’s 2BR02B on Screen:  
The Art and Music of the 2016 
Adaptation (dir. Marco Checa Garcia)
Leon Coward 
University of New England

This paper discusses, from a first-hand, filmmaker’s 
account, the combination of music and visuals in the 
Canadian science-fiction short film 2BR02B: To Be 
or Naught to Be, based on the popular short story by 
Kurt Vonnegut (author of Slaughterhouse Five). Since 
the film’s 2016 release, director Marco Checa Garcia’s 
adaptation has been selected for 18 international film 
festivals and received a number of nominations and 
awards, including Best Film in Toronto and California 
and Best Sci-fi Film in Sydney. The film’s premise of 
a dystopian future with extreme population control 
harks back to Vonnegut’s own experiences as a 
POW but also resonates with modern audiences. 
Vonnegut’s text specified a wealth of visual and 
musical detail, but the process of adapting for screen 
involved judgements of when to adhere to or depart 
from these details, and introduced entirely new visual 
and musical influences. This paper focuses on the 
appropriation/repurposing of religious iconography 
(with political overtones) and religious music, with 
the film’s score built around Schubert’s Ave Maria, to 
imbue the cinematic world of 2BR02B with historical 
authenticity and new layers of meaning. This paper 
is accompanied by excerpts from the film as well as 
pre-production artwork.

Faking It and Other  
Performance Issues
Taliesin Coward 
University of New England

Since their ‘Golden Age’ in the nineteenth century, 
virtuoso musicians have been an enduring source 
of fascination, discussion and debate. As noted by 
Hamilton, Metzner, and Leistra-Jones, they can be 
viewed as remarkably ‘authentic channels’ for the 
composer’s intentions, or shameless appropriators 
who corrupt the music in the course of showing 
off their own genius. One of the results of this 
fascination is numerous accounts of virtuosi and 
their activities, which provide, as demonstrated by 
Hamilton, valuable insights into historical practices, 
approaches, and attitudes towards performing.

Based on the author’s research into virtuosi, and 
drawing upon the writings of Paganini, Heine, Milstein, 
and others, this paper draws together and explores a 
number of ‘scattered’ accounts of virtuosi revolving 
around the concept of ‘fakery’. Indeed, the practice of 
‘fakery’ is evident both within and outside the context 
of a performance. Within the performance this could 
include the deliberate staging of ‘accidents’ in order 
to show one’s technical skill, such as employed by 
Paganini, Milstein, and Horowitz; inventing fictions in 
order to hide a mistake, as advocated by Leschetizky; 
or even ‘fake’ applause in the employment and 
organisation of claques. Outside of a concert, this 
could extend to audience-attracting behaviour, 
exemplified by the famous histrionics of Paganini. 
In exploring these, the paper draws attention to an 
area of performance history, which is, at present, 
inclined to be variously ignored or regarded with 
embarrassment.
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Interpretative Editions and the 
Ensemble Performance of Corelli’s  
‘La Folia’. 
Imogen Coward, Jemma Thrussell,  
and Taliesin Coward 
Independent scholar; Sydney Conservatorium of 
Music; University of New England

‘La Folia’ may be viewed as an ‘evolutionary’ piece, 
developing from its early Iberian Peninsula origins 
into Corelli’s well known theme and variations for 
violin, cello and continuo in the Baroque. From here 
it has been arranged, edited, adapted, and modified 
by later performers ranging from Geminiani through 
to nineteenth- and twentieth-century performers 
including Ferdinand David, Hubert Leonard, Nathan 
Milstein and Fritz Kreisler. It is found in heavily 
interpretative editions within pedagogical materials.

More recently, Jordi Savall’s influential recording 
has highlighted the historical precursors of Corelli’s 
work, simultaneously emphasising the significance 
of Corelli’s version in the history of ‘La Folia’, and 
the modern influence of HIP. Whilst Savall’s works 
points to the benefits of HIP, there has, in general, 
been a disparagement of so called ‘non-historical’ 
performance practice (as noted by Taruskin) and an 
associated stigma attached to performers employing 
interpretative editions (as noted by Hamilton). From 
a philosophical perspective, though, to approach 
‘La Folia’ by ‘returning’ or ‘reverting’ (to the extent 
possible) to historical examples, is at once both 
‘historical’ and also deeply anachronistic.

In keeping with Hamilton’s views on the value of 
interpretative editions to performers, this paper 
discusses an alternate historically inspired approach 
(identified by Milsom) and emphasised through the 
history of ‘La Folia’s performance: the performer as 
co-creator. It discusses how scholarly engagement 
with a range of interpretative editions and recordings 
(similarly recording performers’ interpretations), 
many of which themselves reference other 
performer’s ‘versions’ of ‘La Folia’, can be used as the 
basis for extending this tradition.

Generating and Perceiving Historically 
Appropriate Emotional Responses in 
Modern Day Performances of Works 
by Handel and Pergolesi
Jane Davidson 
University of Melbourne

Twenty-first century accounts of Baroque religious 
music often describe it as ‘beautiful’, ‘spiritual’, 
‘restful’, and ‘uplifting’. For many, a preference for 
this musical genre also signifies an expression of 
social and cultural sophistication. Given that much  
of this music was originally written for an educated 
elite, social status and style were clearly aspects  
that shaped reception of this music. A strong 
difference exists, however, between the eighteenth-
century ceremonial practices integral to those 
religious works and our modern-day consumption 
of the same music. Understanding Baroque religious 
music as apprehended in its historical context, and 
attempting to communicate at least some of its 
emotional intention to a modern-day audience is 
a complex challenge. What, if any, of the historical 
emotions can be stirred in modern spectators of 
Baroque religious repertoire? 

In this paper, a history of emotions analysis is coupled 
with perceptual feedback from a twenty-first century 
audience to offer some answers to this question. The 
discussion focuses around a production devised by 
the current author entitled Passion, Lament, Glory 
that combined music by Handel and Pergolesi to 
explore the Passion and Resurrection of Jesus Christ, 
performed at St Paul’s Cathedral in Melbourne. 
Compositionally, emotional representation is 
conveyed through musical means as well as being 
expressed in the singers’ words. When enacted, 
this meaning is clarified through physical and visual 
means. What happens when a modern enactment 
provides a perceptual experience that may have 
stronger emotional resonances to the original, yet be 
at odds with the audience’s overarching expectations 
of Baroque religious music and its emotional meaning 
and expressive power? 
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Make your own history: Developing 
Australian classical saxophone music 
through performance 
Emma Di Marco 
Queensland Conservatorium, Griffith University

The development of classical saxophone music 
(CSM) can be witnessed from the early invention 
of the saxophone through to modern times as 
leading performers across the globe maintained a 
focus on building a comprehensive repertory with 
composers of their day. More recently in Australia, 
classical saxophonists have pursued this focus with 
many leading saxophonists regularly engaged in the 
commissioning and performance of new Australian 
music both domestically and abroad. This leads to the 
question, how have Australian classical saxophonists 
contributed to the development of a specifically 
‘Australian’ stream of CSM through their performance 
practices? This paper will explore the careers of 
several leading Australian saxophonists as well as 
my own career, as an emerging artist in this field, and 
unpack the sense of community, which has spurred 
the development of Australian CSM in recent years. 
This paper will also examine how the performance of 
new Australian music has led to the emergence of an 
Australian identity within the larger CSM community 
and the resulting impact this has on the students of 
these musicians. Ultimately, with such a short history 
of Australian CSM to draw upon, these saxophonists 
are writing their own history through commissioning 
and performance practices, which will permeate 
ripples through to the Australian saxophonists of the 
future. 

Richard Strauß’s Also Sprach 
Zarathustra: From Nietzsche to 
Kubrick and Beyond
Warren Drake 
University of Auckland

While the first performances of Strauss’s tone  
poem were received enthusiastically by audiences, 
it has on the whole not been treated kindly by the 
critics. Eduard Hanslick, the apostle of absolute  
music and tireless attacker of the New German 
school, predictably savaged it, and even Strauss 
admirer Ernest Newman predicted obscurity for the 
work. Indeed, it received relatively few performances 
in the first half of the twentieth century, and even 
after the advent of the long-playing record, few 
recordings. Undoubtedly a key moment in the 
reception history of the work was its use in Stanley 
Kubrick’s 1968 film 2001—A Space Odyssey. This 
paper will consider Kubrick’s use of the opening 
bars of the Strauss tone poem in the movie, and the 
impact of this use on the subsequent reception and 
performance history of the work.
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David Bowie, Hunky Dory and 
the Performance of Personal 
Transformation.
John Encarnacao and Alison Gill 
Western Sydney University

In January 1972, David Bowie casually remarked 
to Melody Maker’s Michael Watts that he was 
‘gay . . . and always have been’. He had cut his 
long hair, beginning a transformation from the 
singer-songwriter emerging from the hippie era of 
Hunky Dory, released in December 1971, and the 
androgynous glam rock character of The Rise and 
Fall of Ziggy Stardust and the Spiders From Mars, 
released in June 1972. While acknowledged as one 
of Bowie’s best albums, featuring classic songs such 
as ‘Changes’ and ‘Life On Mars’, Hunky Dory has not 
received its full due for its part in the evolution of 
Bowie’s approach to destabilising gendered identity. 
The second half of 1971 saw the arrival of David and 
wife Angela’s son Duncan, aka Zowie, as well as the 
recording of Hunky Dory. Pursuing a cross-disciplinary 
analytical approach, this paper will consider not 
only the words and music of Hunky Dory but Bowie’s 
(and his nuclear family’s) sartorial presentation of 
this period. What emerges is a new perspective on 
the importance of 1971 to Bowie’s performance of 
personal transformation.

From Clash to Future: Glitch-Hop  
and the Heartbeats of Papatūānuku
Michail Exarchos and Rob Thorne 
London College of Music;  
Victoria University of Wellington

In this live workshop, machines and computer 
manipulation interact with prepared, performed, 
and sampled taonga pūoro, exploring microtonality, 
(micro)grooves and live sound-design within an 
experimental, glitch-hop frame. The interactive 
workshop expresses the Māori notion of ‘walking 
backwards into the future’ in a semi-structured 
improvisation where the two authors merge 
historically-informed taonga pūoro performances 
with live looping, sampling, and sound manipulation, 
pushing the boundaries of rhythm and microtonality 
to produce future music that is grounded in the past. 

Glitch-hop, as an experimental rap subgenre, 
carries with it an Afrocentric sensibility, focusing 
on the essentiality of the loop and the beat; but 
the predominantly instrumental evolution of 
the subgenre also affords freedom away from 
commercial rap constraints or dependence on 
identifiable phonographic sources. Furthermore, 
the experimental stylistic frame pushes the 
sonic boundaries of the genre, elevating sound 
manipulation to the forefront of the aesthetic 
pursuit and resulting in a form of futuristic, groove-
based musique concrète. Taonga pūoro from the 
Rangi (melodic/sky) and Papa (rhythmic/earth) 
families provide both the sources and ‘temporal 
distance’ for the aesthetic to interact with earthy 
grooves, ultrasonics and drones, leveraging loop 
technology, sampling sequencers (MPC), and 
computer manipulation (Ableton) to produce beats, 
soundscapes, and atmospheres made entirely of 
pūtorino, kōauau, pūtātara, tumutumu, pūrerehua, 
and porotiti sources. Essentially a metamodern, 
reconstructive proposition, the improvisation 
oscillates between—and beyond—past and future, 
to express the convergence of African groove 
sensibilities with Māori rhythms and sonics, but via 
machine performance and electronics.
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Hip-Hop ‘Chopping’ as Live Editing  
of the Phonographic Past: An 
Interactive Manipulation of 
Historically-Informed and Reverse-
Engineered Musical Ephemera
Michail Exarchos and Rob Toulson 
London College of Music; University of Westminster

The term ‘chopping’ in Hip-Hop practice refers to 
the selection, editing, manipulation and re-ordering 
of—predominantly—past phonographic material. 
The process is part of both performative and 
compositional methodologies at the heart of the 
music’s modus operandi, blurring the lines between 
live performance and studio creativity. The percussive 
aesthetic of this stylistic requirement positions 
the practitioner in a hybrid context, necessitating 
an agile negotiation of editorial, performative and 
production roles, traditionally delegated to a team 
of collaborators or requiring ‘temporal distance’ 
for a single auteur. Stylistic developments and 
technological affordances have allowed electronic 
musicians the opportunity to leverage musical 
interfaces with faster processing capabilities and 
‘elastic audio’ features, fusing studio production  
with the energy of live performance, but also 
performing and improvising studio tasks live in  
front of an audience. 

The interactive workshop takes advantage of the 
author’s extensive creative-practice catalogue of 
historically-informed, reverse-engineered musical 
samples, in order to explore how performing the 
musical ‘past’ within a rap context facilitates the 
sample-based aesthetic. Furthermore, the hybrid 
presentation/performance format demonstrates 
how practice-as-research can effectively investigate 
aesthetic phenomena in popular music, theorising on 
the mechanics of the hip-hop function at the point of 
convergence between sampling practices and past 
phonographic signatures. The process examines the 
variables that elevate a phonographic ephemeron to  
a valid musical or textural instance for the samplist, 
but also the typology of techniques that define the 
multi-dimensional nature of ‘performative editing’  
in a sample-based stylistic context.

Composing For or Through  
the Instrument?
Jameson Feakes 
University of Western Australia

Musical idiomaticism—that is, composing with the 
specific biases of the instrument in mind—is not 
a new concept. Musicological research has long 
observed the effect that an instrument’s design 
has on the development of a culture’s musical 
output. Widely researched is the way in which 
certain composers choose to embrace or reject 
these instrumental idioms for extra-musical effect. 
However, this paper will argue that this body of 
research entails a blurring of two closely related but 
notably unique concepts: idiomatic composition and 
physicalistic composition. This blurring is largely 
due to underdeveloped terminology and a lack of 
instrument-specific analysis methods. 

Physicalistic composition—the primary focus 
of this paper—is a compositional approach that 
many scholars relegate to a subset of idiomatic 
composition, but is arguably worthy of separate 
discussion and therefore a separate label. 
Physicalistic composition is an approach that instead 
turns to the instrument as a conceptual source of 
material. As every instrument comes with its own set 
of affordances and considerations, it is only logical to 
assume that each offers exclusive avenues to pursue 
for the generation of musical material. It is therefore 
an approach that conceives material through direct 
human interface with the instrument, prior to 
considerations of harmony, counterpoint, style, or 
potentially even sound itself.

This paper will argue the necessity of distinguishing 
between these two concepts, first by reassessing 
the terminology used, and then by highlighting the 
value of physicalistic composition as an approach for 
musical analysis through the works of guitarist and 
composer, Ben Monder.
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Transforming Narrative through 
Performance: Orlando di Lasso’s 
Lagrime di San Pietro
Claire Fedoruk 
Azusa Pacific University

Orlando di Lasso’s Lagrime di San Pietro, a twenty 
one-movement cycle of Renaissance polyphony, is 
an oft-neglected masterwork in terms of its modern 
history of live performance. Cursory glances at any 
online music store or streaming media source show 
multiple and lauded offerings of the work recorded by 
fine ensembles such as the Huelgas and Melancholia 
Ensembles. Live performances in North America are 
fewer and far between. One notable exception is the 
recent groundbreaking performance given by the Los 
Angeles Master Chorale in October of 2016 in a fully 
staged and memorized incarnation. The performance 
was a collaboration between music director Grant 
Gershon, stage director Peter Sellars, and twenty one 
members of the Los Angeles Master Chorale. This 
paper will discuss the significance of this modern 
performance as well as the intersection between the 
narrative of the work and its dramatic interpretation, 
as transformed through Sellars’s dynamic staging. 
The author of this paper premiered this performance 
with the Los Angeles Master Chorale, and will draw 
upon her own experiences performing the work, 
scholarly input from Gershon and Sellars, and 
research from Peter Bergquist, an expert musicologist 
on the music of Orlando di Lasso. 

Early Artworks of Lieder 
Performances: What the Pictures  
of Performers Tell Us About  
Musical Performance
Andrew Foote 
University of Western Australia

The most common presentation format for a song 
recital in the twenty-first century has a pianist seated 
at a grand pianoforte, and a singer standing in the 
bow of the pianoforte performing from memory and 
moving rarely, if at all. While many performers adopt 
this convention, others challenge this static format. 

In this presentation I will examine various artworks 
from c.1800–1860 of Viennese and German singers 
performing Lieder within the intimacy of the drawing 
room or salon, with a focus upon the Schubertiade. 
In considering similarities, differences, and omissions 
within these artworks, I will draw conclusions and 
caveats about performance practice of Lieder that 
may have implications for the modern day song recital 
performers: the compositions and the instruments 
and voices they were written for; memorisation; the 
modes of presentation; and audience engagement 
within an intimate setting.
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The Historiography of a Soviet Ballet
Gerald Ginther 
University of Canterbury

The Red Poppy of 1927 was the first popular Soviet 
ballet. The story of why it succeeded provides a 
fascinating exposé of 1920s cultural politics in the 
USSR. The quest for a ballet based on revolutionary 
themes had preoccupied the republic’s theatrical 
community throughout the 1920s without reward.

There are two varying accounts of the ballet’s 
gestation, the first written by Zoya Gulinskaya in her 
1985 biography of Glière, when the Soviet Union was 
on the verge of glasnost (transparency), the second 
in a book from 1990 in which the results of research 
into official government files (RGALI: Russian State 
Archives for Literature and Art) made possible by 
glasnost, painted a different picture. In addition there 
are memoirs by Ekaterina Geltser, the prima ballerina 
who had much to do with the ballet’s composition and 
performance, and Mikhail Kurilenko who had been 
responsible for the ballet’s scenario.

In this presentation it will become apparent how 
conflicts between the personnel involved in the 
production of The Red Poppy resulted in greatly 
contrasting accounts of the ballet. The struggles 
during the work’s formation were played down in 
favour of an instantaneous conception befitting its 
revolutionary theme. Although some aspects of  
the ballets creation are clarified with the use of 
archives, further questions also arise to be explored 
in this paper.

From the Drawing Room to the 
Ballroom: The Role of the Tambourine 
in the Napoleonic Age, Joseph 
Dale’s Grand Sonata Op. 18, and its 
Unexpected Rise into the Window of 
the Female Virtuoso
Sam Girling 
University of Auckland

An often-overlooked aspect of domestic life in 
Britain at the turn of the nineteenth century is the 
tambourine’s role in the musical education of girls. 
Composers such as Daniel Steibelt, Muzio Clementi 
and Joseph Dale wrote several short pieces with 
parts for tambourine and this caused considerable 
competition amongst London’s composers, music 
publishers and instrument manufacturers.

This paper considers how collections of short 
waltzes may have served as a bridging point between 
dance-like, energetic, social activities and passive, 
recreational drawing-room music. In a modest way, 
the theatrical nature of these pieces allowed for girls 
to use their bodies expressively in ways that were 
contrary to contemporary writings on female social 
etiquette. Further support for this idea can be found 
in an intriguing Grand Sonata op. 18 by Dale. Here the 
tambourine part contains numerous choreographic 
instructions and a variety of playing techniques such 
as thumb rolls, bass notes and harmonics, the like 
of which did not become standard practice in the 
orchestral or chamber repertory until the twentieth 
century. Clearly Dale’s intention was to highlight 
the diverse and virtuosic capabilities of the female 
performer and of the instrument itself. 

In addition to its role in representing dance-like 
mannerisms the tambourine’s close relationship to 
the military also allowed for its use in marches or 
rondos in the alla Turca style; possibly it acted as a 
substitute for the Janissary stop. Evidence for this  
can again be found in Steibelt’s Grand March and 
Turkish Rondo. I discuss the ways in which he evokes 
the alla Turca style and how the tambourine parts 
heighten the piece’s association with the military  
and Turkish exoticism.
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Composing Women’s History Today: 
Feminism and Politics in the Career 
and Works of Kate Moore
Talisha Goh 
Western Australian Academy of Performing Arts, 
Edith Cowan University

In the current decade we have witnessed a 
proliferation and revival of feminist discussion, 
ranging from modern-day popular feminism to 
post- and anti-feminism. The increased visibility 
of feminist activism, catalysed by technological 
developments such as social media, demonstrates its 
perceived relevance within today’s Western cultures, 
particularly in light of recent world events. Australian 
art music industries have been no exception, with 
an increase in scholarship, activism and discussion 
surrounding women in the last few years in response 
to the increased awareness of gender inequality. 
This paper presents a case study of contemporary 
Australian woman composer Kate Moore (b. 1979). 
As a composer who undertook training in composition 
at the turn of the millennium, and navigated her 
early career throughout the 2000s, Moore had little 
early engagement with feminism. However, in light 
of the growth of feminist discussion throughout the 
2010s, she came to identify with the movement 
and is currently an advocate for women composers 
and musicians. This paper examines how Moore 
has navigated her compositional career, and how 
an evolving identity and politics of a contemporary 
woman composer may be reflected in her work 
and career choices. The discussion is framed with 
consideration to recent historical developments in 
feminist discourse in Australia and overseas.

Eloquent Accidentals, and the 
Dialogue of Sounds and Signs
Rosalind Halton 
University of Newcastle

Among editor/performers of seventeenth-century 
music, the American harpsichordist Alan Curtis made 
a particularly significant contribution with his edition 
of keyboard music by Louis Couperin, published in 
1970. A hallmark of Curtis’s edition is his tactful but 
inspired use of editorial accidentals—a guide in itself 
to the complex and fascinating harmonic language of 
a composer known to comparatively few at that time. 
Musicologist and editor Michael Talbot points out 
that there is a coherent system of accidentals used in 
the baroque period, but one often not recognized by 
modern editors.  

Translating the text of a seventeenth-century 
manuscript into ‘modern conventions of notation’ may 
seem a straightforward process, but it may subtly 
change or diminish our awareness of key stylistic 
points and events in a piece, even our grasp of the 
composer’s musical language. The role of the editor 
may thus be seen as more than that of providing 
answers—it involves raising questions and inviting 
performers to a creative engagement with the music. 
Reviving unfamiliar or rarely heard repertoire depends 
on forging this relationship between notation and 
the imagination of performers. I would argue that the 
editor has the responsibility of engaging the interest 
of performers in details of musical style and language. 
Editorial accidentals, whether cautionary or advisory, 
contribute to this process by alerting us to issues 
to resolve and maybe bring out in performance. 
Examples for this discussion come from my work 
as a continuo player and editor of Italian baroque 
repertoire. 

Conference Speakers: Abstracts continued

Hum: ‘Composing’ The Historical 
Narrative of the Motor City
Andrew Harrison  
Australian National University

Hum, my collaborative composition with poet 
Jamaal May, was premiered on September 17, 2016 
in Detroit, Michigan. Hum draws upon the recent 
history of the Motor City as its source of creative 
inspiration and reflection. Detroit’s highly publicised 
demise has seen the one-time bastion of American 
industry reduced to a crumbling shadow of its former 
self. Yet since its declaration of bankruptcy in 2013, 
Detroit’s fortunes have slowly begun to change. This is 
evidenced in a number of ways, including new public 
building works, the reclamation of abandoned land for 
community use, and the reinvigoration of some of the 
city’s important cultural icons and historic landmarks.

In this paper I will examine the ways in which both 
Detroit’s past and present shaped and informed 
the creation of Hum. I will assess the importance of 
the Motor City within the poetry of native-Detroiter 
Jamaal May, and reflect upon my own compositional 
decisions when writing the piece. By way of this 
review, I shall locate Hum and consider its position 
within the ongoing definition of Detroit’s historical 
narrative. Lastly, I intend to broadly critique the 
concept of ‘the composer as historian’. I will assess 
the value of historical research within the creative 
process, and contemplate the viability of composers 
considering their artistic practice, in part, as historical 
research.

Doppelgänger: Analysis and 
Reflections upon a Multi-Performer, 
Multimodal Work for Unencumbered 
Wireless Wearable Systems
Donna Hewitt  
University of New England

This paper examines the creative process and 
thinking behind new multi-media performance work 
Doppelgänger. The work examines the use of multiple 
unencumbered wireless performance interfaces to 
drive multiple media elements in the performance. 
The performers simultaneously perform lighting and 
music elements using free arm and hand gestures. 
Performer 1 controls an intelligent light system that 
moves theatrical lights and changes light parameters 
in response to the performer’s gestures, while 
Performer 2 controls the music elements in a  
similar way.

The body and choreography are at the centre of the 
work and the work explores a number of questions: 

•  What correlations or congruities form in terms of 
the gestures of the two performers responding 
to and, in the case of the second performer, also 
controlling elements of the music.  

•  What correlations are there between the media 
elements and how does motion and spatiality in 
particular relate between the body, lights and 
music?  

•  How do the bodily gestures relate to and inform the 
mapping relationships of both media elements?  

•  What, if any, hierarchies emerge between the 
different media throughout the composition 
process.  

•  What role do metaphors play and what audio-
visual metaphors exist in the work?

The paper will draw upon multi-modal analytical 
techniques, with a particular focus on the Interacting 
Cognitive Subsystems (ICS) model of cognition 
developed by Phil Barnard. This model will be applied 
to the development of Doppelgänger in order to 
explain some of the creative and intuitive decisions 
that were made during the creative process.  
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History of Emotions Panel  
(see also the individual abstracts)

Within the ARC Centre of Excellence for the History 
of Emotions, the Performance Program deals with 
questions relating to how emotions were practiced in 
the creative and performing arts in Europe across the 
period 1100–1800. The sources for these enquiries 
are threefold: firstly, period writings that contain 
information from which the meanings of emotions in 
the creative and performing arts can be interpreted. 
These include documents relating to expressive 
production and reception. Second, modern day 
performance practice research that provides 
hermeneutic and reflective structures for how 
these historical works can be re-created drawing on 
cultural artifacts such as period musical instruments, 
staging instructions etc. Third, research with modern 
audiences, where enquiries explore understandings 
of the emotions experienced in the reception of 
historical art works. Indeed, in some cases, historical 
experimentation has led to the production of a totally 
new artwork, acting as a stimulus for fresh creativity. 

The panel explores these three levels of emotion 
enquiry to explore how history was performed. 
Panelists are: Daniela Kaleva, ‘Rhetorical Visuality 
Methods in a Contemporary Performance of Il 
pianto della Madonna by Claudio Monteverdi’; 
Jane Davidson, ‘Generating and perceiving 
historically appropriate emotional responses in 
modern day performances of works by Handel and 
Pergolesi’; Frederic Kiernan, ‘The emotional life 
of musical objects: Zelenka and the nineteenth-
century collectors’; and Alan Maddox ‘Prima la 
musica? Rhetoric and pitch contour in the affective 
performance of Italian recitative’.

Depictions of Beethoven in Japanese 
Anime: Perpetuating Legends and 
Crafting New Narratives
Heike Hoffer 
The Ohio State University

Given the ubiquitous role that Beethoven’s life and 
works play in the cultural landscape of modern 
Japan, it comes as little surprise that the composer 
has made a few appearances as a character in 
Japanese anime. In this context, common tropes 
about Beethoven’s unconventional personality merge 
with plot-driven traits invented by the animation 
team, showing how legends about Beethoven are 
simultaneously perpetuated and manipulated in 
Japanese popular culture. Scholar John Tibbetts’s 
monograph on composer biopics describes how 
filmmakers forge a tenuous balance between 
historical record and filmic dramatization in their 
works, a juxtaposition felt in animated depictions of 
Beethoven as well. The composer’s presence in anime 
raises questions similar to those concerning pre-
existing music in film underscores.

As scholars Claudia Gorbman and Mike Cormack have 
explained, viewers recontextualize pre-existing music 
through a combination of filmic clues and personal 
experience, drawing different conclusions about the 
music’s function. Beethoven’s engaging animated 
personas are fun to watch even without previous 
knowledge of his biography, but only viewers who 
know the composer’s legacy can understand his full 
significance to the story. This presentation examines 
what happens when anime tries to perform the role 
of historical narrator by looking at Read or Die OVA, in 
which Beethoven is a cyborg fated to destroy mankind 
with his ‘Suicide Symphony’, and the leather-clad 
‘Beethes’ of ClassicaLoid, who is obsessed with 
cooking the perfect gyoza dumpling.
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Fain with His Faithful?  
Percy Grainger and Sparre Olsen’s 
Mountain-Norway Project
Halvor K. Hosar 
University of Auckland

Next to Grieg Percy Grainger regarded (Carl Gustav) 
Sparre Olsen (1903–1984) as Norway’s greatest 
composer. Their long friendship was the topic of 
Olsen’s monograph Percy Grainger (1963), but in a 
selective manner that has misled scholars on several 
key points. Most interestingly, several failed attempts 
to establish Olsen abroad went virtually unmentioned. 
Their correspondence, which has survived almost 
intact, lays these projects out in great detail, and 
reveal how far Grainger would go to support Olsen.

Their most extensive collaboration was an adaption 
of Olsen’s song ‘Mountain-Norway’ (originally Fjell-
Norig), with a text by Olav Aukrust, that Grainger 
translated and arranged for orchestra and choir. The 
project was conceived of in 1930, but the original 
plans to publish it through Schirmer were undermined 
by the Depression and the difficulty of translating the 
text. The work was eventually finished in 1934, and 
used during Grainger’s 1934–1935 tour of Australia 
and New Zealand. In 1937 a publishing agreement 
was made with Schott Mainz, but contractual 
negotiations could not be concluded before WWII, 
after which the work was abandoned.

Olsen eventually published a modest choral 
arrangement with a truncated version of Grainger’s 
translation. This may explain why Olsen omitted 
the story from the monograph. By presenting the 
choral score as the intended product he would help 
Grainger, who had promised too much, save face, and 
avoid confrontations with the Aukrust family, who 
had disapproved of some parts of Grainger’s original 
translation.

Schumann in the British Imagination: 
Representations and Reception in 
Biographical Publications 1900–1950 
Katherine Iddles 
Independent scholar

Schumann’s chequered critical reception in 
England was in part due to some of the influence 
of biographies that did not present the whole truth 
about his life, rather framing it in flawed and biased 
ways. The construction of Schumann’s biography 
posed many problems for scholars working on such 
endeavours in the years after his death due to some of 
the events of his life. Schumann’s mental illness and 
death in particular were aspects that needed to be 
reconciled by the biographers. 

The concept of musical genius was in a state of flux 
during this period, and this had a significant bearing 
on the way Schumann’s life was presented. The 
goals of late-19th and early 20th-century musical 
biographies were two-fold. First, the educative 
purpose of the biographies meant that writers sought 
to enlighten the ‘ordinary listener, and secondly, 
biographers needed to legitimise their subject’s place 
within the canon. The most obvious way of proving a 
composer was worthy of inclusion in the canon was to 
establish the composer’s genius. 

The notion of what constitutes ‘genius’ has had a 
complex history. Originally tied up with the concept 
of the Romantic ‘mad genius’, the idea of ‘genius’ was 
persistently associated with notions of degeneracy. 
In this paper, I discuss the influence of degenerist 
theories on the portrayal of Schumann in music 
biographies published in England between 1900 
and 1950. This discussion will consider illustrations 
printed in the biographies and the content of the 
biographies themselves. 
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Curating Sound: Implicating listening 
in cross-cultural musical encounters
Mary Ingraham 
University of Alberta

This presentation engages emerging interdisciplinary 
practices in sound and performance studies 
to promote active, critical listening as integral 
to understanding historical and contemporary 
expressions of musical multiculturalism. Navigating 
the spaces of listening, negotiating intersensory 
experiences, and examining the use of sound across 
disciplines and art forms allows us to consider its 
potential to inspire new conversations within cross-
cultural musical encounters. Listening across these 
multiple perspectives also implicates us, making us 
responsible for interpreting what we ‘perceive with 
our ears’ (Pierre Schaeffer’s ‘ouïer’—‘to hear’). 

Scholarship on listening is both theoretical and 
practical, and includes contemplation of structural 
aspects of sonic materials as well as consideration 
of social and political influences and intersensorial 
responses, among others. Experiences with sound are 
always mediated and may originate in the moment of 
hearing, or re-sound in our memories or imaginations 
long after the sound has expired. Listening around the 
sounds increases the possibility for understanding the 
breadth and depth of multiple cultures and identities: 
whose voices are heard, how and when they ‘sound’, 
and where we as listeners direct our attention and 
interpret what we hear. In this presentation, I explore 
curated spaces of inter-arts listening that expose 
unexpected layers of cultural meaning in music and 
suggest approaches to listening to them that are 
historiographical as well as cross-cultural and that 
allow us to hear and interpret musical landscapes and 
soundscapes in new ways.

Strings Across the Ocean:  
Continuity and Change in the  
Cocos Malay Biola Tradition of  
the Cocos (Keeling) Islands
David Irving 
University of Melbourne

The biola (violin) is one of the most emblematic 
musical instruments of the Cocos Malay community, 
who have been based on the Cocos (Keeling) 
Islands—part of Australia’s Indian Ocean Territories 
—since 1826. The biola is used for a range of 
local dance genres, such as dansa ril, selong, and 
melenggok; it also accompanies the bangsawan 
theatre. Malay melodies make up the bulk of the 
repertoire, but there is also a set of tunes that exhibit 
Scottish influence, adapted to Malay tastes. The 
latter may indicate cultural influence of the Scottish 
Clunies-Ross family, who ruled the islands from 1827 
to 1978. On Cocos, biola performance has been the 
preserve of two specific families (some of whose 
members subsequently moved to Western Australia) 
since the mid-twentieth century, and players learnt 
by traditional methods of long apprenticeship. 
Over the past two decades, the regularity of biola 
performances has declined, owing to the growing age 
of players and lack of younger generations taking up 
the instrument. Consequently, the Shire Council has 
taken steps towards revitalisation, securing Australian 
government funding and initiating a program in 
2014 to teach biola to adult learners. This strategy 
has opened up new pathways for biola culture, with 
significant implications for its current practice and 
ongoing cultivation. This paper explores the history 
and cultural functions of the biola on Cocos, with a 
critical survey of selected performance genres and 
their use in a number of contexts, going on to examine 
recent changes in tradition and considering their 
social impact.
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AKB48 and Middle-Aged Male 
Fandom: The Intersection of Gender 
and Age in Marketing and Consuming 
Japanese Popular Culture Groups
John Jang 
University of Auckland

In this paper, I investigate how masculinity and 
age matter and intersect in the consumption and 
marketing of female idol groups in Japan. AKB48 is a 
girl group that has gained huge popularity in Japan 
since the beginning of a new idol boom there in 
2011. Among numerous female idol groups in Japan, 
AKB48 is the best-selling artist today. The major fans 
of this group comprise both young and middle-aged 
men. Interestingly, relatively older male fans have 
been the most active participants in generating 
AKB48 fan cultures and consuming the girl group 
events and commodities. Despite the relatively large 
proportion of middle-aged male fans who have been 
the marketing target of Japanese pop music industry, 
which sees the value of their financial capacity as 
income earners, these fans have, however, faced 
social stereotyping and stigma due to their age and 
gender, neither of which conforms to Japan’s idea of 
proper groups to be fervent fans of idol music and/
or girl groups. Based on the online comments and 
reactions collected from fan sites and blog entries, 
this study explores how and why middle-aged men 
become fervent fans of AKB48 and what makes them 
fulfilled as they participate in on-and offline, popular 
cultural spaces. 

Civil Savages, Musical Elites:  
The Conservatorium and the 
Gentlemen’s Club
Anthony Linden Jones 
Sydney Conservatorium of Music

An international network of ‘bohemian’ gentlemen’s 
clubs, the Savage Clubs, beginning from a first London 
meeting in 1857, quickly spread to the English-
speaking settler nations of Canada, the USA, New 
Zealand and Australia. In each country, the club 
adopted a unique patois and set of symbols derived 
from imagined homogenised amalgam of the local 
Indigenous cultures and the idealised American 
“Indian”.

Two clubs, the Wellington and the Sydney Savage 
Clubs, are closely linked through the personage 
of composer Alfred Hill, one of the founders of the 
Sydney club in 1936. He was an irresistible force, 
and drew many of his teaching comrades, composers 
and performers, from the NSW Conservatorium 
of Music into the Club. The Indigenous peoples of 
Australia had little direct opportunities for creative 
representation in the wider community in the period 
between the wars. For the most part, the only musical 
representation of Indigenous culture was rendered 
through the distorted lens of colonial imaginings. 
Almost universally, the participants of this rendering 
were members of the Sydney Savage Club.

This paper explores the intersection of Savage Club 
culture with musical representations of Aboriginality, 
and aims to determine how that Club culture 
interceded with a wider understanding of Australian 
Aboriginality.
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Rhetorical Visuality Methods  
in a Contemporary Performance  
of Il pianto della Madonna by  
Claudio Monteverdi
Daniela Kaleva 
University of South Australia

Il pianto della Madonna à voce sola sopra il Lamento 
d’Arianna (The Madonna’s Lament for solo voice after 
Lamento d’Arianna) by Claudio Monteverdi is a non-
liturgical sacred piece in recitative style. The crowning 
work in the compilation Selva morale e spirituale 
(Venice, 1640–1641), it articulates Marian piety at 
its finest. The anonymous text voices Mary’s grief, 
desperation and resignation at the foot of the Cross 
through pungent iconic images that are emphasised 
in the score through word painting. This study offers 
results from an experimental performance of the 
piece during a concert of sacred music devoted to the 
Virgin Mary given at Trinity Chapel, The University of 
Melbourne on 13 August 2016. The interpretation of 
Il pianto della Madonna was developed over a five-
month period and performed by young rising stars 
of Australian early music Jacob Lawrence (tenor), 
Hannah Lane (triple harp), Nicholas Pollock (theorbo), 
and Calvin Bowman (organ). 

Rhetorical visuality entails persuasive power gained 
on account of visualisation, physical appearance 
and action to appeal to the eye and heart of the 
spectator. Notwithstanding the importance of 
words and the auditory properties of speech, 
rhetoric compels orators to explore visual elements 
as crucial conduits for the production of variety, 
understanding, decorum, credibility and emotion. 
I directed the ensemble’s exploration of rhetorical 
visuality ideas and methods with a primary focus 
on text argument and structure, the progression of 
passions and visualisation techniques. The research 
deploys archival and performative research as well as 
two questionnaires that probe into various aspects 
of the performers’ experience while preparing and 
performing early sacred music before and after this 
project. The results indicate that rhetorical visuality 
methods may be considered in modern performance 
practice of vocal sacred works as a means to extend 
performers’ understanding of the narrative and excite 
their emotions. 

In Search of Schubertian  
Cyclicality in Sonata Form
Koichi Kato 
Independent scholar

The recent Schubert scholarship has cultivated a 
cyclic aspect in his use of sonata form. Suzannah 
Clark has associated the nature of Schubert’s 
cyclicality with lyricism and memory, while Brendel 
showed that Schubert’s late piano sonatas (D. 
958–960) have a cyclical construction similar to the 
great song cycle Die Winterreise. Youens thoroughly 
analyzed the song cycle, identifying what she calls 
the ‘walking’ motive’ as the principal kernel linking 
all the twenty-four songs, and has demonstrated 
the reminiscence of the walking motive in the 
first of Impromptus, D. 899. In my analysis, this 
motive actually permeates all four pieces in D. 899, 
suggesting that this work could be viewed as being 
structurally similar to the song cycle. Cyclic multi-
movement organization in Schubert’s oeuvre can be 
recognized from the early period but is particularly 
evident towards the late period (Chusid). Indeed, the 
fact that Schubert reused his own song melodies in 
his instrumental works shows that song cycle and 
sonata can intersect, contributing to the development 
of sonata in the early romantic era. Moreover, its 
underlying concept can be traced to Adorno, who 
viewed Schubert’s idiosyncratic musical structure in 
his late sonatas and impromptus as a type of cyclic 
construction that runs counter to the organic, linear 
development of the Beethovenian prototype. Thus, 
this idea challenges a fundamental concept of music 
theory: linear versus cycle. This paper examines 
the idea of the multi-movement cycle in Schubert’s 
late piano works as an intersection of song cycle, 
approaching the sonata through the poet.
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The Emotional Life of Musical  
Objects: Zelenka and the  
Nineteenth-Century Collectors
Frederic Kiernan 
University of Melbourne

The question of what it means to engage emotionally 
with music has been explored from a number of 
theoretical angles, especially within the disciplines 
of psychology and philosophy. But understanding 
how people have engaged emotionally with music 
throughout history presents additional theoretical 
problems, since this relies on the premise that past 
emotional experiences somehow leave observable 
traces that are recoverable by historians. Recent 
work in the history of emotions has attempted to 
address this issue, but the problematic relationship 
between music, emotion and the past remains an 
area in need of further study. This paper investigates 
the way 19th-century collectors engaged with the 
music of Bohemian composer Jan Dismas Zelenka 
(1679–1745) from a history of emotions perspective. 
Numerous collectors including Sir Frederick Ouseley, 
Eduard Grell, Raphael Georg Kiesewetter, Carl 
von Winterfeld, and others, all held score copies 
of Zelenka’s music, and the majority of these men 
were associated in some way with the Roman abbot 
Fortunato Santini (1778–1861). The role of Santini 
in the transmission and reception of Zelenka’s music 
in the nineteenth century is itself an area yet to be 
explored, but by understanding how these music 
scores came to be seen as sought-after objects 
in the eyes of these collectors, this study also 
seeks to generate new theoretical insights about 
the problematic relationship between music and 
emotions in the 19th century.

 

Reproduce or Recompose? Present 
and Future of Traditional Korean HIP
Jieun Kim 
Heidelberg University Germany

While many scholars have researched the historically 
informed performance (HIP), the issue of the effect of 
traditional music on non-Western music is scarcely 
mentioned. However, non-Western countries also 
have their own traditional music, which they had 
before accepting Western music. They also reproduce 
historical performances using their own historical 
instruments to preserve their traditions.

This paper focuses on the traditional Korean 
HIP, particularly court music in the 15th century 
performed in palace courtyards, including singing, 
playing instruments and dancing. Traditional music 
moved to the modern theatres in the 1980s, but it 
was difficult to reproduce authentic performances in 
this context for two reasons. First, the original scale 
is too big to suit an indoor performance, so they had 
to reduce the number of performers, and second, 
contemporary audiences can find Korean traditional 
court music boring or confusing, because it is 
monophonic and slow with ancient Korean lyrics. To 
address these issues, Korean composers recompose 
traditional Korean music, which has an intermediate 
form between reproductions and arrangements of 
original work. 

This paper presents two pieces for traditional Korean 
orchestras. Firstly, an example of traditional HIP, Mun-
myo-je-rye-ak of the 15th-century Joseon Dynasty, 
which exhibits ritual features court music in Korea, 
is introduced and its transmission and performance 
practice are observed. Secondly, an example of 
experimentative HIP, Academic Ritual (2015) based 
on Mun-myo-je-rye-ak by Texu Kim (1980), which 
includes issues such as the concept, structure, 
notation, traditionality and modernity, is analysed.
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Modernity and the Musical 
Middlebrow at the 1885  
Exhibition of Inventions
Sarah Kirby 
University of Melbourne

The 1885 London International Exhibition of 
Inventions and Music was described by the press 
as ‘the largest and most important ever held’ in 
relation to music. Yet its official aims—promoting 
and illustrating invention, progress and modernity—
sat awkwardly with common notions of music as 
a historically-situated high art. As the Musical 
Times noted, the Exhibition should broaden access 
to high art, without conceding to the public’s 
‘vulgarity of taste’. Consequently, the Music Division 
was separated into two parts: one, showing 
recently-invented instruments and technologies 
demonstrating the ‘new’; and the other, a display 
of ‘ancient’ instruments emphasising artistic and 
cultural value. Ideological tensions arising from this 
dichotomy were also present in music performance, 
with recitals of ‘ancient’ music held far away from 
‘popular’ concerts. 

I argue that the reception of institutional attempts to 
broaden access to elite culture, and cultural products 
blurring the boundaries between high and popular 
culture—termed here a ‘musical middlebrow’—
within the Exhibition reflects a wider late-Victorian 
response to the challenges modernity and progress 
placed on the social class system. I do this by 
exploring the intersections between technology, 
popular culture, commerce and class present in 
the Music Division of this Exhibition. The musical 
press broadly rejected the middlebrow, instead 
reserving their enthusiasm for an increasingly esoteric 
‘historic’ music. I argue, therefore, that this critical 
rejection was, ultimately, a broader rejection of the 
democratising forces of modernity—the very forces 
of progress supposedly represented by an Exhibition 
of ‘Inventions’ itself.

Britten’s Primal Scream
Sterling Lambert 
St. Mary’s College of Maryland

Few pieces of music have been so clearly a  
‘witness to the past’ as Britten’s War Requiem,  
written to celebrate the rebuilding of Coventry 
Cathedral after its destruction in World War II.  
In its use of Wilfred Owen’s World War I poetry, 
the work clearly alludes to that conflict also. Less 
apparent is the way in which it might comment on 
World War II in the Far East, and specifically one  
of the most cataclysmic events in history—the  
atomic bombing of Hiroshima and Nagasaki.

War Requiem culminates in what Paul Kildea 
describes as ‘one of the two great primal screams  
of his output’. The other is perhaps the similar gesture 
at the climax of the opening movement of the Sinfonia 
da Requiem, his 1940-response to a Japanese 
commission. In referring to this moment, War 
Requiem possibly makes reference to the Japanese 
conflict, yet Britten’s earlier plans for an oratorio 
about the bombing of Hiroshima suggest that this 
particular event was on his mind, chillingly evoked in 
this ‘primal scream’.

However, this powerful outburst may also be 
understood to refer to a moment in the opening 
chorus of Bach’s St. John Passion—a work about 
sacrifice on behalf of humanity. Indeed, War 
Requiem’s allusion to the Sinfonia da Requiem 
suggests that Britten was sensitive to the impact of 
the nuclear attack on Japan, yet its simultaneous 
reference to the St. John Passion interprets this 
impact as a terrible but necessary price for peace.
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Informed Instruments:  
Investigating Evolving Approaches to 
the Restoration and Representation 
of Early Keyboard Instruments
Elly Langford 
University of Newcastle

Early keyboard instruments are objects (and 
concepts) central to the debate surrounding 
historically-informed attitudes in the early music 
movement. Whilst central to the performance of 
early music, historical keyboard instruments are 
themselves primarily perpetuated through restoration 
and represented through various forms of replication. 
This paper addresses the evolution of restoration 
and representation practices concerning early 
keyboard instruments, and analyses the influence 
of historically-informed attitudes on shaping 
these practices, in both performance and curation 
contexts. Investigating the unique position that early 
keyboards occup—as both historical artefacts, and 
musical instruments designed to produce sound—
is key to understanding how the ongoing debate 
surrounding their treatment has evolved, and in turn 
led to the development of new methods of sound 
representation, including digital replicas making use 
of 3D sampling techniques.

I aim to indicate how a timeline of evolving 
perspectives and practices may be developed, based 
on the analysis of discourse regarding restoration 
and instrument making practices. I draw also on 
published research regarding the application of these 
practices to early keyboard collections, examples 
of which include the digitisation of the Benton 
Fletcher Collection, Hampstead House, UK, and the 
restoration of the Crosby Brown Collection of Musical 
Instruments, Metropolitan Museum of Art, USA. 
Such a timeline, considered within the prevailing 
perspective of historically-informed attitudes, may 
be used to develop new methods of restoration for 
historic keyboards, and contribute to continually 
evolving understandings of representing them in our 
current time. 

Man vs. Wild: Nature Contemplation 
in Strauss’s Alpensinfonie 
David Larkin 
University of Sydney

Richard Strauss’s last tone poem, Eine Alpensinfonie 
(1915), may be his most misunderstood. It continues 
to be highly regarded as an orchestral showpiece, 
and Strauss’s virtuosity in finding musical analogues 
for the vistas encountered on an Alpine trek is widely 
recognised. However, accusations of superficiality 
have proven hard to shake off, even though we have 
long been aware that the work has ties to Nietzsche’s 
ideas. Strauss’s listed ‘the worship of eternal, glorious 
nature’ as a key element in his own Nietzsche-inspired 
post-Christian morality. In the Alpensinfonie, Strauss 
represents not just nature but also a human subject 
who experiences the landscape. The nature of the 
relationship between these two entities deserves 
more scrutiny than it has hitherto received. 

Building on the work of Christopher Morris, Charles 
Youmans, Jürgen May and others, I explore how 
the man vs. nature dichotomy plays out over the 
course of this fifty-minute tone poem. Strauss’s 
procedures will be situated against the backdrop 
of musical representations of nature in the works 
of Beethoven, Berlioz and Mendelssohn, as well as 
his own earlier symphonic fantasy, Aus Italien. It will 
be shown that, in contrast to the eternal separation 
between man and nature that forms the bedrock of 
Strauss’s Also sprach Zarathustra, the climber here 
is able to achieve some form of romantic communion 
with the landscape. However, the final return of the 
enigmatic ‘Night’ music from the beginning suggests 
that Nature, like the transcendent deity it replaced for 
Strauss, ultimately remains inscrutable. 
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Fifty Years of Instrumental  
Music Programs in Australian 
Government Secondary Schools:  
What do the Musical Works 
Witnessed Reveal about Australian 
Identity and Culture?
Sharon Lierse 
Charles Darwin University

In the early 1960s instrumental music was  
first offered as a free provision in government 
secondary schools. Commencing in South Australia 
in 1963, each State and Territory began to offer this 
resource reflecting their own distinct geographic 
location and culture. Initially viewed as a trial, the 
programs quickly expanded and consequently the 
resource became highly valued. Political and policy 
changes as well as recourse allocation has been an 
underlying influence of how these programs have 
been managed. 

The paper is based on a PhD study which traced the 
initiation, development and further continuation of 
these programs. Historical research was used as 
the methodology. Information was gathered from 
primary and secondary resources, archival material, 
government reports, journal articles and interviews 
from 20 key players. An issue arising was the 
selection of musical works in such programs. Was the 
syllabus and types of musics taught and witnessed 
a reflection of Australian culture, or were they 
perpetuating British and American traditions? Did 
the works selected taught change overtime to reflect 
changes to Australian identity and culture? 

‘Shrieking Soldiers…Wiping Clean 
the Earth’: Hearing Apocalyptic 
Environmentalism in the Music of 
Botanist
Olivia Lucas 
Victoria University of Wellington

The music of the California-based black metal band 
Botanist conjures a world in which plants have 
risen up to destroy human civilisation, presenting a 
narrative of apocalyptic environmentalism that invites 
listeners to reconsider their assumptions about 
the relationship between human life and the rest of 
the natural world. Having replaced heavy metal’s 
standard guitars with a distorted and processed 
hammered dulcimer, the gagging grunts that emerge 
from a haze of pitchy percussion delineate the bloody 
revenge of kingdom plantae in violent detail. Indeed, 
the lyrics read as a graphic ode to the world’s toxic 
plants. Botanist’s 2013-album Mandragora goes 
further, combining the narrative of vengeful flora with 
a mythology of lethal plant vocalisation, as it tells the 
story of an army of mandrakes that exterminates the 
human race with its screams; sound becomes the 
final agent of humanity’s demise. 

Botanist taps into the logic of apocalyptic 
environmentalism, a straining toward cleansing 
collapse which Lawrence Buell (1995) calls ‘the 
single most powerful master metaphor that the 
contemporary environmental imagination has at 
its disposal’. Mandragora presents the essential 
narrative of apocalyptic bioterrorism: humanity, 
with wanton hubris, has sown the seeds of its own 
destruction, and earned whatever horrors befall it 
on the way to elimination. Difficult to depict through 
sound alone, this mode of environmentalism has 
largely been the province of literature and film, 
which easily construct doomsday-driven narratives. 
Botanist’s bleak, strident sound world, however, offers 
an example of what apocalyptic ecological urgency in 
music could sound like.
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She-Wolf in Sheep’s Clothing: Baroque 
Opera’s Villainesses and their Powers 
of Seduction through Music
Kate Macfarlane 
University of Melbourne

Opera’s villains are invariably gifted with some of 
the repertoire’s most sublime and powerful music. 
One need only think of the Queen of the Night’s two 
magnificent arias, Iago’s Credo, Scarpia’s Te Deum, 
or Claggart’s O Beauty, O Handsomeness, to realise 
that the power of the villain is not only to repulse, 
but also to seduce. The precedent in music theatre 
for the antagonist concurrently to allure and repel 
stems from the very beginnings of opera. Women in 
17th-century opera were overwhelmingly charged 
with representing the moral values of the time, and 
this paper asserts that the sorceress/anti-heroine 
characters in Francesca Caccini’s La Liberazione 
di Ruggiero dall’Isola di Alcina and Francesco 
Cavalli’s Il Giasone are invested with the power of 
seduction through musical devices, thus highlighting 
their moral treachery. A combination of historical 
research, musical analysis, and cultural critique will 
be used to demonstrate the composers’ intentions to 
create music that elevated the characters’ dramatic 
discourse, thereby fulfilling the aesthetic aims of the 
period.

Prima la musica? Rhetoric and pitch 
contour in the affective performance 
of Italian recitative. 
Alan Maddox 
University of Sydney

In the performance of recitative, the conflicting 
imperatives of music and speech are most contested 
in the domains of rhythm and pitch. In recitativo 
semplice (later called ‘secco’), the rhythm conflict 
is resolved primarily in favour of speech, the pitch 
conflict almost entirely in favour of music, while 
other expressive parameters including dynamic and 
timbre are left to the discretion of the performers, in 
conformity with the rules of rhetorical declamation. 
Pitch is thus the vocal parameter over which the 
singer has the least discretionary control in recitative, 
yet an apparently simple pitch contour could 
nevertheless provide a framework for subtle and 
highly expressive delivery. Despite its often formulaic 
construction, recitativo semplice was designed to 
fit a tessitura suitable for dramatic recitation, within 
which its declamation could imitate the specific pitch 
contour and inflections of emotive speech. Composed 
pitch thus provides cues to the composer’s 
conception of the prosody and declamatory shape of 
the words, and of their affective intent, with figures 
such as dissonant leaps, rising or falling contours, and 
pitches at the extremities of the tessitura providing 
opportunities for heightened emotional expression. 
Documentary evidence throughout the seventeenth 
and eighteenth centuries suggests that there was 
also scope for singers to manipulate the written 
pitches in specific situations for expressive purposes. 
Recitative’s location in the contested middle ground 
between speech and song is thus a source of 
sometimes uncomfortable ambiguity, but also of the 
flexibility and expressive nuance that is its greatest 
strength. 



 4342  

Scholarly editions of Niccolò Piccinni’s 
Settings of Two Contrasting Comic 
Libretti: A Contribution to our 
Appreciation of Late Eighteenth-
Century European Identity. 
Lawrence Mays 
Australian National University

In 1770 and 1771 respectively, Niccolò Piccinni 
set two comic libretti which were markedly 
different in style and content: Il Regno della Luna 
by an anonymous librettist, and La corsara by 
Giambattista Lorenzi. The former, a dramma giocoso, 
was a vehicle for multiple narratives on prominent 
contemporaneous socio-political issues, in particular 
the social and political position of women. However, it 
lacked the plot complexity typical of late eighteenth-
century opera buffa. The latter, a commedia per 
musica, while containing less overt socio-political 
comment exemplified the common dramaturgical 
devices of the genre, including mistaken identities, 
disguises and fast slapstick action. To my knowledge, 
neither has been performed since the 1770s.

Scholarly editions of such works are witness to 
the past in the sense that the editor provides 
commentary on their socio-political themes, 
proposes guidance on realization of expression and 
articulation markings in the sources, and sites the 
works in the history of music development and in the 
broader context of societal trends. Issues concerning 
gender politics were presented overtly in Il Regno 
della Luna, while La corsara, which centered on a 
female pirate ruler, shared the concept of women 
possessing agency in political spheres. The sources 
provide unusually precise information on expression 
and articulation. Both works demonstrate Piccinni’s 
alignment with those who sought to reform opera 
in the period. Flexible overall structures and varied 
forms of set pieces were consistent with Francesco 
Algarotti’s dictum that the composer’s primary task 
was to support the drama by giving greater force and 
vitality to the text.

Spiritual Epiphanies: Religious 
Iconography in T.S. Eliot’s Ash 
Wednesday, Pablo Picasso’s 
Crucifixion and Igor Stravinsky’s 
Symphony of Psalms
Cameron McCormick 
Independent scholar

In 1930 a curious thing happened: T.S. Eliot, Pablo 
Picasso and Igor Stravinsky all produced the first 
major religious work of their mature lives. This 
strange biographical alignment was, however, not 
an isolated incident, but rather the most recent in 
a series of uncanny parallels in the three artists’ 
lives and works which could be traced back at least 
twenty years. Indeed, all three turned their attention 
to religion at a remarkably similar time; with Picasso 
resuming his exploration of religious imagery in 
1927, the very same year as T.S. Eliot’s conversion 
to Anglo-Catholicism and little more than a year 
after Stravinsky had returned to communion in the 
Russian Orthodox Church. This paper examines the 
representations of faith within these three works: 
Eliot’s Ash Wednesday, Picasso’s Crucifixion and 
Stravinsky’s Symphony of Psalms are discussed 
within both the biographical context of their creators’ 
returns to religion as well as the works’ relationship 
with traditional religious iconography. This paper 
shows that all three are at once uniquely modernist 
creations, yet remain deeply ingrained with the 
religious art of the preceding centuries, serving as a 
highly personal testament of their creators’ views on 
both religion and art.  
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The Audio-Visual Contract within 
Multi-Modal Virtual Reality 
Environments: A Case for Re-
evaluation
Clovis McEvoy 
University of Auckland

The field of visual music has historically been 
constrained to two-dimensional screens, yet recent 
developments in virtual reality (VR) technology could 
revolutionise the medium by allowing new levels of 
integration between multi-sensory data streams. 
As VR systems proliferate, audio-visual composers 
transitioning into VR must ask a fundamental 
question: does the audio-visual relationship change 
within a VR environment? Audio-visual pairings in 
traditional 2D media formats have been explored 
at length by scholars such as Michel Chion but how 
such relationships function within a VR context is not 
well understood; significant advances in hardware 
and software have led to a new level of sophistication 
in VR systems and this, in turn, necessitates an 
evaluation of how the medium may affect audio-visual 
relationships and visual music composition. 

It is predicted that VR experiences will increase 
the perception of synchresis between audio and 
visual textures and that, conversely, the perception 
of deficiencies within the audio-visual relationship 
may decrease, allowing highly satisfying media 
pairings to be more easily attainable within VR. To 
facilitate further investigation, this paper presents 
some preliminary observations and proposes an 
experimental framework utilising creative studies 
that may be experienced in either VR or on 2D 
screens. This new method of media consumption 
has the potential to challenge established audio-
visual integration models by significantly affecting 
perception of audio-visual relationships and may offer 
new potentials to the electroacoustic composer. 

Making Music History ‘Hip’: 
Performance Practice as an  
Integral Part of the Curriculum  
in Music History
Lise Karin Meling 
The University of Stavanger, Norway

I have just been the coauthor of a music history 
textbook, currently used in the Bachelor music 
programs at universities in Norway. With a 
background from early music performance as well 
as gender research, I felt it necessary to include both 
of these aspects, while comprising this book, even 
though this has not been commonplace previously 
in other textbooks. While writing the chapters on 
music from the 17th and 18th centuries, I decided 
then to shift the focus from a composer-based music 
story, to letting the genres be the decisive factors, 
and I include relevant performance practice issues 
when discussing the musical examples. My main 
question was what do we, as performers, need to 
add to the score for it to make sense? The answer 
to this and other questions became for many of the 
students their first introduction to historical informed 
performance, and made the students aware of not 
only the problem of notating music, but also they got 
to know a repertoire which they most probably would 
not have been able to come across on their own. 
This paper will present reflections on how to present 
performance practice issues, as well as gender 
aspects, in a regular music history class. 
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Cook Islands Imene: Creating Cultural 
and Religious Space in Sandringham, 
Auckland
Susanna Rose Middleton-Olliver 
University of Auckland

The Cook Islands Christian Church (CICC) is the 
largest Christian denomination with 18,000 
members in the Cook Islands and associated Ekalesia 
(congregations) in New Zealand and Australia. This 
paper, based on my Master’s thesis research, uses 
the Auckland City Ekalesia, a CICC congregation in 
Sandringham, as a case study around music’s role 
in creating and transforming cultural and sacred 
spaces. Lindsay Jones writes that performances 
are the means by which discourses and knowledge 
associated with the sacred are given form and interact 
with each other to produce a sacred space (1993). 
These altered spaces transcend time and place 
for diaspora communities such as Cook Islanders 
living in Auckland, New Zealand by connecting 
them with a past and a homeland. The music used 
for the transformation of space in this case is the 
Cook Island imene or hymn. These unique songs 
are a combination of the singing style of European 
missionaries and elements from pre-colonial musics. 
The imene is not only a way of evoking the sacred but 
also an expression of Cook Island identity. The imene 
sung in Reo Māori Kuki Airani (Cook Islands Māori) and 
the roles and other ritual aspects of the performance 
and service create a distinctive Cook Islands diaspora 
space for the community living in urban Auckland. 
This music complements religion and language in 
maintaining and evolving Cook Island identities, which 
insert transformative spiritual and cultural spaces 
into post-colonial situations.

Counting to Four: Charles Dieupart’s 
use of Flûte du Quartre in his Six 
Suites (1701)
Imogen Morris 
Hochschule für Musik und Theater Hamburg

Charles Dieupart’s (c. 1667–c. 1740) Six suittes 
(1701–2) are important works in the repertoire of 
recorder players today. Not only do they represent 
an innovative approach to the French genre of 
accompanied keyboard music, they are also 
frequently performed as works for solo recorder with 
basso continuo accompaniment. Published around 
the time of the Frenchman’s emigration to England, 
their use of flûte de voix (English: voice flute) and 
flûte du quatre (English: fourth flute) exemplifies 
the myriad of recorder sizes available to English 
recorder players at the turn of the eighteenth century. 
Although the flûte de voix is today accepted to be a 
recorder in d’, speculation remains regarding what 
Dieupart intended as the flûte du quatre.

The purpose of this research is to address this 
speculation by considering primary textual and 
musical evidence in conjunction with secondary 
literature. It begins by examining the history and 
possible performance scenarios of the Suittes before 
investigating the English recorder scene at the time 
of their production and how the confusion regarding 
the flûte du quatre arose. The various recorder sizes 
available and the way in which music was notated 
to facilitate their use are considered, and the role 
of the fourth flute in this situation is explored. The 
scope is subsequently broadened to compare this 
with other indications of fourth flutes in continental 
Europe, particularly the term Quartflöte and variants 
thereupon. Finally, this broader perspective is used 
to shed new light on how Dieupart’s parts for flûte du 
quatre may be performed.

Conference Speakers: Abstracts continued

Celebrating and Enhancing a Virtual 
Past through Singing
Richard Moyle 
University of Auckland

Without exception, the large vocal repertoire of 
Taku’s small Polynesian-speaking atoll population 
contains lyrics that speak of the past; indeed, there 
is no use of present or future tense verb forms. Two 
kinds of local history are presented in these lyrics for 
communal consumption. One—of human creation—
is verifiable but nonetheless allowed to be inaccurate 
where necessary in the interests of conformity to the 
principle of portraying an idealised image of island 
life. The other—of spirit creation—is unverifiable 
but nonetheless culturally credible and assumed to 
be accurate in the interests of the appeasement of 
ancestors and the comfort of mourners. 

This near-diametric opposition of perspectives 
illustrates the parallel reality present in much of Taku 
life. Local reactions to these portrayals in songs at 
public performance range from the openly fearful 
to the privately sceptical, but the documented 
continuation of the practice over more than a century 
testifies to widespread and enduring acceptance. 
However, events over the past decade suggest its 
imminent demise.

Louise Dyer: Lully to Couperin
Kerry Murphy 
University of Melbourne

When Australian-born patron of the arts Louise Dyer 
(1888–1964) settled in France in 1928 she was eager 
to become involved in promoting French music, for 
which she had a passion. It was not easy for Dyer, as 
a woman and a foreigner, to break into the male-
dominated Franco-centric musicological world. Her 
first venture in 1929 ended in personal humiliation. 
She had agreed to subsidize an edition of Lully 
organised by the distinguished musicologist Henry 
Prunières. However, Prunières’ colleagues could 
not see past the stereotype and portrayed Dyer as 
nothing but a wealthy, capricious female patron. Dyer 
was deeply offended when the only acknowledgement 
she received in the first volume of the edition was her 
name as a dedicatee.

This paper re-evaluates the problems of the Lully 
edition and argues that Dyer’s humiliation was 
instrumental in her decision in mid-1931 to set up her 
own music publishing house, Les Éditions de l’Oiseau-
Lyre. Within two years of founding the press she had 
produced a remarkable twelve-volume critical edition 
of F. Couperin to mark his bicentenary in 1933. While 
Dyer had an advisory committee and editors, the 
edition was produced and promoted almost entirely 
by her and her secretary. The paper concludes by 
exploring the extraordinary achievement of the 
Couperin edition but also its motivations.
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Accepting the Challenge: Reclaiming 
the Potential of John Cage’s Music 
through the Philosophy of Alain 
Badiou and Isabelle Stengers
Josten Myburgh 
Western Australian Academy of Performing Arts, 
Edith Cowan University

Contemporary composers Michael Pisaro and 
Antoine Beuger posit that John Cage’s 4’33” could 
be described as an event (Alain Badiou), a moment 
in musical history which splintered from the status 
quo imposed by the expressive norms of the time. 
This event was revelatory of a previously unknowable 
truth, the implications of which radically challenged 
normative concepts of not only music’s content, but 
also the way musicians and composers deal with 
one another. This paper argues that Cage’s ideas 
remain relevant today, resonating with the ideas 
of contemporary philosophers Badiou and Isabelle 
Stengers: ideas that developing new habits for living 
which contest capitalist concepts of speed and 
relentless progress are a means of becoming part 
of the process of change towards an unknowable, 
but potentially emancipatory, future. It will discuss 
contemporary performances of John Cage’s 4’33” 
and Four6 which explore their musical intensity and 
the possibilities for new ways of being-together 
they reveal, and argue that these make powerful 
gestures against the current predominant Cageian 
performance practice, which diminishes the real 
world consequences of his works by presenting 
them as novelties, as museum pieces, subversively 
highlighting their apparent failure to transform the 
musical landscape, and reinforcing the popular idea 
that Cage is philosopher first, composer second. The 
act of performing Cage compositions in a radical way 
will be framed as an act of ‘reclaiming’, contesting 
a history which has suppressed the ‘threat’ of Cage 
to uphold a status quo that feeds the infernal ‘social 
machine’ (Deleuze) of capitalism.

‘Something … to please every 
taste and suit every voice’: Locally-
Published Music in Magazines and 
Newspapers as a Source of Music for 
Domestic Performance in Colonial 
New Zealand
Elizabeth Nichol 
University of Auckland

The nature of domestic music-making in New Zealand 
during the late 19th and early 20th centuries can, 
in part, be illustrated through examples of sheet 
music that remain as artefacts in historic houses. 
For example, amongst the sheet music remaining 
at Alberton, the home of the Kerr-Taylor family in 
Auckland, are some well-worn examples of music 
supplements distributed through locally-published 
magazines and newspapers, including the New 
Zealand Graphic and Ladies Digest.

Through examination of this and similar material it 
is possible to understand a little more of what was 
performed in the pre-World War I domestic setting. 
The music published in magazines and newspapers 
needed to be of immediate appeal and cater to a 
range of tastes. Some of the magazines issued a 
number of music supplements in a relatively short 
time. These indicate that they were an attractive 
addition to the publication, enticing purchasers 
through filling a desire for inexpensive, popular 
repertoire. Works included light, popular British and 
American songs and a small number of locally-
composed works, while other supplements provided 
pieces of more proven longevity. Altogether they 
illustrate a little-explored aspect of music-making in 
New Zealand’s music history.

Conference Speakers: Abstracts continued

Longing, and the Subdominant  
Tritone in Film and Television
Brad Osborn 
University of Kansas

In the pilot episode of Twin Peaks, we hear a musical 
figure when missing teen Laura Palmer’s corpse is 
discovered; it later becomes a leitmotif that recurs 
throughout the show’s two seasons when a character 
remembers, or longs for, Laura. The theme’s most 
distinguishing characteristic is the ‘subdominant 
tritone’ (SdTT), which acts as a simulacrum for 
longing by lingering on a tritone before resolving to a 
consonant major third. Film and television composers 
have used the SdTT with increasing frequency since 
the 1980s. 

This presentation theorizes a link between the SdTT 
and feelings it engenders in film and television music. 
I’ll first demonstrate, through short video clips, a 
historiography of the SdTT—how it has changed 
over time and across different genres—then present 
close visual/musical analysis of selected SdTT-tinged 
passages that animate longing. 

My analysis of the final scene from the 2015-film 
Room, for example, showcases the emotional 
versatility of the SdTT. Room details the kidnapping 
and eventual escape of a mother and son who are 
imprisoned for seven years in a shed. Here, the 
SdTT appears when the now-escaped duo revisits 
their former prison. The mother, who was captured 
at age 17, feels only relief that her life has returned 
to normalcy. The son, however, who was born two 
years into the ordeal, has known nothing other than 
‘room’ (as he calls it), and therefore feels longing and 
nostalgia through this same SdTT. 

‘Seven Young Hautboys’—The Impact 
of German Hautboisten on English 
Musical Life, 1680–1800
Samantha Owens 
Victoria University of Wellington

While several scholars have explored the role of the 
French hautboy in England during the early modern 
period (most notably David Lasocki and Janet K. 
Page), to date rather less attention has been paid 
to the members of oboe bands, a type of ensemble 
employed throughout Europe in all manner of 
settings. As was the case elsewhere, in the German-
speaking lands of the Holy Roman Empire individual 
members of such Hautboistenbanden, referred to 
as Hautboisten, were required to be skilled players 
on a selection of instruments drawn from across 
the wind and string families. By the mid-nineteenth 
century—in a fascinating etymological shift—the 
word Hautboist had become a general term used in 
Germany to designate military musicians.

Drawing upon a wide range of primary source material 
(including archival records, extant music, newspaper 
items, diary entries and extracts from published 
memoirs), this paper considers not only individual 
German musicians employed in oboe bands attached 
to English regiments and the royal household, but 
also the significant number of Hautboisten who came 
to the country in pre-arranged ensembles. The latter 
ranged from the ‘seven young Hautboys’, on tour from 
Prussia, who presented ‘several Entertainments on 
the Hautboys, Flutes and Hunting Horns’ under the 
direction of Gottfried Pepusch (brother of Johann 
Christoph) in various London venues in 1704, to the 
private ‘German band’ employed by German-born 
Queen Charlotte in 1778. In turn, Prince Frederick 
(the queen’s son) engaged a 24-piece band imported 
direct from Germany in 1783, thus ensuring that 
German Hautboisten were well placed to exert a 
lasting influence on English musical life. 
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The ‘Maverick’ in Luigi Moretti’s  
Gran Sonata for Guitar
Jonathan Paget 
Western Australian Academy of Performing Arts, 
Edith Cowan University

The ‘grand’ (‘grande’/’gran’) sonata in the early 
nineteenth century was an elite genre, designating 
a work designed for professional performance, 
and representing the pinnacle of professional and 
musical achievement—albeit technical or musical 
(or both). Guitar sonatas constitute a comparatively 
small portion of published guitar works in this period; 
of slightly under 200 known guitar sonatas of the 
period, only a handful employ this pointed qualifying 
adjective (including examples by Carulli, Giuliani, 
L’Hoyer, Molino, Matiegka, Melia, Molitor, Moretti, Sor, 
and Paganini). The challenge in writing a grand sonata 
was arguably in composing something that was 
not only technically demanding, but also musically 
noteworthy. Of particular interest is the maverick 
figure Count Luigi Moretti (a musical dilettante), 
whose Gran sonata is full of outlandish harmonic 
aberrations. What little is known of Moretti is gleaned 
largely from published musical sources (dedications 
and the like), and from his small but unusually 
high-quality collection of musical publications. 
This paper examines Moretti’s solo guitar sonata, 
with discussion of the challenges to performance 
arising from the work’s unusual qualities—its odd 
harmonic shifts, formal deformations, and technical 
idiosyncrasies. Where fruitful, comparisons are 
made with the strategies of differentiation employed 
by other contemporaneous grand sonatas for 
guitar—including innovative and virtuosic textures, 
interpolated melodic episodes, sonata form 
deformations, and rigorous contrapuntal motivic 
development.

Selected Traditional Sabahan Folk 
Songs and their Possible Applications 
to Contemporary Composition
Mia Palencia 
University of Tasmania

The Malaysian state of Sabah occupies the northern 
region of the island of Borneo, contiguous with 
the Malaysian state of Sarawak, the Indonesian 
region of Kalimantan, and the Southern Philippines. 
The native tribes of Sabah have a rich and diverse 
traditional music heritage, and music plays a vital 
role in ceremonial events. In recent times, Sabah 
has experienced a decline in the significance and 
presence of traditional music. The implication of this 
is that there is a need for traditional Sabahan music 
to be preserved and developed if it is to survive the 
test of time.

This study explores four traditional folk songs 
of Sabah and their possible applications to 
contemporary composition for performance. 
The paper includes a brief overview of Sabah’s 
traditional music and its role in the community. 
The continuing chapters systematically analyse 
each of the four selected folk songs, presenting 
background information, musical characteristics, and 
fundamental features. How these elements were used 
in collaboration with Western contemporary genres 
to produce six new pieces is then presented in further 
detail.

This experimentation with cross-cultural music has 
created an opportunity to analyse forms of music 
that are largely unknown outside of Sabah. The new 
works produced through this project are intended for 
performance, with the aim to generate exposure and 
interest in traditional Sabahan folk music for a new 
audience, and to encourage a revival of interest within 
the Sabahan community for its traditional music 
heritage.

Conference Speakers: Abstracts continued

Composing in Cosmopolitan  
Shanghai: Avshalomov’s Experimental 
Piano Concerto on Chinese Themes 
and Rhythms
Irene Pang 
University of Hong Kong

Aaron Avshalomov (1894–1965) was a Russian-
born Jewish composer who lived in China for 
nearly thirty years. In the 1930s he was living in the 
foreign settlements of Shanghai. As a composer, he 
collaborated with the Shanghai Municipal Orchestra 
and wrote a few orchestral pieces of Chinese 
character. One of his best-known compositions is 
the Piano Concerto in G premiered in 1936. Under 
the framework of the concerto, many Chinese 
ingredients were brought into the work. These include 
the pentatonic scale, a transcription of an ancient 
Chinese tune, and a theme for the piano that imitates 
the strumming of the Chinese lute (pipa). The most 
daring experiment is the re-arrangement of the slow 
movement for sixteen Chinese instruments, played at 
the end of the debut.

This paper examines how the Chinese elements are 
integrated into the Western musical genre. It will 
attempt to demonstrate the composer’s intention 
of writing a fusion piano concerto, drawing evidence 
from the program notes. Here, Avshalomov expressed 
his views on Chinese music and its development. 
The concert reviews, on the other hand, provides 
evidence of the polarized responses to the piece. The 
concerto successfully drew much attention from the 
public due to the blending of Chinese and Western 
musical elements, as well as the development 
of Chinese music. It appeared as a reflection of 
cosmopolitan Shanghai, where the Chinese and the 
foreign settlers lived together and possessed different 
attitudes towards their relationship with each other.

The Far-From-Complete Edition. 
Authenticity, Collaboration, 
and Editorial Philosophy in the 
Evolution of the Anton Bruckner 
Gesamtausgabe
John Philips 
Independent scholar

Many of the works of Anton Bruckner (1824–1896) 
were originally published in editions involving a high 
degree of unacknowledged editorial intervention. 
Bruckner appears to have sanctioned these scores in 
some cases, was left intentionally in the dark about 
the degree of intrusion in others, and left the salient 
testamentary directive that his original manuscripts 
be used for subsequent editions. In 1929 the first 
Bruckner Complete Edition was set up under the 
direction of Robert Haas to publish the autograph 
versions, but Haas made his own editorial impositions 
and became ideologically entangled in the political 
objectives of the NSDAP. A phase of greater fidelity 
to the MSS began following the Second World War 
under Leopold Nowak; his deeply Catholic conception 
of Bruckner as a kind of saint was mirrored in his 
absolute fidelity to the letter of the originals, but 
compromised by editorial inexactitude and reliance 
on material from the Haas edition. But the original 
scores demand a more text-critical approach; 
they often lack precision concerning appropriate 
articulation, bowing, dynamics, tempi etc. and an 
edition should supply the kind of information on which 
interpreters can base such decisions. The recently 
begun Anton Bruckner Urtext Gesamtausgabe 
(Vienna, 2014–), effectively a third Bruckner 
Complete Edition, is attempting a new kind of ‘friendly 
collaboration’ in an effort to reconcile the partially 
conflicting claims of authenticity and historical 
performance practice.
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Influencing Contemporary 
Composition through Historical 
Precedence—Exploring the Function 
of Indigenous Rhythm in the Domain 
of Modern Popular Music
Tom Pierard 
Eastern Institute of Technology

This lecture-recital of original works explores the 
function of historical indigenous rhythm in the 
domain of modern popular music. The history of 
percussion and its role in African music is diverse, with 
functions varying from recreation to long-distance 
communication and storytelling. Permutations of 
various rhythmic styles such as Afro-Cuban and 
Mozambique can be heard in much of today’s Western 
popular music. This research aims to further develop 
the spectrum by which more complex ideals behind 
these styles can be applied, and uses historical and 
cultural precedence to inform both the structure and 
referent rhythmic foundation in composition. 

The presentation investigates and discusses 
compositional techniques that employ rhythmic 
devices commonly found in traditional Nigerian 
music and their application within a body of original 
works. The predominant styles (such as Igbo) 
are incorporated into a modern domain, and the 
instruments primarily associated are also explored. 
In this way I am attempting to foreground and give 
emphasis to the historical and cultural significance 
and musical nuances of Igbo and other forms while 
drawing attention to the source of the instruments and 
their place within the ensemble. The works attempt to 
cohesively blend styles without neutralizing aspects 
of the traditional forms that would ordinarily produce 
rhythmic disjunction in the same context.

Devices synonymous with Igbo music (e.g. hocket, 
polyrhythm, etc.) are explored and applied during 
the compositional process, combining live-recorded 
performance and digital production methods specific 
to the programme Ableton Live. An original work 
is performed before being deconstructed, and the 
compositional methods extrapolated. The idiosyncratic 
properties of both performed and programmed rhythmic 
phrases are also discussed and compared in detail, while 
various interpretations of African ensemble rhythms are 
demonstrated via live drumset performance. 

Roger Smalley’s Concerto for  
Piano and Orchestra: Revisiting  
an Historic Recording
Adam Pinto 
University of Western Australia

Roger Smalley’s Concerto for Piano and Orchestra was 
composed as a BBC commission for European Music 
Year in 1985 and recorded with the composer himself as 
soloist with the Western Australian Symphony Orchestra. 
This recording was subsequently submitted by the ABC to 
the annual UNESCO International Rostrum of Composers 
in 1987, where it achieved the highest ranking, that of 
‘recommended work’. Since this auspicious beginning and 
successful performances in Australia, England and Munich 
given by the composer himself, it has remained largely 
under-performed. This distinctive and engaging work has 
attracted the attention of researchers and highlights the 
compositional techniques and processes of Smalley’s 
highly structured compositions. Regrettably, this has 
not resulted in the work gaining an increased popularity 
amongst performers. The treacherous piano part, fiercely 
challenging orchestral writing, and lack of a reduction 
for two pianos, are some of the many reasons the work 
has failed to find a foothold in orchestral programmes. 
This presentation will explore a performance of the 
Concerto for Piano and Orchestra presented by the UWA 
orchestra on 13 September 2017. A focus will be given 
to the practicalities of preparing and performing the 
work. A thorough investigation of Roger Smalley’s own 
rehearsal and performance scores stored at the NLA will 
be combined with an analysis of the historic ABC recording 
to highlight the difficulties and suggest solutions to the 
performance of this demanding yet rewarding work. 

Conference Speakers: Abstracts continued

Resisting the Malambo: On  
the Musical Topic in Alberto 
Ginastera’s Oeuvre
Melanie Plesch 
University of Melbourne

Unanimously regarded as one of the most important  
Latin American art music composers of the 20th  
century, Alberto Ginastera (1916–1983) created a 
distinctive musical idiolect in which elements from 
Argentine traditional music play a structural role. A 
recurring characteristic feature is the presence of strong 
hemiolic rhythms, which can be detected from his Tres 
Danzas Argentinas of 1937 to his Piano Sonata No. 3 
(1982). These rhythms are uncritically identified in the 
literature as a reference to the ‘malambo’, a traditional 
Argentine solo male folk dance. This paper aims to 
dismantle the myth of the Ginasterian ‘malambos’ by 
examining the corpus through topic theory. A number of 
musical topics are identified, including those of the pala-
pala, gato, zapateo, and tribal dance. The paper proposes 
that a neo-colonialist ideological agenda is at play behind 
the malambo identification, and suggests that the label  
be abandoned. 

Bel canto: The Phantom of the Opera
Paul du Plessis 
Academic Colleges Group Education

The meaning of the term bel canto as it relates to 
opera in theory and practice has become skewed 
through casual, idiosyncratic use, rendering it 
impractical. One can find similarities of usage with 
the word ‘song’, which, taken up by iTunes and 
YouTube in modern parlance has come to refer to any 
musical work, regardless of genre. This paper aims to 
clarify the term bel canto and restore to it its original 
meaning, which was to distinguish a particular 
method of voice training with one set of results 
from other methods where the same results did not 
necessarily apply. The iconic soprano Maria Callas is 
credited as having distilled the meaning of the term 
bel canto to its purest form. It is, however, primarily 
the work of Australians Joan Sutherland and Richard 
Bonynge that most effectively shows the impact of the 
method of bel canto and, perhaps more importantly, 
the traditions that developed from its application. 
It is through their work that operatic performance 
came as close as it did to the ‘ideal’: that moment of 
‘authenticity’ in which the composers associated with 
the school of bel canto created operas for singers 
trained according to that method. The first part of  
this study explicates extant readings of the term, 
while the second part traces a celebrated performer’s 
notion of how bel canto was instrumental in helping 
her to achieve what she believed to be her destiny, 
and considers how this knowledge applies to today’s 
voice students.
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‘To Display Her Chief 
Accomplishment’: Domestic 
Manuscript Music Collections  
in Colonial Australia
Rosemary Richards 
University of Melbourne

Utilisation of manuscript music collections in 
Australian colonial music-making is illustrated in 
Ada Cambridge’s novel The Three Miss Kings (1891). 
Cambridge’s characters Patty King and her sisters 
are taught music by their mother, whose manuscript 
copies of music have travelled with her from her 
well-to-do life in Britain to isolation in Australia and 
subsequently support her daughter’s display of 
musical prowess.

This fictional representation supports research  
into manuscript music collections belonging to 
colonial women who lived in Australia during the 
nineteenth century, including Georgiana McCrae 
(1804–90), Annie Baxter Dawbin (1816–1905) and 
Sarah Cross Little née Bingle (1832–1909). Their 
collections were not only a record of consumption 
but also emphasised genteel women’s musical 
education and national, class, and gender identity. 
To dismiss domestic musical practices and resulting 
collections as second-rate because they were 
dominated by women, to view these artefacts as 
only the possessions of young genteel women being 
armed for the marriage market, is to overlook the 
valuable evidence they contain about women’s lives 
and activities. 

These collections can be investigated from the 
level of the scribal community, owner, album, and 
collection, to demonstrate personal choice as well as 
commonalities and local differences. Understanding 
more about surviving colonial manuscript music 
collections can shed light on women’s imaginative life, 
sense of self, shaping of identity, and particular life 
events as well as on wider issues of musical, migrant, 
and colonial history.

Renewing Desert Gospel Choral Music
Julie Rickwood 
Australian National University

In September 2016 a video from Confluence in the 
Desert by filmmaker/video artist/producer Naina Sen 
captured ‘a snippet’ of the collaboration of Indian 
musicians Shubhendra Rao, Saskia Rao-de Hass 
and Zuheb Ahmed Khan together with a classical 
ensemble led by Francis Diatschenko, and the Central 
Australian Aboriginal Women’s Choir. The concert 
was the last major performance at the Desert Song 
Festival in Alice Springs and the video not only 
highlighted this fusion of musics but also the musical 
and performative evolution of the Central Australian 
Aboriginal Women’s Choir. The choir draws heavily on 
its 130-year tradition of Lutheran hymnody as well 
as other choral material that has been increasingly 
integrated since the first Big Sing in the Desert 
workshop in 2010. I first met members of the choir 
during my doctoral research project in 2010. In 
2016 the singers were considerably more confident, 
vibrant, and expressive than I witnessed previously.

This paper articulates my observation and analysis 
of the developments that have enabled the renewal 
and revitalisation of Desert Gospel choral music. I 
begin with a description of location, a brief history 
of Desert Gospel choral music, and observations 
from my field research in Central Australia. I then 
explore the opportunities that have since nurtured a 
flowering of musical enrichment which have renewed 
and revitalised Desert Gospel choral music. The 
conclusion will recap and then consider the future  
of this musical expression. 
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‘A new world is opened up to view’: 
Orchestral gesture in Berlioz’s Roméo 
et Juliette
Inge van Rij 
Victoria University of Wellington

Berlioz described his Roméo et Juliette as a ‘dramatic 
symphony’, giving the parts of the lovers to the 
orchestra and thus seemingly eschewing the operatic 
potential of the ‘play of expression and voice and 
gesture’ that had had such a powerful impact on him 
when he first saw Shakespeare’s play performed in 
1827. Existing approaches to Berlioz’s work have thus 
typically analysed the score for its programmatic and 
narrative elements. However, Berlioz’s responses to 
Beethoven’s symphonies, as well as his other writings 
about the orchestra, reveal the significance of the 
visual dimension to his conception of orchestral 
music. In this paper I explore the possibility that 
Berlioz’s Roméo et Juliette might also respond to the 
physical gestures that so inspired him in 1827, not 
only in the sonic imitations of events from the play, 
but also in the gestures of the players and conductor 
visible on the stage. 

Drawing on nineteenth-century theories of gesture 
by Gilbert Austin and François Delsarte, I describe 
possible analogies between physical movement and 
rhetorical intent. An examination of rehearsals and 
performance of two movements of Berlioz’s work by 
the Schleswig-Holstein youth orchestra, conducted 
by Leonard Bernstein, provides an example of how 
such gestures might be scripted into the music and 
realised through performance. In taking literally 
Berlioz’s suggestion that, in the ‘genre instrumental 
expressif’, a ‘new world is opened up to view’, I thus 
not only offer a new reading of Berlioz’s ‘dramatic 
symphony’, but also point to ways of extending recent 
embodied approaches to music.

Gallipoli to the Somme:  
A Musical Witness to History
Anthony Ritchie 
University of Otago

In 1964, Alexander Aitken’s book Gallipoli to the 
Somme was published, recounting his experiences 
in World War I nearly fifty years after the event. 
Moving forward another fifty years to 2016, and a 
composition bearing the same title was premiered in 
Dunedin, and scheduled for performance in London, 
2018. This presentation explores the motivations 
behind the creation of this composition, its historical 
sources and context, and its methodology. Gallipoli to 
the Somme commemorates the war by personalizing 
experiences. The scale of the conflict is too large to 
grasp easily; therefore, it is easier to relate to events 
in a single person’s life. The violence involved is also 
so horrific it cannot be adequately represented in 
musical terms. 

I ask the question: how does a composer combine 
music and words as a witness to violence and trauma 
without becoming voyeuristic? Another issue is that 
of authenticity. Are music and words telling the truth 
about war experiences? When answering these 
questions I examine contemporaneous war texts 
used in Gallipoli to the Somme, plus the use of existing 
music from the period. I explore quotation and re-
composition as a technique for adding meaning to 
a work. In John Adams’ ‘post-style’ world, does this 
re-composition technique only work when used in a 
historical context, or can it be used more generally? 
The presentation will be illustrated by a SOUNZ film  
of the Dunedin premiere of Gallipoli to the Somme. 
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The Symphonies of Dmitri 
Shostakovich in France
Madeline Roycroft 
University of Melbourne

In the early 20th century, Stravinsky, Diaghilev, and 
the Ballets Russes laid strong foundations for the 
love of Russian music in France. By the 1930s, Dmitri 
Shostakovich was benefitting from his predecessors’ 
reputation and was considered one of the Soviet 
Union’s finest young modernists. But growing artistic 
censorship under the Stalin regime soon saw a 
change in the young composer’s style, and his music 
quickly fell out of favour amongst French critics. 

Drawing on primary source material taken from 
archives of the Bibliothèque Nationale de France and 
the Association Internationale ‘Dimitri Chostakovitch’, 
this presentation will refer to Shostakovich’s Fifth, 
Seventh and Ninth symphonies: three programmatic 
works that reflect some of the Soviet Union’s most 
radical political events. Excerpts of French critical 
commentary from the beginning of the composer’s 
career, the premiere of each work, and from the 
final decade of the twentieth century will be used to 
evaluate the life of these inherently political works in 
another political climate. Of particular interest will be 
the impact of the Shostakovich Festival held in France 
throughout 1989, coined ‘Année Chostakovitch’ 
by the French press. The year saw a revival of the 
composer’s forgotten masterworks yet it marked 
no significant date in the composer’s career. It did, 
however, coincide with both perestroika and the 
bicentennial of the French Revolution. This paper 
highlights the varying degrees to which reception 
of these three symphonies is still clouded by the 
turbulent political events they witnessed. 

Italian Futurism and the Immersive 
Experience of Music
Jennifer Rumbell 
University of Queensland 

Motifs of noise, technology, war, and the machine 
are indisputably located within the Futurist musical 
aesthetic, most obviously in Luigi Russolo’s invention 
of the intonarumori and his renowned manifesto The 
Art of Noise. Much of the literature on Futurist music 
is dedicated to Russolo’s ideas and developments, 
and the influence of these upon the cultivation of 
twentieth-century avant-garde music more broadly. 

However, in addition to Russolo’s expansion of the 
sound palate beyond the traditional orchestra, a 
heterogeneous array of music was utilised within 
the movement’s broader artistic program. This was 
not limited to compositions by ‘self-avowed’ Futurist 
composers Russolo, Francesco Balilla Pratella, 
and after the First World War, Franco Casavola and 
Silvio Mix; but also appropriated musical works 
from composers external to the movement such as 
Stravinsky, Casella, Malipiero, Respighi, and even 
Ravel and Debussy. 

Though many of these works alone seem 
aesthetically incongruent with Futurism’s character, 
their surrounding performative context reveals a 
multi-modal approach involving the use of inter-
disciplinary elements, variety theatre, pantomime, 
dance, notions of synaesthesia, and the confluence 
of jazz, improvisation and high art music. These 
varied performative formats and contexts indicate 
that it was not only the aesthetics of music that 
Futurism sought to transform, but also the entire 
experience of the ‘musical act’. By subsuming music 
within a totalised Futurist aesthetic, the movement 
transformed contemporary experiences of the 
musical act from individual, passive and detached 
diversion to a collective, participatory,  
and immersive ritual. 
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Breaking the Glass Harmonica: 
Women Performing Musical 
Leadership
Helen Rusak 
Western Australian Academy of Performing Arts

This research examines contemporary women 
performing leadership as composers and musicians. 
Recent research into women’s success as composers 
indicates that their position in the early twenty-first 
century is not improving significantly (Rusak, 2010; 
Macarthur, 2012; 2013; Macarthur et al., 2016). 
Similarly, research into women in music leadership 
roles in orchestras, music boards and academia 
shows that women are underrepresented in all of 
these areas (Bartleet, 2005; Whitney, 2012; Ravet, 
2016; Lazarou 2017). Despite affirmative action, sex 
discrimination, and awareness campaigns, women 
lag behind men in most musical arenas. Breaking the 
so-called ‘glass ceiling’ has been as elusive to women 
in music as it has in other fields of endeavor (Adler & 
Osland, 2016). 

Leadership theorists argue that the transformational 
approach (Bass 2006)—characterized as charisma, 
inspiration, intellectual stimulation, and individual 
consideration—can be identified with women 
in leadership. Emerging theories on innovation 
leadership emphasize the role of leaders in creativity 
and nurturing creative efforts. Klenke (2010) 
emphasizes the importance of context in which 
the leadership role is being performed. According 
to Ambler (2005), leaders master their context by 
seizing opportunities for action and have the ability 
to read the forces that shape the times in which 
they live. This examination of contemporary women 
performing musical leadership will take into account 
where leadership and musical success intersect.

Whakarongo ki taku inoi: Hearing 
the sounds of diaspora community 
through Christian song 
Shannon Said 
Western Sydney University

The concept of storytelling is of great significance 
for Indigenous peoples around the world. Stories 
are understood to contain within them language, 
culture, and spiritual principles that transcend time 
and space. Different musical styles and texts have, 
throughout the centuries, been used to share these 
histories through performance, and musical works 
have the potential to transmit and reveal the potency 
of these histories for peoples within and without these 
respective cultural groups. 

This paper investigates the role of music as a 
storytelling agent, drawing on three original songs 
composed for a Māori-diaspora Christian album, 
and recorded with a Christian-diaspora Māori church 
based in Sydney. These case studies explore St. 
John’s account of the baptism of Christ as articulated 
through Māori metaphor, the import of Jewish 
exile and longing for home, the author’s Christian-
Maltese diaspora identity, and the use of haka as a 
means of spiritual warfare and expressing collective 
Māoritanga (Māoriness) for this Christian-Māori 
diaspora community. 

These case studies consider: the significance of Māori 
Christianity and how it has been appropriated through 
Te Reo Māori and Māori metaphor; the experience 
of Jewish exile from their homeland, alongside the 
diaspora experience of longing for one’s cultural 
heritage and language despite being dislocated from 
it; and how haka, as a medium of cultural and spiritual 
communication, takes on a new and unique history 
within a Māori-diaspora context. 
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Malipiero—Maverick or Performance 
Magic: Genesis and Historical 
Circumstances of Sound and Syntax 
of Malipiero’s First Symphonic Work 
Philip Shields 
University of Western Australia

Malipiero repudiated many of his pre-1910 works 
hinting that had been ‘consigned to the flames’. 
His widow led to their rediscovery and the first 
work, Sinfonia degli eroi (1905) received the first 
modern recording only in 2010, surprisingly in 
Greece. This earliest work of Malipiero is set against 
a turbulent musico-historical background. Deep 
in the ocean trench of early twentieth-century 
composition centred on the Italian peninsula were 
four currents: a century-old operatic tradition 
gasping for new ideas that would not be forthcoming 
after Puccini; retrospective nostalgia for the glories 
of Italy’s seventeenth- and early eighteenth-
century instrumental music, serving as a catalyst 
for a twentieth-century distilling of their precious 
essence; the influence of Strauss’s chromaticism, 
straining the boundaries of common practice 
tonality to breaking point; and the French influence 
of Debussy’s impressionism, provoking a departure 
from the prevalent late Romantic Austro-Germanic 
tradition. The Frenchness of French composers had 
been buoyed by their demoralising defeat during 
the Franco-Prussian Wars. The Sinfonia degli eroi 
was Malipiero’s first attempt towards a new Italian 
musical language. At the time, Strauss’s symphonic 
poems were the most innovative, avant-garde 
musical genre. Malipiero chose this genre for his first 
work, embracing the complexity of a large-scale 
one-movement work, which Steven Vande Moortele 
analyses using the framework of a two-dimensional 
sonata form. This paper will show the value of the 
musicologist as historical analytical narrator in the 
analysis of this work. 

Women in World War II  
RAAF Bands: An Untold Story
Anthea Skinner 
Monash University

Existing Australian military band research, including 
that published by the Australian Defence Force, states 
that women were not eligible to join mainstream 
military bands until the 1980s. Prior to this, it was 
thought, women’s involvement in Australian military 
music had been limited to Concert Parties and 
membership of women’s auxiliary ensembles. This 
paper shows that, on the contrary, a small group of 
women played in Royal Australian Air Force (RAAF) 
bands during World War II. These women, members 
of the Women’s Auxiliary Australian Air Force 
(WAAAF), were seconded to their local RAAF bands 
when overseas deployments limited the availability 
of male musicians. This study uses archival research, 
contemporary media reports and interviews with 
WAAAF and RAAF veterans to explore the lives and 
duties of this previously unknown group of military 
musicians. Despite wearing different uniforms and 
being paid less than their male counterparts, this 
small group of women proudly played and marched 
on equal terms with the men when their country 
needed them, only to be excluded for another 40 
years once peace was restored.
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Rhapsodic Voices: Exploring  
Bodyless Songs and the Songwriter  
as Modern Bard
Paul Smith 
University of New England

While many theories of the voice point to its 
corporeality and connection to the body, this paper 
refigures and unfigures the voice to consider an 
emerging practice of songwriters where voice is 
mutable and transferable between bodies. Songs 
are commonly written using the voice, recorded, 
and then democratically revoiced by other singers, 
raising questions of vocal expression. This differs from 
canonical performance practice where a singer gives 
voice to an abstract score. 

I draw on David Abram’s discussion of the rhapsode 
of the Greek bards to frame my research of this 
practice and explore what he calls the vocal carrying 
of collected knowledge. I suggest that an alternate 
practice of voices in song collects cultural meaning, 
not scores. This expands on the vocal theories of 
Adriana Cavarero for whom the female voice and body 
is a central figure. In particular, I examine Australian 
songwriter, Sia Furler, and trace the numerous 
trajectories of her bodyless songs into the popular 
music sphere. I also examine Laura Marling, whose 
songs are often recorded with no gap between tracks, 
a practice that reflects Abram’s etymology of a 
musical rhapsody in the Greek rhapsoidein—‘to stitch 
song together’. Abram reminds us that the chanted 
tales of the bard were never written down, they were 
never fixed, and would be changed depending on 
the audience. I argue it is the same for current forms 
of popular song practice where bodyless songs and 
voices are echoed in disparate performances for 
audiences around the world.

Performance, Meaning, and 
Reality in a Seventeenth-Century 
Singspiel: Duchess Sophie 
Elisabeth’s Glückwünschende 
Freudendarstellung (1652)
Hannah Spracklan-Holl 
University of Melbourne

Seventeenth-century court festivities, highly symbolic 
means of asserting political authority in the German-
speaking lands, often marked important occasions 
such as a wedding or the birthday of a ruler. At 
the ducal court of Brunswick-Wolfenbüttel, these 
festivities took the form of processions, banquets, 
drama, ballet and Singspiele, and contributed to the 
growing reputation of this court as a cultural centre, 
especially in the aftermath of the Thirty Years’ War 
(1618–1648). From 1652 to 1656, Singspiele were a 
prominent form of festivity at Brunswick-Wolfenbüttel; 
several of these works were written by Duchess Sophie 
Elisabeth (1613–1676), a musician and composer, to 
celebrate the birthday of her husband Duke August. 
During her short period of intense activity Sophie 
Elisabeth demonstrated her skills as an impresario and 
composer, and arguably dominated the cultural  
life of the court. 

Sophie Elisabeth’s compositions for these festivities, 
allegorical music-dramas, occupy a unique position 
as works composed by the spouse of a ruler, 
rather than by a composer working under noble 
patronage. As such, they bear witness both to local 
artistic circumstances of court life at Brunswick-
Wolfenbüttel in the mid-seventeenth century as well 
as to the cultural activities of early modern German 
noblewomen. This paper offers a critical reading of the 
surviving sources from Sophie Elisabeth’s Singspiel of 
1652, Glückwünschende Freudendarstellung, focusing 
on the problem of analysing and inferring meaning from 
the scholarly imagination of its performance. Theories 
of performativity outlined by Butler, Cook, and Goehr 
provide a framework for an examination of the text, 
music and staging (suggested by its accompanying 
illustrations) of Glückwünschende Freudendarstellung. 
Together, these inform my interpretation of the 
Singspiel as a discrete representation of court life at 
mid-seventeenth-century Brunswick-Wolfenbüttel in 
which performance, meaning, and reality intersect.
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When Life Gives You Lemonade? 
Listening to the Visual Album in  
the Digital Age
Michelle Stead 
Western Sydney University

The digital age has spawned both new challenges and 
new possibilities for music production, performance, 
and listening practices. Despite the fact that 
initial claims about the power of digital media to 
‘revolutionise’ music were grossly overstated, the 
impact of the digital age on music is evidenced by shifts 
in modes of representation, access and, as Nowak 
suggests, a proliferation of the ways in which we listen 
to and engage with music. In 2016, American singer 
Beyoncé released her second ‘visual album’ Lemonade 
via Tidal (an online streaming service). Lemonade is 
not the first visual album to exist; antecedents could 
include The Beatles’ Yellow Submarine, Pink Floyd’s 
The Wall and Prince’s Purple Rain. However, it is 
Lemonade’s intended mode of access (via streaming 
services) coupled with the connection of narrative, 
dance, spoken word, poetry, prose and music, to 
the visual element that affords a shift in the ways we 
engage with music. The visual album allows musicians 
to deliver a complex message that is unconstrained by 
the time limits of a regular pop song. Additionally, the 
benefits of streaming this content means that users do 
not have to download and store bulky files. This paper 
explores the function of the visual album as it affords a 
shift in the ways in which we listen to and engage  
the music. 

A volume of Beethoven’s Lieder 
from the childhood of Alexandra 
Feodorovna (1872–1918), the last 
Empress of Russia 
Jan Stockigt 
Melbourne Conservatorium of Music,  
University of Melbourne

Some years ago a volume of selected songs 
(Ausgewählte Lieder) by Beethoven was offered at 
a public auction in Adelaide, South Australia. This 
publication from C. F. Peters (Leipzig) would be quite 
unremarkable except for writing on both the cover 
and fly leaf in the hand of the young Grand Ducal 
Highness Princess Alix Viktoria Helene Luise Beatrix of 
Hesse and by Rhine (1872–1918), the German-born 
granddaughter of Queen Victoria (both were carriers 
of hemophilia) who married the heir to the Russian 
throne in 1894. Markings in this copy of Beethoven’s 
songs indicate those she had studied in her childhood, 
probably under the instruction of her music teacher, 
Dutch musician Willem de Haan, Director of 
Darmstadt’s opera. A list in Princess Alix’s hand at the 
opening of this volume titled ‘My best friends’ suggests 
the solitude she experienced following the deaths from 
diphtheria in 1878 of her younger sister Marie and 
her musically talented mother Alice, the third child of 
Victoria and Albert.

The provenance of this volume is unknown. Perhaps 
it is related to the illegal looting by occupying Allied 
forces at the end of World War II of Kronberg castle 
near Frankfurt where Hesse family belongings once 
were held. In 2017, the one-hundredth anniversary of 
the beginning of the Russian Revolution, it is timely to 
consider this poignant musical relic from the childhood 
of last Empress of Russia who, together with her 
husband and children, was executed by Bolsheviks  
in 1918. 
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Marin Marais (1656–1728): Use of the 
Sign ‘e’ (enflé) as an Expressive Device 
in his Mature Works for Bass Viol
Polly Sussex 
Independent scholar

In his first two Books of Pièces for Bass Viol with 
Continuo, published in 1689 and 1701, Marais uses 
the standard ‘doux’ and ‘ fort’ in the solo bass viol part 
as the only written indications of dynamic intention. 
In his Third Book, published in 1711, however, Marais 
explains in the introduction that he has used a new 
sign, ‘e’ to show where to swell the tone. His reason 
for doing this is to show those who play his pieces how 
to give them the proper style. The indication appears 
sometimes above and sometimes after a note; the 
placement is important. No other contemporary 
composer used this expressive device. This paper 
examines some specific examples from the Third and 
later Books of Pièces and compares these with pieces 
by his contemporary Forqueray, his pupil, Cappus and 
also Roland Marais, son of Marin. This presentation 
will focus on the full implications for performance of 
the particular types of movement in which the sign 
appears. The sound world of the bass viol will also be 
demonstrated and compared with that of the Baroque 
cello; string and bow tension of the bass viol in Paris 
around 1700 will be considered.

Diplomacy or Honesty?  
Judging the Tone in Later  
Eighteenth-Century Music
W. Dean Sutcliffe 
University of Auckland

One behavioural value associated with the ‘polite’ 
culture of the eighteenth century is equanimity. This 
need not imply an absence of strong feelings, but 
it does involve regulating their open expression, as 
part of a widely agreed social contract. Diplomacy 
takes the place of honesty, as it were. Such a value 
has certainly proved problematic when considered 
in relation to the music of the later eighteenth 
century. It has contributed to the common image 
of an expressively circumscribed style, from which 
only a few exceptional composers managed to 
escape—hence the emphasis on apparently more 
direct, personal creative expression in the reception 
histories of Mozart or C. P. E. Bach, for example. 
Marshall Brown, on the other hand, states plainly that 
“concealment rather than passionate utterance was 
a core value of Enlightened manners”, and asks us to 
evaluate such an attribute more positively. One way to 
build on his lead is to consider the ambiguous tone of 
much musical utterance of the time: the uncertainty 
about whether a particular passage or gesture is to 
be taken at face value or not. My case studies, drawn 
from works by Boccherini, Haydn and Gyrowetz, focus 
on the appearance of markedly simple, often pastoral 
material within a mixed topical palette, when it is not 
clear whether we are hearing self-sufficiently ‘natural’ 
music or something that is too simple to be taken 
seriously.
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Updating World Music Histories: 
Anthropology, History, and the 
Challenges of Teaching World  
Music Canons
Victor Vicente 
Chinese University of Hong Kong

Despite many important theoretical and 
methodological advances, the academic fields of 
history and anthropology have long been at odds with 
respect to how far back in time a subject is studied, 
with their musical counterparts following along 
similar lines: while (historical) musicology often deals 
primarily with the past, ethnomusicology is usually 
squarely focused on the near contemporary. This 
dichotomy continues to be reinforced in textbooks 
geared towards North American undergraduate 
students, which are nevertheless employed in many 
other parts of the world. In World Music survey 
courses, the question of history has by now become 
particularly acute because many of the standard 
textbooks contain quite outdated socio-cultural 
contextual information. Although new editions are 
published frequently, such standard texts as Titon’s 
Worlds of Music, Nettl’s Excursions in World Music, 
and Miller and Shahriari’s World Music generally only 
update layout, pagination, and pedagogical tools and 
not content. Hence, World Music styles are unevenly 
studied in a variety of time frames ranging from the 
1970s through the early 2000s. This paper provides 
a critical overview of how such publications tend to 
present and deal with social and musical history and 
how such approaches thereby construct definite 
musical canons. Among other findings, the paper 
highlights particular problems of historiography 
brought about by the inclusion of popular versus 
traditional musics. It also analyzes specific strategies 
publishers and authors take when releasing revised 
editions, and it concludes with a critique of how these 
World Music histories and canons challenge core 
tenets of ethnomusicology.

Communicating artistry through 
gesture by legendary Australian  
jazz singer Kerrie Biddell
Simone Waddell 
Sydney Conservatorium of Music

Singers communicate with audiences using a 
sophisticated blend of vocal, musical and physical 
gestures. While gestures appear naturalistic and 
spontaneous, they are the culmination of extensive 
preparation, reflection and rehearsal. The late 
Kerrie Biddell (1947–2014) was arguably the most 
influential jazz singer in Australian Jazz history, and 
an expert in communicating with her audiences. The 
aim of this study upon which this paper is based was 
to explore how Biddell designed and transmitted 
vocal, musical and physical gestures in performance 
and how she transmitted these to her colleagues and 
students. Five of Biddell’s former singing students 
and professional musical colleagues were invited to 
participate in an interview to explore the way in which 
she utilised gestures and techniques to intensify 
her performances. Each participant recounted their 
personal knowledge and history of working with 
Biddell, and analysed a video of her performing live on 
Australian television to document how she effortlessly 
translated gestures into captivating performance. 
Participants reflected on their experience working 
with Biddell, and described how she was renowned 
for her stage presence, physical gestures and facial 
animation. All described the way in which Biddell 
would create a scenario to depict the text of the 
song, and prepare a character to ensure her gestures 
appeared authentic to her audiences. Findings 
will be considered in the context of recent studies 
in performance and non-verbal communication. 
Future work on gesture must consider the work 
of leading performer-teachers and discover how 
they conceptualise and communicate gesture to 
audiences.
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‘Saxophones Sobbed Out Jazz’:  
New Zealand’s First Jazz Recording.
Aleisha Ward 
Independent scholar

In December 1930 New Zealand’s first jazz recording 
was made—a one-minute musical featurette film of 
Epi Shalfoon and His Melody Boys, performing a jazz 
arrangement of a popular Māori song ‘E Pūritai Tama 
E’. That the first jazz recording in New Zealand was a 
film rather than a record is an interesting deviation 
from the beginnings of most recording industries. 
Also interesting is the fact that it was an early example 
of sound-on-film technology. The film, however, 
was never shown in cinemas because of its poor 
production quality. Although the local music industry 
and public of the time knew about this film (because 
of the court case surrounding it), it was not until the 
film was digitised by the New Zealand Film Archive 
(now known as Ngā Taonga Sound & Vision) that it 
became widely recognised as a part of New Zealand’s 
popular music culture and history.

This paper will examine the making of this film and 
the resultant court case. As the first acknowledged 
locally produced jazz recording in New Zealand, 
this film is significant, not just because it was the 
first jazz recording, but because it can tell us a great 
deal about the developing jazz culture and music 
industry in New Zealand. I will also discuss the choice 
of music and arrangement, and the performance 
practices that the film has captured in relation to the 
conceptualisation and recontextualisation of jazz in 
New Zealand circa 1930.

Representing Music through  
Music: Galant Schemata as  
Musical Stereotypes in the  
Nineteenth Century
Michael Weiss 
University of Auckland

Absent from most of Robert Gjerdingen’s recent 
theory of galant schemata is hard proof that 
eighteenth-century musicians composed and listened 
in terms of those patterns, even though their frequent 
appearance in pieces and pedagogical materials 
has subsequently encouraged scholars to infer as 
much. That modern listeners were relatively unaware 
of these schemata prior to Gjerdingen’s theory is 
something he ascribes to the societal upheavals of 
the French Revolution and Napoleonic Wars, after 
which the ‘socially located musical behaviors of court 
musicians’ became lost to an ever more distant past.

Yet this change in sensibility did not occur so quickly, 
as nineteenth-century composers continued using 
galant schemata in their works. One might say these 
were merely inevitable remnants of an inherited style, 
creeping out of the subconscious minds of composers 
familiar with eighteenth-century repertoire. However, 
I argue that nineteenth-century musicians were 
indeed conscious of how integral galant schemata 
were to the traditions of tonal music on account 
of one particular compositional practice: that of 
representing music through the medium of music. 
The most literal instance of this was diegetic music 
in opera, for which nineteenth-century composers 
tended to rely upon generic stereotypes, including 
galant schemata. This paper discusses schemata 
in that context and also argues that they featured 
in intramusical representations in instrumental 
compositions, often as historical pastiche. It offers 
evidence that nineteenth-century musicians, 
ranging from Schubert and Berwald to Brahms 
and Leoncavallo, not only recognized the historical 
conventionality of galant schemata but also how 
fundamental they were to tonal composition.
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Sonic Style in the Films  
of Terrence Malick
James Wierzbicki 
University of Sydney

In an article from 1985 on the impact on Hollywood 
of the new Dolby system of high-fidelity, four-channel 
stereophonic sound, Charles Schreger boldly states: 
‘There is no more intelligent use of sound than in Days 
of Heaven’. Whether or not Terrence Malick’s Days of 
Heaven (1978) represents the epitome of film-sound 
intelligence in those early Dolby days remains open 
to debate. What seems incontrovertible, however, 
is that back then Malick’s use of sound was indeed 
‘intelligent’ to a high degree. And what seems easily 
arguable today is that Malick’s use of sound—in his 
older films but especially in his more recent efforts—
is not only intelligent but also stylish.

The proposed paper first explores the concept 
of cinematic ‘sonic style’, that is, a filmmaker’s 
distinctive treatment—demonstrated over a body of 
work—of not just music but also sound effects and 
the spoken word. The paper then surveys Malick’s 
seven feature films in order to identify and trace the 
development of such characteristic features as voice-
over narrations; generous amounts of pre-existing 
music used in tandem with a relatively small amount 
of original music by A-list composers; a reliance on 
the ‘dissociation’ trope, whereby in scenes of trauma 
or high drama diegetic noise is subordinated to 
unempathetic underscore; and the tendency to fill 
large spans of filmic time with the elemental sounds 
of wind, water, and fire. Finally, the paper suggests 
that in addition to Malick there are many filmmakers, 
present and past, whose ‘sonic style’ is ripe for study.

Twentieth Century Counterpoint: 
Applying Historical Definitions of 
Counterpoint to Contemporary 
Compositional Practice
Natalie Williams 
Australian National University

This paper seeks to define contrapuntal practice 
in the twentieth century. Counterpoint as a 
compositional technique in contemporary classical 
music has undergone a deeply transformative 
process during the last century, making historical 
comparisons difficult. Since Bach’s prolific 
contrapuntal output in the early eighteenth century, 
composers have viewed counterpoint as the 
foremost vehicle for displays of technical perfection 
in composition. While this revered perception of 
contrapuntal skill remains, a singular contemporary 
definition of the technique does not. 

While the twentieth century clearly demonstrates 
a diverse palette of compositional approaches 
to polyphonic practice, it does not suggest that 
one (or some) of these approaches is dominant or 
that historical definitions of counterpoint hold any 
meaning in defining contemporary techniques. 
Modern interpretations of counterpoint now far 
surpass traditional views of the technique. Lines 
of stylistic distinction between imitation, fugue, 
antiphonal writing and even canon become difficult 
to maintain. When technical approaches including 
micropolyphony, dodecaphonic counterpoint, 
structural counterpoint, phase shifting and aleatoric 
counterpoint co-exist within the literature, a 
singular definition of contrapuntal practice is no 
longer possible. In the absence of a dux and comes, 
demonstrated by many contemporary works, can a 
piece still be considered truly contrapuntal?

This paper suggests that contemporary counterpoint 
is now a paradigm that yields a plethora of musical 
approaches (harmonic, melodic, textural and formal), 
a method of shaping and designing musical ideas with 
deep sonic and spatial possibilities, a way of three-
dimensional thinking about the confluence of sound, 
music and time, and a vehicle by which expressive 
possibility for composers is demonstrably limitless.

Conference Speakers: Abstracts continued

The Point(s) of Différance  
in John Zorn’s Femina
Maurice Windleburn 
University of Melbourne

This paper adopts the ideas of the post-structuralist 
philosopher Jacques Derrida to analyse John Zorn’s 
2009 composition Femina. Femina is one of Zorn’s 
‘file-card compositions’, the creation of which 
involves Zorn choosing a dedicatee or dedicatees (in 
this case a list of fifty-two female artists, historical, 
and mythological figures) and writing a series of 
impressions related to these dedicatees on multiple 
file-cards. These file-cards are then arranged in a 
specific order and realised by Zorn in the studio, with 
semi-improvising musicians of his choosing (in this 
case an all-female ensemble). 

I show how différance exists via two spaces with 
regards to Femina—the first concrete and the 
second strictly conceptual and ephemeral—points 
of différance which simultaneously give birth to 
apodictic meaning and the means of that meanings 
disruption. The first is that of the physical casing of 
the album: its title, covers, liner notes etc, which act 
as the music’s frame or parergon. The second is the 
implied space between the juxtaposed sound-blocks 
(the audible realisations of each file-card) of the 
music itself. 

These two spaces provide the aporic function of 
différance, by giving rise to a binary opposition whilst 
simultaneously showing that the singularities of this 
opposition ‘contaminate’ one another. My explanation 
reflects not only on the opposition between clear 
(‘symbolic’) meaning and its (‘semiotic’) disruption 
within Femina, but also the related gender binary 
between male and female.

‘The High Art of Trip Hop:  
Extending the Bristol Sound  
Through Contemporary Classical 
Composition Techniques’
Jeff Wragg 
The University of Waikato

This presentation discusses a four-year research 
project that seeks to extend the Bristol sound style 
of popular music by appropriating compositional 
devices from contemporary classical music. While 
incorporating classical music into popular music 
is not a new concept, this project is the first to 
use the Brisol sound as the grounding tradition. 
Compositional approaches from classical music 
were incorporated in several different ways, such as 
alternate forms of pitch organisation, non-Western 
scales, rhythmic consonance and quotation. I will 
demonstrate the various approaches, using musical 
examples, and discuss the relative success of each 
approach in terms of suggesting a classical influence 
to an objective listener. 

I discuss the controversy that has often arisen when 
artists attempt to blend popular and classical music. 
Pop stars who venture into high art are often derided 
as elitist and inauthentic, while classical stars are 
accused of selling out when trying to engage a wider 
audience. However, many prominent composers 
today argue that a dialogue between classical and 
popular music is actually the natural order of things. 
Author Alex Ross argues that many composers 
incorporate elements from both classical and popular 
music, and suggests one possibe destination for 
twenty-first-century music is a final ‘grand fusion’, 
in which intelligent pop artists and extroverted 
composers speak more or less the same language. 
This project represents a step towards that final grand 
fusion. 
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Arthur Lilly’s Life: An Early  
New Zealand Oratorio
Francis Yapp and Joanna Szczepanski 
University of Canterbury; Canterbury Museum

Recent research on music-making in Christchurch 
and Dunedin at the turn of the twentieth century has 
revealed a relatively flourishing musical scene, with 
orchestras, choral societies, and brass bands all 
contributing to public musical events (van Rij, 2016; 
Jane, 2009; Bythell, 2000; White, 1989). While 
this research has tended to focus on performances 
and performing ensembles, there has been 
comparatively less attention paid to the creation of 
new compositions by local composers. 

This paper focuses on a 1915 secular oratorio, Life, 
by Arthur Lilly (1882–1968), now held at Canterbury 
Museum. Written in honour of Lilly’s younger brother, 
Lieutenant Leslie G. Lilly (1887–1974), who fought 
with the Westminster Dragoons in the First World 
War, the music is strikingly Wagnerian in its aesthetic 
and technique, but also seeks at times to portray 
the landscape around Dunedin in detail. Analysis 
of the work demonstrates that while a recognisably 
national stylistic voice was yet to develop, important 
contributions to New Zealand’s musical literature 
were already being made. Moreover, Life also 
broadens our understanding of the Great War’s 
impact at home, especially important considering the 
appeal by historians such as Hunter and Ross (2015) 
for a greater focus on the civilian experience of WWI. 
Based on interviews with the Lilly family, archival 
research, and detailed musical analysis, this paper 
aims to contextualise Life in the musical, cultural, and 
social milieu of early twentieth-century New Zealand.

Mission, Methodology, and 
Idiosyncrasy in Busoni’s, Schenker’s 
and Cortot’s Editions of Canonical 
Piano Repertoire
Nicholas Young  
University of Melbourne

By the mid-twentieth century, music editing was 
undertaken with a variety of diverse approaches.  
The now familiar Urtext version was just one of  
these, and still in its infancy. This study examines  
the different editorial methodologies employed  
by pianist-scholars Ferruccio Busoni, Heinrich 
Schenker, and Alfred Cortot in their roughly 
contemporaneous editions of, respectively, Bach’s 
The Well-Tempered Clavier (in the Busoni-Ausgabe), 
Beethoven’s late piano sonatas (Schenker’s 
Erläuterungsausgabe), and Chopin’s Études Op. 10 
and 25 (Cortot’s Éditions de travail). These three 
extensive publication projects do not merely provide 
performance instructions, but also expound and put 
into practice the editors’ highly sophisticated, and 
idiosyncratic, aesthetic discourses.

The presentation outlines the motivations behind 
Busoni’s, Cortot’s, and Schenker’s undertaking of 
editorial work, with particular regard to the three 
publications. A comparative analysis of the editorial 
intervention is carried out with reference to the music 
notation, the content and literary style of textual 
commentary, and the physical and graphical layout 
of the editions in print. Comments are given on the 
value of such editions as records of performance 
interpretation from an age before faithful recording 
technology, and suggestions are provided on how 
pianists might best utilise these pre-Urtext editions 
to enrich their interpretative knowledge while 
acknowledging, but not being discouraged by, their 
potential weaknesses.

Conference Speakers: Abstracts continued

Psychoanalytic Reflections  
on Modulation
Miloš Zatkalik 
University of Arts in Belgrade

Psychoanalytic explorations in music point to 
isomorphism between musical structures and 
processes on the one hand, and unconscious primary 
processes on the other, and demonstrate the role 
of primary process mechanisms (condensation, 
displacement, fragmentation) in various aspects 
of music (thematic procedures, large-scale formal 
processes, elaborations of fundamental structures 
etc.). Little research, however, has focused 
specifically on modulations from this perspective.

The present paper aims to shed light on the ways in 
which different modulation strategies relate to the 
unconscious mind. The psychoanalytic perspective 
on modulation is itself multifaceted. As examples 
from Mozart, Franck and Bartok show, modulation 
can be viewed as interplay between id, ego and 
superego, or between primary and secondary 
processes; its effects can be experienced as 
traumatic splitting and integration, loss and its denial; 
recurring tonalities are akin to the return of the 
repressed content, and so forth. Of special interest 
are moments of modulation, as they frequently 
involve condensation as a basic primary mechanism. 
Insofar as we accept—as some psychoanalysts 
argue—that all art invites a degree of fusion of 
subject and object, we can better understand 
the powerful effects of music, and modulation in 
particular, on the listener. 

The paper feeds back into psychoanalytic theories, 
providing support for the claim that both the creation 
and reception of music invoke the most archaic 
strata of human psyche, and more generally points 
to the capability of human mind to fluctuate between 
primary and secondary processes. 

Losing the Music: The New Zealand 
National Party vs. Eminem 2017
Kirsten Zemke 
University of Auckland

This paper explores my role as expert musicological 
witness in the 2017 case of Eminem vs. the 
New Zealand National Party at the High Court in 
Wellington, New Zealand. I go through the arguments 
made by both the plaintiff and the defence, looking in 
particular at the presentations of the musicologists 
for both sides, and the disparities of words and 
concepts between formal musicology, working 
musicians, and the legal system. There is fluidity 
in scholarly vs legal definitions of terms such as 
‘substantial reproduction’, composition, ‘objective 
similarity’, ‘influenced by’, ‘derivative of’, ‘homage to’, 
‘originality’, and ‘unlawful copying’. This case became 
caught up in the cross fires of local politics, the global 
media, and Schadenfreude. The case is situated in the 
milieu of other relevant cases including Men at Work 
vs the Kookabura song rights owners (2010), and the 
‘Blurred Lines’ composers vs the Gaye family (2015). 
A contest of vulnerability was argued between a 
millionaire rapper, a conservative political party, 
Oscar-winning studio musicians and composers, 
and the lowly artists who create ‘sound-alikes’ for 
ads and television. I offer how the case shone a light 
on my own inadequacies and misunderstandings 
around copyright, and how the quirks of the legal 
system were an uncomfortable cultural experience 
for an outsider. I conclude with an exploration of how 
musicologists could and should insert themselves 
into the future of music copyright law.  
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His Master’s Voice: In Search of 
Individual Approaches to Tempo 
Modulation of Contemporary Pianists 
through the Study of Recorded 
Performance of Chopin and Liszt
Danny Q. Zhou  
University of New South Wales

The bulk of past empirical research into musical 
performance has focussed on establishing trends and 
expressive variations from the norm. Most of these 
studies map features of performances to structural 
properties of the music established by score-based 
analysis. The few studies that focus on individual 
musicians tend not to be comparative, at least not in 
a systematic manner. As a result, the performance 
styles of individual performers are either posited 
within a generally assumed historical norm without 
specific context data or remain relatively un-explored. 

This paper investigates individual approaches to 
tempo modulations in recorded performances by 
mid-career contemporary pianists and to analyse 
the results of these tempo variations with a view to 
establishing individual style of performance. Four 
piano pieces of the early nineteenth-century were 
selected for study. For each piece recordings by 10 
different pianists born between in the 1970s and 
1980s were selected (40 recordings in total). Results 
show that some pianists prefer long-range tempo 
arcs, using highly contrasting tempos across sections 
to accentuate structural divisions, whereas others 
tend to highlight moment-to-moment nuances, 
playing with a more through-performed manner, 
which undermines structural sense and, as a result, 
diverts our attention to local nuances. In terms of 
local tempo modulations, some pianists tend to 
emphasise metric accents while others may stress 
melodic-harmonic cruxes. This paper shows that 
different pianists may embrace different approaches 
to tempo modulations in both large-scale and local 
levels.

Conference Speakers: Abstracts continued Concert Programme: Friday Evening

“To all Lovers of Symphony”: 
Works featuring recorder by Charles Dieupart and his Colleagues

5e Suitte in F major Charles [François] Dieupart 
From Six Suittes de Clavessin […] (Amsterdam, 1701) (after 1667 – c. 1740)

Ouverture 
Allemande 
Courante 
Sarabande 
Gavotte 
Menuet en Rondeau 
Gigue 

Sonata VI in D minor James [Jacques] Paisible 
 (c. 1656 – 1721)

[Grave] 
Presto – Adagio 
Grave – Adagio 
Presto 

Sonata VI in C minor John [Jean-Baptiste] Loeillet 
From XII Sonatas in three Parts [...] Opera Secunda (London, c. 1725) (1680 – 1730)

Largo 
Allegro 
Adagio 
Allegro 

A Division on a Ground by Mr Jno Banister John Banister II 
From The First and Second Part of The Division Flute […]  (1662 – 1736) 
(London, 1706)

 
3e Suitte in B minor Charles [François] Dieupart 
From Six Suittes de Clavessin […] (Amsterdam, 1701)

Ouverture 
Allemande 
Courante 
Sarabande 
Gavotte 
Menuet Serieux 
Gigue
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Performers:
Imogen Morris (recorder)

Fascinated by early and contemporary music alike, Imogen Morris is a freelance recorder player, active both as 
a soloist and in a variety of ensemble settings. Recent projects have included performances of Roland Moser’s 
eight-recorder work “Musik zu Pontormo,” and a concert programme juxtaposing recorder consort and organ 
works. In 2017, she completed a Master of Music in recorder under the tutelage of Professor Peter Holtslag at 
the Hochschule für Musik und Theater Hamburg. Prior to this, she received her Bachelor of Music with First Class 
Honours from the University of Auckland, studying under Jessica Shaw.

Graham McPhail (baroque violin)

Dr Graham McPhail has degrees in music from both Otago and Victoria universities, and in education from 
Auckland University. He also completed post-graduate studies in baroque violin in the Netherlands. Currently 
he is Senior Lecturer in Music Education in the Faculty of Education and Social Work, at the University of 
Auckland. Graham is co-artistic director of NZ Barok, New Zealand’s baroque instrument orchestra, which can 
be regularly heard on Concert FM.

Polly Sussex (viola da gamba, baroque violoncello)

Polly Sussex, was born in Australia but moved to New Zealand at an early age. She studied Violoncello and Piano 
in Prague and at the Royal Academy of Music in London. Later she studied for her B.Mus. Hons., and PhD (‘The 
Violoncello Sonatas of Luigi Boccherini’) at the University of Otago, New Zealand. She also holds Diplomas in 
Teaching and in Arts Administration from the University of Auckland, New Zealand.

More recently, she became interested in the Viola da Gamba. In 2007 and 2008, Polly undertook postgraduate 
studies in Viola da Gamba at the Hochschule fuer Kuenste, Bremen, North Germany and at the Scola Cantorum 
in Basel, Switzerland. She plays all sizes of Viola da Gamba, including the Pardessus.

Polly Sussex performs, teaches Piano, Violoncello and Viola da Gamba; she also researches Baroque Cello and 
Viola da Gamba music of the seventeenth and eighteenth centuries. Recently her article ‘Boccherini: the “Tenor” 
and “Alto” Violoncelli and the Stift Seitenstetten’, was published in Boccherini Studies Volume 5. Polly performs 
with the Baroque chamber group, Affetto, which recently released its first CD.

Eddie Giffney (harpsichord)

New Zealand multi-instrumentalist Eddie Giffney recently received his Masters of Music with Distinction, 
majoring in Performance Piano with Ashley Wass at the Royal College of Music. He is now studying for a 
doctorate at the University of Auckland under the supervision of Rae de Lisle, James Tibbles, and Allan Badley.

He has achieved considerable success on four keyboard instruments: piano, fortepiano, accordion and 
harpsichord. Last year, he won the Mitchell Prize after four rounds of the Royal Overseas League Competition, 
and reached the semi-finals of the Jean Francaix International Piano Competition. Recent performance 
highlights include solo recitals at St James’s Piccadilly and Princess Alexandra Hall, for the London Chamber 
Music Society at King’s Place, and presenting at the Geelvinck Fortepiano Festival. He also gained 12th place in 
the Accordion World Championship in Shanghai, and has twice been the South Pacific and NZ Open champion 
on the classical accordion.

Concert Programme: Friday Evening continued Concert Programme: Sunday Lunchtime

Strange Companions 

Sonata III, from Sechs Sonaten, Leipzig 1789     E. W. Wolf (1735-1792)

Allegro 
Placido 
Allegro piu presto

Fantasia Chromatica (and fugue)    BWV 903 J. S. Bach (1685-1750) 
(publ. F.K. Griepenkerl, 1819)

Trauergesang bey dem Tode Ioseph des Zweiten    J. B. Wanhal (1739-1813) 

Instruments:
Clavichord: copy of Friederici 1765; Dietrich Hein, Oldenburg

Fortepiano: copy of A. Graf 1826; Paul Downie, Auckland 

Performers:
Fiona Tibbles (soprano)

Fiona Tibbles is a New Zealand-based soprano with wide experience as a soloist and vocal ensemble member. 
She has sung and toured with the New Zealand Secondary Students’ Choir, New Zealand Youth Choir and the 
University of Auckland Chamber Choir. She currently sings with New Zealand’s professional ensemble, Voices 
New Zealand Chamber Choir. 

She has featured as soloist with the early music organisation Age of Discovery since 2012, and is a founding 
member of the St Patrick’s Cathedral vocal ensemble. 

Fiona has studied the Art of Gesture in Melbourne with Helga M. Hill OAM, and in 2014 was engaged by the Early 
Arts Guild of Victoria to present period costume, gestured performances of Campion’s ‘Squire’s Masque’. 

In October 2017 Fiona travelled to the Netherlands to present the European premiere of Wanhal’s solo cantata, 
‘Trauergesang’ at the Geelvinck International Fortepiano Festival. 

As a solo singer, her particular interests are in repertoire from the baroque to early-Romantic periods, as well as 
in 20th- and 21st-century genres. 

Fiona has been the recipient of a number of prizes and awards, including the L.C.M Saunders Choral Scholarship, 
the Founders’ Choral Scholarship, the George Turner Wilson Music Trust Scholarship, the University Singers’ 
scholarship, the Anthony Jennings Memorial Prize, the Anne Bellam Scholarship, the Evelyn M Harrison 
scholarship, and the Beatrice Ratcliffe Postgraduate Scholarship in Music. 

She completed her Master of Music degree with first class honours at the University of Auckland in August 2017. 
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James Tibbles (clavichord and fortepiano)

James is one of New Zealand’s leading players of historic keyboards (harpsichord, clavichord, fortepiano and 
organ). He has an active performing and recording career, both in New Zealand and internationally; he has 
performed in USA, Canada, UK, Holland, Germany, Finland, France, Slovenia, Spain and Australia. 

James is Senior Lecturer in Early Music, Deputy Head of School, and Coordinator of Early Music Studies in the 
School of Music, the University of Auckland, where he directs the ensemble Collegium Musicum Auckland. 
Beyond his University role, James is Artistic Director of the Early Music organisation Age of Discovery and 
Organist and Director of Music at St Patrick’s Cathedral, Auckland. 

After completing his MMus in Organ and Harpsichord at the University of Auckland, James undertook 
postgraduate study at the Royal Conservatory, the Hague with Professor Bob van Asperen, as well as pursuing 
studies on Organ and Fortepiano.

James has a substantial discography, appearing on Atoll, paladino music (Austria), Musicaphon and Naxos 
labels. Highlights include And I saw in a New Heaven, Sesquialtera, J. S. Bach ‘In the Italian Style’, North German 
Organ Music, and François Couperin Organ Masses, recorded on the 1680 instrument in Rozay-en-Brie, France, 
and Dittersdorf’s ‘Ovid’ sonatas for fortepiano 4-hands, with Michael Tsalka. His most recent recording, due 
for release on the paladino label later this month, is a disc featuring J. S. Bach’s sonatas for viola da gamba and 
obbligato harpsichord, and violin sonatas transcribed for solo keyboard.

His current research focuses on historic keyboard technique and pedagogy, the keyboard sonatas of E. W. Wolf, 
and quatre mains transcriptions of J. S. Bach and his contemporaries.

Translation
Trauergesang bey dem Tode Ioseph des Zweiten 
Für eine Stimme, mit Begleitung des Klaviers 
Johann Baptist Wanhal

INTRODUZIONE

Adagio 
Trauer herrschet in den Kaiserhallen. Alle Glocken tönen Todes Klang. 
Ach! Ein Menschenvater ist gefallen. Joseph klagt der Sarg Gesang. 
Joseph Menschenvater klagt der Sarg Gesang.

Sorrow permeates the hall of the Emperor. All the bells ring out the peal of death. 
Alas, a father of the people has fallen.  
The coffin-song rings out for Joseph, the father of the people. 

Adagio Cantabile 
Menschheit! Menschheit weih Ihm Menschheit deine Thränen. 
Ach! sein Herz war gut und gross! 
Keiner ruht von Fürstensöhnen würdiger in deinem Schoos.

Humanity! Humanity, dedicate your tears to him. 
Oh! His heart was good and great! 
No other of the sons of the prince is more worthy to rest in the bosom of your family.

Allegro moderato 
Er brach dir der Knechtshaft Kette für den Leib und Geist entzweÿ. 
Erlöst in der Morgenröthe Jeder Kunst die Hände freÿ 
Strebte alle deine Kinder gleich der Liebe einzuweihn 
Lehrte sonst gehast als Sünder nun mit Bruderhuld erfreun.

He released your body and spirit from the chain of servitude. 
At the dawn of a new age he rescued Art for the benefit of Everyman, 
Allowing all your children to aspire to love each other equally. 
Apprentices who were formerly regarded as sinners now rejoice  
as members of the brotherhood.

PARTE SECONDA

Maestoso

Recitativo 
Seiner Waffen Donner brauste deinen Feinden Untergang. 
Stambuls stolze Türm umsauste deines Rächers Feüerdrang.

His weapons bellow the downfall of your enemies like thunder. 
Istanbul’s proud tower roars with the penetrating fire of your revenge.

Aria Allegro 
Basso o Canto 
Seiner Waffen Donner brauste deinen Feinden Untergang. 
Stambuls stolze Türm umsauste deines Rächers Feüerdrang.

Adagio molto 
Doch gebiet auch deinen Zähren, sein erhabner Bruder hebt, dich zum Gipfel  
aller Ehren wor nach Er für dich gestrebt Er dein Liebling auf den Throne. 
Leopold gelobt dir diess, denn auch Er nimmt nur die Krone dir zu baun ein Paradiess.

For in your time of sorrow he also asked you to lift up his sublime brother;  
for he too strives to reach the highest place of honour, for your sake, placing his beloved on the throne. 
Leopold praises you for this, for he takes the throne only in order to build a paradise for you.

Recitativo 
Drum zu theile unter beide Brüder nach Verdiensten gleich. 
Dein dankbar Herz weihe Leopolden Jubel- lieder wie du Joseph weist deinen Schmerz.

Therefore the rewards should be divided equally between both brothers. 
Your thankful heart should dedicate songs of jubilation to Leopold,just as you dedicate your grief to Joseph.

Allegro moderato 
Weih Leopolden auf dem Throne 
weih ihm Jubel Lieder 
wie du Joseph in dem Sarge weihst gerechten Schmerz.

Dedicate Leopold on the throne; 
dedicate for him songs of rejoicing, 
Just as you dedicate righteous grief to Joseph as he lies in his coffin.

Concert Programme: Sunday Lunchtime continued
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Maps and Directions

Walking directions from the Conference Centre to Ima Cuisine (dinner venue):

Walking directions from the Conference Centre to the School of Music:
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Conference locations:

Conference locations on Campus:

• Conference Centre Seminar Room (423-340) 
22 Symonds Street

• Conference Centre Lecture Theatre (423-342) 
22 Symonds Street

• Design Theatre (423-348) 
22 Symonds Street

• Conference Centre Foyer (423-300L1) 
22 Symonds Street

• Music Theatre (250-117) 
6 Symonds Street

• Architecture Lecture Theatre 1 (421W-201) 
26 Symonds Street

• IMA Cuisine (dinner venue)  
53 Fort Street 
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General Information

Student Quad, 34 Princes Street

Outlet Holiday Hours
Hello Chinese Mon-Fri 9am-4pm

Jewel of India Mon-Fri 9am-5pm
Sat 10am-3pm

Moustache Milk  
& Cookie Bar

Mon-Fri 11am-4pm

Relax Lounge Café Mon-Fri 6am-5pm
Sat 8am-2pm

Tank Juice Bar Mon-Fri 8am-7pm
Sat-Sun 9am-5pm

The Quad Café Mon-Fri 8am-4pm

Uni Sushi Mon-Fri 8.30am-4pm

Kate Edger Information Commons, 11 Symonds St

Outlet Holiday Hours

Indochine 10am-8pm

Shaky Isles Coffee Co Mon-Fri 8am-4pm 

Strata Café Mon-Fri 8am-4pm

The Taco Joint  
(by Mexicali)

Mon-Fri 8am-6pm

 
 
There are also a number of options close to the 
Conference Centre on Symonds Street just across  
the Wellesley Street Bridge. 

Wifi:
Username: conf0812@conf0812.com 
Password: 8Ocmmqbb

Eduroam is also available for delegates from institutions who participate in that system.  

Social Media: 
If you’re a social media maven please feel free to share the conference on the platform of your choice with the 
hashtag: #NZMSA17

Live Tweeting (etc) the conference is fine, but please be courteous and don’t post/tag photos of presenters and 
other delegates without their permission.

 
Food and Drink on Campus:
As the university is in its summer break there are limited hours for the cafés and food outlets on and around 
campus. Here are the hours for the options on campus closest to the Conference Centre:

Maps and Directions continued

Retail on Campus:
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LIBRARY
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Notes




