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Programme 
 

 

 

Friday 24 June 2011  
 

12.00-13.40 Registration and Refreshments 

13.45   Welcome – Katherine Brennan Hall 

14.00-15.30  Sessions 1-3 

 

Session 1 – Katherine Brennan Hall 

Chair: 

• Lorraine Byrne Bodley (National University of Ireland, Maynooth) 
From Philosophy to Musical Expression: On Reichardt’s Correspondence with Goethe 

• Angela Mace (Duke University and Humboldt-Universität zu Berlin) 

The Emergence of Fanny Hensel and the ‘Henselian’ Style 
• Aisling Kenny (National University of Ireland, Maynooth and St Patrick’s College, 

Drumcondra) 
Gender-bias in the Musical Press of 19th-Century Germany: The Receptive Climate 
Josephine Lang’s Lieder 

 



Session 2 – Recital Room 

Chair: 

• Carole O’Connor (DIT Conservatory of Music and Drama) 

Jehan Alain (1911-1940): Reception, Reactions and Representations of Death 
• Kevin O’Connell (Royal Irish Academy of Music) 

Paul Hindemith’s Voices 
• Benjamin Dwyer (Royal Irish Academy of Music) 

‘Within it lie ancient melodies’: Dowland’s Musical Rhetoric in Britten’s Songs from 
the Chinese 

 

Session 3 – Board Room 

Chair: 

• Mary Louise O’Donnell (Independent) 
The Iconography of the Irish Harp in the Celtic Tiger Years 

• Anne-Marie O’Farrell (DIT Conservatory of Music and Drama) 
Crafting the Divine: An Exploration of how Compositional Techniques Are Used to 
Express Ideology 

• Paul Christiansen (University of Southern Maine) 
‘Morning in America’: Manipulating Public Opinion with Music in the 1984 U.S. 
Presidential Campaign 

 

15.30-16.00 Refreshments 

 

16.00-17.00 Sessions 4-7 

 

Session 4 – Katherine Brennan Hall 

Chair: 

• Michael Lee (Queen’s University Belfast) 
Rinaldo and Armida (1698), Armide (1686) and the Gerusalemme Liberata (1581): 
negotiating translations, translating cultures 

• John Cunningham (University College Dublin) 
‘I fear the little gentleman is in a galloping consumption’: The Death and Resurrection 
of Arne’s The Fairy Prince  

 



Session 5 – Recital Room 

Chair: 

• Julian Horton (University College Dublin) 

Beethoven’s Error? The Modulating Ritornello and the Post-classical Piano Concerto 
• Majella Boland (University College Dublin) 

Tracing Field Historiography in Nineteenth Century British and Irish Press 

 

Session 6 – Board Room 

Chair: 

• Victor Lazzarini (National University of Ireland, Maynooth) 

John Coltrane’s Giant Steps and the T 3/S3 orbifold 

• Linley Hamilton (Independent) 
Jazz Grammar and the Socialisation of Improvisers 

 

Session 7 – Room 33 

• Frank Lawrence (University College Dublin) 
Chanting in Medieval Dublin: the two cathedrals re-visited 

• Pauline Graham (University College Dublin) 
‘All things visible and invisible’: William Byrd’s settings of the Creed in his Four-
Voice Mass and Great Service 

 

17.00-17.15 Plenary Session – Katherine Brennan Hall 

RILM Ireland Presentation 
 

17.15-18.00 Recital – Katherine Brennan Hall 

 

18.15-19.00 Annual General Meeting of the Society for Musicology in Ireland – 

Katherine Brennan Hall 

 

19.00 Reception  

 

Dinner – various local restaurants 

  



Saturday 25 June 2011  
 

9.00-10.30  Sessions 8-10 

 

Session 8 – Katherine Brennan Hall 

Roundtable (in association with Pipeworks Festival):  

‘As Good as Old’: Issues Surrounding the Preservation of 
Historic Organs in Ireland 

Chair: 

• Mark Duley (Artistic Director, Pipeworks) 
Beyond Neo-Baroque: The New Organ of Holy Trinity Church, Crosshaven, Co. Cork 

• Kate Manning (University College Dublin Archives) 
Towards a Scholarly Approach to the Preservation, Conservation and Restoration of 
Historic Organs in Ireland 

• Kerry Houston (DIT Conservatory of Music and Drama) 
The Samuel Green organ of Trinity College/Durrow Parish Church – background and 
future 

• Open panel discussion with  

o David Higgs (Professor of Organ; Chair, Organ and Historical Keyboards 

Department, Eastman School of Music, University of Rochester, New York) 

o Jacques van Oortmerssn (Professor of Organ, Amsterdam Conservatory; 

Organiste-Titulaire, Waalse Kerk, Amsterdam) 

 

Session 9 – Recital Room 

Chair: 

• Ruth Piquer (University of Cambridge) 

Modern Classicism and music in the Spanish Silver Age (1900-1936) 
• Louise O’Sullivan (National University of Ireland, Maynooth) 

Zigmund Schul (1916-1944):  Manifestations of Jewish Collective Memory 
• Berno Ruckstuhl (University College Dublin) 

A Synoptic View on the Orchestral Trumpeter in Gustav Mahler’s Time 
 



Session 10 – Board Room 

Chair: 

• Barbara Dignam (National University of Ireland, Maynooth) 

The Establishment of Electroacoustic Music in Paris and Cologne 
• Damien Sagrillo (Université du Luxembourg) 

Computer Analysis of Irish, Scottish and Luxembourgish Folksongs 
• Patrick McGlynn (National University of Ireland, Maynooth) 

Evaluating the Expressive Potential of New Gestural Interfaces through Experimental 
Musical Application Development 

 

10.30-11.00 Refreshments 

 

11.00-12.30 Sessions 11-13 

 

Session 11 – Katherine Brennan Hall 

Chair: 

• Colette Moloney (Waterford Institute of Technology) 

‘The Paper Fiddle’: The Contribution of Frank Roche (1866-1961) to the 
Understanding and Preservation of Irish Music 

• Christopher MacAuliffe (Waterford Institute of Technology) 
‘The Forgotten Voice’: The Richard Henebry (1863-1916) Collection of Irish Music 

• Tríona O’Hanlon (DIT Conservatory of Music and Drama) 
The Mercer’s Hospital Music Collection 

 

Session 12 – Recital Room 

Chair: 

• Lecture Recital 1: Rachel Bergman and Linda Monson (George Mason University) 

Formal Structure in Leonard Bernstein’s Halil  
• Lecture Recital 2: Aylish Kerrigan (Wuhan Conservatory of Music, China) and 

Dearbhla Collins (Royal Irish Academy of Music) 
Interpreting Schoenberg’s Opus 15:  Insights from a Singer 

 



Session 13 – Board Room 

Chair: 

• Laura Seddon (City University London) 

The Sonata versus the Phantasy: The Cobbett Competitions, the Society of Women 
Musicians and the Edwardian Woman Composer’s Dilemma 

• Nicole Grimes (University College Dublin) 

Brahms and the Fabric of Modernist Culture 
• Philip Graydon (DIT Conservatory of Music and Drama) 

‘Ein unergründlich’ Rätsel ist das Weib’: Misogyny, Mania and Maritricide in Max 
von Schillings’s Mona Lisa  

 

12.30-13.30 Lunch Break 

 

13.30-14.30 Recital – Katherine Brennan Hall 

 

14.30-16.00 Sessions 14-16 

 

Session 14 – Katherine Brennan Hall 

Chair: 

• David Wallace (Independent) 
Aloys Fleischmann and Joan Denise Moriarty: The Music and the Dance 

• Martin Tourish (DIT Conservatory of Music and Drama) 
The development of the musical catalyst theory as a means of mapping and expanding 
stylistic knowledge within the genre of Irish traditional dance music 

• Adrienne Brown (University College Dublin) 
Self, the Now and the Art Object in Music and Dance 

 

Session 15 – Recital Room 

Chair: 

• Ita Beausang (DIT Conservatory of Music and Drama) 
Nature versus nurture: Conflicting elements in the music of Ina Boyle 

• Jennifer O’Connor (Independent) 
The multi-faceted career of Dr Annie Patterson 

• Una Hunt (University College Dublin) 

Moore, Stevenson, Bishop and the Powers: a series of complex relationships 
 



Session 16 – Board Room 

Chair: 

• Adrian Smith (DIT Conservatory of Music and Drama) 

‘The Belligerent Toccata’: Gerald Barry’s Chevaux-de-frise 
• Axel Klein (Independent) 

How Ireland Came to Shape Musical Modernism  

 

16.00-16.30 Refreshments 

 

16.30-18.00 Sessions 17-19 

 

Session 17 – Katherine Brennan Hall 

Chair: 

• Adèle Commins (Dundalk Institute of Technology) 

Issues of Genre in Stanford’s Piano Preludes op.163 and op.179 
• Harry White (University College Dublin) 

Reclaiming Stanford 
• Ian Maxwell (University of Durham) 

Moeran in Ireland 1918-1919     
 

Session 18 – Recital Room 

Chair: 

• Lecture Recital 3: Sylvia O’Regan (Royal Irish Academy of Music) 
Posture Positive Vocal Production 

• Lecture Recital 4: Harrison Slater (Independent)  

Chopin and Liszt and the Vocal Nocturne 
 



Session 19 – Board Room 

Chair: 

• Hugo Shirley (King’s College, London) 

‘Inventing the Invisible Theatre’: John Culshaw’s Wagner and the Production of 
Prestige 

• Ciaran Kennedy (Queen’s University Belfast) 

Northern Ireland’s Studio Opera Group 1950-1984 
• Bianca Temes (Gheorghe Dima Music Academy, Cluj-Napoca, Romania) 

Ligeti’s String Quartet No.1: Stylistic Incongruence? 

 

18.30-19.30 Plenary Session: Keynote Lecture 

Chair: Professor Jan Smaczny, President of the Society for Musicology in Ireland 
 

Should We Forget About (Musical) Form? 
Professor Roger Parker (King’s College London) 

Venue: Grand Lodge, Freemasons’ Hall, Molesworth Street 

 

20.00  Conference Dinner 

  ‘Aston Suite’, Alexander Hotel, Merrion Square 

 

 

 

 

 



Sunday 26 June 2011  
 

9.30-11.00 Sessions 20-22 

 

Session 20 – Katherine Brennan Hall 

Group session:  

Histories of Music in Irish Higher Education: I 

Chair: 

• Aidan J. Thomson (Queen’s University Belfast) 
Music at Queen’s: Political Football, Sitting Tenant and Philosopher’s Axe 

• Kerry Houston (DIT Conservatory of Music and Drama) 
Music in Trinity College Dublin 

• Susan O’Regan (CIT Cork School of Music) 
‘Invertible canon? Music at UCC 

 

Session 21 – Recital Room 

Chair: 

• Laura Watson (National University of Ireland, Maynooth) 

Representations of identity at the Opéra and Opéra-Comique in the 1920s 
• Johanna Yunker (Stanford University) 

The Portrayal of Women in the Opera Productions of Ruth Berghaus: The Case of Les 
Troyens 

• Gyula Nagy (Eötvös Loránd University, Budapest and Royal Irish Academy of 

Music) 

Linearity and Nonlinearity in Purcell’s Semi-Operas 
 

 

Session 22 – Board Room 

Chair: 

• Emer Nestor (National University of Ireland, Maynooth) 
‘A Nightingale in the Pomegranate Tree’: Tchaikovsky’s Romeo and Juliet Duet for 
Soprano and Tenor 

• Jessica Shine (University College Cork) 
Sounds of Trauma in Gus Van Sant’s Paranoid Park 

 



11.00-11.30 Refreshments 
 

11.30-12.30  Sessions 23-25 

 

Session 23 – Katherine Brennan Hall 

Group session:  

Histories of Music in Irish Higher Education: II 

Chair: 

• Wolfgang Marx (University College Dublin) 
Music in UCD – Continuous Expansion after a Shaky Start 

• Hilary Bracefield (University of Ulster) 
University of Ulster, Youngish and Striving 

 

Session 24 – Recital Room 

Chair: 

• Lecture Recital 6: Michael McFarlane (Independent) 
The Unrecorded Irish Songs of John McCormack 

 

Session 25 – Board Room 

Chair: 

• Anne Hyland (University of Cambridge) 
Tautology or Teleology? Harold Bauer’s 1918 and 1942 editions of Schubert’s Piano 
Sonata in Bf major, D960 

• Barbara Strahan (National University of Ireland, Maynooth) 

Establishing Genre: Schubert’s engagement with the Fantasia Tradition 

 

Session 26 – Room 33 

Chair: 

• Estelle Murphy (University College Cork) 
‘Your most dutiful and loyal subject’: Musical Patronage and Self-Fashioning at the 
Late Stuart Court 

• Mairéad Berrill (St Patrick’s College, Drumcondra) 
Group Music-Making in Irish Secondary School Practice 

 

Conference concludes 



Abstracts 

Session 1 
Lorraine Byrne Bodley (National University of Ireland, Maynooth) 

From Philosophy to Musical Expression: On Reichardt’s Correspondence with Goethe 

The most seminal of the musical philosophies, Johann Friedrich Reichardt wrote extensively 
on the nature of musical experience and his many-sided and enquiring intellectual outlook is 
reflected in his correspondence with Goethe. Even in his earliest letters to the poet, Reichardt 
shows, to a degree very rare among musicians, a preoccupation with the value of art in 
society and the belief that it ought to serve a moral purpose for its users. His faith in the 
active role of music in the cultural life of all people enunciates the cultural optimism of the 
literary Enlightenment, which saw the conciliatory and cohesive function of the arts as 
education in the most comprehensible sense. 
This paper will illustrate how Reichardt was open to the intellectual currents of his time and 
how much of what he wrote in his letters to Goethe betrays the influence and even the 
vocabulary of the philosophers, Hamann and Kant. From Hamann, Reichardt drew the notion 
of art as a sacred function of the human spirit guiding those who share in it toward a true 
perception of human nature. In defining art in these terms, the composer was adumbrating a 
standpoint that ultimately was to transcend the expressive principle of the age of sentiment, 
the Classical ideal of aesthetic education and the Romantic concept of the hieratic function of 
the artist. This paper will also unveil the influence of Kant’s lectures on moral philosophy on 
Reichardt’s aesthetics of musical expression and his musical credo as set out in these letters.  
 

Angela R. Mace (Duke University and Humboldt-Universität zu Berlin) 

The Emergence of Fanny Hensel and the ‘Henselian’ Style 

When Fanny Mendelssohn said “good bye” to her brother Felix in the chilly pre-dawn on 
April 10, 1829, as he departed for his “Grand Tour,” the moment closed the first part of their 
lives and opened the second. When Felix returned to Berlin eight months later, Fanny was a 
married woman—Fanny Hensel—and Felix had an international career on the rise. They 
were no longer constant witnesses to each others lives and musical compositions.  
The separation opened new avenues for both composers to explore, and thus provides a 
crucial point at which their styles could diverge. I will test the idea that their styles did 
diverge, and attempt to understand how both could remain recognizably “Mendelssohnian” 
but also develop unique compositional voices. Central to this discussion will be Fanny’s 
String Quartet in E-flat major, which Felix criticized sharply for its adventurous treatment of 
dissonance and form. 
In the last few years of her short life, Fanny began to emerge into the professional realm as a 
publishing composer. Because Fanny had spent most of her compositional career in the 
private sphere, much of her earlier work had evinced a diary-like compositional process—
written, performed privately, and then left unrevised. I will explore how Fanny refined her 
personal style from the early 1830s to find her public persona for her publications in the 
1840s (lieder, piano pieces, and—although not published until after her death—the Piano 
Trio Op. 11), and, ultimately, posit the possibility of a “Henselian” style. 
 
 

 



Aisling Kenny (National University of Ireland, Maynooth and St. Patrick’s College, 

Drumcondra) 

Gender-bias in the Musical Press of 19th-Century Germany: The Receptive Climate 

Josephine Lang’s Lieder 

Josephine Lang was one of the most widely reviewed composers in 19th-century Germany. 
Reviews of her songs appeared in such prominent journals as the Neue Zeitschrift für Musik 
(the most notable of these being a positive review by Robert Schumann of her ‘Traumbild’, 
op. 28 no. 1, in 1838) and the Allgemeine Musikalische Zeitung. Although many of the 
reviewers recognized Lang’s gift for composing songs, the content of the reviews, however, 
reveals deeply ingrained perceptions of gender in the musical press, which were 
representative the environment in which Lang composed. This paper explores manifestations 
of this gender bias in reviews of her songs such as the infrequency of discussion of the actual 
music, for example, the use of subjective language, the reluctance to criticize the music for 
fear of hurting the composer, the use of a review as an opportunity to raise questions about 
women composers’ activities in general, and the frequent contradictory nature of ideas 
expressed, all of which reveal more about the environment in which Lang worked. This paper 
probes the significance of these manifestations in understanding the receptive climate of 
Lang’s songs. Comparison with reviews of music by other women composers such as Fanny 
Hensel and Maria Szymanowska reveals some interesting correlations. In addition, the 
question is also asked, how have these reviews influenced Lang’s 21st-century reception, if at 
all? 
 

Session 2 
Carole O’Connor (DIT Conservatory of Music and Drama) 

Jehan Alain (1911 – 1940): Reception, Reactions and Representations of Death 

Since his death in defense of France in June 1940, Jehan Alain’s remaining family has 
worked tirelessly to preserve his memory and promote his music. Consequently, he has 
become known as one of the central French composers of the 20th century. The war years saw 
the emergence of musical tributes to the composer from Marcel Dupré, Jean Langlais, 
Maurice Duruflé and Jean-Jacques Grunenwald. These reflect the profound sense of loss felt 
by the musical world.  
In 1990, to mark the 50th anniversary of his death, Alain’s contemporaries, André Fleury, 
Gaston Litaize and Jean Langlais, then late in their own lives, composed commemorative 
works. This paper examines these three compositions, addressing issues of late style. In 
tribute to this unique composer, Langlais’s Mort et resurrection, Fleury’s In Memoriam and 
Litaize’s Fantaisie sur le nom de Jehan Alain offer distinctly different perspectives on life 
and death. 
During the final years of his short life, Alain produced a number of remarkably prophetic 
works. The theme of life and death in his works, which is in turn the subject of these 
commemorations, provides insight in the minds of those whose lives were thrown into 
turmoil at the end of the Third Republic and throughout the occupation in France. 
 

 

 



Kevin O’Connell (Royal Irish Academy of Music) 

Paul Hindemith’s Voices 

At one time Hindemith’s Craft of Musical Composition (CMC) was a mainstay of musical 
teaching at tertiary level. The texts seem now to have fallen into neglect. Volumes II and III 
of CMC deal with the subject of counterpoint in Hindemith’s  combative  and idiosyncratic  
manner.  Volume II is fairly well known as Exercises in two-part writing. But Volume III, 
dealing with three-voice writing, is still unavailable in English. This makes forming a 
complete picture of Hindemith’s contrapuntal teaching difficult for the English reader.  
In this paper, Kevin O’Connell takes an overview of the two volumes and argues that they 
represent perhaps the most original contribution to the subject by any major twentieth century 
composer or teacher. Hindemith’s CMC has not wanted for extensive theoretical discussion 
of its merits and shortcomings, but Kevin O’Connell argues that these discussions have not 
concentrated sufficiently on Hindemith’s extensive musical examples, almost all of them 
composed by Hindemith himself. Many of these amount to quite substantial small madrigals 
and motets. 
The paper will conclude with an assessment of the relevance of CMC to current teaching and 
compositional concerns. 
 

Benjamin Dwyer (Royal Irish Academy of Music) 

‘Within it lie ancient melodies’: Dowland’s Musical Rhetoric in Britten’s Songs from the 

Chinese 

Benjamin Britten’s arrival on the English music scene was explosive. He stunned his older 
contemporaries with ‘foreign’ elements, as well as his vehement opposition to the use of 
English folk materials as a basis for composition. In this sense, Britten dismissed what 
actually constituted English music at the time as epitomized by Vaughn Williams and his 
circle. Circumventing the entire folk-inspired tradition, Britten reached back to the past 
towards two major English composers as pivotal sources of inspiration - Henry Purcell 
(1659-1695) and John Dowland (1563-1626). 
For centuries, Europeans drew upon their inheritance from ancient Greek political practice, 
believing that only through strict adherence to the laws of rhetoric could direct 
communication and aesthetic excitation be achieved. The use of a ‘musical rhetoric’ allowed 
musicians of the Renaissance and Baroque to identify the emotional content represented by a 
given musical text and to communicate that to an audience. Both Purcell and Dowland were 
masters of this technique. Dowland’s solo lute songs in particular, which were freed from the 
interpretative and technical strictures imposed by the madrigal and the motet, were often 
explosively expressive in their rhetoric and introduced a completely new musical experience 
to the English scene. His ability to amplify the meanings of the texts by correlating musical 
figurae was met with great enthusiasm by audiences. 
This paper highlights Britten’s use of Dowland’s ‘techniques’ of musical rhetoric in his song-
cycle Songs from the Chinese op. 58 (for tenor and guitar). However, I do not suggest that 
Britten’s study of Dowland’s musical rhetoric was objective or conscious. Instead, I argue 
that Dowland became a spiritual father to Britten, and he thereby absorbed his music to such 
an extent that many of Dowland’s signature musical characteristics were fused with his own 
unique voice. This fusion was a central aspect of the ‘newness’ of Britten’s music and his 
extraordinary success as a composer of songs. 
 
 



Session 3 
Mary Louise O’Donnell (Independent) 

The Iconography of the Irish Harp in the Celtic Tiger Years 

Since the foundation of the Irish Free State in 1922 the Irish harp has been employed as the 
official emblem of Ireland. Although there has often been controversy over the orientation 
and number of strings used on seals, the coat of arms and coinage, a design based on the 
Trinity College Harp by Percy Metcalfe in 1928 has remained the model for all official 
representations of the harp emblem. Since the mid 1990s there has been a considerable shift 
in the representation of the Irish harp emblem, in particular, in various government 
departments and Quangos e.g. Department of Agriculture, Fisheries and Food, Department of 
Defence, NAMA (National Asset Management Agency) and NTMA (National Treasury 
Management Agency). This paper explores the shifting interpretations of the iconography of 
the Irish harp in the Celtic Tiger years, and more recently, in the economic downturn, and 
attempts to critically analyse the Irish harp image with a view to exploring how the visual 
transformation of the Irish harp has reflected changing political, social and cultural values 
over the last two decades. By employing Erwin Panofsky’s three methodological steps from 
his seminal work Studies in Iconology (1939), namely, iconographic description, analysis and 
contextualised interpretation, I argue that the deconstruction of the traditional image of the 
Trinity Harp has rendered visible the emergence of a nation which has attempted to construct 
a new Irish identity.  
 

Anne-Marie O’Farrell (DIT Conservatory of Music and Drama) 

Crafting the Divine: An Exploration of how Compositional Techniques Are Used to 

Express Ideology 

This paper seeks to explore techniques of composition which composers have used in order to 
express ideologies related to religious belief systems.  While the use of words within a 
composition creates an immediacy of idea, theme and context, even more interesting are 
those works which without such dependence on text express ideologies derived from belief 
systems.  Rather, these compositions use structure, pitch choices, rhythmic elements, textural 
colours and symbolism to form ideological and theological references.  One example would 
be James Mac Millan’s Percussion Concerto Veni, Veni Emmanuel (1992), in which the 
rhythm of a heartbeat represents the divine taking on human form.  The problems of reliance 
on the representational will be explored, as will solutions which composers have found in 
order to move beyond the literal.  Musical works forming material for this discussion will 
include compositions by, among others, Arvo Pärt, John Tavener, Francis Pott and James 
MacMillan while historic derivation arises from the output of Bach, Bruckner, Scriabin and 
Messiaen. 
The making of music is a highly physical act, but aspects of its composition are an altogether 
more abstract endeavour.  At the same time, however, expression of theology is also physical, 
not least through liturgy in its use of music.  Abstract compositional ideas find their voice in 
the practical, the situational and the physical.  Also to be considered here are the 
contributions of such theologians/composers as Jeremy Begbie, Tom Wright and Paul Spicer 
since their work on the intersection of music and theology brings rich dialogue to this debate.  
 
 
 



 
Paul Christiansen (University of Southern Maine) 

“Morning in America”: Manipulating Public Opinion with Music in the 1984 U.S. 

Presidential Campaign 

The year 1984 was a watershed in the use of music in U.S. television campaign advertising. 
Following on the heels of technological developments in sound reproduction in television 
sets and MTV’s inception three years earlier, the 1984 presidential campaign saw striking 
changes in the way ads were conceived and constructed. “Prouder, Stronger, Better”—known 
popularly as “Morning in America”—used music as never before in a political ad. Whereas 
previously music was merely accompaniment to an ad’s voiceover and images, here, for the 
first time, music is the argument itself. Sweeping orchestral gestures, frequent chromatic 
modulations, and suspended chords lead to a convincing resolution ending with Reagan’s 
name and picture.  
Without music, the “Morning in America” spot is a nonsensical series of unrelated images 
strung together as a backdrop for the voiceover. Only when the music is introduced does the 
ad take on a powerful significance. Dominating the discourse and supported by an insistent 
narrator and images meant to generate positive feelings, the music evokes contentment, 
satisfaction, and pride. “Morning in America” is slick—production values are high and much 
consideration was given to how the ad can work as a unified whole, even as an artistic unity. 
Most viewers are unaware of how skillfully this message was crafted and polished to generate 
positive emotional associations with Reagan. Indeed, without analysis, we would scarcely be 
able to articulate exactly how this ad functions so effectively. The music does not convince 
by argument; it persuades through subterfuge. 
 

Session 4 
Michael Lee (Queen’s University Belfast) 

Rinaldo and Armida (1698), Armide (1686) and the Gerusalemme Liberata (1581): 

negotiating translations, translating cultures 

During the prologue to Rinaldo and Armida: A Tragedy, John Dennis warns the audience that 
what they are about to see is an adaptation: “Then all you Sparks who have to Paris Rid, / 
And there heard Lullys Musical Armide; / And Ye too, who at home have Tasso read, / This 
in precaution to you must be said…”   In the lines that follow, Torquato Tasso’s depiction of 
heroism in the Gerusalemme Liberata – the original source material – is judged insufficient 
for contemporary tastes and fit for improvement. 
A popular subject of translation across both cultures and genres, the romance of ‘Rinaldo and 
Armida’ (from Tasso’s epic) was successful in both dance and music theatre in France in the 
seventeenth century, with Armide, the tragédie en musique by Philippe Quinault and Jean-
Baptiste Lully, a notable triumph.  In further adapting this romance for the stage of the 
Lincoln’s Inn Fields Theatre as a ‘dramatick opera,’ Dennis and composer John Eccles were 
producing a work seemingly at odds with the Whig ideology shared by Dennis and his 
publisher, Jacob Tonson. This paper will discuss the dynamics of adaptation and translation 
in Dennis’ work, and show how a narrative popularised by Lully and Quinault in the theatre 
of the absolutist ancien régime could be reconstituted for the London stage.   
 

 



John Cunningham (University College Dublin) 

‘I fear the little gentleman is in a galloping consumption’: The Death and Resurrection 

of Arne’s The Fairy Prince 

In the summer of 1771 ten nobles were invested with the order of the Garter, among them 
King George III’s eldest sons. The spectacular ceremony at Windsor Castle captured the 
public’s imagination and inspired two theatrical entertainments. At Drury Lane, David 
Garrick’s entertainment was set to music by Charles Dibdin and proved popular with 
audiences. Not to be outdone, the manager of the Covent Garden Theatre, George Colman, 
responded by hastily conceiving a similarly patriot and elaborate entertainment, enlisting 
Thomas Augustine Arne to compose the music. Colman’s libretto is a hotchpotch, mostly 
based on Ben Jonson’s masque Oberon (interspersed with passages from Shakespeare, 
Dryden and Gilbert West). The Fairy Prince was premièred on 12 November 1771, and ran 
for 36 nights over the season. Although the opera was never revived in full, the music is of a 
very high quality and can be counted among Arne’s best work, so it is unfortunate that no full 
score survives. A vocal score was published in 1771; it includes keyboard arrangements of 
the overture and thirteen dances, but three choruses and all of the secco recitatives were 
omitted. However, in the process of compiling an edition of the opera (as part of The 
Cambridge Edition of the Works of Ben Jonson) a performing part used by one of the main 
actors has recently been uncovered that supplies a good deal of the previously unknown 
recitatives as well as a chorus part. This paper will re-examine The Fairy Prince in light of 
this discovery. 
 

Session 5 
Julian Horton (University College Dublin) 

Beethoven’s Error? The Modulating Ritornello and the Post-classical Piano Concerto 

Donald Tovey’s essay on Beethoven’s Third Piano Concerto (1936) drew attention to the first 
movement’s mediant ritornello second-theme presentation. For Tovey, this constituted an 
‘error’: in diverging from Mozart’s normal habit of reserving the structural modulation for 
the soloist, Beethoven risked tautology to the misguided end of according the ritornello 
symphonic weight. Subsequent commentary has reinforced the monotonal type’s normative 
status. James Hepokoski and Warren Darcy (2006, pp. 488–9) for example consider it ‘a 
strong first-level default’, characterising Mozart’s three putative exceptions (K. 413, K. 449 
and K. 466) as deformations playing on a concerted-symphonic generic ambiguity. 
Despite its ubiquity in the theoretical literature, the idea that the monotonal ritornello should 
be taken as normative for the post-classical repertoire is problematic, because in the fifty 
years after Mozart’s death, it constituted a minority practice. Composers of piano concerti 
from Dussek’s Op. 14 of 1791 to Henselt’s F minor Concerto of 1844 favoured the 
modulating type, and it persisted into the later century (for instance in Brahms’ Op. 83). 
Contemporaneous theory was, moreover, alert to this situation. Koch identified the 
modulating variant as one of three common subtypes, noting it as ‘ordinary in the newest 
concerti’ (Koch 1793/III, p. 335). 
This paper sketches a framework for theorising the modulating ritornello in the period 1790–
1850. Drawing on a survey of 60 piano concerti, it appraises the distribution of modulating 
and monotonal types, isolates three dominant variants of the former and assesses their large-
scale formal implications. I conclude by tracing the role canon formation has played in 



securing the monotonal ritornello’s centrality for Formenlehre, and suggest a more 
historically and empirically sensitive alternative approach. 
 

Majella Boland (University College Dublin) 

Tracing Field Historiography in Nineteenth Century British and Irish Press 

According to Patrick Piggott (1973) ‘so little is generally known about Irish-born John Field 
that it has proved, and still is, only too easy for writers to indulge in guess-work about his life 
and music without arousing the suspicions of the average reader’. Indeed Piggott indulges in 
a great deal of guess work himself: his long awaited monograph on Field has been reproached 
by Nicholas Temperley (1974) for not conforming to the ‘best standards of scholarship’. This 
is but one manner however, in which ambiguity surrounds Field reception. His association, 
first and foremost, as the instigator of the nocturne can be considered the hinge of his 
musicological existence; of which a glance at Irish and British press testifies. For instance 
The Daily News 27th December 1869 remarks that ‘John Field…composed much pianoforte 
music, of which little beyond his exquisite Notturnos is now remembered’. Although the 
nocturne is central to Field historiography, his piano concerti were of paramount importance 
during their time.   
Drawing on a study of views from nineteenth-century Irish and British press, this paper traces 
Field historiography and its emphasis on the nocturne. It broaches various issues relevant to 
Field reception, including musical activity in England, and the role of the piano concerto. I 
will identify when and why the nocturnes took prominence and I will explore the extent to 
which British and Irish press remain one of the most reliable sources for tracing and 
developing a Field historiography.  
 
Victor Lazzarini (National University of Ireland, Maynooth) 

John Coltrane’s Giant Steps and the T 3/S3 orbifold 
John Coltrane’s 1959 composition Giant Steps is considered a milestone of Modern Jazz, 
with its fast tempo and challenging chord progression. This paper will investigate the deep 
structural elements that make up its melodic and harmonic composition. Established 
approaches to the analysis of Jazz compositions tend to focus on typical tonal-functional 
descriptions, based on root movements of fourths and fifths, although in this case there is a 
recognition of the special status of the major third interval as a key structural component. In 
this text, I will try to tease out the elements that compose the melodic and harmonic fabric of 
the work, employing some recent analytical principles derived from group theory and 
topology, as well as concepts of Neo-Riemannian theory. In particular, I will attempt to show 
that the Giant Steps is based on a deeper structure that is revealed by the T 3/S3 orbifold, 
which can be shown to be a generalisation of Cohn’s hexatonic systems. Such theoretical 
constructs have been previously explored in terms of their application to voice-leading 
spaces. This text will review these principles and demonstrate their application in the context 
of Coltrane’s composition. 
 

Linley Hamilton (Independent) 

Jazz Grammar and the Socialisation of Improvisers 

The grammatical framework of jazz -- the intervals between consecutive notes, the 
disposition of chords in harmonic progressions, and the way improvisers in this idiom make 
expressive use of rests to articulate musical statements -- invites direct comparison with 



language. Griffith and Washington (in Clawing at the Limits of Cool (2008) compared the 
role of language in the socialisation of a community to the development of different ‘jazz 
dialects’ (e.g. Chicago, New York, LA, European), in which phrase length, intervallic 
structures, timbre and even instrumentation create a ‘jazz sound’ that can be categorized by 
geographical region in a similar way that accent, idiom and intonation identify where 
someone has been ‘socialised’. The metaphor may be extended to show that the interaction of 
improvisers with each other during performance is similarly comparable to communication in 
language: each musician influences the response of the other to (musical) statements, and 
draws vocabulary from the chords of the tune which provide musical responses in the context 
of the ‘jazz dialect’ they have been socialised into.  
While many people become successful speakers of foreign languages, the processes involved 
in learning languages has been under-utilised as a methodology to develop the beginning 
improviser. This paper proposes that the protocols outlined here, as well as establishing a 
framework for analysis of the regional style differences in jazz, can be used as a pedagogical 
tool for musicians who specialise in other, non-improvising genres, using transcriptions of 
key players, analysis of rhythmic structure, and notation as it compares to syllables. 
 
Session 7 

Frank Lawrence (University College Dublin) 

Chanting in Medieval Dublin: the two cathedrals re-visited 

A number of chant manuscripts and other liturgical books have survived from late-
medieval Dublin. Some of these manuscripts have already received considerable 
attention. In particular, the repertory of the so-called ‘Dublin Troper’ and the Easter 
Visitatio sepulcri liturgical drama in the Marsh [IRL Dm Z.4.2.20] and Rawlinson 
[GB Ob Rawl. liturg. d. 4] Processionals have received detailed attention. 
This paper will re-examine these 14th-century chant manuscripts and draw on the 
other surviving Dublin liturgical sources of the later middle ages situating them in the 
politico-historical context  It will investigate parts of the repertory which have not 
received attention before now, using the results to answer questions about the 
provenance, dating and compilation of these music manuscripts. The paper will 
demonstrate that the 14th-century Marsh Processional was made for Christ Church 
Cathedral. 
A brief re-assessment of the early history of the Use of Sarum in Dublin will be 
offered. With the coming of Anglo-Norman government to Ireland the musical and 
liturgical tradition of Sarum (Salisbury) greatly influenced large sections of the Irish 
church, particularly in the east and south-east of the country. In the later medieval 
period St Patrick’s Cathedral stands out as an assiduous follower of Sarum customs. 
The paper will seek to disentangle the early musico-liturgical and institutional history 
of this great Dublin landmark and clarify the extent of, and reasons for Sarum 
influence as the Middle Ages advanced, while also offering a perspective on the 
musico-liturgical tradition of both cathedrals before the advent of Sarum hegemony. 
 
 

 

 



Pauline Graham (University College Dublin) 

‘All things visible and invisible’: William Byrd’s settings of the Creed in his Four-Voice 

Mass and Great Service 

William Byrd, Gentleman of Elizabeth’s Chapel Royal, composed three Latin settings of the 
Catholic Mass Ordinary (c.1592–1595) and a large-scale, elaborate Great Service, combining 
music for the Anglican Morning, Communion and Evening Services. 
In this paper, I will argue that establishing an opposition between the Credo from Byrd’s 
Four-Voice Mass and the Creed from his Great Service exemplifies some controversial issues 
of confessional and political difference. These points of difference are expressed in 
complementary ways: firstly, by means of the language that was set in each case (Latin 
versus English); secondly, by reference to the authority that sanctioned each text (the Roman 
Catholic Church versus the Anglican Church); and thirdly, through the respective musical 
settings. Among the diverse compositional techniques involved, one can identify a 
predominantly homophonic style in the Great Service Creed, as opposed to a predominantly 
contrapuntal style in the Credo from the Four-Voice Mass.  
Also relevant to this paper is Byrd’s personal interest in language, which is evident from the 
command of musical rhetoric evinced in his vocal music, and more recently, has been 
demonstrated through the discovery of his library by John Harley and Kerry McCarthy. This 
has revealed his knowledge of legal terminology and the abstruse language known as ‘law 
French’. Exploring the divergences and commonalities between these two Creed settings 
offers some insight into Byrd’s approaches to the composition of sacred vocal music within a 
confessionally divided society and his attempt to probe, through music, how language can 
articulate points of religious difference. 
 
Plenary Session 

RILM Ireland Presentation 
 
Session 8  
Mark Duley (Artistic Director, Pipeworks) 

Beyond Neo-Baroque: The New Organ of Holy Trinity Church, Crosshaven, Co. Cork 

The organ has been a tardy member of the early music revival, having only recently emerged 
from the reactionary precepts of the ‘neo-baroque’ aesthetic. In the last decades of the 
twentieth century a handful of organ builders began to look beyond the ‘neo-baroque’, back 
to the old instruments themselves in an attempt to understand why their sound seemed 
impossible to emulate in modern organs. This now well-established ‘historical’ movement is 
characterized by painstaking study, documentation, and preservation of existing old organs, 
and new instruments built according to the knowledge gleaned from such discovery.  
It would be fair to say that this movement has had little impact in Ireland, until the recent 
completion of the new organ in Holy Trinity Church Crosshaven by Henk van Eeken. It bears 
the fruits of van Eeken’s many years of experience as a leading figure internationally in the 
‘historical’ movement. This paper will present the new Crosshaven organ as a signpost for a 
potential new direction in Irish organ building. It will highlight exciting recent discoveries 
about pipe-casting and construction, together with the builder’s exacting approach to the 
selection of materials and their treatment, and the multi-disciplinary nature of the whole 
project, bringing together expertise the fields of conservation, architecture, liturgy, 
performance practice and technology. It will demonstrate this instrument as an important part 
of the wider European organ scene, and a major addition to Ireland’s cultural life.  



Kate Manning (University College Dublin Archives) 
Towards a Scholarly Approach to the Preservation, Conservation and Restoration of 

Historic Organs in Ireland 

Unlike many European countries, Ireland has no formal procedures for the restoration of 
historic organs. This has resulted in a very unsatisfactory approach to the long term 
preservation of important instruments, and given rise to the situation where benign neglect 
has sometimes proved more beneficial to an instrument’s preservation than uninformed 
intervention. This paper will outline some of the issues involved in the identification, 
documentation and treatment of historic organs by looking at the treatment in Ireland of other 
aspects of what may be broadly understood as our material culture. It will examine 
established regulations and primary legislation in this area in other countries and look at some 
of Ireland’s current primary legislation that may be applicable to the safeguarding of this 
portion of our cultural inheritance. It will propose the adoption of an archival appraisal 
process known as a documentation strategy as the starting point to developing a scholarly and 
informed approach to the preservation of this part of our heritage. 
 
Kerry Houston (DIT Conservatory of Music and Drama) 

The Samuel Green organ of Trinity College/Durrow Parish Church—background and 

future 

There have been three Chapel buildings at Trinity College Dublin since its foundation in 
1592. The third (and present) chapel was consecrated in 1798 and a new organ by Samuel 
Green was provided. This was a large three manual instrument and seems to have been 
completed by Green’s foreman Benjamin Blyth under the direction of his widow Sarah Green 
(Samuel died in 1796). Interestingly, changing taste resulted in this fine instrument being 
abandoned in the late 1830s and removed to St Fintan’s Church, Durrow, Co Laois where it 
remains in an almost unaltered state. Green’s handsome case remained in Trinity and a new 
instrument was installed in this case by William Telford (although the choir organ from 
Green’s instrument was retained). The provision of an organ in rural Ireland was unusual in 
the early nineteenth century but the acquisition of Green's instrument was not for a parish 
church, but rather for the estate chapel of Viscount Ashbrook of Castle Durrow. There are 
only two examples of Green's work extant in Ireland—Cashel cathedral and the Trinity 
College organ now in Durrow. The instrument in Cashel has been radically altered and the 
original case is now in Wicklow parish church so the Trinity/Durrow instrument is by far the 
most significant. This paper explores trends in organ building in early nineteenth-century 
Ireland and outlines recent restoration work on this important historic instrument. 
 

Session 9 
Ruth Piquer (University of Cambridge) 

Modern Classicism and music in Spanish Silver Age (1900-1936) 

The terms Neo-Classicism, New Classicism, and Modern Classicism have often 
been used in Spanish musical historiography to refer to a trend developed 
in the called Silver Age (1900-1936) relating to the general ideas of Modernism and Avant-
garde. The origin, processes and meanings of this Modern Classicism cannot be 
analyzed without their conceptual, aesthetic and philosophical insertion in the context 
of Spanish artistic and intellectual circles of that time. In this paper I will analyze the concept 



in Spain through the main Avant-garde authors: Manuel de Falla, Adolfo Salazar, Ernesto 
Halffter and many others who give expression to this idea in their writings and works. I 
will focus on the specific relation between music and visual arts and compare texts and ideas 
on art and music, as well as on aesthetics and philosophy. Besides, I will show some related 
visual and musical examples of the main works.  
These criteria therefore imply a global perspective and a necessary clarification from an 
interdisciplinary approach to elucidate the implications of musical Modern classicism in 
Spain. 
 

Louise O’Sullivan (National University of Ireland, Maynooth) 

Zigmund Schul (1916-1944):  Manifestations of Jewish Collective Memory 

This paper will address the role of Jewish collective memory as it is expressed in the works 
composed by Zikmund Schul (1916-1944) during his internment in the Theresienstadt Ghetto 
from 1941-1944.   
Collective memory is an under-explored area in musicology.  It is not merely about an 
individual’s recollection of something significant from the past. Collective memory 
encapsulates how an individual’s memory has been informed and formed and how it is 
expressive of something that belongs to the framework of group memory.  In the 
Theresienstadt compositions of Zikmund Schul, there is strong evidence to suggest the 
influence of Jewish collective memory as the primary source of inspiration and meaning in 
his compositions.   This paper will focus on two of Schul’s works from Theresienstadt - Two 
Chassidic Dances for Viola and Cello (1941) and Di Finale di Cantata Judaica (1942) for 
choir and tenor solo - to elucidate elements of Jewish collective memory evident in his works.   
 
Berno Ruckstuhl (University College Dublin) 

A Synoptic View on the Orchestral Trumpeter in Gustav Mahler’s Time 

The privileges of 18th Century trumpeters appeared God-given. Trumpeter guilds, an 
exclusive and hermetically functioning organism within the protective structures laid out by 
dynastic rulers in the historical period of absolutism, were one of the most influential circles 
of power in the musical world at the time.  Their influential roles were founded not on 
musical but rather on representative and strategic qualities.  By 1810 the struggle of the 
musicians to maintain elitist positions was merely a footnote in the new volumes of an epoch 
looking for enlightenment.  Unable to understand the major challenges, a backward 
orientated, nostalgic attitude became the predominant feature of what was now an 
insignificant minority of musicians. With a new generation of artists winning over musical 
audiences by presenting cascades of virtuosity coupled with the creation of a truly profound 
and original tonal language, the trumpeters were left behind since nobody waited or wished 
for a revival of their archaic ideals. Although the now fully chromatic valve trumpet had 
overcome its predecessor’s biggest disadvantage, it could ironically not influence the 
instrument’s generally negative and restricted perception amongst leading as well as marginal 
composers. It was only in the 1860s and 70s when a reciprocal process between innovative 
composers, musicians and institutions established an enriched tableau. 
With this paper I will make use of my research on Gustav Mahler to further examine musical, 
cultural, social and political aspects, which influenced the artistic environment of the 
composer’s work. 
 



Session 10 
Barbara Dignam (National University of Ireland, Maynooth) 

The Establishment of Electroacoustic Music in Paris and Cologne 

Historically, the two founding centres for Electroacoustic Music were located at the RTF 
studios in Paris and the WDR studios in Cologne. This paper explores these salient centres, 
most especially the rivalry which ensued between them. It compares their individual 
evolutions through an examination of the various theories, practices and aesthetics of both 
(namely empirical Musique Concrète and systematic Elektronische Musik). Major figures are 
presented (e.g. the Schaeffer–Henry collaboration in Paris, and the efforts of Herbert Eimert, 
Karlheniz Stockhausen et al. in Cologne), and a number of important contributions to the 
oeuvre are discussed in terms of compositional technique and implementation of various 
technologies. Musical and technological advancements are also considered, in addition to the 
contextualisation of the centres within the wider international electroacoustic framework, 
chiefly educational establishments and compositional groups in the US and Japan. 
Conclusions about their collective contribution are drawn including influences made on 
contemporary composition. 
 

Damien Sagrillo (Université du Luxembourg) 

Computer Analysis of Irish, Scottish and Luxembourgish Folksongs 

At the end of the eighties Helmut Schaffrath (University of Essen) conceived the ‘Essen 
Assoziativ Code’ (EsAC) aiming to encode one part songs. Being one of many encoding 
facilities, it is nevertheless well adapted to folksongs of Central Europe. In parallel, a 
software package was developed in order to analyze the encoded material. This allows not 
only the digitization and the preservation of a large corpus of usually orally transmitted 
artefacts of folk culture, but also the interpretation of multiple musical factors in relation to 
folksongs. Meanwhile, thousands of songs have been encoded or transcribed to EsAC, so that 
today the EsAC database encloses a large corpus of thousands of songs from Germany, from 
other European countries, from Israel and … from China. Some of these databases are online 
and can be downloaded from different sites, for ex. (http://www.esac-data.org/). In addition, 
the software package is also available.  
After a short presentation of the historical facts and an introduction into the mechanism of 
EsAC, I will give some insights into my analysis in relation to Scales, melodic traits and 
forms of the three folksong corpora which I encoded at the beginning of the 1990ies. In 
conclusion, I will develop the immense features of EsAC - but honesty also demands to raise 
the question of the limits of an automated song analysis - for a comparison of the traditional 
music of the three different folksongs regions in special and for one-part songs in general. 
 
 
Patrick McGlynn (National University of Ireland, Maynooth) 

Evaluating the Expressive Potential of New Gestural Interfaces through Experimental 

Musical Application Development 

This paper investigates the capabilities of popular gestural interfaces and evaluates their 
potential as expressive musical performance tools. 
Recent commercial interest in the gestural control of home entertainment and portable 
computer systems has led to the development of affordable and elegant systems for motion 



capture. The computer music community is responding to these advances with enthusiasm, 
producing a steady stream of musical applications. 
The tendency of these applications to rely heavily on established paradigms of computer 
music performance is understandable, given the nascent technology, but a radical rethinking 
of these trends needs to take place before we can develop genuinely progressive and 
innovative musical applications. 
In response, this paper contends that the design of experimental musical applications can 
enable us to identify and exploit intuitive human-computer interaction schemes which fully 
avail of this new technology. 
This presentation will feature a live musical demonstration which illustrates the central 
concepts discussed. 
 

Session 11 

Colette Moloney (Waterford Institute of Technology) 

‘The Paper Witness’: The Contribution of Frank Roche (1866-1961) to the 

Understanding and Preservation of Irish Music 

Francis (Frank) Roche was born in August 1866 in the townland of Knocktoran, near Elton, 
County Limerick. His father, John Roche, was a music and dancing teacher. Frank, and his 
brothers Jim and John, later joined their father’s profession. Frank published his first 
collection of music, The Roche Collection of Irish Music, in 1912. His second collection 
appeared in 1927 and that was followed in 1932 by Airs and Fantasies. Frank continued his 
work as a teacher, performer, collector, composer and a Feis adjudicator until old age. He 
died in July 1961 just a month short of his ninety-sixth birthday.  
The proposed paper will discuss Roche’s musical background and his motivation for 
collecting music. His involvement with the Gaelic League organisation will be evaluated with 
a view to understanding how his immersion in the Irish language is reflected in his musical 
activities Archive recordings of his students will be analyzed to investigate if Roche’s 
students have a distinctive sound or style, and if Frank’s influence can be seen in the fiddle 
style of his native area. In addition, his publications will be examined to gain an insight into 
his procedure and theories as an editor, the nature of the repertoire collected, and what that 
tells us about the music and playing style of the time.  
 

Christopher MacAuliffe (Waterford Institute of Technology) 

‘The Forgotten Voice’: The Richard Henebry (1863-1916) Collection of Irish Music 

Richard Henebry, a priest and scholar of Irish language and music, was born in Portlaw, Co. 
Waterford in 1863. His involvement in the Gaelic revival aroused his interest in recording 
Irish music and as a traditional fiddler himself, he was more than qualified to collect and 
comment on the music. He was the first person in Ireland, who we know of, to collect sound 
samples ‘in the field’, using an Edison Phonograph.  
Henebry was not content to simply record the music, he also analysed it using a new, self-
devised scientific method. He examined his ‘field’ recordings using the latest audio and 
tonometric methods and technology. Because of his expertise in language, he also used some 
methods of phonological analysis to examine the music, thus creating a completely new and 
novel approach to musicology.  He also wrote two books on Irish music, Irish Music (1903) 
and A Handbook on Irish Music (1928). Although Fr. Henebry was widely respected by his 



contemporaries as a Gaelic scholar and musician, he is largely forgotten today as a music 
collector and analyst. 
This paper will give biographical detail on Richard Henebry and consider his motivation to 
collect Irish music. In addition, it will discuss the nature and source of the content in the 
extant Henebry Collection and outline his analytical approach to the music. The nature, status 
and role of Irish music in the early 20th century, and Henebry’s part in its preservation, will 
also be noted.  
 
Tríona O’Hanlon (DIT Conservatory of Music and Drama) 

The Mercer’s Hospital Music Collection 

Sources contained in the Mercer’s Hospital Music Collection date back to the eighteenth-
century.  The collection comprises fifty manuscript and seven printed volumes of music 
containing works by Handel, Greene, Boyce, Purcell, Corelli, Humfrey, Avison, Barsanti, 
Stanley and Festing.  Selected works from the hospital’s music collection were annually 
performed at the Mercer’s Hospital benefit concerts, which were established in April 1736 to 
provide important financial support to the hospital, which had opened on Stephen Street, 
Dublin in 1734.    
This paper will provide an overview of the Mercer’s Hospital Music Collection, housed at the 
Manuscripts’ Department at Trinity College, Dublin since May 1981. The following topics 
will be discussed in relation to the surviving fifty manuscript volumes in the collection; (i) 
the background to the collection, its compilation and preliminary examination; (ii) discussion 
of the repertoire performed together with an analysis of the adaptation of several works; (iii) 
dates for copying works in the collection will be established; (iv) this will lead to a discussion 
of the Mercer’s sources within the wider context of sources available for works by Handel, 
Greene and Boyce, and the creation of a stemmatic analysis. 
 

Session 12 
Rachel Bergman and Linda Monson (George Mason University) 

Formal Structure in Leonard Bernstein’s Halil 

Leonard Bernstein composed Halil (the Hebrew word for flute) in 1981 as a memorial to a 
young Israeli flutist killed in the 1973 Yom Kippur War.  Written for flute and orchestra, the 
work opens with a 12-tone row, yet is not exclusively a 12-tone work.  In his program note 
preceding the score, Bernstein writes that Halil is “formally unlike any other work I have 
written, but is like much of my music in its struggle between tonal and non-tonal forces…It is 
a kind of night-music, which, from its opening 12-tone row to its ambiguously diatonic final 
cadence, is an ongoing conflict of nocturnal images...” 
This lecture-recital will explore the extent to which Bernstein incorporates 12-tone 
techniques to achieve unity and coherence in this work.  While the opening section includes 
the complete retrograde of the initial 12-tone row, the remainder of the work is generated 
from one of three melodic motives derived from the opening 12-tone row.  Through a study 
of interval content and motivic transformation, the formal coherence of this work will 
become clear, revealing Bernstein’s ability to use a limited amount of musical material to 
generate a single, extended movement with a wide range of moods and a mix of tonal and 
post-tonal elements.  Musical excerpts will be demonstrated through live performance using 
the flute/piano version of the score, and a complete performance of the work (16 minutes) 
will conclude the lecture-recital. 
 



Aylish Kerrigan (Wuhan Conservatory of Music, China) and Dearbhla Collins (Royal 

Irish Academy of Music) 

Interpreting Schoenberg's Opus 15:  Insights from a Singer 

Arnold Schoenberg was one of the most influential figures in the history of music.  His 
eventual break with tonality ended a 400-year tradition and influenced generations of 
composers who followed. During the fin de siècle, the Romantic age was gradually giving 
way to Expressionism, Lieder had become firmly established in the wider context of concert 
performance and experimentation in extended tonality abounded.  Schoenberg’s song cycle, 
Das Buch der hängenden Gärten Opus 15, is a seminal work in the artistic canon of this 
period and specifically in vocal literature. 
The purpose of this lecture is to present a short study of Opus 15 from the singer’s 
perspective. The depth of interpretation, vocal technique and diction necessary to 
successfully master this work makes it of immeasurable value to the advanced singer.  It is 
pivotal in interpreting the works of Berio, Crumb, Cage and the entire new music literature, 
all of which owe a debt to Schoenberg’s break with tonality.  The value of learning such a 
work is often disputed on the grounds that it is too much of a strain on the voice and that it is 
impossible without perfect pitch. Aylish Kerrigan will explain from her experience of 
performing this work, what the singer deals with in preparing and performing these songs.  
Schoenberg’s choice of text will be considered in light of his famous essay Relationship to 
the Text.  Musical examples will be examined in a short recital accompanied by Dearbhla 
Collins to include Songs IV, VI and XII from the song cycle.  
 

Session 13 
Laura Sheddon (City University London) 

The Sonata versus the Phantasy: The Cobbett Competitions, the Society of Women 

Musicians and the Edwardian Woman Composer’s Dilemma 

In the early years of the twentieth century it had practically become a right of passage for a 
young British composer to write a phantasy. These included women, who were starting to 
filter through from British conservatoires, for the first time having studied composition as 
their major study. The phantasy presented a dilemma for the woman composer not only as to 
whether or not to engage with this genre; but also how to develop a ‘successful’ approach to 
it? This paper will examine the context of phantasy writing in this era including the formation 
of the Cobbett competitions for the composition of phantasies and the advocacy of 
instrumental chamber music for the development of women’s music by the newly formed 
Society of Women Musicians. It will then consider examples of how women chose to relate 
to the genre, especially phantasies written by Ethel Barns (1880-1948), Susan Spain-Dunk 
(1880-1962) and Alice Verne-Bredt (1868-1958) as well as discussing the possibilities for a 
female or indeed male composer to adhere to Cobbett’s instruction to apply free reign to their 
imaginations. Thus the paper will assess how free was the supposedly free-form phantasy, 
and consider the genre’s significance in the development of British women’s music. 
 
Nicole Grimes (University College Dublin) 

Brahms and the Fabric of Modernist Culture 

Much like threads through a tapestry, Modernism is interwoven and interconnected through 
the music of Brahms and through the writings of his critics. This can be traced through 



Brahms’s own defining sense of the Modern: he epitomises the Modernist composer through 
numerous facets—an historicist approach to composition; an innovative treatment of form, 
harmonic vocabulary, and thematic material; a creative adaptation of Renaissance and 
Baroque models; an awareness of the cultural implications of his music.  
The “chamber music” aesthetic and intellectual quality of his music were at first seen as 
negative by a generation of critics who recognised Brahms as one of the last composers in the 
long tradition of tonal music. Later, these same facets were seen in a more positive light. 
Features that, in one decade, were seen as negative, such as “bourgeois” style, came to be 
extolled as the outstanding aspects of Brahms’s music, in some instances by the same critics. 
This paper is concerned with how these writers, when working under different social 
contexts, interpreted these same features in different ways. 
The Marxist-socialist music critic Ernst Bloch (1885–1977) gave significant attention to the 
music of Brahms in two major publications that bookend his writing career: The Spirit of 
Utopia (1917–1923) and The Principles of Hope (1959). Bloch’s cultural optimism is widely 
considered to be a positive counterpart to Theodor Adorno’s cultural pessimism. The only 
places where Adorno dealt with Brahms’s music in any detail were the essay “Brahms 
Aktuelle” (1934) and a substantial manuscript on Beethoven, begun in 1938, that remained 
unpublished until 1998. Adorno also expounded, but in a more general way, on Brahms’s 
place in music history in his Philosophy of Modern Music (1949), and Introduction to the 
Sociology of Music (1962). This paper explores the complex subject of Brahms and the 
Fabric of Modernist Culture. It shows that Ernst Bloch, a cultural optimist and generally 
positive towards art, is largely pessimistic about Brahms’s place in music history. His view of 
Brahms as a cerebral composer of bourgeois, academic symphonies resonates with the view 
espoused by Wagner and Nietzsche in the 1870s and 1880s. Adorno, on the other hand, who 
is renowned for his cultural pessimism, is largely optimistic about Brahms’s place in music 
history. Adorno’s view of Brahms resonates with Schoenberg’s view of him as a progressive 
composer, and with the writings of a number of Brahms’s contemporary critics in the 1860s 
and 1870s.  
 

Philip Graydon (DIT Conservatory of Music and Drama) 

‘Ein unergründlich’ Rätsel ist das Weib’: Misogyny, Mania and Maritricide in Max von 

Schillings’s Mona Lisa 

Mona Lisa (1915), the fourth opera by the composer, conductor and opera administrator Max 
von Schillings (1868-1933), was also his most successful. By the mid-1920s, it had chalked 
up over a thousand performances throughout Germany and the rest of Europe. Strongly 
influenced by Italian verismo, Mona Lisa represents a skilful blend between Straussian 
chromaticism and Puccianian melos, with a gritty dramatic realism underpinned by the twin 
themes of jealousy and retribution. Despite its favourable reception, the opera vanished from 
the repertory after World War Two and has rarely been revived since. 
This paper places the opera in context as an exemplar of German operatic verism and, as 
such, the consequence of a bid on the part of the composer to escape the Wagnerian 
inheritance. In a related fashion, it also considers the opera as part of the contemporary vogue 
for Renaissance opera (vide Korngold’s Violanta, 1916, Zemlinsky’s Ein florentinische 
Tragödie, 1917, and Schreker’s Die Gezeichneten, 1918). Thirdly, this paper examines how 
the opera reflected darker concerns regarding the female in patriarchal society. 
 

 



Session 14 
David Wallace (Independent) 

Aloys Fleischmann and Joan Denise Moriarty: The Music and the Dance 

 

Martin Tourish (DIT Conservatory of Music and Drama) 

The development of the musical catalyst theory as a means of mapping and expanding 
stylistic knowledge within the genre of Irish traditional dance music 
The study of style within Irish traditional music is very much in its infancy. While authors 
published in the 1970s and 1980s such as Breandán Breathnach, Tomás Ó Canainn and Seán 
Ó Riada are generally credited as having produced the first significant body of literature 
relevant to the topic, many of their concepts and approaches can be seen in documents dating 
back as early as 1786.  However, the historiography of style in Irish traditional music has 
received very little, if any attention. 
Lawrence E. McCullough's article Style in Irish Traditional Music (1977) marks something 
of a turning point in terms of aspects of style in that stylistic elements are abstractly analysed 
under various parameters. In this case, four main variables are discussed; ornamentation, 
variation in melodic and rhythmic patterns, phrasing, and articulation. However, in a paper by 
Niall Keegan entitled, ‘The Parameters of Style in Irish Traditional Music’ (2010), these 
parameters for investigation expand to thirteen areas.  
Building on this more systematic approach, I am developing a methodology termed ‘The 
Musical Catalyst Theory’ which aims to assimilate and consolidate existing stylistic data into 
a systematic and coherent framework. From this, it is possible to address and significantly 
expand the evident gaps in current knowledge from a macro to micro level. This paper offers 
an overview of this process, demonstrating results achieved so far while outlining its practical 
use for musicians. 
 

Adrienne Brown (University College Dublin) 

Self, the Now and the Art Object in Music and Dance 

In this paper, I will examine Merce Cunningham’s Biped (1999) to music of the same name 
by Gavin Bryars, using Phenomenology as a theoretical framework.   
Musicology has a long-established tradition of analytic practise, not always in search of 
meaning or expressive purpose but more commonly treating music under analysis as 
definitively abstract.  The twentieth century saw a growth in what became known as New 
Musicology which aligned itself toward the musical event or experience, often resolutely 
from the receiver’s perspective and with a strong bias in favour of socio-cultural trends.  
In the case of Choreology on the other hand, there is a problem particularly in dance criticism 
with an almost exclusive reliance on commentary.  As Roger Copeland explains in his essay 
“Between Description and Deconstruction” (1998) the bias against dance criticism is caused 
by being myopically focused on description and this is, in effect, a bias against ideas. 
Postmodernism is pertinent as it is undoubtedly true that from at least the 1960s and up to the 
present time the cultural zeitgeist has been and is postmodern.  There is as yet no evidence 
that we have moved away from this cultural disposition, therefore it is an overarching cultural 
framework to which we either adhere or rebel from.  It can be said that dance scholarship has 
come of age during the postmodern era, and for the most part, the dance literature governing 
scholarship comes from that same period.  As such, there is a postmodern ‘feeling’ to the 
area, observations are fluid, findings are interrelated, and authorship is questioned.  Drawing 



on, Maurice Merleau-Ponty’s Phenomenology of Perception (1962),Edmund Husserl’s The 
Phenomenology of Internal Time-Consciousness (1964) and Remy Kwant’s  Phenomenology 
of Expression (1969, I will seek to address the gap between modes of enquiry in music or 
dance that lies between the art object and a personal response to it. 
 
Session 15 

Ita Beausang (DIT Conservatory of Music and Drama) 

Nature versus nurture: Conflicting elements in the music of Ina Boyle 

As a member of the Protestant Ascendancy the composer Ina Boyle could be categorised as a 
typical representative of the Anglo-Irish social class. Her maternal lineage included powerful 
members of the medical, military, legal and diplomatic professions; her clergyman father was 
a graduate of Trinity College Dublin. Although she had strong links with England throughout 
her life and looked to London for musical and cultural stimulus her home in Enniskerry was 
the place that defined her identity. Unlike her friend Elizabeth Maconchy she remained 
resident in Ireland, and drew constant inspiration from Irish mythology and the Wicklow 
landscape. She set texts by many Irish poets including Pádraig Pearse, W.B. Yeats and Eva 
Gore-Booth. One of her earliest works, the prize-winning orchestral rhapsody, The Magic 
Harp, was inspired by the magical harp of the ancient gods of Ireland, while many years later 
her sketch for small orchestra, Wildgeese, depicted the flight of birds over Lough Bray. This 
paper will explore the dichotomy between nature and nurture in Ina Boyle’s life and music. 
 

Jennifer O’Connor (Independent) 

The multi-faceted career of Dr. Annie Patterson 

Dr Annie Patterson was an organist, composer, teacher, examiner and writer of music. From 
the final decades of the nineteenth century to her death in 1934 she contributed to many areas 
of music in Ireland as well as Britain and was influential in the development of Ireland’s 
musical society through her founding of the Feis Ceoil competitions and her writing on 
music.  
Annie Patterson was educated at the RIAM and Alexandra College in Dublin. In 1889 she 
became the first woman to hold a Doctorate of Music in the British Isles. She spent the final 
decade of the nineteenth century examining for the Royal University of Ireland, composing 
music based on Irish themes, working as an organist and contributing articles to the Girl’s 
Own Paper in England. In 1897 she founded the Feis Ceoil and guided its organisation in the 
early years. She also contributed a series of articles on music to the Weekly Irish Times from 
1899 – 1901. 
In 1909 Patterson took up a job as organist at St. Anne’s in Shandon, Co. Cork. She also 
began to develop her career as a writer and in all she had ten books published, including a 
volume on Schuman for the Master Musician’s Series  and a book on the native music of 
Ireland. In 1924 she took up a lectureship in Irish music in Cork until her death in 1934.  
This paper will illustrate the remarkable career of Annie Patterson and the important 
contributions she made to music in Ireland. It will examine how such a hard working and 
influential musician has become all but forgotten in Irish musicology despite the fact that her 
work spanned so many facets of Irish music. It will compare her successful career as an 
organist, musicologist and organiser to those of her male peers such as Robert Stewart and 
Grattan Flood. 
 



Una Hunt (University College Dublin) 

Moore, Stevenson, Bishop and the Powers: a series of complex relationships 

In the early years of the nineteenth century, the poet Thomas Moore collaborated with 
composers Sir John Stevenson and Sir Henry Rowley Bishop in producing the enormously 
popular drawing-room songs, The Irish Melodies.  124 songs were issued in ten volumes 
between 1808 and 1834 and published by James Power in London while his brother William 
released editions in Dublin.  Despite their meteoric success and seminal importance, the 
process of creating The Irish Melodies and bringing them to print was fraught with 
difficulties.   
Despite their obvious importance as music publishers, little is known or documented 
regarding the Power brothers, and, due to the one-sided stance taken in the publication of 
some of their correspondence, it is difficult to pinpoint the exact nature of James Power’s 
fluctuating relationship with Moore.  The Irish Melodies certainly became their most 
important publishing venture, but it would seem that the songs were prey to the changing 
relationship between the Power brothers themselves and the dilemma into which Moore was 
subsequently plunged.  This came to a head with a quarrel and a court action taken by James, 
effectively barring his brother William from issuing further volumes of the songs.  As a 
result, the last sets were issued solely by James Power in London, and Stevenson, who had 
worked with Moore on the first seven volumes, was replaced by Bishop.   
This paper aims to untangle the complexities of Moore’s relationships with his collaborators 
and his music publishers, both individually and collectively, and draw conclusions on how 
these impacted on production of The Irish Melodies through the 26 years of their creation. 
 

Session 16 
Adrian Smith (DIT Conservatory of Music and Drama) 

‘The Belligerent Toccata’: Gerald Barry’s Chevaux-de-frise 

In the summer of 1984 Gerald Barry wrote, ‘I have no conventional technique. I feel now for 
this new direction I want to take, and I don’t know what that is, I will need a new technique. I 
am aching to discover a new and glorious polyphony’. While two and four-part counterpoint 
permeated the score of Barry’s most large-scale work of the eighties, his opera The 
Intelligence Park (1982-1988), it is perhaps in his orchestral work Chevaux-de-Frise 
completed that same year, that Barry’s sense of polyphony is most persuasively married to 
his sense of reckless abandon. The work, originally commissioned to commemorate the 400th 
anniversary of the Spanish Armada, received its premiere on the 15th of August 1988 at the 
Henry Wood Promenade Concerts. At that time, it was Barry’s longest purely instrumental 
work and revealed something of a new departure in terms of his formal thinking. In contrast 
to his earlier music which tended to rework essentially the same material over an extended 
period, Chevaux-de-frise is constructed in block-sections of different material. Yet despite its 
sectionality, the work maintains the manic obsessiveness which characterised much of his 
early music. This paper will attempt to illuminate how Barry reconciles these apparent 
contradictions through an analysis of the work.   
 

 

 

 



Axel Klein (Independent) 

How Ireland Came to Shape Musical Modernism 

In its own perception, Ireland has rather followed, and not led, stylistic developments in 
twentieth-century art music. However, in a different sense, an image of Ireland, and also the 
music of Ireland, were essential ingredients in the music of one man who has had a profound 
influence on the musical avant-garde of the twentieth century. Although the man is relatively 
well-known, his Irish side is not, and particularly so in Ireland. This paper will trace the 
career of this important personality and explore the Irish influences that were so essential to 
his personal and creative development, and without which his music cannot be fully 
appreciated. 
 

Session 17 
Adèle Commins (Dundalk Institute of Technology) 

Issues of Genre in Stanford’s Piano Preludes op.163 and op.179 

Difficulties with the classification of genres have dominated musicological studies. In the 
case of the prelude the emergence of the unattached or independent prelude with an 
abandonment of its prefatory role in the nineteenth century resulted in a change of function 
and differing perceptions of the genre. Kramer believed that the unattached preludes of the 
nineteenth and twentieth centuries could be considered a Romantic composition separate 
from its Baroque predecessor. This does not fully apply to Stanford’s forty-eight preludes 
which were composed in the early twentieth century, however, due to his fusion of both 
Baroque and Romantic practices. 
One ‘problem’ which emerges with the composition of a prelude, however, is that there is no 
clear structural or formal model for the composer to follow. Samson noted Chopin’s 
‘persistent allusion to genres outside the main controlling genre of the work’. Stanford, too, 
infused a number of popular genres within his controlling genre of the prelude. Although this 
infusion can create tension between the ‘host’ and ‘guest’ genre, the integration of and 
allusion to the popular genre within that of the prelude adds an extra dimension to the 
expected presentation of the prelude. The composition of the preludes held special 
significance for Stanford in his mature years while the inclusion of particular popular genres 
offer a snapshot of his favoured styles and popular genres.  
At the forefront of this paper will be an examination of those preludes which include both 
explicit and implicit reference to popular genres and styles within the controlling genre of the 
prelude. This examination will demonstrate that Stanford, while choosing to follow a 
Baroque tonal model, saw the prelude genre as an evolving genre, not completely fixed in its 
presentation or function, a theme recognised by writers such as Citron and Hernstein Smith. 
This paper will also explore Stanford’s exploitation of both Baroque and Romantic trends 
within his unique approach to this genre as he explored the expressive possibilities of the 
prelude genre through his comprehensive cycle of miniatures. Acknowledging Stanford as the 
first Irish or English composer to produce such a collection, which confirms a greater interest 
in this genre than his contemporaries, and coupled with his imaginative approach to the 
genre, deems the works worthy of reappraisal in the course of prelude studies.  
 

 

 



Harry White (University College Dublin) 

Reclaiming Stanford 

Questions of cultural and national identity almost inevitably arise in the reception history 
which attaches to the music and career of Charles Villiers Stanford. In particular, Stanford’s 
significance as a composer is conventionally mediated through considerations of his 
influence as a teacher, his decisive contribution to the reanimation of British music in the late 
nineteenth century and his difficult and sometimes controversial relations with the country of 
his birth. This paper offers a fresh reading of Stanford’s impact on Victorian musical culture 
by comparing Stanford to his close contemporary, Oscar Wilde.  Recent assessments of 
Wilde (notably by Declan Kiberd) have tried to foreground the writer’s identity as a 
subversive agent in the context of Victorian theatre and thus to reclaim Irishness as an 
essential feature of Wilde’s dramatic discourse. By contrast, Stanford, who engaged much 
more directly with ideas of Ireland in his music, nevertheless remains isolated from any such 
postcolonial reading of Irishness. A diagnosis of this problem can help to restore credibility 
to the idea of Stanford as an Irish composer.  
 

Ian Maxwell (University of Durham) 

Moeran in Ireland 1918-1919 

In May 1917, EJ Moeran received a shrapnel wound while pursuing his duties as a motor-
cycle dispatch rider in north-eastern France. The injury served to remove him from the front-
line and he never returned. During 1918 and 1919, he spent extended periods in Ireland.  
The first reliable record that places Moeran in Ireland is dated 23 March 1918. This is a 
Medical Board Report on the progress of his recovery from the injury suffered the previous 
year. The evidence suggests that Moeran spent most of 1918 and some of 1919 in Ireland. He 
was able to travel about and collected a number of Irish Folksongs. These were recorded in a 
Notebook that is now in the archive collection at Trinity College in Dublin. 
Politically, Ireland was becoming increasingly unsettled during 1918 and the War of 
Independence effectively began in January 1919. Moeran’s deliberate return to the country at 
a time of great upheaval and certain danger implies the possibility of motives additional to 
those of collecting folksongs. Moeran’s father’s family was Irish and Moeran himself 
indicates a sympathy with the Nationalist cause in his letters. 
This paper presents what is known of Moeran’s activities in Ireland during 1918 and 1919 
and examines what effect his first exposure to the country of his paternal ancestors had on 
him as a composer. 
 
Session 18 

Sylvia O’Regan (Royal Irish Academy of Music) 

Posture Positive Vocal Production 

The concept for my lecture recital, POSTURE POSITIVE VOCAL PRODUCTION, emerged 
from my observation over almost three decades that, even though much attention appears to 
be given to posture and breathing in the execution of good singing (or speaking), the practical 
application of these are rare. 
In my own experience of learning to sing, there was no correct application, resulting in the 
loss of my voice for two years. This dramatic event prompted my own research. Most adults 
and adolescents in Northern Europe have poor posture habits which are caused by a number 



of factors, not the least of which, is sitting in desks for long periods of the day from a very 
young age.  
Unfortunately, it is impossible to produce a sound that people will happily pay to hear, if the 
posture and therefore the breathing is not correct. It will inevitably produce some sort of fault 
in the voice, such as, a tightness; a wobble; a tremor or even a grating of the sound. All of 
these can be most unpleasant on the ear.  
I don’t think any adult who is involved in a music career can have escaped the horror sounds 
of a wobbly soprano or a nastily tight tenor, giving opera a ‘bad name’.  
(I refer to their voices, and not their physicality or personalities, of course)  
The correct vocal production is easily observed in babies and young children, who never have 
difficulty screaming for lengthy periods. I have never heard a baby complain of being hoarse, 
for example, because he or she cried for too long yesterday! 
We lose this natural ability as our perfect posture is eroded, and instead of using the upper 
abdominal muscles to produce the sound in the correct way, we start to constrict muscles near 
the voice box to vocalise. 
In my Lecture Recital, I intend to examine the above, and then demonstrate how the correct 
posture and breathing produces the most pleasing sound, with the assistance of my own 
singing students.  
 

Harrison Slater (Independent) 

Chopin and Liszt and the Vocal Nocturne 

For two centuries, the piano works of Chopin and Liszt have evoked vocal quality to 
listeners.  Scholars have looked to the vocal genres that may have influenced their oeuvres. 
The rich tradition of the vocal nocturne, lasting over a century, is documented in a 1993 
Mozart-Jahrbuch article by the author, and is the subject of an upcoming monograph, The 
Vocal Nocturne in the Eighteenth and Nineteenth Century.  Cultivated by well over one 
hundred composers, the vocal nocturne tradition plays an important part in the transition of 
Italian and French vocal music to the newly developing style of the piano. 
The vocal nocturne tradition was widespread throughout Europe for the six decades before 
the arrival of Liszt and Chopin in Paris.  Audiences of the time would have had no difficulty 
recognizing allusions to vocal duets and trios, for example, those of Blangini who wrote over 
170, and whose nocturnes “made the tour of the world … in Paris, London, Vienna, Berlin, 
Naples, Milan, Munich and Saint Petersburg.” 
Metastasian poetry from the Strofe per musica inspired the Italian eighteenth-century vocal 
nocturne.  The translation to French in the nineteenth-century Duo Nocturne was a critical 
transition, not only for vocal music, but also for the piano.  In the music of Liszt and Chopin, 
a relatively short passage taken from the vocal tradition infuses the work with the nostalgia of 
Italian song, so it is not surprising to find them in works like Venezia e Napoli (c1840).  No. 
3 provides the clearest example of a vocal nocturne texture (usually two sopranos) with the 
suggestion of a harp accompaniment.  The evocation of two women’s voices is less apparent 
than in the works of Chopin, because of Liszt’s pianistic “overlay” of a shimmering 
accompaniment and additional voice doublings, which often masks the vocal nocturne 
structure.  

Significant examples in Chopin’s nocturnes include Op. 27, No. 1 (mm. 19-26, 94-98), Op.  
27, No. 2 (mm. 10-17), Opus posth. 72, No. 1 (mm. 12-26), KK IVa No. 16 (mm. 21-23, 25-
27) and Op. 62, No. 1 (mm. 11-21).  



The influence of the vocal nocturne can also be seen in sections of Liszt’s Consolation in D 
Flat, marked “Lento placido” (mm. 30-35, 38-43, 57-61), and in the Apparitions, composed 
in 1834 when Liszt was in Paris.  One of the predominant textures of No. 1 is the vocal duet 
theme (mm. 11-15, 39-49, 70-74).  No. 2 (marked dolce amabile) reveals this texture in the 
middle section, “Maggiore.”  Other works with vocal nocturne passages include the 
Impromptu (Nocturne), Tränen, En rêve (Nocturne), Berceuse in F Sharp Major and Les 
Cloches de G….  
Both Liszt and Chopin end works with a poignant evocation of sopranos singing in thirds or 
sixths:  Liszt in the Sonetto 104 di Petrarca (S. 161, mm. 87-93), Consolation in D Flat (mm. 
57-61) and in Apparitions, No. 1 (mm. 90-93); Chopin in the Nocturne in C Sharp Minor, 
Op. 27, No. 1 and in the Nocturne in D Flat Major, Op. 27, No. 2. 
 
Session 19 

Hugo Shirley (King’s College, London) 

‘Inventing the Invisible Theatre’: John Culshaw’s Wagner and the Production of 

Prestige. 

Advances in the technology of reproduction and the economics of the recording industry 
have, in recent years, brought a fundamental change to the way opera is experienced outside 
of the opera house. Filmed operatic performance and the high-definition cinema broadcast 
have largely replaced the large-scale studio opera recording. ‘Liveness’, whose attendant 
imperfections were banished in a studio product aspiring to score-like permanence, has been 
reclaimed as a virtue. Against this background, I build upon the work of Eric Clarke and 
David Patmore in examining the case of record producer John Culshaw and specifically the 
‘Solti Ring’, (recorded 1958-66). This project was framed within a rhetoric of authenticity, 
and set out to create a purely aural experience that was supposedly closer to the composer’s 
intentions than was thought possible in the theatre. Taking the critical stance such claims 
demand, I ask whether it is possible to separate them from understandable needs for 
marketing such an expensively produced musical product, or whether the same tools applied 
in unmasking the ideology of the canon should be applied to these recordings. As such, I 
examine their attempt to accumulate various forms of prestige: (high-)fidelity, the insistence 
on Vienna—its orchestra and Tradition—as a prerequisite for the venture, as well as 
exploiting the iconography of the box-set. Positioning the recording within this cultural and 
sociological context, I then go on to ask, within a broader philosophical framework, what 
more it can tell us about music’s—and specifically opera’s—still problematic relationship 
with technology.  
 

Ciaran Kennedy (Queen’s University Belfast) 

Northern Ireland’s Studio Opera Group 1950 – 1984 

Studio Opera was initially established with the intention of bringing operatic entertainment to 
Northern Irish audiences who otherwise would not have had access to this type of music. In 
the early twentieth century Northern Ireland had a strong tradition of amateur choral singing, 
though there is little evidence of there being much orchestral music making. The formation of 
the Studio String Orchestra in 1947 somewhat bridged this gap, and from this the first 
operatic production – Haydn’s La Canterina – took place in 1950. Chamber operas 
dominated the early years of the group’s existence, though these critically acclaimed 



performances lead to the production of larger works, with the Italian operas of Mozart and 
Rossini regularly appearing by the late 1970s.  
Although it remained an essentially amateur organisation, Studio Opera received funding 
from the Arts Council N.I., which lead to collaboration with the Ulster Orchestra and greater 
artistic credibility, making it one of the most significant musical institutions in Northern 
Ireland by the time it was replaced by Opera Northern Ireland in 1984. This paper will outline 
the development of Studio Opera Group, acknowledging its contribution to classical music in 
Northern Ireland, as well as using the success of the company in Belfast - and on tour - to 
attempt to gauge the musical appetites of audiences in the province throughout the period. 
 
Bianca Temes (Gheorghe Dima Music Academy, Cluj-Napoca, Romania) 

Ligeti’s String Quartet no.1; Stylistic Incongruence? 

Compared to Ligeti’s String Quartet no.2, Métamorphoses nocturnes is a piece that has been 
less explored, although it towers over the author’s early creations. Using a sole melodic motif 
extracted from Bartók’s piano piece Klänge der Nacht, the Quartet develops a set of syntactic 
and language characteristics that confer this Budapest period work a reverential gesture to 
Ligeti’s outstanding predecessor. The arch form structure, the continuous variation technique, 
the fusion between chromaticism and diatonicism, they all highlight a compelling 
interconnection with Bartók’s universe. Our emphasis on the stylistic incongruence concept 
emerges from the contrast between the five constitutive sections of the arch form and the 
coda segment. Whilst the constant transformation technique of the generative motif in all five 
sections polarizes titles such as Musica Ricercata, Sechs Bagatellen für Bläserquintett, the 
coda conceals a stylistic border zone and prefaces an irreversible evolution process towards 
significant works of the next decade – Glissandi, Apparitions, Athmosphères. It leads directly 
to the meta-language of sonorous fields and static blocks projected beyond any gravitational 
space, where musical parameters dissolve in a unique one: the timbre colour. These new 
elements will trigger in future works the structural collapse and the disintegration of the 
articulated form, which will become noteworthy stilemas of his later creation. The title’s 
declared metamorphosis required a multi-level semantic decoding, but the analysis finally 
provided all the arguments in order to consider String Quartet no.1 synonymous with Ligeti’s 
definitive stylistic conversion. 
 

Plenary Session: Keynote Lecture 

Professor Roger Parker 

‘Should We Forget About (Musical) Form?’ 

 

 

 

 

 

 

 



Session 20 
Aidan J. Thomson (Queen’s University Belfast) 

Music at Queen's: Political Football, Sitting Tenant and Philosopher's Axe 

Music was first taught at Queen’s College Belfast in 1903, when Laurence Walker was first 
appointed a part-time Lecturer in Music with a remit to deliver lectures as part of the BA 
degree programme. Hopes that this might lead to a Faculty of Music when the college 
acquired full university status in 1908 came to nothing, however, and no full-time position 
was created until 1947 when Ivor Keys was appointed first Lecturer in Music, and then in 
1951, Hamilton Harty Professor. Since then the Department of Music and its various 
successors (currently the School of Music and Sonic Arts) has grown, both in staff and in 
student numbers, to become one of the largest in either the UK or the island of Ireland. This 
paper will consider four particular issues in the history of the department. Firstly, it will 
outline the controversial and sectarian-tinged history of the near-creation of the Faculty of 
Music in 1908, perhaps the only occasion when Music as an academic discipline has been 
used as a political football in the House of Commons at Westminster. Secondly, it will 
consider the discussions that gave rise to the then Department’s move to its current premises 
in University Square in 1967: a ‘temporary’ solution that has now lasted forty-four years. 
Thirdly, it will examine the evolution of the syllabus of the BMus degree, noting how the 
original principles of the degree – a mixture of theoretical, historical, practical and 
compositional training – have remained largely intact, whilst adjusting to modularization, 
increased student numbers and changes to the A-Level syllabus and how it is taught. Finally, 
and most topically, it will consider the challenges that the School faces in the light of the 
Browne Report’s recommendations for the future funding of Humanities in British 
universities. 
 

Kerry Houston (DIT Conservatory of Music and Drama) 

Music in Trinity College Dublin 

There were several plans to establish a university in Dublin during the sixteenth century, but 
it was not until 1592 that these plans came to fruition. A royal charter dated 3 March 1591, 
old style, provided for the ‘College of the most Holy and Undivided Trinity of the foundation 
of Queen Elizabeth, near Dublin’. Music was a feature of College life from earliest times (it 
seems that the first degree in music was awarded in 1612). However, music appears to have 
been centred on the College Chapel (there is reference to a Thomas Patrickson as the ‘present 
organist’ in 1675). The centenary of the College was marked with the commission of an ode 
Great Parent, Hail by Henry Purcell but the first Professor of Music (the Earl of Mornington) 
was not appointed until 1764. Subsequent holders of that post were predominantly church 
musicians (and many were non resident) but there was no fulltime undergraduate course in 
music until the appointment of Brian Boydell as professor of music. The duties of the 
professor of music prior to Boydell’s appointment were primarily the provision of music for 
college ceremonies, delivering of occasional lectures and examination of exercises for the 
degrees of MusB and MusD. This paper examines the sometimes elusive role of music at the 
University from its foundation until the early years of Boydell’s professorship. 
 

 

 



Susan O’Regan (CIT Cork School of Music) 

Music at UCC: Policies and Courses of Study for the Bachelor of Music Degree since 

1906 

Although founded in 1845, Queen’s College, Cork did not establish a Chair of Music until 
1906. The appointment of Frederick St John Lacy, however, did not generate significant 
interest in the study of music and there were few students in the early years. Following the 
establishment of Irish Free state in 1922, the study of Irish traditional music was promoted at 
UCC by the creation of a Chair of Irish Music, funded by Cork Corporation. A steady stream 
of students did not occur until 1928. The appointment of one of its earliest graduates, Aloys 
Fleischmann, as acting Professor in 1934, however, began a dynamic phase in the history of 
music at UCC, which extended until the 1970s, coinciding with the economic and cultural 
growth of Ireland as a whole. Fleischmann’s musical leadership was characterised by a keen 
responsiveness to the cultural needs of a developing nation, and was reflected both in the 
structuring of courses within the Music Department, and in several important initiatives of 
regional significance.  
On the retirement of Fleischmann in 1980, the appointment of David Wulstan forced a 
revision of the music department’s mission, bringing it more closely into line with British 
university departments of the time, radically reframing the courses. Subsequent appointments 
have led to the creation of several new courses and greater diversity of student choices, whilst 
maintaining a distinctive focus on the study of Irish music. This paper will consider the 
history of music at UCC by considering policies and courses taught for the Bachelor of Music 
degree through the tenure of successive professorships. 
 

Session 21 

Laura Watson (National University of Ireland, Maynooth) 

Representations of identity at the Opéra and Opéra-Comique in the 1920s 

With the explosion of the French avant-garde in the aftermath of World War 1, the traditional 
fare offered in the 1920s by the long-established Paris opera houses, the Opéra and Opéra-
Comique, is often regarded negatively in comparison. Several of the featured composers 
belonged to the older generation who tended to write in a more conservative style than their 
younger colleagues, such as the members of Les Six, and many of the productions were never 
revived after their first run. However, a substantial number of the operas met with initial 
acclaim. These were all concerned with identity: they included exotic portrayals of India in 
Roussel’s Padmâvatî (1923) and Ireland in Rabaud’s L’Appel de la mer (1924), as well as 
representations of local life in works such as d’Indy’s La Légende de Saint-Christophe 
(1920), Hüe’s Dans l’ombre de la cathédrale (1921) and Canteloube’s Le Mas (1929). 
 In this paper I argue that these operas shine a light on the most contentious French 
cultural, religious and political issues of the 1920s and should be reassessed primarily in that 
context. Furthermore, the perceived dichotomy between the old guard and the emerging 
generation of musicians needs to be re-examined. Evidence suggests that the older, 
overlooked repertoire sparked a direct and significance response by Milhaud in his opera 
Esther de Carpentras (composed in 1926 and premiered in 1938). This in turn indicates a 
strong shared sense of purpose between often ideologically opposed individuals on discourses 
of nationality and social solidarity during this decade.   
 

 



Johanna Yunker (Stanford University) 

The Portrayal of Women in the Opera Productions of Ruth Berghaus: The Case of Les 

Troyens 

East German opera director Ruth Berghaus (1927-1996) regularly denied that her gender was 
somehow informative for her work.  However, Berghaus purposely focused on female 
characters in her opera production, in an effort “to show social relationships and expose 
domesticated feelings.” Her interpretations of canonical works turn the opera’s spotlight on 
the female characters rather than the male leads. 
In this paper, I explore the representation of women in her production of Berlioz’s Die 
Trojaner (Frankfurt am Main, 1983).  Berghaus was influenced by the poetics lectures by 
East German Christa Wolf, delivered at the University of Frankfurt in 1982, in which she 
retold the story of Kassandra, whose unheard forecasts represented the unheard voice of 
women in the GDR.   Like Wolf, Berghaus 're-wrote' the myth of the Roman foundation to 
one of female tragedy and the casualties of war, rather than just an appropriation of the 
foundation myth (perhaps the expected staging from an East German director, as the GDR 
lacked recognition in the western world for so many years).  Through the new direction, the 
myth loses its glory, while the tragedy of the suicide of Dido and Cassandra is made explicit. 
The case of Les Troyens illustrates the importance of GDR feminism for Berghaus’s 
productions, as well as the relationship between music and other arts in the GDR, especially 
literature.  As such, it invites for further interdisciplinary investigation into the question of 
gender in the work of Berghaus.   
 

Gyula Nagy (Eötvös Loránd University, Budapest and Royal Irish Academy of Music) 

Linearity and Nonlinearity in Purcell’s Semi-Operas 

In my work I am examining culture from the perspective of chaos theory.  As opposed to the 
traditional, in my terminology so called, ‘linear’ concept of culture, I try to describe a concept 
which could be named as ‘nonlinear’ using the terminology of chaos theory. Thus, the study 
invites the audience to a wittgensteinean ‘language game’, and as such, it is an experiment 
which is trying to consider culture as a set which is permanently being created by any kind of 
human cultural activity, and has an infinite number of elements. Consequently, human 
culture, as such, will be viewed as a special kind of cultural Mandelbrot-set. 
In order to test our theoretical ideas in practice, we try to focus on a particular work and 
Purcell’s semi opera, ‘The Fairy Queen’, will be interpreted from the point of view of these 
concepts. After the investigation of the use of the term ‘semi-opera’, new fields of 
opportunities for interpretation will be opened through a textual and musical analysis of the 
piece. 
The main aim of the study is to discover and to question the distance between Purcell’s work 
– and through this, any already existing piece – and our own present, which is constantly 
struggling for interpretations of the set of culture, which is supposed to justify the presence of 
our western conscience. 
 

 

 

 

 



Session 22 
Emer Nestor (National University of Ireland, Maynooth) 

‘A Nightingale in the Pomegranate Tree’: Tchaikovsky’s Romeo and Juliet Duet for 

Soprano and Tenor 

Sketches of a duet for soprano and tenor based on the love music of the fantasy-overture, 
Romeo and Juliet, were found amongst Tchaikovsky’s manuscripts after his death. Little is 
known about the genesis of the duet. Initial references to its composition appear in 1878, but 
work did not begin until 1881 – a year after Tchaikovsky’s final revision to his fantasy-
overture of the same name. Sergey Ivanovich Taneyev (1856–1915) completed and published 
the duet in 1895.  
Based on a libretto by Aleksandr Lukich Sokolovsky’s (1837–1915), depicting Act III, Scene 
V of the Shakespearean tale, Tchaikovsky’s draft of the duet clearly demonstrate that he 
envisaged not only a duet, but a whole scene, since besides the characters of Romeo and 
Juliet, the Nurse also appears – an inclusion which escaped Tchaikovsky in his fantasy-
overtures of 1869, 1870 and 1880. 
By drawing on comparisons with operatic representations of Romeo and Juliet by both 
Bellini and Gounod, this paper addresses the manner in which Tchaikovsky reworked the 
love music of his early fantasy-overture to depict the lovers’ farewell in vocal form. The 
findings of this research change our understanding and impact upon traditional interpretations 
of the programme of the Romeo and Juliet fantasy-overture.  
 

Jessica Shine (University College Cork) 

Sounds of Trauma in Gus Van Sant’s Paranoid Park 

My paper examines the correlation between sound, music, and the theme of trauma in 
Gus Van Sant’s Paranoid Park (2007). Sound, I argue, plays a crucial role in 
encouraging identification with the film’s protagonist Alex, but it does so in 
unexpected ways. Alex’s soundscape is filled with augmented noise, incongruous 
music, and screams, as if highlighting his hyper-awareness of his own isolation from 
the world.  I examine how this soundscape shapes our perceptions of Alex, at once 
alluding to a far more sensitive persona than the one displayed externally and 
simultaneously reinforcing the external perception of him as strangely aloof and cold. 
Working in conjunction with diegtically-represented revelations from Alex’s diary, 
sound and music gesture toward an illumination of his interiority.  Pre-existing music 
in the film, such as that of Elliott Smith, functions to locate the film geographically in 
Portland and to situate Alex within that specific cultural environment. In a sense this 
music forges connections between a cultural landscape and the landscape of Alex’s 
trauma.  
On the other hand, a scream heard at two key points in the film threatens to disrupt the 
sympathetic engagement with Alex when he fails to respond to or register it. The 
effect is to highlight Alex’s capacity to dissociate from interior trauma. But the 
scream equally suggests the breakdown of the very contract between soundscape and 
interiority, as though trauma were now registered in a more extreme way: as the 
intrusion of an Other voice, unheard, or unknowable, by Alex.  
 



Session 23 
Wolfgang Marx (University College Dublin) 

Music in UCD – Continuous Expansion after a Shaky Start 

UCD established its Department of Music rather reluctantly in 1914 when the Dublin 
Corporation funded a Professorship of Irish Music. The NUI appointed Heinrich Bewerunge 
as the first Chair of Music – although UCD clearly favoured a different candidate. Another 
candidate might indeed have been a better solution as Bewerunge was prevented from 
returning to Ireland from his native Germany by the outbreak of the First World War just a 
few months after taking up his professorship, resulting in two years of legal wrangling until 
the chair was declared vacant. Charles H. Kitson was then appointed as new Professor of 
Music, only to leave UCD for Trinity College Dublin after four years. The following tenures 
by John F. Larchet, Anthony G. Hughes and Harry White were much more stable and long-
lasting, allowing the Department to settle down and develop its national profile. This paper 
will not only explore the selection and activities of UCD’s Professors of Music but will also 
focus on other staff members and distinguished graduates from 1914 up to the present day, as 
well as taking into account the Department’s contributions to Dublin’s cultural life through 
its choirs, ensembles and orchestras. Finally the effects of modularisation and semesterisation 
on the recently re-designated UCD School of Music will be considered.  
 

Hilary Bracefield (University of Ulster) 

University of Ulster, Youngish and Striving 

Although comparatively young as music departments go, the University of Ulster has had an 
interesting history. The polytechnic established in the early 1970s at Jordanstown, just north 
of Belfast, envisaged a grandiose scheme for a conservatoire as part of the expansion of 
technical education in Northern Ireland. The course never attained these heights, but 
developed slowly into a modest polytechnic degree course under Dr J D Cullington and 
Layton Ring, looking for distinctiveness in competition with the other higher education 
institution in the province. 
The amalgamation in 1984 with the New University of Ulster in Coleraine (which had not 
offered music as a subject) caused much re-organisation and a power struggle between rival 
administrations, but also saw expansion of the degree course together with distinctive pre-
degree and post-graduate degree courses. Even more upheaval in 2003 saw the removal of the 
department from its cosy base in historic Dalriada House to the equally historic Foyle 
Building on the Magee campus in Londonderry. 
The paper will outline the distinctive character of the department in its Jordanstown days and 
its notable successes in that 30-year period, and show how modern thinking about the 
purpose of musical training has radically altered the department since its successful move to 
Derry. 
 
Session 24 

Michael McFarlane (Independent) 

The Unrecorded Irish Songs of John McCormack  

In this lecture recital, it is my purpose to bring to light the Irish songs performed in concert 
but not recorded by the great Irish tenor John McCormack (1884-1945). These include 
arranged traditional Irish songs and composed Irish songs from composers chosen by 



McCormack himself, the finest in their field during his singing career between 1904 and 
1941. The source of my research comes primarily from printed programs and newspaper 
reviews of McCormack’s appearances. The majority of these songs have never been recorded 
by anyone before my doing so. (The reason why is a mystery to me, but also a great loss to 
those who hold the grand tradition of Irish music, considering that these songs come from 
John McCormack’s own indefatigable research.) I will present certain of these songs and an 
overview of others, explaining how they came about and offering possible reasons why they 
are the way they are, in both a musical and literary sense. 
McCormack’s repertory of Irish songs was extensive and represents his choices alone and not 
those of RCA Victor, as in his recordings. However, it is the case that many of his recorded 
songs were also his own choice.  
McCormack was not only a singer but in many ways a scholar, awarded an honorary 
doctorate of music from Dublin’s Trinity College and revered by such luminaries as 
Toscanini, Kreisler, Rachmaninoff, and others as a true musician.  
Remembered are McCormack’s numerous recordings still available. Forgotten have been his 
even more numerous concert renditions of Irish songs. My lecture recital is intended to 
enlarge the scope of his timeless legacy of Irish song literature. 
 
Session 25 
Anne Hyland (University of Cambridge) 

Tautology or Teleology? Harold Bauer’s 1918 and 1942 editions of Schubert’s Piano 

Sonata in Bf major, D960 

The perceived excessive lengths of Schubert’s instrumental compositions, precipitated by an 
overly repetitive idiom, have been attributed to the lyrical structures found in some of his 
most ambitious works. The editorial history of the Piano Sonata in Bf major, D960, illustrates 
the extent to which such lengths were taken as a fundamentally dispensable aspect of the 
composer’s style, and the ramifications of this for an understanding of Schubertian form. 
This paper offers a comparative analysis of two editions of D960 by Harold Bauer, dating 
from 1918 and 1942, respectively, in which Bauer omits large sections of Schubert’s original 
music and alters others. While some omissions seem justifiable, given Bauer’s objective, 
others result in important structural considerations being overlooked, or adversely affected. 
The clearest instance of this is the retransition in the first movement; given the significance of 
the retransition to the preparation of the ‘double return’, any alterations or cuts made to it will 
be of consequence to the movement as a whole. Moreover, a comparison of Bauer’s two 
versions of this section reveals that he did, in fact, restore some of Schubert’s original music 
in the later edition at this juncture. Despite Bauer’s prefatory claim that he had made ‘no 
changes of importance’ to this sonata, then, an examination of the three versions of this 
movement’s retransition tell quite a different story. Ultimately, this paper aims to question 
the opinion that renders Schubert’s repetitions merely tautologous and redundant. 
 
Barbara Strahan (National University of Ireland, Maynooth) 

Schubert’s engagement with the Fantasia Tradition 

The representation of musical works within an (established) generic category is intimately 
intertwined in the representation and consequent interpretation of centuries of music in (and 
beyond) the western art tradition. The need to classify appears to be a basic human impulse – 
something which pervades all artistic avenues. In early nineteenth century Vienna, works 
frequently surfaced which appeared to defy their category, yet simultaneously conveyed some 



generic traits of their ‘class’. With the title of a work as the starting point in generic 
exploration, Schubert’s lifelong engagement with the Fantasia genre proves to be a worthy 
exemplar of such generic interplay. Although recent scholars, especially Jeffrey Kallberg, 
demand less classification and more communication in the area of genre studies, the 
interaction and function of constituent elements require elucidation prior to assessing the 
communicative aesthetic of the chosen genre. 
This paper shall argue that the recurrence of certain identifiable traits reveal Schubert’s 
unique relationship with the fantasia genre. Both conformities and deviations shall feature in 
this argument, for example, that the stylistic dichotomy exuded by works such as the Piano 
and Violin Fantasy (D.934) and the F minor Fantasia (D.940), realise a (part) deviation from 
a common norm. What is also fundamental to this argument is how genres, during Schubert’s 
time, absorbed influences from copious contemporaneous musical practices. The objective 
shall be to explore Schubert’s engagement with the fantasia tradition and especially how his 
final dealings with this genre, as represented in the F minor Fantasia (D.940), reveal an 
assimilation of a tradition and a mature – or even late – style. 
 

Session 26 
Estelle Murphy (University College Dublin) 

‘Your most dutiful and loyal subject’: Musical Patronage and Self-Fashioning at the 

Late Stuart Court 

It has long been recognized that monarchs throughout history have used ceremony and ritual 
to fashion a particular image of their person. This self-fashioning, to use Stephen Greenblatt’s 
term, goes further and in effect not only forges a particular image of the monarch but also of 
those around him/her who dutifully created these ceremonial works. The poets and 
composers who created the music, poetry and other trappings of ceremony for the purposes of 
attaining patronage, also used these media to carefully fashion their own projected public 
image.  
Odes for the monarch’s birthday, dedications of collections of songs as well as the much less 
formal and more covert medium of the lyrical content of theatre songs, all served as means 
through which the creators positioned themselves politically and indulged in self-fashioning. 
Through case studies of, among others, Purcell’s Lovely Albina’s come ashore and John 
Blow’s Amphion Anglicus and ode for Princess Anne’s birthday in 1700, this paper will show 
how music and lyrics betrayed covert partisanship in a politically volatile period. It will ask 
how it was that these composers and poets could show opposition to their employer and king 
through their works and questions the impact these works had in their printed forms. 
 

Mariéad Berrill (St. Patrick’s College, Drumcondra) 

Group Music-Making in Irish Secondary School Practice 

The status and role of music performance in Irish secondary schools presents a scenario with 
a number of conflicting trends.  
In second level education, especially since the 1996 re-organisation of the Leaving Certificate 
syllabus, group music-making appears to be in a healthy state.  The number of students 
opting for an elective performance strand worth 50% of the overall marks has increased 
threefold. However, anecdotal evidence suggests that performance does not occupy a central 
role within formal timetabled music lessons in school. 



Moreover, excellent music making and teaching is often offered on the margin of the school 
day. Examples in the Irish context might include the evening céili band rehearsal or the after-
school  ‘Glee Club’. 
Centred on empirical data generated from a series of focus group discussions with 
participating music-teachers, this paper explores valuable insights on the integration of group 
performance into modern Irish Classroom pedagogy.  It will focus on the following issues:  

(a) The ‘paraxial’ philosophy of music education 
(b) The social context of teaching and learning within a community of music-makers 
(c) Informal methods of learning music, relating in particular to the context of Irish 

Traditional music. 
 

 


