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Lecture-recitals 

Chair: Mieko Kanno 
 

2.15 – 3pm  Darla Crispin (Royal College of Music), 
Schoenbergian Soundings: The Role of the Performer in 
Understanding Arnold Schoenberg’s Keyboard Music 

 
3 – 3.45pm  Elena Esteban Muñoz (Complutense University of Madrid),  

Gestures in Live Performance: A Resource to Consolidate Musical 
Memory  
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This paper provides a survey on how Navid Afghah has arrived at his idea of separating 
the roles of the two hands which is by and large associated with 
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drumming was somewhat counter-intuitive: dandr791 Tm109.33time-b
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Acousmatic music—music which is concerned with and exploits the hidden nature of its 
constituent sounds—does not generally limit itself to employing sound material 
indicative of known sources and causes, such as the traditional and more familiar 
articulations of the vocal or the instrumental. However, even within its unknown sound 
world there is nevertheless an important implication of the presence of human gesture: 
communicative human movement. Naturally, the nature of this
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Elena Esteban Muñoz  (Complutense University of Madrid), Gestures in Live 
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follow-up practice session (8) and final rehearsals (9-15).  The singer’s physical 



p p o s e d  t o  r e v e a l  t h e  d ancer’s social status, 
t h e  u s e  o f  t h e  C h o r é g i 1 2 a p h i e u
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To demonstrate some of the subsequent positions of finger flexion, a mathematical 
simulation model of finger motion is used. In this kinematic model, tendons and tendon 
fibre bundles are supposed to be non-elastic and non-contractile, like ropes for instance. 
 
Simultaneous proximal interphalangeal flexion and distal interphalangeal flexion are 
correlated. Plottingom
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recently noted, commentators from Brahms’s own time onward have been eager to 
assert that unlike comparable Romantic ‘warhorse’ concertos, Brahms’s Second should 
not be classified as a ‘virtuosic’ work. 
 
This apparent contradiction is a fruitful starting point from which to examine the 
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Iconographic material is a useful and precious device to come closer to an answer to 
these questions. The presentation will provide a selection of singer portraits in travesty 
roles and analyse their gendered display with regard to the historical discourse of body 
images. Different strategies fore57 re observable. Whereas 

in baroque  the singer’s ‘wrong’ gender in th
in singer portraits, the singer’s gender ambi
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Leslie Anne Lewis (Berkhamsted), ‘Soundpainting’ and ‘Conduction’: An 
Opportunity to Explore the Boundaries of the Modern Conductor’s Role 
 
In New York City in the late 1960s and early 1970s, two jazz musicians/band leaders 
began independently to develop and codify conducting gestures that encouraged their 
players to break through their habitual improvisations and to explore new ideas. Over 
the last thirty years, two independent systems have emerged from this work. Walter 
Thompson’s ‘Soundpainting’ and Butch Morris’s ‘Conduction’ have stayed true to their 
jazz roots and have kept improvisation ideologically at the centre 
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Nikki Moran (University of Edinburgh), Music, Bodies and Relationships: An 
Ethnographic Contribution to Embodiment Studies 
 
This paper presents the results of a participant-observation study of processes of social 
interaction in North Indian music performance. Its findings emphasise the relevance of 
movement and physicality to the dynamics of musicians’ relationships, and the impact of 
this on their collaborative performance, in the words of the musicians themselves. The 
results support the idea that music could offer an important topical focus for embodied 
theories of cognition.  
 
An embodied approach recognises the need for ‘a sense of common ground between 
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1) Prior Motor Programming, necessary for the execution of an action. Our nervous 
system is responsible for planning conscious and unconscious movements.  

2) Motor Execution, required to produce the sound of the instrument. Movements 
are controlled by proprioception. 

3) Action involved in perception, because in order to perceive properly, it is 
necessary to be aware of self movements.  

4) Storage, involving schemata and affordances. Many body feelings are saved in our 
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 2. New equipment. An expert technician designed a chin rest series with adjustments 
for each student’s individual size and playing style to better stabilize the instrument. As 
their heads came up, musicians were at first confused by the change in perspective and 
took about two weeks to ‘reset the internal compass’.  
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To study the influence of the public ionperformaenc, a baro 
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watch others dance, those associated with our performance of the music, and those 
associated with the emotions summoned by our experience of the dance (as observers, 
as participants, or both). I argue that basic structural features of music provide a means 
to negotiate this dense network of embodied Tw 1chat b5[ledge: Tw 1through Tw 1the perceptual 
anchors of pitch replication and regular metre, music supplies a framework for 
understanding crucial aspects of bodily experience. I may not be able to dance like Fred 
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