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PROGRAMME 
 

Friday 2 May 
 

11.00-11.30 Registration 
 
 Session A: Bewerunge Room Session B: O’Callaghan Room 

11.30-1.00 Nineteenth Century Piano Music Musicology, Irish Music, and 
Education 

1.00-2.00 Lunch 
Staff Dining Room 

2.00-3.30 Nineteenth Century Austro-
German Music 

Cathedral Music 

3.30 Tea/Coffee 

4.00-5.30 Strauss, Sibelius and 
Schoenberg 

Chant, and Music in Medieval and 
Renaissance Ireland 

5.45-6.30 
 

Lecture Recital (Riverstown Hall) 

7.00 Reception hosted by the Department of Music (Reneghan Hall) 

 
 

 Saturday 3 May 
 
Rosemary Dooley will have a display of music books for sale during Saturday (in the 
Maths Hall, next to the conference rooms), including musicology titles published by 
the Cork University Press and Four Courts Press. 
 
8.30 SMI Council meeting , Room 9, top floor, Logic House 

 Session A: Bewerunge Room Session B: O’Callaghan Room 

9.15-10.45 Eighteenth Century Music European Nationalism 

10.45 Tea/Coffee 

11.15-12.15 Baroque Opera and Dance Irish Traditional Music 

12.30 Keynote address: Derek Scott: ‘From the Erotic to the Demonic: 
Scaling the heights and plumbing the depths of musicology’ 

1.30-2.30 Lunch 
Sandwich lunch provided in the Pugin Hall  

2.30-4.00 Twentieth-Century Music – 
Ireland and France 

Viewing the Past – Nineteenth 
Century Editing and Performance 

4.00 Tea/Coffee 

4.30 Annual General Meeting of the Society for Musicology in Ireland 

7.30 Conference dinner 

 
See inside back cover for details of venues, lunches, conference dinner, etc. 
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ABSTRACTS 

 
Friday 2 May 

 
11.30-1.00 Session A: Nineteenth Century Piano Music (Bewerunge Room) 
Chair: Patrick Devine 
 

Una Hunt (NUI Maynooth)  
The piano writing of Irish virtuoso, George Alexander Osborne 
 
Arguably the leading Irish pianist / composer of his time, George Alexander 
Osborne was born in Limerick in 1806 and died in London in 1893.  While his 
compositions and his pianism would have enjoyed widespread popularity and 
recognition during his lifetime, nowadays his name has fallen into almost total 
obscurity.  Osborne lived in Paris at the time of the golden age of the piano and was 
friendly with Chopin, Berlioz, Rossini, Liszt, Mendelssohn and many of the other 
celebrated musical figures of that time.  He played at Chopin’s famous debut recital 
at the Salle Pleyel in 1832 and maintained a friendship with Chopin throughout his 
years in Paris.  Around 1844 he moved to London where he lived for the latter part 
of his life and gave many concerts as well as establishing himself as one of the 
foremost writers of Victorian salon music.  This paper focuses on his piano music 
and his style of writing for the instrument, which was influenced by some of his 
prominent contemporaries, most notably Chopin, Mendelssohn and Liszt.  
 
Jacqueline Waeber (TCD)  
Virtuosity versus program music: Charles-Valentin Alkan’s Souvenirs. Trois 
Morceaux dans le genre pathétique op. 15 
 
Originality and marginality are notions widely used to view the French composer 
and piano virtuoso Charles-Valentin Alkan (1813-1888). They also provide a basis 
for categorizing him as a Romantic rara avis, thereby dismissing most of the artistic 
value of his work. Yet in the light of some recent research devoted to key concepts 
of Romantic musical aesthetics, notably questions of genre and virtuosity, Alkan’s 
position must be seriously reconsidered (see respectively the milestone study by 
Jeffrey Kallberg: “The Rhetoric of Genre: Chopin’s Nocturne in G minor”. Chopin 
at the Boundaries, Cambridge (MA), 1996, 1st publ. in 1988, and Jim Samson: 
Virtuosity and the Musical Work: The Transcendental Studies of Liszt. Cambridge, 
2003).  
The core of my paper will focus on Alkan’s Souvenirs. Trois Morceaux dans le 
genre pathétique op. 15 for piano (published together with nine other piano pieces, 
the whole gathered in four “recueils” under the general title of Grandes Études in 
1837, the same year as Liszt’s own Grandes Études, the first version of the 
Transcendentals). My aim is to shed new light on some precise aspects of what 
Kallberg has labelled “generic ambivalence” and to demonstrate the paradoxical 
relationship between virtuosity and program music.  
 
Adele Commins (NUI Maynooth) 
'Too thorough an Irishman [and] lacks the oceanic depth of German sentiment': 
Stanford's assimilation of contemporary European trends in piano music 
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Sir Charles Villiers Stanford (1852-1924) was one of the most important and 
influential musicians in England during the late nineteenth and early twentieth 
centuries. Irish by birth he spent all of his adulthood in England as a composer, 
conductor, organist and pedagogue. He was a prolific composer in all genres, and 
his output included seven symphonies, nine operas, concertos and other orchestral 
works, chamber music, songs, church music, organ works, piano pieces as well as 
arrangements and editions of Irish folk music.  
Stanford's piano music has received little critical attention to date. He composed 
solo piano works as well as duets. His earliest composition was a march for piano, 
and he composed over thirty works for the instrument, approximately half of which 
have no opus number and many of which have not yet been published. Some of the 
autographs are missing, but the manuscripts of others are housed in Newcastle 
Library, England. The genres and styles Stanford chose were popular in the 
eighteenth and nineteenth centuries: caprices, dances, fancies, nocturnes, preludes, a 
scherzo, a sonata, sonatinas, toccatas and waltzes to mention some. The focus of this 
paper is to examine the Six Concert Pieces op.42 which were composed in two 
books. Book 1 was completed in 1891 and Book 2 in 1894. Unfortunately the first 
book is lost, but we do know that it contained a Ballade in G minor, op.42 no.2, as it 
was played at a concert in Cambridge in 1891. Book 2 remains unpublished and 
contains an Intermezzo which is reminiscent of Brahms and Schumann, a Toccata 
which is demanding on the pianist and a graceful Mazurka. Possible models for 
these pieces will be considered and the musical value assessed.  
 
 

11.30-1.00 Session B: Musicology, Irish Music, and Education (O’Callaghan Rm) 
Chair: Fintan Vallely 
 

Derek Cremin (University College Cork)  
Musicology and its implications on the W.W.W 
 
This paper looks at attempts to transfer certain aspects of musicology into an online 
context, their successes, failures and some possible solutions for future use under 
the headings of graphical, textual and aural.  
 
Sean Corcoran (NUI Maynooth)  
‘Irish (traditional) music’ and musicology 
   
Terminology, definition and identification have long been problematic in the field 
of music generally and few more so than the conceptualisation  of "Irish music", 
beginning in the early nineteenth century with connotations of "ancientness" and 
developing into its present densely luxuriant semantic field of "tradition", 
"heritage", "folk" and "celticism". This paper looks at the actual socio-musical 
practices upon which these concepts are based and re-assesses the approaches of the 
established fields of scholarship – folk-musicology, ethnomusicology, Celtic 
Studies and Cultural Studies - which have historically focused on these practices 
and the general musicological implications involved. 
 
Evelyn Grant (University College Cork)  
Social inclusion in music education in Ireland. 
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“If personal and social meanings are not merely contextual variables, but are 
themselves part of musical content, segregating musical meanings from personal 
and social ones is no longer something we can do in good conscience.”  (Bowman 
2002) 
This paper addresses the issue of communities who do not enjoy equality of access 
and opportunity in music education and training in Ireland.  It examines current 
attitudes and priorities in providing a socially inclusive system of music education. 
Everitt (1997) discusses the fact that there has long been discord between the claims 
of participation and of performance – ‘that fun and social bonding should not be 
confused with art.’ Does this discord hinder attempts to redress the situation of 
social exclusion?  McClary (1987) argues the need for music to be re-examined 
through the lens of socio-political consideration. What repercussions does such 
examination have for the training of musicians who will attempt to deliver music 
education in under-served communities in the future? 
“The people to whom music educators are responsible – students and their 
communities – must understand that their need for music is being met by 
professionals aware of what that need is and competent to help fulfil it.” (Reimer 
2000) 

 
  

1.00-2.00: Lunch 
(Self-service available in Staff Dining Room) 

 
 
 
2.00-3.30 Session A: Nineteenth Century Austro-German Music (Bewerunge 
Room) 
Chair: Michael Murphy 
 

Sinead Dempsey (Univ. of Manchester)  
Composer and critic: The Mendelssohn-Marx relationship reconsidered  
 
Several themes have dominated discussion of the relationship between Mendelssohn 
and the theorist Adolph Bernhard Marx. First, Marx’s influence on the young 
composer’s musical thinking - particularly in connection with the composition of 
the overture to A Midsummer Night’s Dream and the composer’s attitude to 
descriptive music in general - and second, the sudden end to their friendship. 
Indeed, the acrimonious end to their relationship, which resulted in Marx destroying 
the letters which he had received from Mendelssohn, has led scholars to despair of 
determining the extent of Marx’s influence on the composer, However, there is 
another facet to their relationship: during the 1820s Marx was editor of the Berliner 
Allgemeine Musikalische Zeitung and produced the first significant critiques of 
Mendelssohn’s works. This paper examines these first public responses to 
Mendelssohn’s music and considers the extent to which the ideas presented in 
Marx’s journal are perpetuated in later Mendelssohn criticism. It also clarifies 
Marx’s activities as a critic, which have been overshadowed by his work as a 
theorist. 
 
Wolfgang Marx (University College Dublin) 
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Religious, but without religion? Robert Schumann's Requiem Op. 148 
 

Robert Schumann's Requiem Op. 148 does not rank among the best-known requiem 
compositions of the 19th century; neither does it maintain a central position within 
his œuvre. Composed in 1852, it resulted from a brief 'sacred' period in which 
Schumann also wrote the Mass Op. 147. What makes this setting of the catholic 
liturgy distinctive is that it was written by a protestant, while other 19th-century 
requiem composers like Cherubini, Berlioz, Bruckner, Verdi and Fauré were all 
catholics and therefore more familiar with the tradition and the liturgical functions 
of the old Latin text. Furthermore, in 1830 Schumann had described himself as 
being 'religious, but without religion', and later he dedicated his sacred compositions 
not only for church services but also for use in concert halls, indicating that they 
exceeded a purely liturgical function. 
We can, in consequence, expect quite an individual treatment of the liturgical text. 
By comparing Schumann's work with requiem compositions by other composers, 
this special treatment will be investigated. This leads, in turn, to the question of 
whether or not this setting contains traces of a 'protestant', or rather a secular, 
approach to death, the last judgement, and eternity. 

 
 
Julian Horton (University College Dublin) 
The ‘Bruckner problem’ and its analytical consequences 
 
When Deryck Cooke described the problems surrounding the editions of Bruckner’s 
symphonies as amongst ‘the most vexatious in all musicology’, he appraised a 
condition of textual complexity that has had serious implications for the works’ 
reception and performance. More recent research has rendered this situation less, 
rather than more, tractable. The rejection of the editions published during and 
shortly after Bruckner’s lifetime as compromised by editorial intervention, a guiding 
principle for the existent Gesamtausgaben, has been questioned by some present-
day scholars, who urge reconsideration of the levels of collaboration between 
Bruckner and his editors. As a result, analysts, performers and historians are faced 
with an increasing plurality of texts. 
Yet despite the evident ramifications of these matters for analysis, questions of their 
analytical impact have received comparatively slight attention. This paper will trace 
the analytical implications of disparities between the extant editions of the Second 
and Eighth symphonies, the two works for which editorial opinions differ most 
markedly. In the case of the Eighth Symphony, scholarly preference for Leopold 
Nowak’s edition of 1955 conflicts directly with a performance tradition that has 
almost unanimously favoured the earlier edition of Robert Haas. The defence of 
Haas frequently rests on observations of structural integrity that are unsupported by 
detailed analysis. Drawing on this study, the paper will assess the extent to which 
editorial conflicts stand as an impediment to analysis, and conversely whether 
analysis can assist the evaluation of editions.  
 
 

Session B: Cathedral Music (O’Callaghan Room) 
Chair: Barra Boydell 
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Tríona O’Hanlon (NUI Maynooth)  
Lewis Gibson and 'Miss Mathews': two eighteenth and early nineteenth century 
provincial Irish cathedral composers and the editing of their works 
 
Recent research into the music of Irish cathedral composers has concentrated on 
Dublin composers, but anthems and service settings by composers active at 
provincial cathedrals in the eighteenth and early nineteenth centuries has recently 
come to notice. Amongst these were Lewis Gibson, organist at Cloyne cathedral 
from 1783 to 1837, and a ‘Miss Mathews’ at Cashel cathedral in the 1830s. This 
paper discusses the problems encountered when editing music from incomplete or 
fragmentary sources, focussing on an Evening Service in E Major by Lewis Gibson 
and a Sanctus and Kyrie by Miss Mathews’.  Sources for Gibson’s work exist in 
Cloyne and Cashel, adding further to the task of creating a balanced edition.  The 
nature of these sources, and their historical value, all help shape the edition and 
determine a number of conclusions about the works.  Underlying the editing of this 
music is the background of the respective composers and the areas in which they 
were employed.  By discussing such matters the value and significance of these 
works and how this edition may be of use will become apparent. 

 
Kerry Houston (NUI Maynooth) 
Misattributions and mysteries: an examination of the dangers of over dependence 
on single sources or a small representation of sources in the identification and 
dating of repertoire 
 
The eighteenth-century music library at St Patrick’s cathedral is used as an example 
of a source group which has been overlooked by many and which overturns some 
previously accepted attributions for seventeenth- and eighteenth-century repertoire 
on both sides of the Irish Sea. The paper outlines the type of investigation required 
to verify works lists for composers such as Henry Purcell, Jeremiah Clarke, William 
Croft and the Roseingraves. 
 
Denise Neary (Canterbury Christ Church University College) 
A Canterbury Tale: a musical foundation in the eighteenth century 
 
Canterbury Cathedral, the primatial see, was one of the richest cathedrals in England 
throughout the eighteenth century. I will assess, with reference to Canterbury 
Cathedral, the conventional wisdom that this was a period of falling standards in the 
musical life of the Church of England. I will show that such a criticism is an over-
simplification and does not represent the full story. The repertoire at Canterbury 
Cathedral continued to evolve and considerable resources were directed towards the 
maintenance of the choir and the music of the cathedral.  
I will show that the cathedral authorities and choir members maintained high 
performance standards. In particular, I will use evidence of attendance at services, 
rehearsals, and conditions of employment to present a fuller and more accurate 
record of the life of the musical establishment. For example, the attendance records 
for the adult members of the choir that are extant in the Canterbury Cathedral 
archives demonstrate that attendance at daily services remained fairly constant 
throughout the eighteenth century; rarely did attendance of the singing men fall 
below two to a part and for the majority of services this was exceeded. Previous 
suggestions that absenteeism reached record levels are unsubstantiated.  
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3.30-4.00 Tea/Coffee 
 
 
4.00-5.30 Session A: Strauss, Sibelius and Schoenberg (Bewerunge Room) 
Chair: Gareth Cox 
 

Philip Graydon (Queen’s University Belfast)  
Ein Vorgestriger Nachromantiker [An outdated postromantic]?: Richard Strauss 
and the 1920s 
 
Though his oeuvre had been considered the quintessence of modernity at the fin-de-
siècle, by 1924, Richard Strauss merely personified the perpetuation of an art that 
‘remained true to the old health’ (G. Hauptmann). This paper discusses the resultant 
historiographical bias, and, in examining both man and music, finds a figure 
arguably as much of his time as Schoenberg or Stravinsky. 
 
Eibhlín Griffin (Mary Immaculate College Limerick/WIT)  
Rotational form and Sibelius 

 
Although James Hepokoski’s theory of rotational form has been in existence now 
for over ten years, it appears to have been received with little interest or enthusiasm 
by analysts. His theory, which seeks to construct a method to discuss “recurrent 
revisitings of past cycles…which may or may not be set in tensions with the 
expectations of sonata [form]”, has been applied in particular to works by Sibelius 
and Mahler. This paper considers Hepokoski’s rotational form terminology such as 
“teleological genesis” and “rotations and subrotations” to discuss aspects of the 
thematic structure of the symphonic tone poem Tapiola of 1926. 

 
Ciaran Crilly (University College Dublin)  
Painting, colour and narrative in the music of Arnold Schoenberg 
 
Having attended a concert of Arnold Schoenberg's music in 1911, Franz Marc 
wrote: 'Can you imagine a music in which the tonality (that is, the holding to some 
kind of tonal system) is completely lifted? When listening to this music, which lets 
every tone struck stand for itself (a kind of white canvas between the colour spots!), 
I had to think continually of Kandinsky's great Composition, which also allows no 
trace of tonal system.' The cross-fertilization of art forms that Marc describes 
constitutes a distinctive and uniquely productive characteristic of Fin de Siècle 
Viennese culture. Within weeks of this concert, Kandinsky had initiated a fruitful 
and lengthy correspondence with the composer in which a creative affinity was to 
become increasingly apparent. The importance of the relationship is illustrated by 
Schoenberg's contributions as a composer, writer and painter to the Blaue Reiter 
Almanac. Central to parallels in their artistic evolution in the years preceding the 
Great War are two dramas synthetically fused by colour-light plots, Kandinsky's 
Der gelbe Klang and Schoenberg's Die gluckliche Hand. These stage works 
represent one extreme of interdisciplinary experimentation which would profoundly 
alter how the composer and painter developed within their respective media. 
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This paper aims to demonstrate how Schoenberg's absorption of non-musical 
aesthetics, particularly those of painting, impacted upon his quest to establish an 
autonomous grammar of free atonality. At a time when traditional organising 
principles were collapsing, many artists attempted to apply musical ideals to their 
canvases. Conversely, Schoenberg employed painting and colour as a scaffold, to be 
dismantled once it had performed the function of midwife to the birth of a new 
music. By focusing on his Five Orchestral Pieces Op. 16 (1909), I shall re-appraise 
the commonly asserted comparison between the devolution of tonality in music and 
the devolution of the object in painting in terms of musical narrativity and text. A 
reading of Aristotelian plot structure, which is suggested by the designation of the 
title 'Peripeteia' to the fourth of the pieces, lends force to the argument. The issues 
surrounding Op.16 exemplify a substantial epistemic shift, culminating in 
Schoenberg's discovery of the twelve-tone method of composition. 

 
 
 

4.00-5.30 Session B: Chant, and Music in Medieval and Renaissance Ireland 
(O’Callaghan Room) 
Chair: Gerard Gillen 
 

Oscar Mascareñas Garza (Irish World Music Centre, Univ. of Limerick)  
Finding an ornamental procedure system for Gregorian chant: some progresses. 
Case study: variants in standard formulas of second mode tracts – casual or 
causal? 

 
The purpose of the essay is to analyse certain variants that occur in standard 
formulas of second mode tracts in order to search for what I will call an “ornamental 
procedure system”. This system will treat these variants as a result of an application 
of certain procedures regulated by specific cues and constraints. Although I will 
work primarily with second mode tracts, the “system” would act over each genre of 
plainchant.  First, I will analyse the methodologies of comparative analysis that 
have been applied to the study of the notation of the earliest Gregorian manuscripts. 
Then I will review important concepts exposed by Professor Leo Treitler that will 
help us to understand the definition of standard formulas and the way they were 
looked at by singers in the oral stage of the transmission of Gregorian Chant. After 
that, I will propose a new perspective for comparative analysis that will lead me to 
formulate my own theories about the existence of an ornamental procedure system 
and some principles for the classification needed for achieving the goals of this 
project. 

 
Ann Buckley (Univ. of Cambridge/Univ. of Paris IV-Sorbonne)  
Music of the medieval Irish church 
 
The liturgical music of medieval Ireland is a much neglected topic of research. Of 
extant notated manuscripts known to have been written or used in Ireland, only one, 
the 14th-century Dublin Troper, has been published in facsimile. There are some 
sources from the twelfth and thirteenth centuries, but the majority are of fourteenth- 
and fifteenth-century dating, thus long after the establishment of Anglo-Norman 
rule in the twelfth century, and the consequent suppression of the so-called ‘Celtic 
rite’ by Henry II. 
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Furthermore, in spite of extensive investigation of other aspects of the history of the 
Irish church abroad, systematic study of its musico-liturgical heritage is only now 
becoming established. A major advance was the recent discovery of a collection of 
12th- and 13th-century manuscripts at the Vienna Schottenstift, one of the 
Schottenkloster (Irish Benedictine) foundations. This, together with an new survey 
of continental liturgical materials from centres of Irish missionary activity in the 
Middle Ages, is yielding much information, not only of interest for musicologists 
and liturgical scholars, but also as a complement to existing research on the cultural 
legacy of the peregrini. 
The presentation will include recordings of liturgical material for the veneration of 
Irish saints. 
 
Barra Boydell (NUI Maynooth) and Maire Buffet (University College Dublin)
  
An early seventeenth-century library from Ulster: books on music in the 
collection of Lord Edward Conway (1602-1655) 
 
One of the major New English landowners in the early seventeenth century 
settlement of Ulster, Edward 2nd Lord Viscount Conway (1602-1655) was one of 
the foremost book collectors of his age. He is also known to have maintained a 
consort of musicians at his house in Lisnagarvy, Co. Antrim. A manuscript volume 
dating from c.1640, now in the Armagh Public Library, lists the contents of 
Conway's library, which included a significant section of books on music. This 
paper outlines the background to Conway's collection and discusses the music 
library, the greater part of which comprises theoretical treatises from the sixteenth 
and early seventeenth centuries by authors including Cerone, Glareanus, Mersenne, 
Zacconi and Zarlino. It also seeks to identify the lesser-known items, and those 
incomplete listings that often omit the author, the publisher and the date of 
publication. 
 

 
5.45-6.30 Lecture Recital (Riverstown Hall) 
John Feeley, guitar (NUI Maynooth)  
 

‘sting like a bee …’ (1998), movt 1 David Fennessy 
‘Fantasia’ and ‘Night Song’ from Three Pieces for Guitar (1973) Brian Boydell 
Sonata no. 2 for Solo Guitar (1998), movts 2, 3 and 4 John Buckley  

 
 
7.00: Reception hosted by the Department of Music, NUI Maynooth 
(Reneghan Hall) 
 

Launch by composer John Buckley of Irish Music in the Twentieth Century edited 
by Gareth Cox & Axel Klein, Irish Musical Studies, vol. 7 (Four Courts Press) 

 
_____________________________________ 

 
Saturday 3 May 
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9.15-10.45 Session A: Eighteenth Century Music (Bewerunge Room) 
Chair: Martin Adams 
 
Anne Leahy (Dublin Institute of Technology)  
‘Vor deinen Thron tret ich’: the eschatological significance of J.S. Bach’s 
‘Leipzig’ chorales 

 
The chorale preludes found in the manuscript P271 have been variously known as 
the ‘Great Eighteen’, the ‘Seventeen’, the chorale preludes from the Leipzig 
Manuscript and the ‘Leipzig’ chorales. The first fifteen (BWV 651–665) are in the 
hand of Bach, the following two (BWV 666–667) in the hand of Bach’s son-in-law 
Johann Christoph Altnickol and the final incomplete chorale prelude (BWV 668) in 
the hand of an as-yet unidentified scribe. Almost all of the chorale preludes were 
revised by Bach in Leipzig during the last decade of his life, with the original first 
versions dating from the Weimar period. The final 10–12 years of Bach’s life was a 
time of consolidation as evidenced by the completion of Clavierübung III, the Art of 
Fugue, the Schübler Chorales, the assembling of the B Minor Mass and the revision 
of the ‘Leipzig’ chorales. It may be that Bach was preparing a fair copy of these 
chorale preludes for publication, but why did he put these compositions together in 
the first place? Hans Klotz, the editor of Volume 2 of the organ works in the Neue 
Bach Ausgabe believes that Bach only intended there to be 17 chorale preludes in 
this collection, since in P271 the first 17 are separated from the 18th by the Canonic 
Variations. The German musicologist Ulrich Meyer agrees with this proposal while 
also saying that there is no unifying musical theme. Theories that these works were 
intended as musica sub communione have been put forward by Helene Werthemann, 
Casper Honders and Robin A. Leaver. Many more scholars such as Werner Breig 
and Christoph Wolff believe that Bach intended there to be 18 chorale preludes in 
this collection, although they do not offer reasons as to why Bach put these pieces 
together.  
In order to try to discern Bach's possible intentions it is necessary to fully 
investigate the theological background to the hymn texts chosen by Bach for these 
compositions. A common thread emerges from the texts of all hymns used in this 
collection—they indicate that Bach may have been assembling a collection of 
compositions bound by an eschatological theme. It becomes clear that Bach did 
indeed intend the final composition BWV 668 to be part of this collection. It is 
inextricably bound to the other 17 by both theological and musical means. To date 
no research has offered a satisfactory solution to the intentions of Bach with regard 
to the ‘Leipzig’ chorales. This paper will show how Bach portrays his preoccupation 
with eschatology, sending strong theological messages using musical methods in a 
manner that leaves one in no doubt as to his own personal faith in salvation. 
 
David Rhodes (Waterford Institute of Technology) 
The Viola da Gamba, its repertory and practitioners in the late 18th century 
 
At the 1998 annual conference of the Irish Chapter of the Royal Musical 
Association held at the University of Ulster (Jordanstown), I presented a paper 
entitled ‘Back to the coal face – some anachronistic late-eighteenth century music 
for viola da gamba’. A small number of works had emerged in the post-Abelian 
period that extended the performing life of the instrument well beyond the time 
when it was generally believed to have ceased altogether (prior to its modern 
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revival). Subsequent research has proved that, far from being an anachronism, this 
repertory is in fact far more substantial in quantity and geographically widespread 
than was hitherto thought to have been the case, with active professional 
practitioners in various European countries continuing to perform until at least 
1817. Whether this newly unearthed mature-Classical era repertory of gamba music 
will be accepted by modern performers long accustomed to earlier and frequently 
less technically demanding fare, only time will tell. The available evidence suggests 
that this in indeed already taking place, with the publication of various editions and 
the first commercially available CD recording. 

 
 
9.15-10.45 Session B: European Nationalism (O’Callaghan Room) 
Chair: Julian Horton 

 
Maria Escribano (Irish World Music Centre, Univ. of Limerick)  
Txalaparta and Euskara. Music and language, hand in hand with the making of 
identity. 
 
A particular instrument shows in Basque Country, like no other, the revolutionary 
endeavour and attitude of a sector of the Basque population within the struggle for 
the independence of Euskal Herria. Abertzaleak have chosen to identify through, 
and make a symbol of, txalaparta, a percussion instrument of unknown origins, like 
Basque language itself. Txalaparta has become, in close relationship with Euskara, 
a strong exponent of Basque identity. However, the phenomenon of txalaparta, in a 
symbiotic relationship between music and culture, seems to disclose a musical path 
along the lines of a nationalism clearly influenced by left wing ideologies.  
I wish to offer an insight on the way radical left wing nationalism is musically 
articulated through txalaparta and explore the seemingly strong link between the 
revival of txalaparta and the revival of Basque language, Euskara. 

 
Michael Murphy (Mary Immaculate College Limerick)  
Genre and romantic ideology in Moniuszko’s Halka 
 
Stanisław Moniuszko is credited with consolidating Polish national style in the 
nineteenth-century operatic repertory. In essence this means that he incorporated 
Polish folk dances and song genres into established operatic frameworks.  His 
greatest achievement as a dramatist is demonstrated in Halka where he transcended 
those conventions by casting the abused peasant in the role of a tragic heroine. As 
her music undergoes an irreversible change from folk-like simplicity to tragic 
nobility of grand opéra the opera attains a ‘revolutionary’ status, to use Dahlhaus’s 
term, in the history of genres. The significance of this tragic status can only be fully 
understood when it is considered in the context of the radical strains of Polish 
romantic nationalism that sought social equalisation as a prerequisite to achieving 
national independence. The rallying cry of these nationalists was to ‘ennoble’ the 
peasantry. In this paper I shall argue that this ennobling occurs not solely in Halka’s 
‘elevated’ music but also in Moniuszko’s use of religious music and its consonance 
with Polish Messianism. 

 
Rhoda Dullea  (University College Cork).  
Racialist subtexts in early twentieth-century Hungarian folk nationalism. 
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Throughout the nineteenth century, the gypsy musician occupied a central position 
within the Hungarian nation-construct as the quintessential performer of the national 
music genre known simply as 'ciganyzene' ('gypsy music'). Ciganyzene, a hugely 
popular musical phenonemon throughout Hungary, was in fact a collaboration 
between the gypsy musicians and their patriotic gentry patrons, who themselves 
composed the sentimental folk-style songs and dances performed by the gypsies. 
Bartok and Kodaly, however, as members of the turn-of-the-century Nyugat ('West') 
movement that sought to create an intellectually modern Hungary, saw these urban 
gypsy musicians as a sort of 'false prophet' of the nation, a spurious residue of an 
out-moded, feudalist model of nation (exemplified by the gentry) that denied and 
obfuscated the emergence of Hungary's true cultural voice, that of the peasant. 
For Bartok, Kodaly and their peers, the deified Hungarian peasantry and their music 
represented a long-lost authentic, original and pure Magyar culture that had power 
to revivify a decadent Magyar art music infected with the sensual proclivities of the 
gypsies and their performance style. The gypsy was zealously denounced as an anti 
national, foreign element which had corrupted and exploited Hungarian culture fo 
financial gain alone. 
In my paper, I wish to examine the obvious (though never overtly acknowledged) 
ideological relationship between the writings of these early twentieth-century 
Hungarian musical folklorists and the systematic anti-Semitic/racialist theories 
generated by the likes of Wagner, Gobineau, and earlier German philosophers. 
 
 

10.45-11.15 Tea/Coffee 
 
 
11.15-12.15 Session A: Baroque Opera and Dance (Bewerunge Room) 
Chair: Harry White 
 

Martin Adams (TCD) 
"Opera is when a guy gets stabbed in the back and, instead of bleeding, he sings" 
 
This quip by the American comedian Ed Gardner (1901–63) captures opera's 
irrational aspects rather more memorably than any eloquent disquisition. But behind 
the humour lurks a serious point. For many European countries in the 17th century, 
coming to terms with opera meant coming to terms with concepts of theatre which 
stood in direct opposition to their native traditions of spoken theatre. Nowhere was 
this a more difficult issue than in 17th-century England. 
One of the few 17th-century English writers who had anything to say about opera 
was John Dryden — England's greatest poet and dramatist of the last half of that 
century. And most of what he said was negative, focusing on the contrast between 
the naturalistic drama he admired and the "senseless" and "empty" qualities of 
opera. Yet Dryden supplied the librettos for two of the most important operatic 
works of that time, Albion and Albanius (1685, music by Louis Grabu) and King 
Arthur (1691, music by Henry Purcell). 
This paper will explore the contradictions of Dryden's position, and attempt to 
understand how, in his librettos, he attempted to reconcile these aspects. It will also 
consider some of the points in common between Dryden's solutions and those 
adopted in other countries, notably Spain. 
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Sarah McCleave (Queen’s University Belfast) 
The gestural world of Marie Sallé  

 
Marie Sallé (1707-1756) was a highly expressive dancer whose reforms to the 
codified style of la belle danse inspired composers such as G.F. Handel and J.P. 
Rameau to respond with appropriately gestural music. We must rely on written 
accounts by theatrical professionals such as Jean Georges Noverre or Louis Cahusac 
to appreciate Sallé’s work, for there are no notational or iconographical sources. 
Contemporaries commented on Sallé’s ‘voluptuous’ arms while referring to her use 
of ‘attitudes’: this paper will consider treatises and iconographical sources which 
may help us to understand her gestural style while also considering the role of 
‘narrative’ in her work. The difficulties in reading theatrical theorists at ‘face value’ 
will be discussed. 

 
 
11.15-12.15 Session B: Irish Traditional Music (O’Callaghan Room) 
Chair: Sean Corcoran 
 

Adrian Scahill (University College Dublin) 
The piano in the early céilí band 
 
The re-invention and promotion of céilí dancing by the Gaelic League in the first 
half of the twentieth century precipitated the emergence of a new form of ensemble 
playing in traditional Irish music, namely the céilí (originally ceilidh or ceilidhe) 
band. From the outset the piano was a fundamental instrument of the band, and 
remains so to this day. By outlining the accompanimental techniques employed by 
the pianists of these bands, the paper illustrates the wide variety of styles which 
existed at this nascent stage of the céilí band's development. The approaches to 
accompaniment and arrangement which existed in the 'orchestra-type' bands will be 
compared with those of the more traditional ensembles. The paper will attempt to 
show that the standardisation of the céilí band by the 1950s was reflected in the 
homogenisation of piano styles during the same period. Finally, a reassessment of 
the importance of the pianist within the genre will be made, challenging the 
perception that the pianist was removed from the other 'traditional' players, and 
hence outside the tradition to an extent. 

 
Fintan Vallely (Academy For Irish Cultural Heritages, University of Ulster) 
Scenting the paper rose: The Ulster Scots quest for music as identity 

 
The island of Ireland is a mixed bag of identities which as well as core, insular 
Irishness also has Scottish-Highland Gaelicness and Ulster Lowland-Scotsness. All 
contribute to what is established as ‘Traditional’ music and  song on the island, their 
unifying features being Irishness, and an underdog, sub cultural attractiveness.  
They have survived in Ireland (by revival) into modern time, but though having a 
central ‘standard’ style defined largely by island-wide competition, they also fall 
into a number of highly distinctive, persistent regional voices. These are the 
equivalent of accents in language, signifiers applied to a basic core of melodies and 
forms rather than representing different musics. Borrowed Scottishness is obvious in 
the repertoire, so too an acculturated Scottish performance style in particular areas, 
much of which dates to modern (post-16th century) time.  Such a mixed pedigree has 
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been dictated by ‘popular’ function as well as artistic antecedents, by now, arguably, 
rendering the music as simply itself, a tonal mestizo of related compatible 
components. Collectively the music is instantly – internationally - identifiable by 
core character as being “Irish”, and it has been, paradoxically in the electronic age, 
hugely successful in reestablishing itself. This success has become a guiding maxim 
for other cultures, notably Scotland, and in particular is envied by present-day 
Ulster Scots ideologues. But in their environs the ‘mix’ of the music is problematic, 
because among many Unionists ‘Irish’ is a dirty word: the pound of flesh is 
therefore desired without the pound of blood. While this represents a dangerous 
potential for political division and ideological competition within what until now 
has been – tentatively - a shared art form, it is happening regardless, and on the 
positive side it carries the benefit of introducing Protestant communities to a 
previously inaccessible music which their ancestors helped shape. 

 
 
12.30: Keynote address (Bewerunge Room) 
Chair: Barra Boydell 
 

Derek Scott (Professor of Music, University of Salford)  
 
From the Erotic to the Demonic: Scaling the heights and plumbing the depths of 
musicology. 
 
During the past fifteen years Derek Scott’s major preoccupation as a musicologist 
has been to examine the ideology encoded in a diversity of Western musical styles. 
To put it another way, he has been trying to explain how metaphysical ideas are 
communicated through music of any type or artistic status—high, low, and in the 
middle. He stresses that he has not embarked upon an attempt to exhaust all there is 
to say about metaphysical philosophy and music. Indeed, he asks that his writings 
on this subject should be regarded more as speculative experiments than as fully 
worked out theoretical positions. In this address, he wishes to convey an idea of the 
way musical styles embody ideology by means of two case studies, one concerning 
the erotic and the other the demonic. The first case study involves representations of 
the erotic in three differing musical styles—Baroque opera, the Victorian drawing-
room ballad, and Tin Pan Alley in the 1920s and 1930s. The second concerns the 
role Liszt played in the establishment of demonic genres, the techniques he 
employed in representing the demonic, and the impact they had on his stylistic 
development as a composer. By examining some of the conventions involved in 
representing the erotic and demonic in music, he reveals the ideological character of 
these conventions. In doing so, however, he claims only to be producing a particular 
understanding of the music, and not to be revealing some sort of true musical 
meaning. 

 
1.30-2.30: Lunch 

(Pugin Hall) 
 
 
2.30-4.00 Session A: Twentieth-Century Music – Ireland and France (Bewerunge 
Room) 
Chair: Martin O’Leary 
 



16 

Gareth Cox (Mary Immaculate College Limerick)  
Darmstadt revisited? Seóirse Bodley’s News from Donabate (1999) 
 
In the early 1960s, Seóirse Bodley spent a few summers at the Ferienkurse in 
Darmstadt and in his subsequent compositions and teaching he was largely 
responsible for introducing serial and post-serial techniques to Ireland. His period of 
composition from 1970 onwards, however, explored what Axel Klein has called the 
“creative conflict between [the] two traditions” of post-war avant-garde techniques 
and his Irish heritage. Then, in 2001 and without apparent warning, Bodley 
launched a mammoth 52-minute piece for solo piano, News from Donabate, on an 
unsuspecting audience. My paper examines this very extensive work, which, 
although written in 1999, was actually conceived in 1967. It questions whether this 
“departure” represents a conscious conceptual rejection of a personal style that 
stretched over thirty years, or perhaps merely a nostalgic revisiting and reworking of 
past material and techniques. 
 
Hazel Farrell (Waterford Institute of Technology)  
Minimalism in Irish contemporary composition: Eric Sweeney’s String Quartet 
(1996) 
 
Evidence of minimalism in Irish contemporary composition is to be found in the 
works of Eric Sweeney (b. 1948) from 1989 onwards, considerably later than the 
emergence of the movement in America in the 1960s.  The most significant aspect 
of Sweeney’s compositional language is the absorption of Irish traditional pitch 
material into a minimalist context through the exploitation of features common to 
both styles, including repetition of notes and phrases, use of steady pulse, 
improvisation of the performers, clear harmonic frameworks and the use of drones 
or long sustained notes.  The compositional process involves the selection of an 
Irish traditional melody followed by the application of reductive processes through 
the selective omission of non-harmonic notes and then subjecting the resultant 
pitches to phase-shifting and polyrhythmic, additive and subtractive, and multi-
layered textural techniques, this all within a neo-classical framework.  This paper 
examines Sweeney’s employment of minimalism in relation to his String Quartet 
(1996). 
 
Paul McNulty (Univ. of Durham)  
René Leibowitz’s attack on Messiaen: an unintentional influence? 
 
Leibowitz could be described as Messiaen’s archrival, as he managed to procure 
some of the latter’s most gifted students, including Boulez, in the mind 1940s.  His 
main concern was to revive serial music and establish it as the new international 
language of music.  Boulez’s polemical articles of the late 1940s clearly illustrated 
that the quest for a new compositional language had gained considerable 
momentum.  His comment that Messiaen “juxtaposes rather than composes” is 
indicative of a man prepared to challenge all schools of thought.  Leibowitz had 
influential friends in Paris – including Sartre, who edited Les temps modernes – and 
began to write highly charged articles for various journals.  Articles on Bartók and 
Stravinsky were to follow his 1945 article in L’Arche: “Olivier Messiaen ou 
l’Hédonisme Empirique dans la Musique Contemporaine”.  In this article Leibowitz 
critiqued Messiaen’s recent treatise – Technique de mon langage musical – using 
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language bordering on the vitriolic.   This paper will outline his central criticisms, 
place these in the context of Messiaen’s evolving language, and hypothesise that 
despite ridiculing and denigrating Messiaen (and perhaps trying to undermine his 
career), Leibowitz actually played a crucial role in Messiaen’s emergence several 
years later as a leader of the avant-garde. 

 
 
2.30-4.00 Session B: Viewing the Past – Nineteenth Century Editing and 
Performance (O’Callaghan Room) 
Chair: Anne Leahy 
 

Yo Tomita (Queen’s University Belfast)  
Pursuit of perfection: stages of revision in Wesley and Horn's 'New and Correct' 
edition of Bach's '48' 
 
Wesley and Horn's edition of Bach's Well-Tempered Clavier (1810-13) was the first 
edition of this work to be edited critically in England. It was also the first 'analysed' 
edition and it contained an introduction in which the editors stressed the accuracy of 
its text. My examination of its surviving specimens indicates that it was revised 
many times, not only to the musical text but also the details of the title-page and the 
list of subscribers. Through the detailed study of these revisions, I seek answers to 
the following questions: What prompted Wesley and Horn to revise their edition? 
Can specific revisions be explained by events in their lives? Are there noticeable 
shifts in Wesley's approach to revisions over the years? If so, what do they imply? 

 
Fiona M Palmer (Queen’s University Belfast)  
‘This sort of music is not so generally cultivated’: Vincent Novello, the University 
of Cambridge and the Fitzwilliam Music (1825) 
 
Vincent Novello’s association with the Fitzwilliam Museum in Cambridge 
preoccupied him in the mid-1820s.  The story of his access to, negotiations over, 
and dissemination of, the music manuscripts from the Fitzwilliam Collection, is 
fascinating.  It reveals not only a great deal about the protocols of negotiation at the 
time but also the editorial and publishing processes he employed.  Critical to the 
discussion is a document which became the basis of Novello’s publishing proposal 
to the Senate.  This letter contains nuggets of information that shed light on the 
prevailing attitudes towards ‘ancient’ repertoire and the consumption of printed 
music in England. 
 
Elaine Kelly (Univ. of Edinburgh)  
'Faced with the local critics, a Bach work has a difficult time': Brahms as a 
performer of baroque choral and keyboard music.  
 
Brahms was an avid scholar of earlier musics and through his work as a performer 
and editor did much to advance the cause of the early-music revival in the 19th-
century. This paper will focus on Brahms’s performances of baroque choral and 
keyboard music, placing them within the wider context of the revivalist movement. 
It will examine the reception of Brahms’s concerts and will determine his perception 
of baroque performance practices. In particular, the paper will explore his stance on 
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the question of authenticity in performance, centring on issues that were particularly 
contentious in the 19th century, such as the debate surrounding continuo realisation.   
 
 

4.00-4.30 Tea/Coffee 
 

 
 
4.30: Annual General Meeting of the Society for Musicology in Ireland 
(Bewerunge Room) 
 
 
 

 
7.30 Conference dinner (pre-booked only) 
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VENUES 
 
 

O’Callaghan Room and Bewerunge Room. 
 
Conference sessions take place in the two main lecture rooms next to each other on 
the ground floor of the Music Dept (Logic House). 
 
Riverstown Hall (Friday 5.45pm, lecture recital) 
 
Out the main, front door of Logic House, walk back towards the college gates. Left 
through the gateway immediately after the two ivy-clad buildings on your left. 
Riverstown Hall is on your left. 
 
Reneghan Hall (Friday 7.00pm, Reception) 
 
In the front entrance (the ‘President’s Arch’) of the main St Patrick’s College building 
at the back of St Joseph’s Square. Turn left along the corridor. Reneghan Hall is half 
way along after you turn the corner. 
 
 Staff Dining Room (self-service hot and light lunches available, Friday only) 
 
Turn left out of the front of Logic House, go through the archway and then turn left. 
The staff dining room is through the first door in the building on your right, and up 
the stairs. 
 
Pugin Hall  (a sandwich lunch on Saturday is included in the conference registration) 
 
Directions as for the Renehan Hall (above), but the first door on the left after the 
corner in the corridor. 
 
 
 
 
Conference dinner: Michelangelo’s Restaurant, Celbridge 
(Pre-booked only. Cost 32.50 excl. wine and service, payable individually at the 
restaurant) 
 
If you are coming to the dinner and have a car with space, or if you don’t have 
transport and need a lift, please meet outside the Music Dept at 7.00-7.10pm so that 
lifts can be arranged. 
 
 
 
Toilets:  
Ladies: ground floor of Logic House, by the back entrance opposite the stairs next to 
conference area. Also first floor at top of stairs at far end of building. 
 
Gents: ground floor of Logic House, by the back entrance opposite the stairs at far end 
of building. Also top floor, stairs at far end of building. 


