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Prnagnramme

Saturday; 48 1 8" Febiruary

14:00 Vice-Pr esi dent 6s Wel come

14:15 Session A: Romantic Music

Maddie Kavanagh Clarke (Durham University ): dxposition and
Recapitul ation Correspondenc®uartet stMendel s
Frankie Perry (Royal Holloway ): Analysing the A fterlife of

S c h u b eSymphanic Sketch F ragments D.936a 0

Oliver Chandler (Royal Holloway ): & | g alntrdduction and Allegro

Brief Thoughts on Musical |  n-between -nesso

15:45 Coffee Break

16:00 Session B: Musical Diversity

Juliano Abramovay & Michalis Cholevas (Codarts, University of
the Arts, Rotterdam ): dJnveiling Taksim: Analytical Procedures
Regarding Improvisational Forms on Makam M usic 6

Karishmeh Crawford (Independent Researcher ): d&op to Rave:
Embodiment in Musical ~ Analysis 6

Liam Maloney (University of York ): dHouse M usic: Reconstructing a
Secular C hristianity for the Gay Diaspora 0

Daniela & Bernd Willimek (University of Music , Karlsruhe ): dVusic

and Emotions: Research on the Theory of Musical Equilibration 0

18:00 Conference Reception, Foyer of the School of Music

19:30 Optional Concert : The Towers of Silence (Fidelio Trio)

Bangor Music Festival , Theatr Bryn Terfel,  Pontio , Bangor LL57 2TQ
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Pnagramme

Sunday,191 9 Feliruary

09: 00 Morning Coffee

09:30 Session C: 20 ™" Century Music

Jean -Baptiste Masson (Institute of Psych  oacoustic and Electronic
Music IPEM 1 University of Gent / Conservatory of Reims ): d'o W eave
Time: T he Late Music of Feldman Through the E xample of Violin and
String Quartet 0

James Savage -Hanford (Royal Holloway ): dntuiting Form: Memory
and Disconti nui Pigno Quintett@pe29 c @ 6 s

Ozl em Y eé |l diganlifechnical University ): drhe Place of Cengiz
Tanc (1933 -1997) in European Modernism 6

Clare Wilson  (Ulster University ): Andr ® Calélodiet: 6 s

Interpretation of a Blurred Language 0

11:30 Coffee Break

11:45 SMA Workshop

Writing Reviews: Grasping the Essence

12:15 Keynote lecture

Professor John Rink (University of Cambridge ): 6 Pl ayi ng wi th

Structure: The Performance of Musical A nalysis 0

13:15 Lunch Break
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14:00

15: 00

16:00

16:15

17:45

Workshop Performance Shades of Pierrot

Bangor Music Festival , Prichard -Jones Hall , Bangor University
Chamber C hoir Cantamus , directed by Matthias Wurz (Bangor
University). The performance also includes Soprano Organ Prawang,
Chris Atherton (violin), Yanmi Au (piano) , Ellie Lighton (flute) and

Sioned Roberts (clarinet).

Session _D: Early Music & Historically Informed Performance

Rob Luke Jones (Bangor University ): 61 s it Possible, in

Informed M anner, to Perform Classical French Organ Repertoire on a
British I nstrument, and if so how?6

Adam Behan  (Trinity College, University of Dublin ): dould's
Variations on the  Goldberg Variations : An Analysis of Glenn Gould's

two R ecording s of the Goldberg Variations BWV 988 6

Break

Session E: Opera

Charlotte Danford (Bangor University ): 6 Chi nese | nfl
Operas 0

Christopher Kimbell (Royal Holloway ): dHans Sachs and the

Concrete Uni ver s ®kMaistersivgargan dliirnberg 0
Emily Tan (University of Oxford ). 6 Tr ans c e n d deasarein a s

Ariadne auf Naxos 6

Group Discussion with Tea & Coffee

Or'he Relevance of Analysis for Musical Performance 0
Chaired by Kenneth Smith

uences

P
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Craeseo Fanhgon W elcome e t@ Bangor

It is with particular pleasure that | welcome you all to TAGS 2017! | would
like to extend warm thanks to Matthias Wurz and all at the School of Music
at Bangor University for hosting the event and for all their preparatory work,

and to our Keynote Speaker, Professor John Rink of Cambridge University.

TAGS is a special eventintheS MAOGs cal endar . It i
Societybs principal opportunity to
the fields of music theory and analysis. It allows graduate

students a platform for disseminating their work, for

sharing best practices, and for gaining vital experience in

the preparation and delivery of conference papers.

Above all, it exposes you to the disciplineb
theory and analysis were ethnocentric products of modernism, myopically
concerned with the Western canon from Bach to S choenberg, and focused

relentlessly on notes and their abstract combinations.

But in our time, analysis has become a plural enterprise, as much interested
in popular music as in Viennese classicism, and motivated by the gamelan
no less than the string qua  rtet. Its methodologies have become similarly
diverse, embracing music psychology and alternative histories as well as

Formenlehre and Schenkerian theory.

We hope you imbibe something of this intellectual cosmopolitanism at TAGS

2017; lwishy ouwelliny our future studies.

Julian Horton
SMA President
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Abstractsts - SessioniA
Maddie In the posBeet hoveni an er a, Me
Kavanagh arguably represent one of the most prominent and fundanr
engagements with sonata form. While this might suggest
Clarke

Durham University

Expositionand
Recapitulation
Correspondence ir
Mendel s
String Quartets

Mendelssohn should play a pivotal role in any account oétsc
form development, this has traditionally not been the c
Burdened by an unfairly classicist view (which emerged-p
Wagner) as a composer entangled with the older, perhaps
dead traditions, only now in recent scholarship is this image t
dispelled (for example, Wingfield and Horton, 2012; Taylor, 2C
Vitercik 1989, 1992).

This paper aims to contribute to this growing body of scholar
examining Mendel ssohn’ s de\
research gains critical urgency in light of the limitations of apph
current formal theory (specificalljormenlehrg to the ninetenth
century, given that these models, led by William Caplin, and J:
Hepokoski and Warren Darcy, were designed for music of the
eighteentkcentury. This paper is constructed as an empi
investigation of the strategies used by Mendelssohnuelaje the
sonata form in his string quartets, with specific attention given t
correspondence of material between the exposition
recapitulation. Thispaper provides in turn a commentary
Mendel ssohn’s novel s on adomtext
of sonata form development in the early nineteeetftury.

Frankie/Perry

Royal Holloway
University of London

Analysing the
Afterlife

Symphonic Sketc

Fragments D.936¢

60Completionsd of wunfinishe
afforded considerable academic prestige within certain twent
certury musicological climates. Such endeavours typically pre
an orchestration of shestore sketch fragments and a realisatio
symphonic forms projected through careful harmonic and struc
anal yses of exempl ar wor k 89
edition of Schubertds D majc
in 1828, does just this. Luciano Berio, whose 1%8&hdering
utilises the same sketch fragments, was openly disdainful :
musi col ogi cal Oexercises il
ooperations of phil ol,0985).c al

Situating both reworkings within the rising sentimentality
Schubert reception in the period between the 1978 and
anniversary years, | offer comparative structural analyse
Newboahdoéo8eri odbs first move
interactions with Schubertian principles of sonata form. My pi
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is concerned in particular with their markedly differe
incorporationsofaB | at mi nor s k e Andamté |
For Newbouldi t opens t he sdquitetaashift
from the St heme 6 s A 0 whilg forrBerio,lit@agpear:
much later in the movement, acting like a Mahler
Obreakt hrougho. Foll owing 1
aboutRendering s second monde wenth B
engagements with Mahl er6s m
movement form can be read productively in light of

composerds assertion that t

(1990). Further, | suggest thatatts as a commentary, throu
composition, upon convergences between certain Schubertia
Mahl erian musical o6fingerpr

Oliver Chandler

Royal Holloway
University of London

E | g dntrasction
and Allegro Brief

Thoughts on Musica
In-betweemess

Di scussi on c olntrodrationiamd Alledrdofigra
centreson one theme in particular: tileWe | s h Armamalysis
of the Introduction will aim to demonstrate that itan be
conceptualised in thrabfferent ways:

1. As a O6graftedo6é Secondaofan
Introduction (resembling o met hi ng aki n

i n |inguisti cssd) ,c ewhtidmig fobafs
later inclusion in the movement.
2. As a O6suspensiondé (Adorn

Obreakt hrougho) .

3. As a subsidiary element in the composiug of a harmoic
stasi s, t he toriaéyrbeidgsa déchration a
scaledegree’n a largescaleAnstiegin G minor.

A set of three interpretations might be mapped on to t

positions, whib an analysis of the subsequétiegro then works

either to affirm or to negate:

1. The failure of t im¢he indyeoihs
sonata cr eat efect, ana doectfnegationl
what was previously o6for e

2. The O6Wel sh Tunedsd ap pfiea
G major presentationagab r ea kt hr ough o
O0suspenmnsingn a,s ifsigéadm an 0

3. The O0Wel sh Tuneod cannot
functiors instead as an intensificatiaf (as opposed to a
alternative to) the tonic major.

These readings serve to introduce a concept of musibatmeen

ness which suggests that questiooEmusical meaning are to t

addressed at the vanishing point betweednltiple lines of

methodologicalnquiry.
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Abstracists i

SessioniB

Juliano
Abramovay
& Michalis
Cholevas

Codarts, University o
the Arts, Rotterdan

Unveiling Taksim:
Analytical
Procedures Regardin
Improvisational Forms
on Makam Music

Taksimis a form of idiomatic tructured) improvisatiol
performed by an unaccompanied soloist. It is one of the |
elements of thenakam systepa modal system of melodic typ
used in Turkish classical music that provides a complex s
rules for composing and performing. This paper discusses po:
roles of musical analysis for the comprehension taisim
structures and, more importantly, how musical analysis
contribute to the practical learning ¢dksim improvisational
elements.

Several analytical approaches have been used torstakim
based music, with those using computational models
algorithms applied to a large amount of compositions
improvisations being prominent in the last decades.

For the purposes of this event, we will present prelimir
findings from a case study that uses a different perspective
manual transcription ofaksimimprovisation on thetanbur (a
Turkish longneck lute) followed by the analysis of elements s
as intonation, ornamentation and phrasing. Far from bein
objective task, the process of manual transcription obliges
musician to get familiar with information that is hard to
perceived by largscale algorithm analyses. It is argued that
findings generated by this procedure carry information of ¢
musical relevance that can accelerate and improve the qual
the learning process. Finally, with this information, we hop:
introduce models that can be used for teachtagsim
improvisation and, more broadly, other aspectsnaikammusic.

Karishmeh
Crawford

Pop to Rave:
Embodiment ir
Musical Analysis

In this papeidemonstration, | orientate an investigation of
relationship between performance and analysis around a sel
of Western and NoNVestern dance and pop songs by Er
(Dobareh) Enrique Inglesias (Bailandopne Di r ect
Mistakes “Story of ,Mwywondatheravith,the
aim of generating new insights into an area of scholarship w
has remained fraught with disciplinary tensio@s.far, the vast
body of popular music analysis has tended to emphasise
and/orcontext, without fully considering hoits users icluding
analysts) actually absorb and perform this music, a point tr
conspicuously absent in the otherwise powerful work of ana
such as WEverett, AMoore, R Middleton and PhTagg, to name
but a few.
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On the otherige of the disciplinary dividés a vast body o
scholarship that problematizes the relationship between mt
performance and thecfyased analysiswhich has so fa
sidestepped popular, chart and dance music from East and
by remaining confined to the domain of Western art music.
paper aims to address these blind spots in current rbseda
present my voicandpiano analysis o$electecchart samples a
a musically motivated rAgpscts of
Popular Music AnalysisFor my actual demonstration, | empl
Cl ayt o n-kng thebrg ofsmaisical embodiment (Clayto
2013) which allows me to scrutinise the ways in which
physical and sensorial aspects of popular song performr
facilitate propermusical analysis of current pop music by tak
into accounthemu si ¢’ s carnal ‘a
The application of Cl-dernwéddhaory
of embodiment presents new possibilities for both performi
and analysiswhich remains sensitive to a type of conscic
understanding unmediated by formal discourse on the one
yet acknowledgesin acquired body of applied music theoreti
knowledge on the other.

Liam Maloney

University of York

House Music:
Reconstructing ¢
Secular Christianity for
the Gay Diaspore

I n Si mon Reynol duss EnergysFtashhe)
suggests“house music offered a sense of communion
community to those whose sexuality might have alienated f
from organized religioh Early house music was predominant
almost exclusively, a gay -culture, littered witreligious
references. Occasionally these links were subtle, but with cor
exposure they became extremely overt. On the surface g
singers, church organs, and club names, referencing a rar
religious practice, can be identified. On a subtleveldies a
discussion of lyrical content, the role of the DJ, and the sen
euphoria that pervaded the scene.

This paper presents the findings from aani@nth qualitative
research project focused on uncovering the connections be
Chicago house, NeWork garage, and Christian iconography, ¢
how these ideas intersect with the Black and Latino, gay or Lt
community (specifically from 1982001). Drawing on nev
primary evidence collected through interviews with renow
vocalists, DJs, authors, pramirs, and academics, the work offi
an unexplored perspective <
lens of musicological analysis and ethnographic study, and re
the importance of these musical constructs to marginalised gr
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Daniela. ‘& Bernd The first part of this presentation is dedicated to
Willimek |nterr.1at|0na_l studies whlch.showed tha_t children p_erc_e_lve
emotional impact of musical harmonies at a significa

Uni . . consistent rate. The pieces used in the so cdllasic Testwere

niversity of Music _ _ _ _
Karlsrune ~ Musical seletons which had been reduced to their harmc
essence, with only a few additional parameters such as temg
Music and Emotions  volume. The so calletRocky Test is a preference test whic
Research onthe Theo  presents a musical fairy tale featuring various scenes
of Musical  emotional content, shas feelings of comfort, despair, courage
Equilibration  weightlessness. This preference test has been held with,b06r
participants on four continents, predominantly with school grc
of different ages.

On average, 87% of the answers correlated with each, ¢
with the use of musical harmonies in songs and film music as
as with the premise of the Theory of Musical Equilibration.
second part of our presentation explains the main premise «
Theory of Musical Equilibration: music does not directlgchébe
emotions but processes of will which the listener identifies
and interprets emotionally. Finally the presentation shows ¢
examples of how to apply thheory of Musical Equilibratiomo
derive the emotional characters of chords.

The2 Schoobofof Musicatat BangopUniversity sity

Bangor Uni ®B&oobkof Mugidd s was established in 1921 , and has been based
in its present home on College Road since 1980.

The main Music building was built in 1897 as the B angor County School for Girls.
The School of Music was  ex tended and completely renovated in 2016 at a cost of
£2.5 million.

Today, it is one of the best -appointed departments in the UK , complementing its
uniquely varied and wide  -ranging Music course, its lively performance scene, and its

reputation for excellent student satisfaction
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Abstracts

SessioniC

JeanBaptiste
Masson

Institute of
Psychoacoustic an
Electronic Music
IPEM - University of
Gent / Conservator
of Reims

To Weave Time

The Late Music o

Feldman Through the
Exampe of Violin

and String Quarte

There are only few analyse o f Morton F
especially for s last phase (Hanniner2004:225), where he
reaches a dramatic extension of duration, with pieces laktieg
four or five hours. Combined with his language focusing
repetition and scale, his music challenges listening and ani
and requires different approaches. We aim twmsthat:

- Violin and String Quartefollows a formal plan;

- a narrative path and dramatic constructions can
highlighted at key points;

- from the concept to its sonorous representation, the n
of Feldman is extremely coherent.

To achieve this, an idepth analysis oWiolin and String
Qu a r tsoere Wil first revealed the basic material of the pi
(patterns), the form and the compositional methods. Then, |
the concepts of narrativity, we will put in light the strategissd
by Feldman to maintain the interest on such durations and
effects on perception. Feldman has spoken about the mi
inspiration the rugs gave him (Eehan 2008: 33&). As an
analogy with the weaving of patterns in rugs, we will adopt
pergective of a time weaved by the repetition of patterns. We
then see that the same produces the different.

Using many examples, both musical and visual, we hog
contribute to a better unde
method and results that can be extended to all his last phas
score (Universal Edition, 1985hterpretedby Peter Rundehnd
the Pelegrini Quartet (hatinoART, 2002), and the writings ¢
Feldman (Feldmar2008) will be our major sources.

James
SavageHanford

Royal Holloway
University of London

Intuiting Form:
Memory and
Discontinuity in
Enescubd
Quintet, Op. 29

An unceasing preoccupation with modalitiespafstness an:
with the recollection and transformation of past thematic
gestur al mat er i al character
chamber works in particular. My aim in this paper is to explore
implications these mnemonic processes and effents ln the
temporal and formal structuring of one such chamber work
Piano Quintet, Op. 29 (1940).

My analysis traces some of the complex ways in wt
thematic and motivic material is reimagined, fragmented
synthesised over the course of the pjdreating the work (at lea
initially) as a particularly nuanced example of cyclic form. 7
extent to which perception and memory can create an experi

Page | 11



continuity between past and present is mediated in the Quint
memory’ s si muytb ereae @ sense ofayptare
jarring, especially through contrasting lyric and progres:
temporalities.

Underpinning t he wor k'’ s
dialectical question relating to form (rational plot) and po
content, which could réitfully be explored through twe
contrasting and historically resonant philosophies: H
Bergson’s (then regnant) no
what Gaston Bachelard polemically referred to as the instante
and inherent discontinuity of i ved t i me. B
alternative conceptions of intuition (as the essential produ:
imagination and desire, or something that allows for the influt
of rational thought and is fundamentally the product of lab
allow us further to questionthe modes of intuitively
(dis)continuous writing app
that memory plays in it.

Ozl

Istanbul Technica

The Place of Cengi

eimrnyY

University

Tanc (19331997)

in European
Modernism

Tanc is a one of the pioneering naneith his progressive
breakthrough in contemporary music field in Turkey. He is
about constructing a synthesis without ignoring the twenti
century modernist trends. He said that our culture respect
lived through the synthesis of Asiwrkish; AsianTurkish
Islam; AnatoliarSeljuks; Ottomarislam and posRepublic
Turkish-Western oncepts, thus, he wanted his ideas and worl
remain and contribute within this scope.

At this point, Tancdevelops a system based on distinci
modal tetrachord (relation with kind ofagamy , vi a S
Twelve-Tone Technique and this situationeahtes him from
being a typicafolkloric composer. Thanks to his tetrachords, :
usul (rhythmic cycle) or anymagamin his music can never kt
heard clearly. He makes all the modules be in the massive c
chords. His first period was seen as tradgipin fact, it was see
that he moved his work to a different point via the cluster ch
and dissonances that he used even in that period. He express
he wanted to continue the traditional approach, but his unique
leads to a paradox.

This sudy aims to be as a preork CV introduction to the life
and composer feature of Cengiz Tanc. It is expected that
research and a detailed resource as a reference can be made
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Clare Wilson

Ulster University

Andr ® C
Mélodie

Interpretation of a

Blurred Language

Main Arts Building
Bangor University

Through utilising the interconnected processes of tonal rhy
and durational rhythm, the rhythmic structure of tonal music
be successfully analysed. These methods offer significant in
into the complexities of the musical fabric, its organisation,
fundamental design.

André Caplet is a composer in possession of ambiguity €
core of his mus icraile harroniglangugc
offers much richness in terms of inventiveness and imagine
however within this voice lies a language that often resists
analytical models and approaches.

Caplet composeahélodiesconsistently throughout his life, ar
through the lens of this genre, it is possible to see represen
aspects of Caplet’”s style.
requires its own set of interpretive tools, adapted to suit the n
of ambiguity within the harmonic construction.

Throgphout this paper, a per
compositional approach to thmélodie following a phrase
rhythmic analytical methodology adapted from meth
established by Schachter, Rothstein and Larson to name a fe\
be discussed. Perspees on the challenges and advantages
come with applying this form of interpretive analytical model \
also be considered, with the inclusion of corroborative mu:
examples.

Caplet was a composer who favoured different mus
processes and coantions; a consideration of his process thro
an adapted phrag@ythmic model will offer a dual perspective «
Andr é Caplet’s individual t
French musical modernism, and the methods useful
interpreting this form of taally evasive and harmonically blurre
mélodie

-lQ,
© Ilwan Williams
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Keynotetlectargure

Professoi
John!Rink

University of
Cambridge

Playing with
Structure: The
Performance of
Musical Analysis

Considerable scepticism has been expressed in r
scholarship about the mapping from structure to performanc
was once considered ideal in the musicological literature. Cli
the interpretative practice of performers of Western art m
involves a good deal more than translating notated symt
theoretical constructs and analytical findings into sound, ju:
|l i stening i s not simply a
valorised by certain authors. That does not mean that mt
structure asanventionally understood is irrelevant to perform
or listeners- only that the relationship is more complex and |
exclusive than some have assumed.

One problem has to do with a reductivist tendency to re
musical structure as a single, seemirggtic entity rather than ¢
a range of potential, inferred relationships between the va
parameters active within a work. Not only is it more accurat
refer to music’s structures
those structures must also bekm@owledged. In that respe
performers have a seminal role to play, creating rather thar
responding to musical structure in each performance. This |
will explore the issues set out here with reference to select mi
examples.




WarkshopoRe ffarniance ance

The proposed workshop performance outlines the finding
an extensive resear ch pPiegot
lunaire (1912) and contrasts this pivotal "20entury
composition with a contemporary setting by Roger Marsh o
samePierrot lunaire poetry (2002)y Albert Giraud though in
the French original. The performance contrasts a selectic
movements from both settings in order to provide the audi
with an audible stimulation of the findings.

The workshop opens with a -20inute talk, outlining core
aspects of the ongoi ng PRMoD
lunaire and its interdisciplinary context éih-de-siécleVienna.
Thus, the talk aims to demonstrate how different approach
music analysis, especially phenomenologieald structural
analysis (Levi-Strauss 1958), which guided this musica
performance, and as a consequence helped to formulate a |
concept for s tPeemgoiligire Schonl

The performance aims to apply some of those findings as
as illustate performative aspects of tprechstimmeand its
theatrical use. The performance also engages with stru
aspects of the fragmented narrativélierrot lunaire, which in
turnadded a specificleasto the stage concept, inspired by C
Jung’ s r e ad s, candewnséd intorTardt iemaggry «

Matthias Wurz

Bangor University

Shades of Pierrot

GWYL GERDD BANGOR
BANGOR MUSIC FESTIVAL

P CZFCD A SA N KEWYDD & KEW MUSIC & SOUND

Bangor Pier

Close to Bangor University:

, opened in 1896

1,500 feet (460 m) in length
the s econd -longest pier in Wales.

. With
,itis
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Abstracts

Session D

Rob Luke 'Jone

Bangor University

Is it Possible, in 8
Historically Informed
Manner, to Perform
Classical French
Organ Repertoire or
a British Instrument,
and if so how?

This preentation looks into how one goes about perfornm
Classical French Organ Music on British Instruments, and hc
is possible to recreate what the score specifies. Organ scores
period in France tend to have a great deal of registration marl
ard how do you recreate those sounds on a British Instrument
principle period | have been looking into is between ¢.1700
1800, predominantly studying one of the principle organists
composer of the time in France, Claude Balbastre.

Focusing on his worKrio a trios maingTrio for three hands
fromLi vre contenant des Piece
Clavecin(A Book containing Pieces of Different Genres for Org
and Harpsichorgl, written and published in 1749. | use the v
manuscript dating from that year when Balbastre was organ
Dijon Cathedral before moving the following year to NeDame
Cathedral in Paris.

Using recordings of a French organ of that period
recordings of four British Organs of variostyles and standard
it is possible to discover how adaptable British organ ar
performing these types of works. Other sources uséadedexts
by organists, such &avid Baker and Peter Hurford.

Adam Behar

Trinity College,
University of Dublin

Gould's Variations
on theGoldberg
Variations
An Analysis of
Glenn Gould's twc
Recordings of the
Goldberg Variéions
BWV 988

Traditional music analysis hasedominantly treated music
a textbased art form, rather than one which is performed thrc
time. Happily, recent trends in musicology have seen a broad
out of analysis to incorporate both the textlahe process o
music; as such, a dialogue has been opened between analy:
performance.

One of these trends is the study of recordings. This
proposes an analysis of Gl ¢
B a ¢ IGbldberg VariationsBWV 988. Recorded in 1955 ar
1981, these two interpretations are striking in their contrast. |
interview with Tim Page shortly after his-recording, Gould
explained his reasons for revisiting t@®ldberg Variationsin
particular, he highlighted i& recently developed concept
‘“rhythmic continuity’

Using Sonic Visualiseand resources developed by the Cel
for the History and Analysis of Recorded Music (CHARM), t
paper wi || explore the tem
recordings, focusing in particular on his performance techniqt
rhythmic continuity. We knowh a t Goul d’ s t
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different, but exactly how are they different? Did Go
structurally conceive of the work differently in 1981 and, if so, t
did he project this? Are the
that are similar? In answeritigese questions, this paper will sh
light not only on Gould as a performer and on the Goldl
Variations as a piece of music, but also on how mu
consideration of the performance and the score opens up prof
directions in music analysis.

Picking up.some Weilshh owee coffean.f f

Good morning! Bore da!
Good evening! Noswaith dda!
How are you? Su' mae?
| am fine, thanks. How about you? Da iawn, diolch. A chithau?
Thank you (very much)! Diolch (yn fawr)!
Can | have a coffee please?

Can | have a cup of tea please?

With sugar. /  With milk. Efo siwgr. / Efo llefrith.

You are welcome! Croeso!
Do you speak Welsh? Ydych chi'n siarad Cymraeg?
Yes, a little. Ydw, tipyn bach.
Goodbye! Hwyl fawr!
Safe journey! Siwrne saff!
Bangor University Prifysgol Bangor

School of Music Ysgol Cerddoriaeth
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Abstracts

SessionikE

Charlotte
Danford

Bangor University

Chinese Influence
in 1987 Operas

Within 20th century opera, the year 1987 offers unexpe
coincidences, as two works in this genre were premiered ir
year, with China being the main area of influence, w
considerabl e s ud@dght at: the Thireks
Opera and J oNixaninACHiraFusthermore, structure
similarities are apparent, with both composers including at
or scene that takes the fo

This paper discusses their similarities by exploring
conception of *‘pl ay wledimhboth
operas, and discuss similarities as well as differences ii
compositional realisation. The papers also aims to explor
significance of the year 1987, and as to why China became
a focal point for 20th century opera. Additionally,shall
compare how both composers engage with traditional Chi
musical elements and styles and evaluate their effectivene

Christopher
Kimbell

Royal Holloway
University of London

Hans Sachs and th
Concrete Universa
i n Wac

Die Meistersinget
von Nurnberg

A recurrent theme irMeistersimger scholarship concern
Sachs’s role as the medi a
bet ween various opposition
innovation versus tradition, and individual versus commur
The opera’s cul mi nat i dmotifs
heard also at the recapit:
frame the drama’s antagoni
offers a sense of inevitability to the eventual reconciliatiol
difference. Whilst it has generally been acknowledgatittiis
restoration of order to Nuremberg sogigioes hardn-hand
wi t h $aundlatoh of Eva, the implication that Sac
achieves peace throught@al subsumptiorof the individual
under an alencompassing universal has done little to assi
critigues of Wagner and (particularlpie Meistersinge@as in
some wa-faspreto.

Through an analysisof Sachs f i xati on ¢
Song and specifically its musical negation of tradition,

paper wi || advance a Zi 7
universality in the opera. Rather than submitting fully to
coll ective i n or deS$achswil be see

to recognize therimordial condition of the split introduced b
Wal t her ' s M @ snowe aprecipistingg both hi
renunciation of Eva and the radical formulation of the unive
proposed in his final speech.
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Emily Tan
University of Oxford

Transcendence a
Pleasure in
Ariadne auf Naxos

Straussos dreféreaestvei ® mas
evident throughout his care@&riadneauf Naxo$1916), whose
dramatic premise rests on the juxtaposition and synthes
commedi a andepela Gaiaeteraents, explores thi
theme. In this opera | suggest that Strauss works towart
aesthetic of art music that resists social responsibilityauk
embracing a function as an elite pleasure commodity.
paper challenges the dominant view Arfiadne auf Naxqgs
espoused mo st recently by
transformation at the end of the opera brings her back fre
place of isolationnto society (Gilliam, 2003).

Combining tonal analysis with Lacanian psychoanal
theory | suggest th&riadneaddresses a problem faced by
bourgeois liberal class of eangid twentieth century: that is
the loss of an external transcendent Odrewhich its sense ¢
self depends. Looking in d
scene of Part Il, and examining the musical relation:
between the characters Bacchus and Theseus, | suggest tl
crisis is registered both in the operatic narrate an d i
musi cal | anguage. At the ¢
scene of the work the point at which an external transcend
figure emerges in the narratvehe onstage drama and tr
musical drama diverge. In different ways, howevieey both
work to obscure the melancholia of bourgeois subjectivity:
former, by denial; and the latter, through cynicism.

FluteFest Wales 2017

21stz 26" August, Bangor University

A week packed full of masterclasses, warrps,

concerts, competitions, instrument repair classes

and ensembles. Tutors include Jonathan Rimme

Judith Hall,Helen Rimmer and Ellie Lighton.

For more information please visit www.flutefest.co.uk

Page | 19



