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Session One (The LAB): 9.15-10.45  
 
Melinda Maxwell: Lost in Translation: How and Why Notate Improvisation?   
 
Khyam Allami: Écho-monde: Towards a Hybrid Repertoire of Contemporary 
Acoustic, Electroacoustic and Electronic Arabic Music 
 
Ben Torrens: Birmingham Reggae 
 
Yuanwei Ping: The Pianist-Composer Alexis Weissenberg  

Session Two (The LAB): 11-12.30 
 
Richard Stenton: Publishing as a Musical Practice: Conclusions from the Catalogue 

Bobbie-Jane Gardner: Composition in a Hyperlocal Environment 

Helen Roberts: A Day in the Life of William Mathers: Cornitor, Publican, Wait 
 
Session Three (The LAB): 12.45-2.15 
 
Susannah Self: The Artist as Entrepreneur  
 
Akvile Stuart: The Importance of Social-Artistic Circles in Russian Music Publishing: 
The Circumstances of Publication and Reception of Alexei Stanchinsky’s works, 
1913-1928 
 
Yaoying Wang: Debussy’s Innovation in Piano Technique 
 
Chieh-Yu Yang: Interpreting Mozart’s Piano Works Through an Orchestral 
Perspective 
 
Session Four (Workshop 2): 3-4.45 
 
Shi Ling Chin: The Theatre of Twentieth-Century Solo Violin Chaconnes 
 
Max Leonhardt: Randomness in Music: How Composers Renew and Enrich Notation 
in order to Expand the Musicians’ Capability of Interpretation 
 
Laurie Shore: Tracing the Development of Chopin’s opus 10 and 25 Studies through 
their Antecedents 

Tessa Mayhew: Ravel and his Aesthetic of the Macabre  

 
 



Abstracts 

Session One 

Melinda Maxwell: Lost in Translation: How and Why Notate Improvisation?   
 
My research studies have reached a point where I’m considering how to notate 
improvisations in a way that will allow a sharing of musical collaboration and ideas 
within the music practices of the classical tradition. The very idea of turning an 
improvisation into a form of text is, you might think, an oxymoron. Why not compose 
a score and leave it at that? After all, reading a text involves a certain improvisatory 
skill to re-interpret the musical symbols of notation into living sound.  But perhaps 
there is another way to stimulate music making because there exists a gap between the 
skills of performing and composing, specifically within the classical music practices 
of today. This gap requires bridging in a way that allows the instinct and personality 
of the performer to take centre stage and bring these two skills together.  Notation has 
to some extent created a divide between the ear and the eye: the latter ruling our 
musical sensibility. Improvisation holds a key to filling this gap with an aural 
alertness to compositional improvisation. Is there a notation that would give the 
performer a method to construct an original music through a series of melodic, 
rhythmic and harmonic improvisatory stepping-stones where aural taste guides 
decision-making?  
 
 
Khyam Allami: Écho-monde: Towards a Hybrid Repertoire of Contemporary 
Acoustic, Electroacoustic and Electronic Arabic Music 
 
Drawing upon cultural theorist Édouard Glissant’s concept of hybridity, my practice -
based research project aims to create a body of experimental acoustic, electroacoustic 
and electronic compositions for Arabic and Western instruments, based on the 
exploration of techniques, processes and systems found in both the Arabic and 
contemporary classical musical worlds. 
  While the cross-pollination of Western and Eastern musics has existed 
throughout modernity, few contemporary composers have explored the music of the 
Arab world. Conversely, there is a lack of Arabic repertoire influenced by 
experimental, minimalist or other contemporary Western musics. With this in mind, I 
pose the following principle research questions: how can contemporary Western 
compositional processes be applied to Arabic music composition and instrumental 
performance without compromising their identity? And secondly, how can Arabic 
music’s fundamentals be applied to contemporary compositional practice for Western 
acoustic and electronic instruments? 
  In this presentation I will be sharing examples of my research and how it 
touches on issues of intercultural composition, microtonality and non-standard 
tunings (historical and modern), non-Western electronic music composition, and more 
politicised questions regarding musical identity, authenticity, representation, cultural 
hegemony in the realm of music technology and post-colonial cultural criticality. 
 
 
 
 



Ben Torrens: Birmingham Reggae 
 
Reggae music has embedded itself firmly in popular culture, with massive global 
appeal and an enduring influence on popular music; TIME Magazine even went so far 
as to name Bob Marley and The Wailers’ Exodus as the “Best Album of the 20th 
Century”.  

Following the arrival of the Windrush generation, ska music and its successor 
genre reggae were introduced to the UK, first on ‘sound systems’ and on the radio, 
before musicians from London, Birmingham and elsewhere – of Jamaican and British 
descent – started to produce their own take on the genre. 

My dissertation project will examine early reggae music made in Birmingham, by 
looking at two of the city’s most successful and prolific reggae groups: Steel Pulse 
and UB40. I intend to analyse the early musical output of these two groups, and by 
comparing and contrasting their music with that of their peers (from elsewhere in the 
UK and from Jamaica), and by undertaking my own qualitative research in the form 
of interviews with original practitioners of the genre, I aim to answer the following 
research questions: 

1. Is there anything musically that sets ‘Birmingham reggae’ apart from reggae 
music produced in other parts of the world, and 

2. If so, what are the reasons (sociological or otherwise) that might explain this 
difference. 

During my presentation, I hope to give you a brief overview of my research to date 
and my intentions moving forward. 
  
 
Yuanwei Ping: The Pianist-Composer Alexis Weissenberg  

Apart from achieving an internationally-renowned career as a concert pianist, maestro 
Alexis Weissenberg (also known as Siji Weissenberg, b. 1929) started writing his 
own compositions at a very early stage in his musical life. Moreover, after he 
withdrew from the concert stage and moved to Paris in the 1950s, several of his piano 
compositions and arrangements are harmonized in a hybrid classical-jazz-French 
style, as well as betraying other influences.  

This presentation will give a brief introduction to Weissenberg as a classical 
concert pianist before looking in particular at some of his compositions, including the 
six arrangements based on the French chansonnier Charles Ternet that he arranged 
and played on the recording Mr. Nobody plays Ternet in the 1950s, his chamber 
music and stage works, many of which remain relatively unknown.  
 
Session Two 
 
Richard Stenton: Publishing as a Musical Practice: Conclusions from the 
Catalogue 
 
In the past thirty months, I have developed and distributed work through the 
alias/domain/publishing house StentonDotPress. These works have explored the idea 
of publishing as a musical practice from many angles. This catalogue of works will 
form the basis for my PhD project.  

The concept of publishing should be considered in its broadest sense, from the 
medieval practice of nailing notices onto trees to Facebook. Despite this broad 



definition, the project takes the established concept of music and non-music 
publishing as the foundation of the artistic practice. This includes speculating on the 
future of publishing but does not include reconceptualising existing practices as 
publishing (such as concerts etc.) 

Approaching the final stages of my PhD project, I will reflect on the successes 
and failures of developing a musical practice based around the concept of publishing. 
I will address issues of medium, content, design,  aesthetic, functionality, finance, 
distribution and more in relation to the catalogue of publications. 
 

Bobbie-Jane Gardner: Composition in a hyperlocal environment 

I am a practice-based PhD student based at Royal Birmingham Conservatoire 
exploring composition in a hyperlocal environment. I am devising a compositional 
methodology that explores the notion of ‘hyperlocal’ (a term that stems from the 
blogging community and citizen journalism) via collaborative music composition. 
Utilising rich connections from the locality such as relations, materials and 
performance spaces, my methodology is concerned with creating new music that is 
specific to the communities, places or spaces it represents. Fieldwork is carried out 
through a series of community-based participative composition projects that include 
for-Wards - a citywide music programme where ten bespoke pieces were created in 
response to Birmingham’s ten constituencies, completed in July 2018 in partnership 
with a team of Birmingham composers, artistic partners and 40 community groups.  

I am currently developing projects with the online vinyl community and a 
hyperlocal media music project with members of Birmingham City University’s 
Community Journalism research team. As a result of the success of for-Wards, I am 
working with Birmingham Big Art Project and Eastside Projects as lead artist and a 
curatorial consultant advising on their community-based project ‘12 Tones’ (as part of 
Susan Phillipsz’s public artwork ‘Station Clock’), supporting them to build on 
working methodologies, relationships and community networks developed in for-
Wards. 
 
Helen Roberts: A Day in the Life of William Mathers: Cornitor, Publican, Wait 

The day-to-day lives of seventeenth-century musicians are notoriously shrouded in 
mystery. Often members of the lower classes, they commonly fall under the radar of 
the type of documentary evidence that can be associated with the gentry and nobility 
of the time, which makes it even more exciting when an individual emerges about 
whom slightly more than usual is known. This presentation explores the paper trail 
left by William Mathers, cornettist at Canterbury Cathedral from around 1630 until 
1642, leader of the Canterbury town waits, and proprietor of one of Canterbury’s 
many drinking establishments. Drawing on research carried out at Canterbury and 
Durham Cathedrals, I will sketch out the type of activity William might have engaged 
with on a day-to-day basis, how he might have carried out his duties, and what we can 
learn from his portfolio career about life in the seventeenth-century gig economy. 

 
 
 
 



Session Three 
 
Susannah Self: The Artist as Entrepreneur  
 
A practical investigation into what is really necessary to bring artistic vision into 
reality. Following the composition of my PhD opera QUILT SONG over the first 18 
months of my studies I will show in lurid and humorous detail how I interacted with 
communities, educational institutions, amateur performance groups, professional 
artists, players and singers to manifest two performances of my opera at The Old Rep 
Theatre Birmingham in October 2018. Blood, sweat and tears were not the only 
component to the success of the project, but also developing intelligence, flair and 
diplomacy. QUILT SONG could be legitimately submitted as my main work for my 
PhD without being performed. However, by exploring the theory of my research 
through literal practice, I have surprised myself with the results 
which largely substantiate my hypothetical rhetoric! I am transformed by my interface 
with community and I want to experience more of this in the future. My presentation 
includes video extracts of the performances interfaced with ‘vox pops’ reactions from 
the people that really matter, the audience. I will also reveal how I survived this 
massive project which involved substantial fund-raising, managing over 40 
employees and the challenge of filling a 230 seat theatre in Birmingham for two 
nights. 
 
Akvile Stuart: The Importance of Social-Artistic Circles in Russian Music 
Publishing: The Circumstances of Publication and Reception of Alexei 
Stanchinsky’s works, 1913-1928 
 
Alexei Stanchinsky (1888-1914) is a largely understudied musical figure of early 20th 
century Russia. Despite his innovative compositional approach and the popularity of 
his works in late Imperial Russia, his once prominent name has fallen into oblivion. In 
addition to the lack of literature examining Stanchinsky’s life and works, musicology 
has paid little attention to examining the reasons behind his subsequent neglect. 

This paper will explore the context surrounding the first publications of 
Stanchinsky’s works, as well as investigate how the critical reviews published in 
contemporary Russian press affected the treatment of Stanchinsky’s legacy in early 
Soviet Russia. Through examining the reviews of Stanchinsky’s Sketches op. 1, this 
paper will discuss the role of artistic competitiveness in Russian music criticism, 
arguing that composers’ social standing played a vital role in determining the content 
of the reviews they received. It will reason that reviews were intended not only to 
evaluate the music, but also used as a tool to influence composers’ subsequent success 
or failure. By examining the letters, memoirs and diaries of Stanchinsky’s 
contemporaries, this paper will also consider the circumstances surrounding the 
publications of Stanchinsky’s works in the 1920s, arguing that Stanchinsky’s personal 
connections affected not merely his position in Moscow’s musical circles, but 
ultimately, the survival of his musical legacy. 
 
 
 
 
 
 



Yaoying Wang: Debussy’s Innovation in Piano Technique 
 
Traditional classical piano studies aimed to address the content of classical repertoire 
of the virtuoso type – arpeggios, scales, thirds, finger patterns. The music was often 
more functional than aesthetic.  However, Debussy’s études can be considered 
impressionist poetry, combining new and innovative technical challenges with purely 
artistic objectives and new concepts of sound. Unwilling to use standard forms, 
Debussy’s more improvisational structures depart from the simple binary forms of 
Czerny, Moscheles or even Chopin. While this might not be so surprising in preludes, 
to include a multiplicity of characters and moods in a single study pushes the limits of 
the étude.  

I will talk about his innovation in several different aspects, focusing on the 
elements I have outlined below:  
 - Technique and touch – how a physical approach to the keyboard resulting from his 
unique pianism differs from that of other composers  

- Fingering – Debussy’s choice of fingering, in order to obtain particular sound effects 

- Orchestral elements in notation – the use of three-stave notation  

- Distribution and voicing of sound in chords and harmonies  

- Innovative pedalling to give extraordinary colouristic effects 

 
Chieh-Yu Yang: Interpreting Mozart’s Piano Works Through an Orchestral 
Perspective 
 
This project is about discovering how to interpret Mozart’s piano works through an 
orchestral perspective. In his lifetime Mozart composed more than 20 operas, 27 
piano concertos, and concertos for strings and wind. However, in the heyday of the 
piano sonata, Mozart only composed 18. Therefore, we might assume that at the same 
time as he was composing piano sonatas, the thought of composing symphonic works 
was also in his mind; according to Charles Rosen ‘Mozart assimilated operatic and 
concerto style in his sonatas and quartets’. We can find many similar styles of piano 
concerto in his solo pieces.Therefore, the orchestral style appears even in Mozart’s 
piano sonatas. Although it is often accepted that Mozart’s piano writing is operatic 
and full of orchestral colour, there is little research on the relationship between 
orchestral writing in the piano pieces. How much can we can find in Mozart’s 
writing? How might we mimic different instrumental colours when playing the piano? 
Is that really possible that a pianist might approach Mozart’s solo piano works in an 
orchestral way? This presentation will set out how we might go about addressing 
these questions.  
 
Session Four 
 
Shi Ling Chin: The Theatre of Twentieth-Century Solo Violin Chaconnes 
 
This paper forms part of my overall research on the evolution of the chaconne genre 
through the study of Bach’s chaconne and 9 modern chaconnes for solo violin. To 
inform my research and interpretation of the modern chaconnes, I explore the 
historical and performative contexts of the Bach chaconne by which the former are 
inspired through an overall research on the earlier Baroque genre and firsthand 



experience of learning baroque dance steps. Reger and Hartmann chaconnes are 
discussed in relation to this process.  
 
Max Leonhardt: Randomness in Music: How Composers Renew and Enrich 
Notation in order to Expand the Musicians’ Capability of Interpretation 
 
Throughout music history the relationship between composer and performer has 
changed. While the composer was often placed in the position of a creator and the 
performer’s main intention was to recreate the work of the composer, several 
developments in composition allow us to reinterpret these roles. Some composers 
tried to shift the process of creation to the performers, by enriching notation with 
graphical and textual elements. From a dicing game by Wolfgang Amadeus Mozart, 
to new approaches of arrangement, instrumentation or duration of a piece like in In C 
by Terry Riley, randomness is introduced in huge diversity. This presentation will 
also discuss examples where conventional notation is fully replaced by graphics or a 
sheer textual approach. Fluxus composers and contemporary composers like Mark 
Applebaum in The Metaphysics of Notation consider themselves as composers, even 
though they are not writing a single note in some of their works. 
 
Laurie Shore: Tracing the Development of Chopin’s opus 10 and 25 Studies 
through their Antecedents 
 
Chopin’s studies – first published in the 1830s – offer pianists the opportunity to 
develop and refine the technical skills needed to take on most of what the vast 
pianistic canon has to offer, but the challenges Chopin sets go far beyond the mere 
technical. The studies certainly facilitate the physical development of arms, hands and 
fingers, building strength, stamina and fine motor skills, but Chopin’s genius was to 
weave the development of these skills into richly varied musical material that requires 
the pianist also to develop virtuosic musical instincts and emotional responses to the 
score. 

Scholars have long been fascinated and challenged by Chopin’s studies. How 
can Chopin’s achievement be described adequately? Exactly what sets his studies 
apart? What has given them such enduring popularity? Musicologists have provided 
sagacious, admiring descriptions and analyses of the studies, but few attempts go 
beyond such descriptions, and, understandably, none is able to define the essence of 
Chopin’s originality with true specificity.  

Initial research has shown that early nineteenth-century piano studies by 
Charles Laurent Rhein (1798-1864) and Adolf von Henselt (1814-89) have attracted 
little or no attention from significant twentieth-century scholars when writing about 
Chopin’s studies and their antecedents. The principal aim of this project is to close 
this gap, thus broadening the understanding of the genesis and development of 
Chopin’s studies by making a detailed comparison of them with those by Rhein and 
Henselt.  
 

 

 

 



Tessa Mayhew: Ravel and his Aesthetic of the Macabre  
 
Ravel’s interest in the macabre is evidenced in many of his works, from some of his 
earliest compositions through to post war works like La Valse (1919-22) and the 
concerto for left hand (1929-31). My research will focus on how he expresses the 
macabre in musical terms – what effects he is trying to achieve and what methods he 
uses to achieve those effects. I will focus my research on Gaspard de la Nuit, a work 
for piano solo in three movements written in 1908-9. The title of the work is taken 
from a posthumously published work of poetry by Aloysius Bertrand, an early 19th -
century French poet who died in 1841, and the three movements follow three of the 
poems in that work: Ondine, Le Gibet and Scarbo. The full text of the poems appears 
in the Durand edition of Ravel’s music.  

It was not unusual for Ravel to take a poem or a literary work as a starting 
point for composition, and on other occasions he is said to have remarked that he had 
not tried to add anything to the poems, only to interpret them. Perhaps even more 
significantly, that he had tried to say in music what the poet had said in words. I will 
therefore be investigating whether Ravel’s musical techniques bear any relation to 
aesthetic theories and literary techniques propounded by contemporary writers, 
specifically Poe, Baudelaire (who translated Poe into French but also wrote poetry 
and criticism) and Mallarmé, the most notable of the symbolist poets. The macabre 
was not a new topic, and as part of understanding the context of Gaspard I will be 
looking at late 19th-century music in France and some of Ravel’s early song settings.  
 
 
 
 
 
 
 
 
 
 


