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Welcome, everyone! 
 

On behalf of the Huddersfield Centre for Performance Research, it is our great 

pleasure to welcome you to the University of Huddersfield and to                 

Vocality/Instrumentality 2017. 

Thank you for making the effort to be here with us this weekend.  It is really exciting 

to have such a diverse group of people participating in all kinds of capacities.  We 

hope that you enjoy the event, and that you make some valuable connections with 

other musicians and researchers over the course of these two busy days.   

If you require assistance at any stage, please don’t hesitate to ask a member of the 

Huddersfield team (as below) to help you out.  We want you to have a great 

experience whilst you are here, so do let us know how we can best offer you our 

support. 

 

With best wishes from  

 

 

Kristine Healy  

Conference Co-ordinator 

David Milsom 

HuCPeR Director 

Philip Thomas Emily Worthington 

Mira Benjamin  Cassandra Miller 

 

Bryn Harrison John Bryan 
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Venue Guide 
 

 

The Creative Arts Building Atrium is the open space on the Ground 

Floor where we will be registering delegates, displaying posters, and 

serving food during the conference. 

CAM G/01 and CAM G/03 are classroom spaces located on the 

Ground Floor (Music side) of the Creative Arts Building. 

Phipps Concert Hall is on the second floor of the Creative Arts      

Building.  Turn left when you exit the lift to find 

the entrance. 

St Paul’s Hall is the venue that you will have 

seen on arrival at the University.  It is on your 

right when you first enter the University grounds 

from Queensgate, and it looks like this:  

Wi-Fi: If you require guest Wi-Fi access, please ask at the conference 

registration desk and you will be given a temporary username and    

password.   
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 Saturday 14 January 2017 

0830-0930 Registration period with coffee and tea available in the Creative Arts Building Atrium. 

0940-0955 Welcome Phipps Concert Hall 

1000-1040 Paper: Jessica Aszodi 
Embodied identity and instrumentality:      
perceptions and practice in the work of     
exploratory vocalists 

Phipps Concert Hall 
[Chair: Rachel Cowgill] 

1040-1120 Paper: Rebecca Thumpston 
Redefining the cello’s voice: vocality, agency 
and the contemporary cello 

Phipps Concert Hall 
[Chair: Rachel Cowgill] 

Performance 
1130-1200 

Andrea Young 
The Voice-Index  
[Voice and Live Electronics] 

Phipps Concert Hall 
[Host: Cassandra Miller] 

1200-1300 Lunch break and poster viewing.   
Lunch packs available in the Creative Arts Building Atrium. 

Parallel 
Sessions 

CAM G/01  
[Chair: Bryn Harrison] 

Phipps Concert Hall  
[Chair: Emily Worthington] 

1300-1355 
  

Paper: Kate Andrews 
Where words fail: Providing a voice through 
an instrument in music therapy 

PGRS: Cla Mathieu 
Singing on the guitar: A look at sources 
from the 19th century and early recordings 

PGRS: Irene Pujol Torras 
Group vocal improvisation for mental health 

Paper: Anneke Scott 
“Another voice that sings”: Technical,    
musical and philosophical challenges for 
the voice and the natural/"unnatural" horn 

1400-1455 PGRS: Ilona Krawcyk 
Experiential research on embodied voice in 
song: meeting technique and spirituality 

Paper: Jamie Savan 
Revoicing a “choice eunuch”: The cornetto 
and historical models of vocality 

Paper: Ben Spatz 
Songs as epistemic objects 

PGRS: Rachel Becker      
The ‘little bittersweet voice’, the ‘talented 
tenor singer’: Woodwind characters in 
opera fantasias 

1500-1525 Coffee and tea available in the Creative Arts Building Atrium. 

Parallel 
Sessions 

CAM G/01   
[Chair: Cassandra Miller] 

CAM G/03  
[Chair: David Milsom] 

1530-1610 Paper: Mira Benjamin 
Melody that sings, harmony that rings:     
Simultaneous and successive pitch            
relationships in string tuning practice 

Paper: George Kennaway 
A dried larynx, singing seals, and the cello:     
Vocality in aspects of  Marjory Kennedy-
Fraser's and Ruth Waddell's performance 
practices 

1610-1650 Paper: Luke Windsor 
Ways of the hand; ways of the body; ways of 
the voice: The ecology of vocal and          
instrumental design practice 

Paper: Katie Bank         
Complications of perspective and voice in 
early English musical dialogues  

Performance 
1700-1730 

Performance: Pia Palme 
Fühlst du nicht an meinen Liedern, Daß ich 
Eins und doppelt bin? [Voice, Contrabass 
Recorder, Video, and Electronics] 

Phipps Concert Hall 
[Host: Emily Worthington] 

1730-1900 Reception: drinks and canapés in the Creative Arts Building Atrium. 

1910-1945 Pre-concert talk: Bryn Harrison  
By way of Neither: Vocality in late Feldman 

Creative Arts Building Atrium 
  

Performance 
2000-2100 

Featured performance: Juliet Fraser 
Morton Feldman: Three Voices (1982) 

St Paul’s Hall 
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 Sunday 15 January 2017 

Parallel 
Sessions 

CAM G/01                                                       
[Chair: Daniel Leech-Wilkinson]  

Phipps Concert Hall                                               
[Host: Mira Benjamin] 

0900-1020 Postgraduate Research Statements: 
  
0905 Chantal Lemire 
At the 'Crossroads': Speech/music  
interactions in Tom Waits's spoken-word 
songs  
0920 Erin McHugh  
The new woman submits? Muteness and 
uncomfortable vocality in Richard Strauss’s 
Guntram and Feuersnot 
0935 Mingyue Li   
Becoming-molecular, becoming-insect: The 
aesthetics of materiality and ecology in 
Salvatore Sciarrino’s Luci mie traditrici    
0950 Iwona Sowińska-Fruhtrunk                 
Vocality in Arnold Schoenberg’s works as a 
means of expressing and representing the 
internal/external reality                            
1005 Sara Wilén                                                    
The situated voice: Improvisation as 
performative space for classical singers 

Panel: 
 
Shanti Suki Osman 
Voices from the margins: Women and their 
voices, identities and the role of  
technology 
  
Guests include 
 
 CN Lester 
 Cassandra Miller  
 Andrea Young 

1020-1055 Coffee and tea available in the Creative Arts Building Atrium. 

Parallel 
Sessions 

CAM G/01  
[Chair: Daniel Leech-Wilkinson]  

Phipps Concert Hall  
[Chair: David Milsom] 

1100-1140  Postgraduate Research Feedback and 

Discussion    
Paper: Geoffrey Tiller 
Sounding the inner voice: Emotion and 
vocal emulation in trumpet performance and 
pedagogy 

[Chair: Bryn Harrison] Instrumental practice and vocality: a 
roundtable discussion with guests to include 
 
 Murray Greig  
 George Kennaway 
 David Milsom  
 Lynne Dawson     

1140-1220 

Paper: Francesca Placanica 
The voice and its instruments: Cathy 
Berberian’s 'The New Vocality' and the 
“living body”  

1220-1300 Paper: Cassandra Miller 
The composer as translator: the study of 

vocality as composition method 

1300-1400 Lunch break and poster viewing.   
Lunch packs available in the Creative Arts Building Atrium. 

Lunchtime 
Option 
 
1320-1340 

Short presentation:                                   
Dido and Belinda: The final scene?   
Bring your lunch with you and join the 
conversation with Daniel Leech-Wilkinson 
as he presents video excerpts from a recent 
experimental opera project.  

G/01 
[Host: Emily Worthington] 

Performance 
1400-1430 

Viola Yip [voice] / Ine Vanoeveren [flute]  
Circus for Phonemes    

Phipps Concert Hall  
[Host: Mira Benjamin] 

1440-1600 Keynote address: Professor Lydia Goehr 
'Expressing what exists is an endless task': 
On instruments of the arts and instruments 
of thought  

Phipps Concert Hall 
[Chair: Philip Thomas] 

1600-1630 Opportunity for final discussion  Phipps Concert Hall 
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Kate Andrews   

Where words fail: Providing a voice through an instrument in music 
therapy 
 
Music Therapy provides an opportunity for connection, for people who are 
having trouble connecting. Talking therapies are often prescribed, and rightly 
so, but they are not appropriate for everyone. Some people, because of a 
physical or learning disability, are unable to speak. For some, words no longer 
carry the associations they once did, as in dementia. For others, articulating the 
trauma of their experience in a medium as concrete as words, with all the 

metaphorical allusions they carry, is simply exhausting.  

In my Music Therapy training, and post-qualification work, I have found many instances where 
marginalised clients have found a voice, a way to be heard, through the use of an instrument. One man 
was able to temporarily shrug off both the learning disability that made his speech so challenging, and 
the strict cultural restrictions that surrounded him, when he discovered that he could play the trumpet. A 
2-year old boy with a brain injury, described as non-verbal, found he could not only control his spasming 
limbs when he played the piano, but also began to sing and, eventually, to speak. 
 
For many people, the voice is too personal, too private, too difficult to use in communication. Many 
therapy clients have spent long periods receiving Speech and Language Therapy, where their voice 
takes centre stage and is evaluated in relation to what it can and cannot do. Approaching this issue side 
on, allowing experimentation with the voice via instruments and vocalisation, seems to be a more 
accessible and digestible way for these clients to explore, and to find, their own voices. 
 
My paper will present casework and theory, outlining the ways my clients have moved from silence, to 
noise, to music, to being heard. 

Kate Andrews studied Music at King ’s College, Cambridge, before taking up a scholarship at the 
Royal Academy of Music. Now a Roehampton University-trained Music Therapist, she also works as an 
oboist, teacher and ABRSM Examiner. In her role as a therapist, she has worked with clients with 
learning disabilities, brain injuries and social isolation, as well as the associated mental health needs. 
She has a particular interest in family work, believing that only by working holistically can therapy deliver 
change to its full potential.  
 
Kate has taught for many years and sits on the steering committee for her school’s Wellbeing Policy, 
incorporating therapeutic interventions alongside a holistic approach for tackling common school 
difficulties, such as friendship groups, anxiety and issues surrounding food. This work involves 
collaboration with other therapists, working towards a tailored and positive outcome for each child.  Her 
current research interest is exploring the parallels between musical cadence and endings in the 
therapeutic process.  

Jessica Aszodi    

Embodied identity and instrumentality: Perceptions and practice 

in the work of exploratory vocalists 

This paper will discuss changes in the perception of vocality and 
instrumentality, and the methodological practices that flow from those 
changes, through the diverse, embodied, subjective, practice of new music 
vocalists. The researcher will present analysis of interviews she conducted 
with fifteen eminent singers, whose practices traverse the exploratory music 
spectrum. Interviewees come from a variety of stylistic and academic 

backgrounds, ranging in age from 30-75 years. Many identify as composer-performers, all are involved 
in the realization of new notated or improvised musics. The interviewees were Joan La Barbara, Lucy 
Shelton, Thomas Buckner, Carol Plantamura, Pamela Z, Juliana Snapper, Håkan Hagegård, Nicholas 
Isherwood, Lucy Dhegrae, Jane Sheldon, Barry Ryan, Carolyn Connors, Odeya Nini, Timur 
Bekbusonov and Tony Arnold. Interviewees were asked questions about their identity as vocalists, their 
phenomenal experienceof vocality, their perception of the differences between voices and instruments 
and their working methodologies – as well as how they imagine the aforementioned factors influence 
the way they themselves are perceived by audiences.  
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Changing attitudes towards the agency of performers within composer-performer hierarchies, and 

alterations to collaborative models currently utilized in new music can be observed to have influenced the 

creation or evolution of methodological and conceptual frameworks that transgress traditional notions of 

vocal and instrumental practice. A key finding of these interviews has been a concerted change in the way 

singers self-identified with reference to their vocality or instrumentality. Interviewees mostly fell into two 

camps, which could be loosely divided along stylistic and generational lines: The first group preferred to 

be identified first as instrumentalists (or musicians), and secondarily as singers. The second group did not 

feel this way (some had strong views on why this terminological divide was linguistically or practically 

unhelpful or gave detailed accounts of the ways in which they believed singers and instrumentalists 

differed). The paper will discuss the results of these interviews, demonstrating the effects of practice-

based experience upon artistic self-conception and the corresponding influence of self-conception upon 

artistic practice. These findings will be situated and supported by evidence from the wider scholarly 

literature around singing and vocal performance. 

Australian, Chicago-based vocalist Jessica Aszodi is a curious body on the hunt for innovative vocal 

communication. She is a performer, researcher, teacher and producer who has premiered over 70 new 

pieces, performed works from across the stylistic and historical spectrum, curated festivals, organized 

concerts, written papers and collaborated with a constellation of artists from the far reaches of the musical 

palate. Aszodi’s performances have been praised for their “…virtuosic whimsy” (New York Times) & “…

utmost security and power...” (Chicago Tribune). She has been a soloist with ICE, the Melbourne, 

Adelaide and Sydney Symphony Orchestras, Victorian Opera, the Center for Contemporary Opera, the 

Royal Melbourne Philharmonic, the San Diego and Chicago Symphony Orchestras (Chamber series), 

Wild Up and Sydney Chamber Opera. She has sung in festivals and the world, including the Adelaide and 

Melbourne Festivals, Tectonics, Aldeburgh and Tanglewood Festival. Jessica has been soloist on record 

for Chandos, Ars Publica and Hospital Hill and she has been nominated for Greenroom awards as ‘best 

female operatic performer’ in both the leading and supporting categories. Jessica holds degrees from the 

University of California, the Victorian College of the Arts, and is in the final stages of her DMA at 

Queensland Conservatorium, Griffith University. 

Katie Bank 

Complications of perspective and voice in early English musical     
dialogues 

From epistolary interactions to lessons in dialectic, dialogical exchange was 
bountiful in early seventeenth-century England, engaging nearly every aspect 
of literary life. Although there has been substantial output from non-
musicological disciplines on early modern English dialogical writing, the topic 
is little touched on in relation to music. The musical dialogue, vocal music that 

engaged multiple voices or perspectives in musical conversation, was a popular domestic form. But 
exactly what composers meant when they wrote 'A dialogue' was far from straightforward. This paper 
considers the place of vocality in dialogical Stuart domestic music, not only in regards to the practicalities 
of performance, but also in how 'voice' was complicated by 'perspective' in this repertoire.   

For example, in Martin Peerson's Priuate Musicke (1620), the composer wrote dialogues that were (a) 
explicitly dialogical pieces set in a musically dialogical manner, (b) pieces for a single voice that textually 
contained two perspectives, (c) songs for two voices used antiphonally but with a single textual 
perspective, as well as (d) settings for two voices that would also work as a single internal dialogue 
conveying multiple perspectives from within the same speaker.  Given Peerson is not clear on which 
pieces he considered 'dialogues', this leads to much speculation about what constituted a dialogue and 
how one might then conceive of vocality, perspective, and selves in understanding this music. Moreover, it 
appears that in many cases of musical dialogue, performers are left to decide how to emphasise (or not) 
dialogical text. 

As one can see from Peerson's example, ideas of vocality were complicated in musical dialogue because 
of the multiple layers of selves interpreting and responding to an event, including composers, listeners,  
instrumentalists, and singers. The seat and identity of vocality becomes confused, its meaning suspended  
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until its embodied by an act of musical performance. Rather than approaching this music as a 
typographical object, this paper considers how a performance of this repertoire might alter or even 
drastically change musical meaning, expanding upon the idea that music in dialogue insists on utterance, 
highlighting the temporal, active, and conversational nature of musical performance.  

Katie Bank recently completed her doctoral thesis, Music and Minde: Knowledge Building in Early 
Seventeenth-Century English Domestic Vocal Music (2016) at Royal Holloway, University of London and 
was funded by The Reid Scholarship. A musicologist with strong interests in early modern literature and 
the history of ideas, Katie's research reflects an interdisciplinary attention to the role of music within 
frameworks of knowledge in Early Modern England, particularly music's intersection with natural 
philosophy, the passions, and concepts of sense perception. Her scholarship considers musical-textual 
relationships, aesthetics and musical meaning, singing, and the idea of historical experience. She has 
recently published an article on these themes with Renaissance Studies. She is an associate of the 
Centre for Editing Lives and Letters at University College London, and was supervised by Dr Helen 
Deeming (Royal Holloway) and Professor Lisa Jardine (University College London). Prior to this, Katie 
completed her undergraduate degree in History and Music from Bowdoin College and an MMus (pass with 
distinction) from King’s College London in Musicology. Katie is an avid choral singer and performs 
regularly in London and abroad.  

Rachel Becker 
 
The ‘little bittersweet voice’, the ‘talented tenor singer’: Woodwind 
characters in opera fantasias 
 
Nineteenth-century Italian woodwind players consciously tried to invoke vocality with 
their instruments, ‘combining the virtuosity of a violinist with the beauty and 
sensitivity of the old Italian bel canto’ (Ferruccio Busoni, in Eric Hoeprich’s The 
Clarinet). In that setting, vocalists were not only beautifully sensitive musicians, they 
were also famous and respected artists and opera was the most famous and 
respected art form. Vocality was a means to stability as an artist. 
 

However, while woodwind players can emulate the voice, they can never truly be vocal in their 
performance: as per Edward Cone (The Composer’s Voice), the voice exhibits a supremacy unmatched 
by the instruments it easily supersedes in opera. Instrumental performers enact and portray characters at 
a symbolic remove rather than literally as singers do. This virtual, rather than literal, embodiment rubs 
against issues of the gender alignment of characters, players, and instruments, which are frequently 
described in gendered vocal terms. For example, in his orchestration treatise Berlioz describes the 
clarinet’s melody in the overture to Der Freischütz as ‘the passionate plaint’ of the ‘lonely virgin’. The 
instrument’s vocality becomes a way of understanding not only its sound but also its character. 
 
Opera fantasias, virtuosic solo pieces based on operatic themes, were popular among instrumentalists in 
Italian opera orchestras. Inspired by the music that they played nightly, fantasias allowed these musicians 
to perform as soloists and aided them in their conservatory teaching positions. But these pieces also 
offered woodwind players, and their instruments, a means of appropriating (or attaining) vocality, and thus 
of participating more fully in the dominant Italian paradigm of music.  
 
In Antonio Pasculli’s Simpatici Ricordi, the oboe becomes the voice through its impersonation of Alfredo. 
We thus could view its narrative as created by Alfredo, portraying a dream world in which Violetta did not 
die after their reconciliation, but returned to their initial state of health and happiness. In the process of 
striving for vocality in their fantasias, we see that woodwind players altered the operas on which the 
fantasias were based. 
 
Rachel Becker is a PhD student working under the supervision of Dr Martin Ennis. Her doctoral 
research is on nineteenth-century Italian opera fantasias written for and by woodwind virtuosi. Her project 
explores social and cultural influences on these opera fantasias, including their reception history and the 
(positive and negative) emotional responses they have evoked contemporaneously and today, as well as 
the ways in which the composer-performers manipulated the operas they used. She is interested in issues 
of genre, virtuosity, gender, popularity, and the development of woodwind instruments. 

Rachel received her MPhil from the University of Oxford, and her BA in Music from the University of 
Virginia. She has also received an MM in Oboe Performance from the University of Cincinnati College- 
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Conservatory of Music, studying under Mark Ostoich.  Her other research interests include trouser roles 

in bel canto opera, the intersections of music and literature, classical music in dialogue with pop or folk 

music, and gender issues in music more widely. Rachel is active as an oboist in university and community 

orchestras and was invited to play cor anglais with the renowned Philharmonia Orchestra as part of the 

2015 King’s College, Cambridge 500 celebrations. 

Mira Benjamin    

Melody that sings, harmony that rings: Simultaneous and successive 

pitch relationships in string tuning practice 

In string performance a distinction is often drawn between simultaneous 
(harmonic) tuning and successive (melodic) tuning. These differing paradigms 
each make palpable demands on a string player’s broader practice of 
intonation.  Performers of western classical music tend to apply harmonic 
intonation when playing accompaniment material (such as the lower three voices 
in a Haydn string quartet) or when all voices perform similar material and no clear 
melody is present (as is the case with chorales and other homophonic 

music). Such musicians tend to apply melodic intonation — also commonly called expressive intonation 
— when playing distinctively melodic material (such as the first violin part in a Haydn string quartet), and 
for this reason melodic intonation is often discussed with reference to its ‘vocal’ or ‘singing’ qualities, its 
mirroring of voice-body impulse, and its capacity for dramatic (even operatic) expression.  In practice, it 
has therefore been frequently suggested that harmonic tuning should be based in Just Intonation (derived 
from low-order interval relationships), while melodic tuning should be based in Pythagorean Intonation 
(derived from stacked fifths). 

This paper explores how a microtonally-based understanding of intonation can inform and enrich a 
performer’s tuning choices across both these paradigms, and questions how these decisions might be 
applied in the performance of new and experimental music.  For instance, what might be the effect of 
choosing to tune a melody in Just Intonation? Would its inherent ‘expressivity’ necessarily be lost? Where 
there is no clear hierarchy among the voices, what factors might guide a performer to privilege one tuning 
pattern over another? In an open score environment, which may not prioritise predictable intervallic 
simultaneities, how else might a player organise her tuning decisions? If vocality can provide a model for 
expressive intonation in melodic playing, might a string player also refer to vocal practice when tuning 
harmony. 

These questions reflect an approach to intonation that relinquishes the coarse simultaneous/successive 
dichotomy in favour of a nuanced relational tuning practice, which opens new possibilities for 
interpretation. 

Mira Benjamin is a Canadian violinist, researcher and new-music instigator.  She performs new and 
experimental music, with a special interest in microtonality & tuning practice. She actively commissions 
music from composers at all stages of their careers, and develops each new work through multiple 
performances. Current collaborations include new works by Anna Höstman, Scott McLaughlin, Amber 
Priestley, Taylor Brook and James Weeks. 

Since 2011, Mira has co-directed NU:NORD – a project-based music and performance network which 
instigates artistic exchanges and encourages community building between music creators from Canada, 
Norway & the UK. To date NU:NORD has engaged 79 artists and commissioned 62 new works. Through 
this initiative, Mira hopes to offer a foundation from which Canadian artists can reach out to artistic 
communities overseas, and provide a conduit through which UK & Norwegian artists can access 
Canada’s rich art culture. 

Originally from Vancouver, British Columbia, Mira lived for ten years in Montréal, where she was a 
member of Quatuor Bozzini. Since 2014 she has resided in London (UK).  She regularly performs with 
ensembles such as Apartment House, Decibel, and the London Contemporary Orchestra Soloists, and 
holds the Duncan Druce Scholarship in Music Performance at the University of Huddersfield. Mira is the 
recipient of the 2016 Virginia Parker Prize from the Canada Council for the Arts.  The prize is awarded 
annually to a Canadian musician in recognition of their contribution to artistic life in Canada and 
internationally.  
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Lynne Dawson   

Professor Lynne Dawson is the RNCM’s Head of the School of Vocal Studies and 
Opera. Before becoming a singer, she trained as a translator and interpreter and 
spent several years in industry. She was very fortunate to work with many 
conductors and ensembles at the forefront of the Historical Performance 
movement, including the Deller Consort, the Hilliard Ensemble, John Eliot 
Gardiner, Roger Norrington, Christopher Hogwood, Trevor Pinnock, and with 
them made many recordings for most of the major labels.  

Her career then developed to encompass opera and to sing concerts and make recordings at the highest 
international level. She has worked with all the major British Orchestras and abroad with orchestras such 
as the Leipzigewandhaus, the Concertgebouw, San Francisco Symphony, La Scala Milan, Chicago Sym-
phony and Berlin Symphony over many years, in addition to chamber orchestras all over the world. Her 
recordings now number more than 80 and include many roles by Handel and Mozart, as well as solo discs 
of English song and French song and a recent disc of lieder. 

Her operatic roles include Pamina, Zaide, Donna Elvira, Countess, Queen of the Night, Constanze, 
Aspasia and Vitellia, as well as Amenaide in Rossini’s Tancredi, leading roles in Handel’s Orlando, Guilio 
Cesare, Orlando, Hercules and Ariodante, Marzelline in Beethoven’s Fidelio, Iphigenie in Gluck’s 
Iphigenie en Aulide, Mimi in La Boheme, Zdenka in Strauss’ Arabella, and Violetta in La Traviata, in opera 
houses such as Amsterdam, Opera North, Brussels, Paris, Berlin Staatsoper, Salzburg and Aix-en-
Provence festivals. She has sung many concerts all over the world and particularly with Daniel Barenboim, 
Frans Bruggen, Marc Minkowski, Zubin Mehta, Carl Maria Guilini, Neville Marriner, John Eliot Gardiner 
and Christopher Hogwood. Her repertoire encompasses many compositions for soprano and orchestra 
such as Richard Strauss’ Four Last Songs, Ravel’s Shéhérezade, Berlioz’s Les Nuits d’été Mozart, Haydn 
and Beethoven concert arias and Berg’s Seven Early Songs and the Lulu Suite, but she has never lost her 
love of the baroque repertoire. 

Lynne is vocal consultant for Yorkshire Young Musicians. She has given masterclasses at many summer 
music festivals, especially in Spain and Japan.  

 

Sarina Elsdon 

Vaughan Williams' Fantasia on a Theme by Thomas Tallis:            
Just another English School pastoral string piece, right? 

 
In 1919 RVW made changes to his Tallis Fantasia that are partially irreversible. 
While the piece is a famous example of writing for strings, it indicates writing that 
is not simply idiomatic for strings, but choral in nature, and presents two main 
questions: where and whose is the voice?, and how is that voice altered by 
performance practice and/or venue? 
 
Eric Clarke (2005), maintains that in ecological theory, it is important "...to 

consider what is directly specified by environmental information—not what a perceiver can interpret in, or 
construct from, a stimulus." For the Fantasia, hymn-into-secular instrumental, this may indicate how venue 
acoustic could affect performance and the reception-perception reaction of the listener, and thereby alter 
the 'voice' of who and/or what is heard. 
 
The introspective Fantasia exists outside its original Tallisian period, distanced from the preaching voice of 
Psalm 2 set to Tallis' original hymn-tune. But its reappearance in the new English Hymnal in 1906, for 
which RVW was the musical editor, was with penitential words by seventeenth-century poet, Joseph 
Addison. Either way, performances of the Fantasia privilege playing over singing. 
 
What I should like to argue is that this piece is imbued with traces of what I call 'chorality'. Not only is it 
drawn from vocal/choral source material (indeed, Stephen Layton, on a recent tour of English cathedrals, 
prefaced performances with the original hymn on which it is based), but in the writing are hints that the 
human voice was uppermost in RVW's mind, made pertinent by the occasion for which it was originally 
written, the 1910 Three Choirs Festival. 
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My poster will argue that this chorality can be found within certain performing traditions of this piece, but 
not others (e.g. Toscanini). And part of the reason is that the acoustic in which the piece is performed 
shapes not only the pacing of the music, and how it is received, but the extent to which this chorality and 
vocality become clear. I will demonstrate this using analyses of some of the different recordings available, 
and I will be able to play audio examples for delegates should anyone be interested.  

Sarina Elsdon completed her MMus in Historical Musicology at the University of Hull in 2013, her 
dissertation being a semiotic evaluation of Vaughan Williams' Tallis Fantasia, and its relationship to 
English church music. Since then, she been taking a break from academic studies. At present, she also 
enjoys baking cakes for her family, and when she's not mixing batters by hand, spends her time designing 
and making hand-knitted accessories and brewing country wines, carefully tending her Elderberry 2015 for 
mulling this Yuletide! She is married to Peter, a senior lecturer at the University, and they live just outside 
Hull with their baby daughter, Isabel, who is a keen composer of avant-garde piano music.  

Juliet Fraser  

Soprano Juliet Fraser has a repertoire dominated by the very old and the very 
new. In new music, she has performed as a guest soloist with Plus-Minus, ICTUS, 
We Spoke: New Music Company, London Sinfonietta, BBC Scottish Symphony 
Orchestra and Klangforum Wien. She has premiered well over 100 works, many 
of which have been written for her, and has worked particularly closely with 
composers Michael Finnissy, Bernhard Lang, Rebecca Saunders, Matthew 
Shlomowitz and Andrew Hamilton. Recent highlights include premiere 
performances at MaerzMusik, Transit Festival, Donaueschingen and HCMF. Her 
recording of Morton Feldman's Three Voices was released on Hat Hut Records in 
2016. She has been touring Three Voices around the UK since 2015, and later 

this year takes it to the USA. Juliet is also principal soprano of EXAUDI, the acclaimed vocal ensemble, 
which she founded in 2002 with James Weeks.  

Lydia Goehr 

Lydia Goehr is Professor of Philosophy at Columbia University. In 
2009/2010 she received a Lenfest Distinguished Columbia Faculty Award, in 
2007/8 The Graduate Student Advisory Council (GSAC)'s Faculty Mentoring 
Award (FMA), and in 2005, a Columbia University Presidential Award for 
Outstanding Teaching. 
 
She is the author of The Imaginary Museum of Musical Works: An Essay in the 
Philosophy of Music(1992; second edition with a new essay, 2007, with 
translations in Greek and Chinese); The Quest for Voice: Music, Politics, and the 
Limits of Philosophy[essays on Richard Wagner] (1998); Elective Affinities: 
Musical Essays on the History of Aesthetic Theory [essays on Adorno and Danto] 

(2008), and co-editor with Daniel Herwitz of The Don Giovanni Moment. Essays on the legacy of an 
Opera (2006). She has written many articles on the work of Theodor W. Adorno, Maurice Merleau-Ponty, 
and Arthur Danto (see below for publications list). Her current book is titled Red Sea - Red Square. 
Bohemian Tales of Wit and Melancholy. She is co-editor with Jonathan Gilmoreof Handbook on Arthur C. 
Danto, contracted with Wiley-Blackwell. 
 
Lydia is a recipient of Mellon, Getty, and Guggenheim Fellowships, and in 1997 was the Visiting Ernest 
Bloch Professor in the Music Department at U. California, Berkeley, where she gave a series of lectures 
on Richard Wagner. She has been a Trustee of the American Society for Aesthetics and is a member of 
the New York Institute of the Humanities. In 2012, she was awarded the H. Colin Slim Award by the 
American Musicological Society for an article on Wagner's Die Meistersinger. In 2002-3, she was the 
visiting Aby Warburg Professor in Hamburg and a fellow at the Wissenschaftskollegzu Berlin. In 2005-6, 
she delivered the Royal Holloway-British Library Lectures in Musicology in Londonand the Wort Lectures 
at Cambridge University. In 2008, she was a Visiting Professor at the Freie Universität, Berlin (Cluster: 
"The Language of Emotions") and in 2009, a visiting professor in the FU-Berlin SFB Theater und Fest.  

At Columbia, Lydia offers courses in the history of aesthetic theory, the contemporary philosophy of the 
arts, critical theory, and the philosophy of history. Her research interests are in German aesthetic theory 
and in particular in the relationship between philosophy, politics, history, and music. With Gregg Horowitz, 
she is series editor of Columbia Themes in Philosophy, Social Criticism, and the Arts, Columbia University 
Press.  
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Murray Greig 

Murray Greig studied at the RNCM with Howard Snell from 1984-1988, and after 
a year with the Orchestra of the Royal Ballet was appointed Principal Trumpet 
with the Orchestra of Opera North in 1989. He has taught at the RNCM since then 
and has given master-classes throughout Europe and America as well as at 
leading British conservatoires and universities. Many of his former students now 
hold orchestral and teaching positions in the UK, Europe and the USA. He has 
also worked as trumpet professor for the National Youth Orchestra of Great 
Britain. 

As well as numerous solo recitals and concerto appearances, Murray has 
enjoyed performing chamber music with the Brass Ensemble of Opera North, the Orfeo Trumpet Consort, 
the Golden Section (previously the Wallace Collection) and has recorded with the London Trumpet Sound. 
He was for many years a member of the Board of Directors of the International Trumpet Guild and hosted 
the conference of the ITG at the RNCM in 2002. Murray also teaches at Chetham’s School of Music. 

Bryn Harrison  

Bryn Harrison is a composer and Reader in Composition at the University 
of Huddersfield from where he was awarded a PhD by Publication in 2007. His 
work has been performed by many international ensembles such as Ensemble 
Recherche, Klangforum Wien, the London Sinfonietta, the London Symphony 
Orchestra, Wet Ink ensemble and Apartment House, with notable performances 
and radio broadcasts at international festivals both in the UK and abroad. 
Harrison has developed a close working relationship with ensemble Plus Minus, 
the Norwegian group Asamisimasa, the internationally-acclaimed ensemble 
ELISION, and the vocal ensemble Exaudi. He has also worked closely with 
soloists such as Philip Thomas, Mark Knoop and Aisha Orazbayeva. Two 
discs, Vessels and Receiving the Approaching Memory are available on the 
another timbre label. He has co-authored a book, Overcoming Form: reflections 

on immersive listening with Dr Richard Glover (University of Huddersfield Press, 2013). Glover and 
Harrison are currently working on a second publication together with Jennie Gottschalk entitled Being 
Time; Temporality in Experimental Music (forthcoming, Bloomsbury, 2017). He is a recipient of the Paul 
Hamlyn Foundation Award for Composers.  

Kristine Healy 

Imagined vocalities: Exploring voice in the practice of                 

instrumental music performance 

Amongst instrumental musicians who perform mainstream western art 
music, there is a well-documented tradition of comparing musical 
instruments and the sounds that they make to the human voice and its 
capabilities.  For centuries, in pedagogical texts and performance critiques, 
instrumentalists have told each other stories about what it means to play in a 

‘vocal’ way, describing the human voice as the ultimate musical model.  Frequently, it can be observed 
that musicians in the twenty-first century continue to participate in and perpetuate the tradition of talking 
about, evaluating, and understanding instrumental practice in relation to vocality.  They attribute certain 
vocal qualities and characteristics to some instruments and deny the possibility that these might be 
attributed to others, or reference the goal of playing “as a singer sings” (Goehr, 1998, p.123) whilst 
engaging in the process of constructing the ‘natural’—producing connections with vocality that ‘prove’ the 
musical worth of one way of realising a composer’s text over another. Using examples from the text and 
talk of currently practising instrumental performers, this project addresses vocality for instrumentalists 
critically and opens it up to questioning.  What does it mean to be vocal, as an instrumental musician?  
Does insisting that a developing instrumentalist ‘sing’ or ‘speak’ when they play afford them agency in 
performance, or introduce constraints?  And if an instrumentalist can qualify as ‘musical’ by participating in 
a tradition that glorifies the voice, whose voice is it that they should be emulating?  
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Kristine Healy studied flute performance at the University of Queensland and worked as a 
freelance orchestral musician, chamber musician, theatre musician, and music educator in Brisbane, 
Australia before moving to the United Kingdom for further studies in performance at the Royal Northern 
College of Music in Manchester.  She holds a BMus (Hons), an MPhil (Music Performance), an MMus 
(Distinction) and an FRSM (Distinction), and commenced work on a PhD at the University of Huddersfield 
in 2014.  Having spent many years being advised to ‘sing’ on her instrument, Kristine is using her research 
to explore ideas about voice in the context of instrumental music performance practice.  In the process of 
undertaking her PhD, Kristine has presented her work at events in Huddersfield, Manchester, Leeds, and 
Dublin, and most recently, organised Vocality/Instrumentality 2017 here at the University of Huddersfield. 

 

George Kennaway  

 

A dried larynx, singing seals, and the cello: Vocality in aspects of 

Marjory Kennedy-Fraser's and Ruth Waddell's performance practices 

Marjory Kennedy-Fraser (1857-1930) is well-known as a collector and arranger of 
folk songs from the Hebrides. These arrangements were heavily edited and 
packaged for an art-song audience, and now arouse mixed feelings among 
traditional singers and scholars. But there are other aspects of her work which 
deserve closer attention, such as performance practices and wider aspects of 
concert presentation. This paper will look at two topics. Firstly, the remarks 
Kennedy-Fraser makes in the course of her autobiography A Life of Song (1929) 

regarding vocal technique and aspects of singing teaching in France and Italy in the later nineteenth 
century, with particular discussion of the teaching of Mathilde Marchesi. Secondly, the arrangements she 
made for cello and piano of some Hebridean songs for the Edinburgh cellist Ruth Waddell (1891-1981), 
and the arrangements for string orchestra made by Ruth's sister Mamie (1888-1967). Proof copies of the 
cello arrangements show that Ruth Waddell added fingerings which replicate early 20th-century 
portamento practice, as well as other revisions and performance markings. Both topics converge on her 
account of hearing a singing seal on the island of Barra, in the company of the Waddell sisters. This paper 
considers aspects of performance practice for this repertoire, drawing on archival sources at Edinburgh 
University Library and the National Library of Scotland. 
 
Dr George Kennaway is visiting research fellow at the universities of Leeds and Huddersfield. He 
has been Director of Music and Performance Co-ordinator at the University of Hull, postdoctoral 
researcher on the CHASE project at the University of Leeds, and tutor in opera studies for Rose Bruford 
College (London). His research specialises in historical performance and in the music of the Baltic states. 
Born in Edinburgh, he studied at the universities of Newcastle and Oxford, the Salzburg Mozarteum, the 
Guildhall School of Music, and the University of Leeds. Recent publications include a monograph Playing 
The Cello 1780-1930 (Ashgate, April 2014), and articles on 19th-century editions of Haydn cello 
concertos, aspects of octatonic composition, the discourse of musical performance, and the presentation 
of the self in historical performance. However, his most widely read article compares IKEA flat-pack 
assembly instructions, recipes for fish pie, and 19th-century annotated musical scores.   

He has reviewed books on opera, Estonian music, and 19th-century Scottish folk song collectors. Recent 
publications include an article for Music Performance Review and book chapters on the business of opera 
and on musical historiography. He is the leading UK specialist in the work of the Lithuanian composer-
artist M. K. Čiurlionis, and lectures regularly in Lithuania. After playing in the Scottish Chamber Orchestra 
he moved in 1980 to become principal cello no. 2 in the Orchestra of Opera North, leaving in 2008. He has 
conducted orchestras in Russia, Kazakhstan, Uzbekistan, Italy, and Lithuania. He is a member of the 
Meiningen Ensemble and performs as a soloist and chamber music player on period and modern 
instruments, and conducts the Harrogate Philharmonic, the Sheffield Chamber Orchestra, and the 
Pennine Sinfonia.   
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Ilona Krawczyk 

Experiential research on embodied voice in song: Meeting technique 
and spirituality 

’On one hand I feel like my whole body is singing and on the other, like my body 
is not there and something else is singing’. This quote from an interview with Nini 
Julia Bang suggests questions that are essential for my PhD practise research 
‘The Touch of Embodied Voice’. What does it mean to sing from or through the 
body? Is it related to the technique of singing, or to the integration of body and 

mind? What does it mean that ‘something else’ is singing? What is that other thing? This research 
investigates the integration of body, mind, imagination and emotions in singing. It aims to develop an 
approach for training, based on the Coordination Technique developed by Polish theatre company Song 
of the Goat, to help performers in reaching embodied voice and working creatively with songs. In my 
presentation I will introduce the early stages of the research, which focus on unravelling definitions, 
investigating performers’ experience and the development of individual training. I will explain the 
specificity of Coordination Technique, refer to challenges in planning the training, and talk about future 
research directions.  

Ilona Krawczyk is a performer and singer. For the last couple of years she has been working as a 
freelance artist in various artistic projects, collaborating with Grotowski Institute (Poland), Musical Theatre 
CAPITOL (Poland), Anna Zubrzycki Studio (Poland), Brave Festival (Poland), SheWolf Company (UK), 
and Mechanical Animal Corporation (UK). Ilona graduate from Manchester Metropolitan University (MA in 
Acting), the course run jointly with Song of the Goat Theatre. She also holds a diploma from Musical 
Theatre School run by Musical Theatre CAPITOL. As a founder and artistic director of ‘My Fatherland 
Project’, she was awarded a special scholarship for artists by the Polish Ministry of Culture and National 
Heritage. In her pedagogical work, she continued to explore themes of human rights, respect and 
intercultural communication beyond words in such projects like Brave Kids and Beyond Borders Festival. 
As a singer, Ilona has been exploring techniques of singing in various cultures, such as Sephardic, 
Jewish, Bulgarian, Ukrainian, Romanian, Georgian, Corsican, and Persian. Currently, as a PhD student at 
the University of Huddersfield, thanks to the North of England Consortium for Arts and Humanities 
studentship, she is exploring the concept of 'Embodied Voice' in singing. 

 

Daniel Leech-Wilkinson 

Daniel Leech-Wilkinson studied composition, harpsichord and organ at the 
Royal College of Music, then took the MMus at King's, specialising in 15th-
century music. Following doctoral research at Cambridge, working on 14th-
century techniques of composition, he became a Fellow of Churchill College. He 
taught at Nottingham and Southampton universities before rejoining the Music 
Department at King's College London in September 1997. He received funding 
for a five-year project on "Expressivity in Schubert Song Performance" within the 
AHRC Research Centre for the History and Analysis of Recorded Music 
(CHARM), also directing a large-scale discographical and digitisation project, 

making available 78rpm recordings from the King's Sound Archive online. He also led "Performers' 
Perceptions of Music as Shape" within the AHRC Research Centre for Musical Performance as Creative 
Practice (2009-14). He is currently investigating the constraints on performer creativity in classical music 
practice. 

Chantal Lemire 

At the 'Crossroads': Speech/music interactions in Tom Waits's       
spoken-word songs   
 

American singer-songwriter Tom Waits (1949– ) is best known for his 
extraordinary voice, often (and aptly) described by critics as “soaked in a vat of 
bourbon, and then hung out to dry in a smoke hut for a few months, only to be 
dragged outside and run over by a car. In other words, it may not be suited for 
singing at all.” And indeed, Waits doesn’t always sing: inspired by Beat  

http://www.charm.rhul.ac.uk/index.html
http://www.charm.rhul.ac.uk/index.html
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generation poets like Allen Ginsberg, Jack Kerouac, Gregory Corso, and Lawrence Ferlinghetti, Waits has 
written over fifty spoken-word songs, a unique combination of spoken stories, told over a musical 
background. Despite the musical qualities of spoken-word song and a longstanding, cross-disciplinary 
discourse on the connections between speech and music, academic inquiry into the genre appears almost 
exclusively in literary criticism and culture studies, dominated by discussions of its significance as a 
cultural movement, or its ambiguous place within literature. And, while analytical musicology and 
linguistics offer numerous methodologies that are uniquely suited for the analysis of rhythm, pitch, and 
contour – those crucial elements of the spoken word “work” – spoken-word song has yet to be taken up by 
scholars in these disciplines. 

Combining Bruce Hayes’s phonological theory of metrical stress with Christopher Hasty’s process-based 
theory of rhythmic projection, this paper explores how speech and music interact in Tom Waits’s 1993 
spoken-word song, “Crossroads,” investigating what happens to speech prosody when it is presented over 
a metric musical accompaniment. Does Waits adjust his recitation to fit the music? Does our perception of 
his speech change? I examine the interaction of the accompanying music and the text recitation of 
“Crossroads” at moments where their alignments are especially unconventional. Oftentimes, these 
moments are the most “musical” and demonstrate a highly deliberate rhythmic organization that reflects 
the tensions, conflicts and distorted realities present in the work’s narrative. The combined linguistic and 
music-theoretical methodologies offer one way to signify how spoken word artists use their voice as an 
instrument such that speech might transform into music. 

Chantal Lemire received a Masters of Music in viola performance from McGill University, and a 
Masters of Arts in Music Theory from the University of British Columbia. As a violist, Chantal has 
performed in chamber ensembles across North America and Europe and with orchestras such as the 
Winnipeg Symphony, the Prince George Symphony Orchestra, and the National Youth Orchestra of 
Canada. She is a faculty member for the Orchestra North Summer Program in Owen Sound, Ontario, 
where she teaches violin, viola, and music theory.  

Currently a PhD candidate at the University of Western Ontario, Chantal's research focuses on 
intersections of speech and music, exploring how elements of speech can be used as compositional 
material in both popular- and art-musics. Chantal has presented papers at the Canadian Music Centre, 
The Peabody Institute of Music, the Vancouver International Song Institute, as well as at several graduate 
student conferences across Canada. In 2013, she was awarded a Canada Graduate Scholarship from the 
Social Sciences and Humanities Research Council (SSHRC) for her doctoral project on text/music 
interactions in singer-songwriter Tom Waits’s spoken-word songs.   

CN Lester 

CN Lester's doctoral research at MUGI is rooted in the performance practice of 
early women composers, centred around Barbara Strozzi's works, life, and 
multiple interpretations thereof. CN has a particular interest in discourse and 
experiences that blur categorical boundaries of gender and related social 
classifications. They perform with early music ensemble Ursula's Arrow and as a 
solo performer and composer, with a particular focus on early and contemporary 
opera. Awarded their BMus (Hons) from King's College London and their MMus 
(Music Performance) from Goldsmiths, they are a pupil of Alison Wells. 

In addition to their work as a classical musician and researcher, CN has been active as a trans/LGBT 
activist since 2000, and has found critical acclaim as a singer-songwriter. Outreach and education 
partners include the BBC, Channel 4 and Huffington Post, and they have most recently performed sold-out 
shows at the Barbican and Tate Modern. CN's first book, Trans Like Me: A Journey for All of Us, will be 
published by Virago in May 2017. 
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 Mingyue Li 

Becoming-molecular, becoming-insect: The aesthetics of materiality 
and ecology in Salvatore Sciarrino’s Luci mie traditrici  

Encompassing those emitted by our environment, animals, the metabolism of the 
human body and the mechanisms distinctive of our surroundings provides the basis 
for the unique experience of listening to Salvatore Sciarrino’s music. This auditory 

idiosyncrasy is built on a musical language assimilating with a naturalistic temperament by means of 
extended instrumental techniques. This paper presents an observation of the instrumental music in 
Sciarrino’s chamber opera Luci mie traditrici (1998) and emphasises why it can be seen as the epitome of 
the composer’s aesthetic ideal — a manifesto of musical ecology aiming at winding listening back to a 
tabula rasa by restoring the materiality of sound and pushing forward a direct link between listener’s 
perception and diverse sources in his/her environment. In parallel with Sciarrino’s engagement with 
“ecology” as a kernel of his poiesis, I turn to Eric Clarke’s ecological approach to music meaning as a 
useful theoretical tool to shed light on a listening strategy promoted by such an aesthetics. Particularly in 
the music of Luci, the restoration to materiality and the atomisation of music form encourage a listening 
experience that obtains semantic meanings by freely drawing its sources from a traversing between 
varied auditory spheres including nature, human body and psychology. In this paper, I introduce Deleuze 
and Guattari’s notions of “becoming-molecular” and music’s “becoming-insect” as a conceptual scheme to 
reveal the “elementary” quality of Sciarrino’s music, explaining the experience of extra-musical allusion 
elicited and afforded by such a quality. I suggest that Sciarrino’s particular interest in a permeable, fluid 
relation between human and inhuman is analogous to what Deleuze means by “a becoming-music of the 
world”, and renders the former division in opera music between the “noumenal” and the “phenomenal” 
unstable. Through the lens of “becoming-”, I infer that Sciarrino challenges the myth of operatic 
transcendence with his attempt, like Deleuze’s, to put human subjectivity on trial.  

Originally from China, Mingyue Li is a second-year DPhil student reading musicology at the University of 
Oxford, funded by Chinese Scholarship Council. She also holds an MPhil in Music Studies from the 
University of Cambridge and a BA in musicology from Shanghai Conservatory of Music. Her areas of 
interest encompass varied topics about philosophy and aesthetics in contemporary music culture 
including latertwentieth-century musical postmodernism (post-minimalism and collage), opera and music 
theatre (especially Bernd Alois Zimmermann) and music in contemporary dance theatre (especially Pina 
Bausch's Tanztheater). Her doctoral dissertation focuses on sound and the construction of subjectivity in 
the music theatre works of Helmut Lachenmann and Salvatore Sciarrino.  

Cla Mathieu 

Singing on the guitar: A look at sources from the 19th century and early 
recordings 

Throughout the 19th century and in the first decades of the 20th century, the guitar 
was widely thought of as an instrument only suited for “Hausmusik” and the 
accompaniment of singers. One of the instrument’s qualities, which kept the guitar at 
the fringes of Western Europe’s concert life, was a perceived lack in its ability to 
“sing”. As a critic put it in a review of a performance by one of the leading romantic 

guitarists: "Bear in mind that the guitar is well suited to accompany singers - but not to sing on it.” (Wiener 
Allgemeine Musik-Zeitung 1845). In consequence, the leading guitarists invested considerable energy to 
“fake” their way to a singing tone despite the instrument’s quickly decaying sound and the coordinative 
difficulties entailed in playing a true legato. This lead to the development of guitars with longer sustain in 
the second half of the 19th century and to the widespread acceptance of the so called “rest-stroke” (or 
“Apoyando”) as main plucking technique for melodic passages. Additionally, expressive techniques 
borrowed from singing and violin playing like vibrato and portamento were increasingly adapted to the 
guitar. Apparently, with success, as early 20th century critics often praised the leading guitarists for their 
“singing tone”. The big picture is thus a gradual “vocalisation” of the guitar in the 19th and early 20th 
century 

Cla Mathieu (Berne/Switzerland) studied classical guitar at the Universities of Music in Basel (MA 
Music Pedagogy), Berne (MA Music Performance) and Sion (CAS Interpretation). Besides his regular 
activities as a performing musician, he teaches classical guitar at a music school. He obtained a 
specialised MA in “Research on the Arts” at the University of Berne and is now continuing his studies with 
a PhD project on early classical guitar recordings at the Bernese “Graduate School of the Arts”. 
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Erin McHugh 

The new woman submits? Muteness and uncomfortable vocality in 
Richard Strauss’s Guntram and Feuersnot 

The uses and (at times) abuses of the female voice throughout the history of opera has 
inspired fertile discourse about the relationship between the sound of women’s singing 
voices and sexual politics. For example, Lawrence Kramer, Susan McClary and 
Catherine Clement all argue that operatic narratives reinforce heteronormative gender 
roles. However, performance-centered approaches to musical scholarship argues that 

opera, by way of featuring a singing body on the stage, actually empowers women. Carolyn Abbate and 
Susanne Cusick discuss how the female voice as a musical instrument is highly performative in nature 
and has a visceral impact on the ear of the listener. Cusick notes that ‘voices are always performances of 
a relationship negotiated between the individual vocalizer and the vocalizer's culture’ (Cusick, 1999). In 
this way, the voice functions both as a musical instrument and social construct in operatic works, and that 
through the manipulation of women's voices, operas reflect cultural shifts. 
 
My paper approaches the operatic heroines of Richard Strauss in this way. Because Strauss is a 
renowned composer for the soprano voice, and was active during a time of immense social change, the 
soprano roles in his operas give voice to female characters that comment on the shift in sexual politics. 
Using the pivotal final scenes in his first two operas, Guntram and Feuersnot, I show that the respective 
heroines in these works are subjugated by the plot devices. However, their subjugation is achieved in 
vastly different ways: While Freihild remains mute as she is rejected, Diemut sings a what appears to be a 
rapturous love duet with her rapist, but is given an inelegant vocal line. Acknowledging that Strauss knew 
how to best exploit the voice for beautiful tone, these two vocal characterisations beg the question: What 
was Strauss suggesting by writing the vocal music in this way? 
 
I argue that Strauss’s intimate understanding of the female voice allowed him to subvert fin-de-siècle 
gender roles and Wagnerian female character tropes in his vocal writing. Approaching vocal music from 
the perspective of a practitioner, I show that while both Diemut and Freihild are subjugated by plot 
devices, Strauss clearly intended their vocality to comment on social constructs of gender. 
 
Erin McHugh is an opera singer and a PhD candidate at the Royal College of Music in London. Her 
research is supported by the Douglas Hay and a Lucy Ann Jones Awards. Her research interests include 
gender theory, aesthetics, and early twentieth century opera. She is interested in how vocal quality and 
the act of singing expresses intertextual meaning. Erin’s PhD thesis explores the connections between 
gender politics and vocality in the operas of Richard Strauss. Prior to her time as a research student, Erin 
was a Masters student in Vocal Performance at the RCM.   

Cassandra Miller 

The composer as translator: The study of vocality as composition       
method 
 

My composition practice has focussed on notions of voice and vocality as a basis for 
musicality, through works for chamber ensembles and orchestra composed across two 
decades. Recently, my research into theory of vocality has led to collaborations with 
instrumental or vocal soloists, in which singing and recording become integral to the 
composition process. These techniques draw on a body of knowledge surrounding 

process-based creative practices, and investigates the profound connections between vocality (voice-as-
communication, as-melody, as-body-expression) and composition/performance (voice-as-identity, as-
personal-agency). 

Until recently my work has explored vocality through the medium of transcription. Beginning with a piece 
of music-as-found-object (usually recorded voice), I would project this music first through the filter of 
notation, and then through the resonating bodies of instruments. This transcription/translation process 
enabled me to apprehend the vocality of my subjects and, through that imperfect translation, to reflect on 
my own impulses – akin to a portraitist attempting to capture the humanness of the model. 

I have now moved from transcription-based (quantifying/notating) techniques to voice-based (embodied) 
techniques. I use ‘singing along’ as a way of filtering source material, ‘translating’ it through imperfect 
repetition into new material. Often the person singing along (either myself or a collaborator)  
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simultaneously carries out a body-scan meditation or another distraction method to access a vocality 
contained within the body. This process has quasi-shamanistic characteristics, and mirrors various forms 
of women’s music such as keening and other mourning rituals. These investigations reveal links between 
voice-as-identity and voice-as-body-impulse. 
 
In this paper, these new techniques will be discussed in detail, through the examination of two 
collaborative works-in-progress: compositions for Italian violinist Silvia Tarozzi and British soprano Juliet 
Fraser. 
 
Cassandra Miller (1976) is a Canadian composer of chamber and orchestral music, currently living 
in the north of England. For the last few years, her compositions have explored the transcription of pre-
existing music (often vocal) as a way to translate its musicality/vocality into another experience. She has 
also been interested in what she calls “iconic directions” – that is, music that goes up, music that goes 
down, sometimes music that goes back and forth. Her present work also involves direct and personal 
collaboration with a wide international network of solo musicians, as well as ensembles and orchestras. 
From 2010 to 2013, Cassandra was Artistic Director of Innovations en concert in Montréal.  

 

David Milsom 
Dr David Milsom is a violinist, violist, musicologist, lecturer, reviewer and 
instrumental teacher, based in Sheffield and Huddersfield. He holds the post of 
Head of Performance in the music department of the University of Huddersfield, 
where he is also the Director of HuCPeR (Huddersfield Centre for Performance 
Research). David’s activities centre around performance, on modern and period 
instruments, and he is dedicated to promoting a passionate and charismatic 
aesthetic of performance, questioning current conventions and seeking to 
communicate historical music to a growing audience.  

David read music at the University of Sheffield, gaining a first-class degree in 1995, 
an MMus in 1996 and PhD in 2001. His PhD involved study of nineteenth-century string and vocal 
performance with Colin Lawson and later Anthony Bennett and Clive Brown. For his MMus and PhD he 
was funded by grants obtained from the British Academy.  His PhD thesis, Theory and Practice in Late 
Nineteenth-Century Violin Performance 1850-1900 was subsequently published by Ashgate (2003), and 
was shortlisted for award by the ARSC. In 2003 David was awarded an Edison Fellowship by the British 
Library, in which he continued his studies into the performance styles of early recordings, and in 2006 he 
was awarded a Fellowship in the Creative and Performing Arts by the AHRC in a project entitled ‘String 
Chamber Music of the Classical German School 1840-1900 – Studies in Reconstructive Performance’. 
This project involved investigating and recording a number of string chamber works in experimental 
historical styles (on period instruments) in order to practice as faithfully as possible the styles of playing 
associated with this ‘school’ – work that gained David international recognition and high-profile lecture-
recital work in the USA, Italy, Belgium, Austria and Estonia.  

David continues to perform string chamber music regularly with former colleagues at the University of 
Leeds as part of period instrument group the Ferdinand David Ensemble, with whom he has given 
performances at Bristol, Leeds, Manchester, Bangor and Cardiff universities; in 2012 he began performing 
seventeenth-century music with the University of Huddersfield ensemble, Four’s Company (with John 
Bryan, Graham Cummings and Duncan Druce) and these and other practice research projects including 
the Meiningen Ensemble are now part of the activity of the Huddersfield Centre for Performance 
Research. In 2011, after a gap of thirteen years, David renewed his performance collaboration with 
contemporary music pianist Dr Philip Thomas (with whom he runs performance activities at Huddersfield), 
performing a number of concerts in Huddersfield including works by Beethoven, Webern, Wolff, and 
another of his Huddersfield colleagues, Dr Bryn Harrison. 

Forthcoming work includes developing HuCPeR and its activities, and bringing together a number of 
international organisations dedicated to research-driven and revisionist perspectives on music 
performance. 

 

http://www.hud.ac.uk/
http://www.hud.ac.uk/research/researchcentres/hucper/
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Shanti Suki Osman 

Voices from the margins 

A panel considering women* and their voices, identities and the role of      
technology. 
 

What are the words you do not yet have? What do you need to say? What are the tyrannies you swallow 
day by day and attempt to make your own, until you will sicken and die of them, still in silence.  

- Audre Lorde 

Firth (1996) believes that ‘music has no boundaries’ (276), and is as fluid and malleable as our identities. 
For female vocalists and music makers, this is however, not the case. The most insurmountable boundary 
we face is patriarchy. Patriarchy shapes the way women* are perceived in their musical practice. Whilst 
the female singer is considered an affirmation of the patriarchal construction of femininity (Green 1998), 
the female instrumentalist is seen to interrupt this construction. So what happens to these constructs if the 
instrument of choice is technology, used not only in conjunction with, but usually as an auxiliary to the 
voice? 

Haraway’s A Cyborg Manifesto (1991) attacks patriarchy for creating the dualisms at the heart of 
inequalities, and calls for marginalised women to ‘[seize] the tools to mark the world that marked them as 
Other’ (175). How then, are female vocalists using these ‘tools’ to stage an effective re claim and rupture 
of these constructs? 

Through the diverse experiences and biographies of the panellists I would like to explore the relationship 
between the female* vocalist and technology in the creation and presentation of their particular ‘voice’. 

Shanti Suki Osman works in Berlin as a freelance musician and educator, in singing, songwriting, 
sound art, music-making and radio. She works with the themes: identities and privilege, cultural 
commodification and appropriation, feminism, (post)colonial criticisms. With Late Nights In Squat Bars she 
performs postcolonial feminist electro-pop and curates events—having received government grants for 
concert series and sound installations. Recent projects include the autobiographical performance series 
Skewed, looking at self-fetishization of musical elements and musicians of colour, which debuted at 
Reflektor Festival 2016. Shanti Suki presented a sound piece and lecture on this topic at Sound::Gender:: 
Feminism::Activism::2016 WHITE NOISE at London College of Communication, November 2016. In her 
monthly radio show Hidden Stories (88vier) she tells stories with words and music about activism, politics 
and art. She attends KontextSchule at Universität der Kunst, Berlin which works towards anti-
discriminatory approaches to arts education. Shanti Suki moderates the panel discussion series, The 
Artist’s Role in Society, discussing topics at the intersection of activism in music. 
 

Pia Palme 
Pia Palme is a composer and sound artist who exposes vocality in 
extended compositional and performance formats. In her method of political 
composing, she draws on installations, objects or electronic means to 
position her works into specific settings. She writes texts for her works; 
interdisciplinary and collaborative projects are an important feature of her 
work. She was born in Vienna in 1957, studied music and mathematics and 

has also worked as an oboist, recorder-player, curator, producer, teacher and experimentalist. In 2016 
she received the British George-Butterfield-Prize and Vienna’s Ernst-Krenek-Prize.  
 
In 2015, she was part of the Sound and Music portfolio project, recognized among the New Voices and 
received the Outstanding Artist Award of the Austrian Ministry of Art. Currently she finishes her PhD in 
composition under Liza Lim at the University of Huddersfield.  
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Francesca Placanica 

The voice and its instruments: Cathy Berberian’s 'The New Vocality' and 

the “living body”  

In 1966 Cathy Berberian first published her manifesto about vocal performance, quite 

sensibly capturing trends and modes reverberating in post-modern vocalities. In her 

‘La nuova vocalità nell’opera contemporanea’, besides inviting new generations of 

interpreters to seize their strategic role in the making of experimental vocal 

compositions, Berberian asserted the need for vocalists to become the "composers of 

their own performances". The New Vocality did not revolve around the vocabulary of vocal effects 

invented by the composers and unimaginatively reproduced by the singer, but rather on the singer’s 

freedom and ability to use the voice in all aspects of the vocal process: "a process which can be 

integrated as flexibly as the lines and expressions on a face." 

By and large, Berberian’s beliefs and career represented a quite exemplary challenge to the conventional 

notion of the voice as a dead medium, as an instrument revived by the composer— a conception that has 

received renewed attention in recent theoretical debate. In addition, in line with contemporaneous theories 

and performance practices capitalizing on the actor’s agency, Berberian was indeed one of the first vocal 

artists to highlight the body’s primacy in vocal performance, postulating “the artist as a universal fact and 

the voice as part of the living body, acting and reacting.” 

In this paper I posit Cathy Berberian’s New Vocality in the context of tangential embodied performance 

practices that were contemporaneous to her manifesto and potential catalysts to subsequent vocal and 

dramatic explorations. In addition, drawing on ethnographic observations derived from my artistic 

research project on musical monodrama, I offer insights into the evident yet overlooked subject of the 

singing body in music theatre, focusing on the solo female interpreter in twentieth-century musical stage 

works. By observing contemporary practices and probing current studies of voice and music theatre, I 

propose a “post-instrumental” reading of the solo performer’s embodied voice, and a redefinition of the 

performer’s compelling agency in affecting not only the performance realm, but also the creative 

processes related to the genesis of the “work” itself. 

Francesca Placanica is co-editor of Cathy Berberian: Pioneer of Contemporary Vocality (Ashgate, 2014) 

and has worked extensively on primary sources from Cathy Berberian’s private archives while completing 

her Master’s thesis Cathy Berberian: Performance as Composition at Southern Methodist University 

(2007), and further in 2012. Holding a PhD from University of Southampton (2013), she has lectured in 

Performance and Musicology at Maynooth University, Ireland in 2014 and 2015. Her articles and essays, 

spanning nineteenth-century Italian opera and twentieth-century vocality, have appeared in Music and 

Letters, the Revue Belge de Musicologie, The Cambridge Verdi Encyclopedia, and in Music + Practice. 

Her essay on Berberian and Cage’s collaboration on 'Aria' appeared in Transformations of Musical 

Modernism, edited by E. Guldbrandsen and J. Johnson (CUP, 2015). A professional opera singer, she 

has been awarded a two-year Irish Research Council fellowship (2015-7) at Maynooth University for her 

artistic research project ‘En-Gendering Monodrama: Artistic Research and Experimental Production’. She 

has been recently awarded a Visiting Research Fellowship at University of Huddersfield to pursue 

embodied research practices at the Centre for Psychophysical Performance Research. Francesca is co-

convener of the seminar ‘Vocal Embodiment and Remediation’ expected to take place at the American 

Comparative Literature Association Conference in Utrecht in July 2017. She is also the organizer of 

the Embodied Monologues Research Series and Symposium, the latter taking place at Maynooth 

University on March 31, 2017. In 2016 and 2017, her monodramatic productions have been and will be 

staged in Ireland and the UK as outputs of her artistic research project.  
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Jamie Savan 

Revoicing a “choice eunuch”: The cornetto and historical models of     

vocality 

 

“Imitate the human voice” is a familiar exhortation to instrumentalists in the pedagogi-

cal literature of the sixteenth and seventeenth centuries. Girolamo Dalla Casa tells us 

in Il vero modo di diminuir (Venice, 1584) that the cornetto is the most excellent of all 

wind instruments precisely on account of its ability to imitate the human voice. But 

what does it mean to imitate the voice in practical terms? To what extent does the 

“vocality” of the cornetto extend beyond a simple comparison of tone quality – e.g. with “a boy’s 

voice” (Luigi Zenobi, c.1600) or, more colourfully, with that of ‘‘a choice eunuch” (Roger North, c.1695)? 

This paper will explore ways in which vocal pedagogy is played out in the literature and sources of instru-

mental performance practice in the late-sixteenth and early-seventeenth centuries. It will also explore 

ways in which particular aspects and attributes of “vocality” – namely solmization and transposition prac-

tice – are embodied in the design of historical instruments themselves, which often have quite different 

characteristics to the generic “modern” cornetti more commonly played today. Conversely, to what extent 

can a study of surviving instruments lead to new understandings of historical vocal practice? The paper 

will include live demonstration on copies of historical instruments, both hand-crafted and 3D-printed. 

 

Dr Jamie Savan joined the research department of Birmingham Conservatoire (Birmingham City 

University) as Senior Lecturer and Associate Director of Research in September 2016, having previously 

worked as Lecturer / Senior Lecturer and Head of Performance at Newcastle University (2010-16). He is a 

performer and musicologist, whose work focuses on the intersection of these twin disciplines and the 

ways in which they can inform and enrich each other. This synergy has a particular resonance in his work 

as a cornettist in the field of historically-informed performance with ensembles such as The Gonzaga 

Band and His Majestys Sagbutts & Cornetts, for which he has researched and directed numerous innova-

tive concert programmes and recording projects, often featuring newly unearthed repertoire in his own 

performing editions. 

 

His scholarly work is very much informed by his experience as a performer, and focuses particularly on 

the un-notated, ‘avant-garde’ aspects of Renaissance performance practice, including improvisation and 

ornamentation, which seem to anticipate the compositional and theoretical developments of the early Ba-

roque. He is also interested in organology, with some of his recent work focusing on the application of 

emerging 3D-printing technologies for organological research.  

Anneke Scott 

"Another voice that sings": Technical, musical and philosophical 

challenges for the voice and the natural/"unnatural" horn 

 

Horn players, in common with other musical instrumentalists, in particular play-

ers of wind instruments, are encouraged to emulate singers. The connection 

between the instrument and vocality goes back to the earliest uses of the horn, 

with aristocrats being advised to identify servants with good/strong voices as 

potential hunting horn players. This connection between the voice and the horn continued over the centu-

ries. Albrechtsberger states that "The horn should sing; here lies its most beautiful, singular, truly magical 

strength”. Performers such as Leutgeb (with the "ability to deliver a singing adagio as musically and as 

accurately as the most mellow voice"), Punto ("his performance on this difficult instrument was always 

quite vocal"), Gallay ("Rubini sang with his moving voice, and Gallay on his horn which is more a human 

voice than a brass instrument") and even Lambert (who had a "manner of singing on the horn like the un-

cultured ltalian tenor - not knowing how he did it, nor why - and it was a pure joy to listen to him") were 

assessed on how successfully they achieved this goal of "singing". 
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As the subject of this conference attests, horn players were not the only musicians with this goal. 

Repertoire, both pedagogical and concert, for all instrumentalists in the nineteenth century was dominated 

by appropriation of vocal material. However, the introduction of the valve in the early nineteenth century, 

the changes in technique, the fears expressed about what the instrument was likely to lose and the hopes 

of what it may gain, give us a unique means of assessing the link between vocality and the horn. This 

paper will demonstrate why the horn can be described as "another voice that sings" by investigating three 

challenges for the natural/valved horn and the voice: 

A technical challenge: vocal training/solfege and accurate pitching. 

A musical challenge: homogeneity/variety of timbre and "pronunciation" of articulation. 

A philosophical challenge: Rosseau, Diderot, d'Alembert and the natural/"unnatural". 

 

Anneke Scott's work covers a number of aspects of period horn playing ranging from the early 

eighteenth century right up to the present day. She is principal horn of many ensembles including the 

Orchestre Révolutionnaire et Romantique, the English Baroque Soloists, the Orchestra of the Sixteen, 

Europa Galante, ensemble Pygmalion and the Dunedin Consort. She is also a founding member of 

chamber music ensembles Boxwood and Brass, The Prince Regent’s Band and ensembleF2.  

 

Her recent solo recordings have included Sonatas for horn and fortepiano with fortepianist Kathryn Cok 

(Challenge Classics), the solo works of Jacques-François Gallay (Resonus Classics), a recital disc 

featuring instruments from the Bate Collection, Oxford (Classical Communications) and a disc of works by 

and stolen from Mozart with the Australian ensemble Ironwood (ABC Classics). Anneke teaches natural 

horn at the Royal Welsh College of Music and Drama and the University of Birmingham. She is a regular 

guest at the Hochschule für Musik Hanns Eisler Berlin and has given masterclasses worldwide.   

 

Iwona Sowińska-Fruhtrunk 

Vocality in Arnold Schoenberg’s works as a means of expressing and   

representing the internal/external reality 

 

The way Arnold Schoenberg’s used the human voice in his works has been changing 

over the years of his career from post-romantic aesthetics through atonal works 

(Sprechstimme) to dodecaphonic pieces and late works in eclectic style. The purpose 

of this paper is to focus mostly on the composer’s religious works and chosen vocal-

instrumental pieces as vehicles of expressing as well as representing the internal versus external reality. 

Thus diverse approaches to the problematics of expression versus/and representation will be examined. 

The way in which the vocality, the use of human voice is treated will be of a special interest (including the 

choice of language and its vocal potential). Using the examples of Schoenberg’s Erwartung Op. 17, A 

Survivor from Warsaw Op. 46, and Psalm 130 Op. 50B the author wishes to explore the different aspects 

of vocal (as well as instrumental) expression and the means of musical representation: the labyrinthine 

structure of emotions in Erwartung, the experience of the Holocaust seen from the composer’s 

perspective as a secondary witness (according to Amy Lynn Wlodarski) in A Survivor from Warsaw and 

the religious face of Schoenbergian vocality in Psalm 130. The composer’s theoretical writings, especially 

those referring to a musical idea, programme music and repetition, will serve as a background for this 

survey.  

 

Iwona Sowińska-Fruhtrunk is a conductor and music theorist. She studied in the Academy of 

Music in Kraków (Poland) and College of Musical Arts at the Bowling Green State University in Ohio 

(USA). From 2002 to 2010 she was the Assistant Conductor in the National Opera House in Warsaw. In 

August 2004 she made her international opera debut in Teatro Colón in Buenos Aires conducting Ubu 

Rex by Krzysztof Penderecki. She has performed with various orchestras and opera houses in Poland. 

Currently she is a doctoral student of Theory of Music at the Academy of Music in Kraków. She has 

participated in several international conferences (Warsaw, Poznań, Kraków, Canterbury, Jerusalem).  
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Ben Spatz 

Songs as epistemic objects 

 

With roots in experimental music theatre and ‘world song’ (Bithell 2014), 

song-action is a developing area of embodied technique that investigates 

the dynamic integration of physical and vocal production. In this paper I 

attempt to remap song-action technique according to an epistemological 

framework borrowed from social epistemology. Building on the concept of 

‘epistemic objects’ as theorized by Hans-Jörg Rheinberger and Karin Knorr Cetina, I approach songs and 

song fragments as fractally unfolding loci of embodied technique. As in the ‘Cello Map’ project 

(cellomap.com), I attempt to map a space of embodied practice that extends beyond the customary 

understanding of ‘song’. In this case, however, there is no materially constructed musical instrument to 

limit the technical space being mapped, nor does the technique in question prioritize sonic or musical 

outputs. Instead, song-action explores integrative dimensions such as rhythm, resonance, association, 

and interaction, in which vocal and physical action function as a unit. 

 

I will share extracts from a developing online audiovisual catalogue of song-action technique and use this 

as a basis to address questions of political ontology in relation to cultural identity. If, as Cetina suggests, 

laboratory research is fundamentally based on the extraction of objects from their natural contexts, what 

happens to the cultural identity associated with a song that undergoes this process? What is the 

relationship between a song as it exists in a religious or cultural community and the same song after it has 

been abstracted and deconstructed into song fragments for manipulation within an embodied research 

laboratory? What kinds of ethics and politics might guide research that proceeds in this way, and what 

kinds of functionality should we look for in documents that arise from such research? My current AHRC 

Leadership Fellowship project (2016-2018) investigates these issues with reference to globally available 

digital ethnomusicological archives of Jewish song and in doing so proposes concrete methodological 

innovations for the evolving but still controversial field of embodied practice as research. 

 

Ben Spatz is Senior Lecturer in Drama, Theatre and Performance at the University of Huddersfield; 

Arts & Humanities Research Council Leadership Fellow (2016-2018); author of What a Body Can Do: 

Technique as Knowledge, Practice as Research (Routledge 2015); convener of the Embodied Research 

Working Group within the International Federation for Theatre Research; and editor of the Journal of 

Embodied Research, a new peer-reviewed, video-based journal launching in 2017 from Open Humanities 

Press. Ben’s recent and forthcoming articles appear in Contemporary Theatre Review; Performance 

Philosophy; Theatre, Dance and Performance Training; Journal of Interdisciplinary Voice Studies; and an 

edited volume on Documenting Performance (Methuen 2017). Ben has been invited to speak at the 

British Library, the Centre for Performance Research, University of Kent, University of Cardiff, Maynooth 

University, and University of the Arts Helsinki. Ben’s current research extends his interdisciplinary 

methodology for embodied research into postcolonial Jewish studies and has recently been presented at 

the Royal Flemish Academy of Belgium, the Orpheus Institute in Ghent, University of Manchester, and 

University of Leeds.  
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Rebecca Thumpston 

Redefining the cello’s voice: Vocality, agency and the contemporary cello 

The opening night of the 2016 BBC PROMS featured Sol Gabetta performing Elgar’s 

Cello Concerto. Reviewing the concert for The Guardian, Erica Jeal praised Gabetta’s 

‘singing’ long melodic lines. Yet it was Gabetta’s encore – a performance of Pēteris 

Vasks’ Dolcissimo from Grāmata čellam – that underscored the natural affinity 

between cello and voice. Gabetta and the cello sang together, her wordless vocalising merging with the 

cello’s song in an ethereal and mesmerising performance. 

Vocality (both actual and instrumental) is a strong agential cue; listeners afford subjectivities to music by 

‘tones of voice, with their emotional connotations, appearing in sound’ (Cumming, The Sonic Self, 2000, 

p.9). The traditional cantabile vocality often associated with the cello, typical of Romantic cello writing, 

encourages what Arnie Cox terms subvocalization, a form of mimetic participation through which listeners 

enact musical subjectivities. But what happens when this cantabile vocality is removed? How is agency 

cued when the cello’s voice is distorted and redefined? 

This paper will examine contemporary solo cello works that engage creatively with the instrument’s ‘voice’. 

I will present analytical vignettes exploring passages from Britten’s Third Cello Suite (1971), 

Vasks’ Dolcissimo (1978), and Simon Holt’s feet of clay (2003). These works feature multifaceted vocal 

projections: we hear the cello in speech, in song, in prayer, and in anguish. I will question how these 

various manipulations of the cello’s voice cue agency in different ways, inviting alternative forms of 

mimetic engagement. Woven through the paper, I will focus on the privileged role of the performer in 

projecting cellistic vocalities. 

Rebecca Thumpston completed her PhD ‘Agency in twentieth-century British cello music’ at Keele 

University in 2015. She is currently a Research Associate at the Royal Northern College of Music. 

Rebecca’s recent research has focused on manipulations of cellistic vocality in Simon Holt’s music. This 

research, ‘Redefining the cello’s voice: Musical agency in feet of clay’, will be published in The Music of 

Simon Holt, edited by David Charlton (Boydell & Brewer, forthcoming 2017). Rebecca has published on 

tripartite agency in Britten’s Cello Symphony, and she is currently co-editing Music Analysis and the Body: 

Experiments, Explorations and Embodiments with Nicholas Reyland, due for publication with Peeters: 

Leuven Studies in Musicology in 2017.  

Geoffrey Tiller 

Sounding the inner voice: Emotion and vocal emulation in trumpet            

performance and pedagogy 

 

This presentation examines the aesthetics of trumpet performance with a focus on 

the relationship between a vocal approach and expressiveness in trumpet playing. 

Many of the concepts and anecdotes used in respected pedagogical publications 

and by trumpet teachers themselves are heavily influenced by the premise that 

emulating the voice is a desired outcome for the serious trumpet performer. This 

argument is predicated on the substantiated conviction that emulating the voice is an effective means of 

achieving emotionally expressive playing because it encourages the musician to think about expression 

first as opposed to focusing entirely on technique. Currently, many method books do not offer conceptual 

clarification or a comprehensive implementation of a vocal approach. In addition, while many trumpet 

teachers acknowledge and encourage “singing”, the connection between the trumpet and the voice is not 

always talked about clearly. Despite the abundance of references to the importance of playing trumpet 

with a vocal approach, there is a need for more informed teaching strategies aimed at clarifying the 

concepts of vocal emulation. This presentation aims to improve current trumpet pedagogy by presenting 

different strategies for developing voice-like expression by integrating exercises based on Constantin 

Stanislavski’s acting method, narrative analysis, and applied vocal practices to trumpet performance to 

strengthen the links between voice, emotion, and expressive musical communication. 
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Dr Geoffrey Tiller is a Professor of Music at Cambrian College and a Sessional Instructor of 

Trumpet at Laurentian University. He joined the music faculty at Cambrian College in 2014 and is the 

Head of Theory, Winds, and Brass areas. His teaching duties include Form and Analysis, Counterpoint, 

Pedagogy, and conducting and supervising Chamber Music ensembles. Prior to joining the Faculty of 

Music at Cambrian, he was an Adjunct Instructor at Mohawk College. He holds a Bachelor of Music in 

Music Education from McGill University and a Master of Music Performance from the University of North 

Texas. Dr Tiller obtained his Doctorate degree from the University of Toronto in trumpet performance and 

brass pedagogy. 

 

For four and a half years Dr Tiller was co-principal trumpet with the Monterrey Symphony Orchestra in 

Monterrey, Mexico. He has extensive orchestral experience with, the Toronto Symphony Orchestra, the 

Montréal Symphony Orchestra, the National Arts Centre Orchestra, and the State Orchestra of Mexico. 

Geoff is active as a recitalist, chamber musician, and educator, nationally and internationally, having 

presented masterclasses in Canada, Japan, Mexico, and the United States. Dr Tiller has served as an 

adjudicator at several international youth trumpet competitions and was invited to present at the 

International Trumpet Guild Conference in Columbus, Ohio in 2015.   

Turna Ezgi Toros 

Vocalisation and Instrumentalisation of the human body: Throat playing 

 

A unique musical performance, throat playing is the practice is implemented among 

nomadic people living in South and West Anatolia. In the practice, the sound 

produced by vocal folds as a vocal form and manipulated by the use of hand fingers. Tapping or sliding 

movements of the fingers on the throat creates ornamentations and manipulate the sound produced. 

Throat playing is practiced particularly by shepherd women of nomadic tribes. Male are main players of 

the instruments in nomadic tribes and women use their bodies as the instrument to imitate instruments 

and produce their particular sound. Both use of body as an instrument and imitative movements on 

practice differentiate the practice from regular vocal forms. The nomenclature of practice by its performers 

as also referred to as “throat playing” which strengthens the idea of instrumentalisation of the vocality. 

With this poster, vocal and instrumental dimensions of the practice are presented. Throat playing practice 

is analyzed as a vocal form as well as a kind of body percussion technique. 

Turna Ezgi Toros studied chemical and biological engineering at Koç University as her bachelor 

degree. Then she started her masters in ethnomusicology at Istanbul Technical University Centre for 

Advanced Studies in Music. Her main research area is musical culture of nomadic tribes in Anatolia. She 

is the founder and editor in chief of music web site Müzikli Mevzular. Toros currently continues her 

masters education and works in the music business.  

Irene Pujol Torras 

Group vocal improvisation for mental health  

My PhD research project looks at the use of group vocal improvisation as a music 

therapy technique in a mental health setting. There is extensive evidence of the 

benefits of group music therapy for mental health, and it is standard practice to 

make use of improvisatory techniques. However, the use of voice has been 

recurrently overlooked in this specific approach, often assuming that group 

improvisation means playing instruments and that group singing means singing pre-composed songs.  

 

The project is a comparative case study where I’ll be looking at the different kinds of interactions, 

therapeutic processes and change mechanisms that take place in a vocal music therapy group compared 

to a standard group music therapy group (mainly instrumental). I will be presenting an innovative music 

therapy protocol that aims at exploring the unique characteristics of the voice and its implications for 

group therapy. 
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Theories of embodiment take a central place when considering the impact of group vocal improvisation. 

Looking at pre-verbal means of emotional communication, both in terms of early psychological 

development as well as in evolutionary terms, is also crucial to understand the significance of vocal music 

therapy.  There has been a clear increase of interest in voicework within music therapy, especially in 

individual work and community choirs, and I will be drawing considerations from these neighbouring fields 

as well. 

 

Irene Pujol Torras has a degree in Musicology from the Université Paris-Sorbonne.  She qualified as 

a music therapist in July 2015 at the Guildhall School of Music and Drama and started a PhD at the same 

institution in September 2015.  She practises as an HCPC (Health and Care Professions Council) 

registered music therapist at three different NHS hospitals in London, offering group and individual 

sessions in acute wards, recovery and community settings.  This year, Irene presented her research at 

the 5th International Health Humanities Conference and the 52nd Annual Royal Musical Association 

Conference. She also took part at the ColLaboratoire Research Summer School organised by the 

Plymouth University and funded by the European Union.  Irene is one of the foundational members of 

“The Improvisers’ Choir”, a chamber group formed of 10 singers that perform using vocal improvisation 

only. This project obtained a grant from the Arts Council England.  

Ine Vanoeveren & Viola Yip 

Circus for Phonemes  

Over the last fifty years, phonemes have been used as a compositional material in diverse and compelling 

ways. Although the production of voice and flute music share a close engagement with breath, which is 

then shaped by controlling the lips and embouchure, the incorporation of phonemes in both kinds of music 

serve different but complementary purposes. In vocal music, due to its long-standing relationship to text, 

phonemes are often used as a device for desemanticizing words to emphasize and display the 

instrumentality of the voice. Conversely, in flute music, phonemes are often incorporated to indicate 

embouchure changes or as vehicles of vocalization; phenomenologically, phonemes extend a layer of 

vocality onto an instrumental performance. The pieces in our program for Vocality/Instrumentality 

showcase approaches to using phonemes as a technique of blurring the lines between the vocality and 

instrumentality of flute and voice: 

Brian Ferneyhough Unity Capsule, for flute solo 

Beat Furrer Auf Tönernen Füssen, for flute and voice 

Aaron Cassidy I, purples, spat blood, laugh of beautiful lips, for voice solo 
 

Belgian flutist and Doctor of Musical Arts, Ine Vanoeveren (b. 1986), is 

specialized in contemporary music performance. She obtained her Master’s 

degree at the Conservatoire Royal de Musique de Liège, in the class of prof. 

Toon Fret, a MAS in Contemporary Music Performance and Interpretation in 

the class of Mario Caroli, at the Conservatorio della Svizzera Italiana and a 

DMA in Contemporary Music Performance in the class of Prof. John Fonville, 

at the University of California, San Diego.  

She has performed at several contemporary music festivals and concert series, such as Lanterna Rossa 

in Lugano, Internationales Musikinstitut Darmstadt, Wednesdays @7 in San Diego, Festival Musica Sacra 

Maastricht, Images Sonores in Liège, FIME in São Paulo and the prestigious Monday Evening Concerts 

in Los Angeles.  In 2016 she was awarded with the Kranichsteiner Stipendienpreise for Interpretation by 

the Internationales Musikinstitut Darmstadt. 

As a soloist, Ine focuses on physically challenging and demanding pieces with an embodied, corporeal 

result. In addition to performing, Ine is an assistant professor in contemporary music and extended flute 

techniques at the Royal Conservatory of Liège, artistic researcher and head of the research group 

‘Creation’ at AP University College Antwerp – Royal Conservatoire Antwerp. 
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A native of Hong Kong, New York-based performer-composer Viola Yip is interested 

in developing new works for our trained musicality beyond instruments. While she is 

pursuing her PhD in music composition at New York University, she performs actively 

around the US. Her project “I Speak Music” is dedicated to developing new works for 

our natural (untrained) voices.   

 

Sara Wilén 

The situated voice: Improvisation as performative space for classical    

singers 

This presentation gives some examples of how improvisation can be used as creative 

and critical tool for classical singers, through vocal actions in different situations. 

Twenty-five years have passed since Lydia Goehr’s (1992/2007) groundbreaking 

challenge of the regulative power of the musical work and its normative discourses in 

the field of classical music performance. Nevertheless the author still holds the most 

powerful artistic position. This affects the structures of classical/art music production 

and perception, both in terms of qualitative aspects of music, and in how music is 

conceptualized and designed. 

Operatic and lyrical improvisation is a collaborative creative practice where classical singers and 

musicians work together in an experimental field. In each performance, new music, text and action 

emerge as results of the interactions within the musicodramatic situations in accordance with open 

agreements. The focus of my work doctoral project “Singing in action – vocal improvisation in process” 

and as teacher is to problematize the work role of the classical singer. The work focuses performance 

projects where improvisation becomes a tool to articulate and deconstruct relations between 

improvisation, work and performance through live performances, text and digital media. 

In Opera Nova (2012) semiotic aspects of operatic bodies and voices on stage were researched and 

discussed by staged methods of deconstruction. In a project with chamber orchestra (2014/16) we 

improvise drama, melodies and text on arranged versions of works by for instance Mozart and Verdi. A S/

He Story of Western Improvisation (2015/16) is an investigation of exhibition of Western music from a 

gender perspective. In Gravity of Life (2016-17) we create live contemporary opera with choirs, 

intertwining operatic improvisation with new composed music. 

In order to create a rich, sustainable and innovative artistic and creative development in the field, the 

current working formats in classical music need to be deconstructed into flatter structures and anti-

hierarchical dialogues, where the artists’ own creative competences and visions may come into use in 

joint work, through a common, critical and constructive creative knowledge building. 

Sara Wilén, soprano, and Phd candidate in artistic research, took her Master degree in Vocal 

Studies at the Music Programme at Malmö Academy of Music (Lund University) in Sweden 2003. Her 

opera roles include Violetta in La Traviata (Verdi), and Mozart roles as Fiordiligi in Così fan tutte, Pamina 

in The Magic Flute, and Donna Elvira in Don Giovanni, as well as contemporary operas and music theatre 

works. Engagements also include oratorios and a substantial art song and chamber music repertoire. As 

an opera improviser in different ensembles, Sara performs in in theatres, opera companies, schools, 

festivals, conferences, broadcast and television. In November 2009, Sara entered the PhD programme in 

artistic research at the Malmö Academy of Music (Lund University) with the project: "Opera in process: 

The possibilites and challenges of opera improvisation". Sara is also a teacher in opera improvisation at 

the Malmö Academy of Music. 
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Luke Windsor 

Ways of the hand; ways of the body; ways of the voice: The ecology of  
vocal and instrumental design practice 
 

The actions of performers, the nature of the objects they manipulate and the spaces in 
which they do so are not often regarded as particularly important to an understanding 
of musical meaning. Increasingly, however, recent work has attended in more detail to 

the relationships between sounds and their material sources, the constraints and affordances of 
instruments, bodies and environments and the ways in which perception and action are closely coupled in 
music reception and performance. 

In this presentation, a framework for rethinking the ecology of performance is presented and then applied 
to two case studies of musical ‘design’. The word design is intentionally used to highlight the deliberate 
organisation not of abstract musical material but of the (bio)physical materials of music: objects, people 
and spaces. 

The first case study relates to the spatial design of the modern flute; the second to the spatial disposition 
of singers within Barbershop choruses. In both cases detailed analysis of the constraints and affordances 
of the layout of elements in space (keys; singers) will be worked through in such a way as to highlight the 
conscious and unconscious intentions and outcomes of design decisions, and the acoustic and aesthetic 
consequences for performers, directors, composers and listeners. 

The presentation will be illustrated with audio-visual examples showing the practical implications of 
addressing instrumental/vocal design in this way. Most importantly, these examples will shine a light on 
the hidden world of “stacking” in Barbershop practice: it is here that the spatial manipulation of the human 
resources of a chorus takes on a sonic and aesthetic dimension that at the same time mirrors and 
extends the notion of a musical instrument into the realm of corporate vocal practice. 
 
Luke Windsor is an Associate Professor of Music Psychology in the School of Music at the 
University of Leeds in the UK, and is Deputy Dean of the Faculty of Arts, Humanities and Cultures. He 
has previously worked and studied at City University, London; the University of Sheffield; and at Radboud 
University, in the Netherlands. Luke has been researching and teaching psychological, aesthetic, 
analytical and semiotic aspects of music since the mid-1990s. In particular he has published on rhythm 
and timing in performance, the sources and modelling of musical expression, ecological approaches to 
the perception and production of musical performances, acousmatic music, and musical gesture. He has 
supervised doctoral work on a range of music-psychological and practice-led topics including musical 
improvisation.   

 

Andrea Young 

Andrea Young is a Canadian musician specializing in experimental voice 
and live electronics. She performs an acoustic, amplified, processed and 
resynthesized voice, as well as a re-purposed sound-controlling voice enabled 
through extensive vocal feature extraction and data-driven live electronics. 
 

She holds a DMA from The California Institute of the Arts, Valencia, CA, USA (2014), MMus in electronic 
composition from The Institute of Sonology, The Hague, NL (2007) and BMus in Vocal Performance and 
Composition from The University of Victoria, Victoria, Canada (2001). 
 
Andrea has performed her work internationally at REDCAT and Automata, Los Angeles, La Sala Rossa 
for Innovations en Concert, Montréal, Casino Baumgarten and Espace Senghor for Kyma International 
Sound Symposiums in Vienna and Brussels, The Emily Harvey Foundation, New York, as well as during 
ICMC in Athens. Her research has been published in The Leonardo Music Journal, her performance of 
Agostino di Scipio's Audible Ecosystemics No.3b was published by La Camera Verde and she is affiliated 
with several performing ensembles in Canada, USA and Europe including EXO//ENDO, ILK, OFFAL, 
Espace Vide and Ensemble SISYPHE.  



29 

 

 



30 

 

University of Huddersfield Conference Chairs & Hosts 
 

Mira Benjamin 

See page 9 

 

 

 
 

Rachel Cowgill 

Professor Rachel Cowgill is Head of Music & Drama and Professor of Musicology in 

the School of Music, Humanities and Media. She graduated from King's College 

London with an MMus and PhD on the reception of Mozart’s music in late Georgian 

London. She began her career at the University of Huddersfield (1996–2000) and 

returned to take up her current role in 2014 via posts at the University of Leeds, 

Liverpool Hope University and Cardiff University. Rachel works in the area of 

cultural musicology, exploring the place, practice and meaning of music in its 

cultural, historical and political contexts. She has published widely on British music 

and musical life from the late 18th century to the early 20th century; opera studies; 

music, conflict and memorialisation; Mozart reception and canon formation; and gender, sexuality and 

identity in music.  In 2015 Rachel formed the Northern Opera Research Network with colleagues at the 

Universities of Leeds and Nottingham.  

Bryn Harrison 

See page 12 

 

 

 
 

Cassandra Miller 

See pages 17-18 
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David Milsom 

See page 18 

 

 

 

 

Philip Thomas 

Philip Thomas (b.1972, North Devon) is Professor in Performance, 
having joined the University of Huddersfield in 2005. He specialises in 
performing and writing about new and experimental music, including both 
notated and improvised music. He places much emphasis on each concert 
being a unique event, designing imaginative programmes that provoke and 
suggest connections. 

He is particularly drawn to the experimental music of John Cage, Morton 
Feldman and Christian Wolff, and composers who broadly work within a post-
Cageian aesthetic. In recent years he has been particularly associated with 

the music of Christian Wolff, performing and recording the solo piano music, and co-editing a book about 
his music. He has commissioned new works from a number of British composers whose ideas, language 
and aesthetic have been informed in some ways by the aforementioned American composers, such as 
Stephen Chase, Laurence Crane, Richard Emsley, Michael Finnissy, Christopher Fox, Bryn Harrison, 
John Lely, Tim Parkinson, Michael Parsons, James Saunders, Howard Skempton and Markus Trunk.  
Additionally, Philip’s work has focussed upon a number of Canadian composers, including Martin Arnold, 
Cassandra Miller and Linda Smith, and he has been associated with a number of composers from the 
Wandelweiser collective, most notably Jürg Frey. Solo recordings include releases on ‘another timbre’, 
‘HatHut’, ‘Huddersfield Contemporary Records’, ‘Bruce’s Fingers’, ‘Edition Wandelweiser’ and ‘sub rosa’, 
featuring music by Laurence Crane, Michael Finnissy, Christopher Fox, Jürg Frey, Richard Glover, Bryn 
Harrison, Tim Parkinson, Michael Pisaro, James Saunders and Christian Wolff. 

 

Emily Worthington 

Emily Worthington joined the University of Huddersfield in 2015 as a 
Lecturer in Music Performance and a member of the Huddersfield Centre for 
Performance Research (HuCPeR). Emily’s postgraduate performance training 
took place at the Royal College of Music and through the Formation 
Superieure de l’Abbaye aux Dames de Saintes, where she specialised in 
playing historical clarinets dating from the 18th- to the early-20th- 
century.  This was followed by a doctorate at the University of York, where, 
supported by an AHRC Collaborative Doctoral Award, she investigated the 

impact of the emergent recording and broadcasting industries on woodwind playing in early-20th-century 
London orchestras. An Edison Visiting Fellowship at the British Library in 2014 enabled her to begin a 
large-scale survey of early wind chamber music recordings, which is the basis of her current research. 

Emily is active as a clarinettist specialising in period instruments from the 18th to the 20th century, and 
has worked with many of leading ensembles in the UK and Europe including The King’s Consort, The 
Gabrieli Consort and Players, Orchestra of the Age of Enlightenment, Academy of Ancient Music, Le 
Cercle de l’Harmonie, Le Concert Spirituel and Spira Mirabilis. Emily also co-directs Boxwood & Brass, a 
‘harmonie’ or wind ensemble performing Classical and Early-Romantic repertoire on period instruments. 
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Delegate E-mail List 

 
Andrews Kate kateandrewsmusictherapy@gmail.com  

Armstrong Newton newton.armstrong.1@city.ac.uk  

Aszodi Jessica jaszodi@gmail.com 

Bank Katie Katherine.bank@new.ox.ac.uk 

Becker Rachel rnb28@cam.ac.uk 

Benjamin Mira miraebenjamin@gmail.com 

Boehringer Jorge jorge.boehringer@hud.ac.uk  

Bryan John j.h.bryan@hud.ac.uk 

Chelouche Noga Rachel nogachelouche@gmail.com  

Cowgill Rachel r.e.cowgill@hud.ac.uk 

Davies Joseph u1072432@unimail.hud.ac.uk  

Dawson Lynne lynne.dawson@rncm.ac.uk 

Elsdon Sarina sarina.velt@gmail.com 

Fraser Juliet notes@julietfraser.co.uk 

Goehr Lydia lg131@columbia.edu 

Greig Murray murraygreig@chethams.com 

Harrison Bryn b.d.harrison@hud.ac.uk 

Healy Kristine kristine.healy@hud.ac.uk 

Kennaway George gwkennaway@gmail.com 

Krawcyk Ilona krawczyk.ilona@gmail.com 

Leech-Wilkinson Daniel daniel.leech-wilkinson@kcl.ac.uk 

Lemire Chantal clemire2@uwo.ca 

Lester CN cnlester@hotmail.co.uk  

Li Mingyue mingyue.li@stx.ox.ac.uk 

Loxley-Blount David djlb@britishcomposer.uk 

Maesato Ayumi ayumimaesato@gmail.com  

Mathieu Cla cla.mathieu@gsa.unibe.ch 

McHugh Erin erin.mchugh@rcm.ac.uk 

Miller Cassandra cm@cassandramillermusic.ca 

mailto:kateandrewsmusictherapy@gmail.com
mailto:Katherine.bank@new.ox.ac.uk
mailto:j.h.bryan@hud.ac.uk
mailto:nogachelouche@gmail.com
mailto:r.e.cowgill@hud.ac.uk
mailto:lynne.dawson@rncm.ac.uk
mailto:b.d.harrison@hud.ac.uk
mailto:kristine.healy@hud.ac.uk
mailto:cm@cassandramillermusic.ca
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Milsom David d.milsom@hud.ac.uk 

Milsom Ruth ruth.milsom@gmail.com 

Morales Ossio Cristian moralesossio@gmail.com 

Munoz Paola paomunozm@gmail.com 

O'Farrell Mike ofarrellmp@gmail.com  

Osman Shanti Suki sukiosman@gmail.com 

Palme Pia pia.palme@hud.ac.uk 

Placanica Francesca francesca.placanica@nuim.ie 

Savan Jamie jamie.savan@bcu.ac.uk 

Scott Anneke anneke@annekescott.com 

Smith Jennifer jennifer.smith@hud.ac.uk  

Sowińska-Fruhtrunk  Iwona iwonasow@laposte.net 

Spatz Ben b.spatz@hud.ac.uk 

Stuttard Leah leahstuttard@medievalharp.org  

Thomas Philip j.p.thomas@hud.ac.uk 

Thumpston Rebecca rebeccathumpston@gmail.com 

Tiller Geoffrey geoffrey.tiller@cambriancollege.ca 

Torras Irene Pujol irene.pujol.torras@gmail.com 

Toros Turna Ezgi turnaezgitoros@gmail.com 

Triplow Leighton leightontriplow@gmail.com  

Vanoeveren Ine inevanoeveren@gmail.com 

Wheat Clare clarewheatsoprano@btinternet.com  

Wilén Sara sara.wilen@mhm.lu.se 

Windsor Luke w.luke.windsor@googlemail.com 

Worthington Emily e.worthington@hud.ac.uk 

Yip Viola violayiptinwai@gmail.com 

Young Andrea andrelizyoung@gmail.com 

Zegers Alvaro alvarozegers@gmail.com 

mailto:d.milsom@hud.ac.uk
mailto:ruth.milsom@gmail.com
mailto:moralesossio@gmail.com
mailto:ofarrellmp@gmail.com
mailto:pia.palme@hud.ac.uk
mailto:francesca.placanica@nuim.ie
mailto:j.p.thomas@hud.ac.uk
mailto:leightontriplow@gmail.com 
mailto:e.worthington@hud.ac.uk
mailto:alvarozegers@gmail.com
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Forthcoming Events  

Venus and Adonis 

7:30pm Sunday 15 January, St Paul’s Hall, University of Huddersfield 

Performed by student singers from the University of Huddersfield                                              
with a baroque orchestra led by John Bryan; directed by Andrew Slater. 

 
Free entry for Vocality/Instrumentality conference delegates! 

 
John Blow’s innovative opera was written to entertain King Charles II around 1683.                     

A retelling of the tale of two mythological lovers whose union is destroyed by Fate (and a wild 
boar… ), it is set here in an English alehouse, interspersed with raucous catches.  

* * * * * * * * * * * * * * * * * *  

Performing Indeterminacy: An International Conference 

Friday 30 June – Sunday 2 July 2017                                                                                     
School of Music, University of Leeds 

With invited contributions from: 

 Catherine Laws Pianist and Senior Lecturer, University of York 

 Benjamin Piekut Associate Professor, Cornell University 

 Christian Wolff Composer, Professor of Music and Classics Emeritus,                        
Dartmouth College 

Organised by the AHRC-funded project, ‘John Cage and the Concert for Piano and Orchestra’, 
this international conference will address the performance of indeterminate and experimental 
musics as its central theme, and is intended as a forum for the exchange of perspectives from 
musicologists (in the broadest sense), performers, composers, and a wider audience. Including a 

performance of John Cage’s Concert for Piano and Orchestra (1957–58) and the world premiere 
of a new work by Christian Wolff performed by Apartment House, the conference will comprise 
papers, practice-based contributions, and musical performances. 

By fostering dialogue and debate about the performance of indeterminate music in its many 
manifestations, we aim to broaden understandings of a music which remains at the margins of 
performance studies, and to ask challenging questions about where the limits of performance lie. 

For details, visit: https://conference.cageconcert.org/  

 

http://music.leeds.ac.uk/
https://www.york.ac.uk/music/staff/academic/catherine-laws/
http://music.cornell.edu/people/faculty/profile/benjamin-piekut/
http://eamusic.dartmouth.edu/~wolff/
http://www.hud.ac.uk/research/researchcentres/cageconcert/
http://www.apartmenthouse.co.uk/
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         A word about Epicure 

The fabulous catering at Vocality/Instrumentality was brought to you 

with great care by Simon and his lovely team at Epicure Bar and 

Kitchen.  Here’s what they’re all about...    

Formerly the Coffee Kabin, the newly re-named and re-branded 

Epicure Bar and Kitchen is the ideal combination of 

specialty coffee shop, craft bar and artisan kitchen.  Comfortable 

surroundings and atmosphere make it the perfect place to dine 

and drink at any time of the day.                                                                        

The inspiration for Epicure came whilst travelling around 

New Zealand.  New Zealand is a place where coffee and food 

are loved.  Upon returning to the UK, we set about trying to 

replicate the care and attention to every detail that we had found 

in the majority of places we visited.  After four and a half years, 

Epicure was born. 

Bringing city style and ambiance into a bustling town, 

Epicure Bar and Kitchen is a hidden gem to most.  It’s the 

go-to emporium for flavoursome locally sourced foods 

and artisanal treats.  Epicure's organic approach to fine 

cuisine, coffee and craft ale aims to excite the connoisseur 

and the curious alike. 

 

 

 

Epicure Bar and Kitchen 

37-39 Queensgate, Huddersfield HD1 2RD 

Ph. 07980 373699   

epicurebarandkitchen.co.uk 

“Epicure is a terrific find. The food is 

exuberant and confident…” 

Amanda Wragg writing for the Yorkshire Post 24 December 2016.  

Read more at: http://www.yorkshirepost.co.uk/news/restaurant-

review-epicure-huddersfield-1-8299836  
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