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	09:00-10:30 Registration

	10:30-11:30 CCCH: Elaine King
	10:30-11:30 LT1: Luke Windsor

	Jane Ginsborg

The effects of performance on practice and rehearsal
	Miriam Quick

The myth of equal temperament? Intonation in Webern quartet recordings

	Colin Wright

Aural Skills and Training in Student Musicians
	Galina Crothers

Heinrich Neuhaus: the unity of empirical and philosophical approaches to the art of performance.

	
	

	11:30-12:00 Refreshments

	12:00-13:00 CCCH: Keynote Presentation
Eric Clarke: Studying performance empirically: opportunities and limitations

	13:00-14:00 Lunch

	14:00-15:30 CCCH: Jane Ginsborg
	14:00-15:00 LT1: Renee Timmers

	Neal Farwell

A New-Music concert series
	Abigail Dolan

Shaping Directionality in Performance: Between Structure and Freedom

	Manuela M. Marin, Joydeep Bhattacharya

Flow in piano performance
	Clemens Wöllner

Perceptual and motor expertise in ensemble performance

	Elaine King, Christopher Botton, Nigel Wright

Motivations in University Music Student Performers
	

	15:30-16:00 Refreshments

	16:30-17:30 CCCH: Hickman papers: Eric Clarke
Ju-Lee Hong Expression on Record: A Computational Analysis of Performing Brahms’s Cello Sonatas

Tal-Chen Rabinowitch, Ian Cross, Pamela Burnard Musical interaction and empathic growth in children

Followed by a wine reception.

	20:00 Lecture-recital CCCH: Christophe de Bezenac and Matthew Bourne 


	09:30-11:00 CCCH: David Temperley
	09:30-11:00 LT1: Elaine King

	Meghan Goodchild, Bruno Gingras, Pierre-Yves Asselin, Stephen McAdams

Comparing Performances of an Unmeasured Prelude for Harpsichord: Temporal Profiles and Formal Structures
	Helen Daynes

Music and Shape: preliminary data

	Bruno Gingras, Pierre-Yves Asselin, Stephen McAdams

Markers of artistic individuality in harpsichord performance
	Subroto Roy

Raga has no fixed Qualia

	Uri Golomb

Text, music, and performance style in recordings of the Confiteor/Et expecto from Bach's B-minor Mass 
	Veronica Gaspar

Structure and substratum in musical performance: An intercultural perspective

	11:00-11:30 Refreshments

	11:30-12:30 CCCH: Luke Windsor 
	11:30-12:30 LT1: Karen Burland

	Fernando Gualda

Historical, psychological, and performative musical tuning
	Angela Vogiatzoglou, Adam Ockelford, Evangelos Himonides, Graham Welch

Exploring Music Engagement in Children and Young People with Complex Needs

	Theodora Tsintzou

Music memory and music analysis: a conscious or an unconscious association?
	Aleksandra Łęcka

Stress and coping strategies in performing musicians

	12:30-13:30 Lunch and Posters

	13:30-14:30 AGM and Posters

	14:30-15:30 CCCH: Renee Timmers
	14:30-15:30 LT1: Adam Ockelford

	Mark Doffman

Codes and codas: jazz musicians’ real-time construction of endings in performance
	Amy Blier-Carruthers

From Stage to Studio (…and back again): Analytical and Ethnographic Approaches to Live Performances and Studio Recordings by Sir Charles Mackerras

	Anna Jordanous

The Realisation of Creativity in Artificial Music Improvisation and Interpretation
	Joanna Szalewska

Piano works of Karol Szymanowski: Poetics and Performance.

	15:30-16:00 Refreshments

	16:00-17:00 CCCH: Keynote Presentation 

David Temperley: Studying Music Performance: A Probabilistic Approach.

	17:00 End of Conference


	CCCH; Chair: Elaine King

	The effects of performance on practice and rehearsal (Jane Ginsborg)

The title of this paper may appear paradoxical; there is a wealth of research on the effects of practice and rehearsal on performance, but how does performing influence practice?  In order to be effective, individual practice and ensemble rehearsal requires goals to be set, strategies employed and evaluated, and future plans developed.  These, however, are likely to be determined by the nature of musicians’ incipient and recently experienced performances.  The aim of the present study is to explore the goals, strategies and plans of student musicians in relation to the performances for which they were preparing.  The members of four student ensembles, two established and two newly-formed  (two string quartets, a brass quintet and a wind quintet) completed regular practice and rehearsal diaries and/or took part in interviews, thus providing data for quantitative and qualitative analysis.   A wider range of more sophisticated goals and strategies was used by the more established string quartet; the wind quintet, like the established string quartet, made plans that were more responsive to the feedback they received both internally and externally from the experience of performing.  The reasons for the differences between the groups will be discussed in relation to the literature on motivation, including commitment to a joint enterprise. 

	Aural skills and music undergraduates (Colin Wright)

Aural ability has featured strongly as an essential attribute of the trained musician and the facility of the inner ear has traditionally informed music performance along with other vital components of an undergraduate music degree course such as composition, appraisal and analysis (Pitts and Burland, 2007).  

My research will examine through empirical enquiry the correlation between aural skills in music undergraduates and their levels of success across the degree programme. The aim of this presentation is to expose a contextual framework which draws together research in aural perception (e.g. Krumhansl, 2005), neuropsychology (e.g. Peretz and Zatorre, 2005), and aural training for musicians, including music performers (Lehmann, Sloboda and Woody, 2007).


	LT1; Chair: Luke Windsor

	The myth of equal temperament? Intonation in Webern quartet recordings (Miriam Quick)

Many musicians of the Second Viennese School, including Schoenberg, Adorno and Kolisch, believed it necessary to use equal temperament (ET) when performing non-tonal music, for reasons both practical and ideological. But do string quartets, in which players have complete intonational freedom, gravitate towards ET in practice?

This paper analyses intonation in 21 commercial recordings of a short passage from the fifth of Webern’s Five Pieces for String Quartet, Op. 5, an early ‘atonal’ work from 1909. Fundamental frequency data for all quartet parts, gathered using a novel manual but non-aural method, was used to calculate melodic and harmonic interval sizes. Mean interval sizes across all performances were normally insignificantly different from ET, which could imply it indeed functions as an abstract norm. However, variance was high and theoretical temperaments appeared to exert minimal influence on the tuning of individual ensembles. 

Previous research has suggested a large number of musical, technical, social, acoustic, psychoacoustic and expressive factors may all potentially affect stringed instrument intonation. While few general rules could here be abstracted from the data, interesting commonalities between quartet tuning strategies emerged at a local level and could be related to specific aspects of the musical extract like phrase structure, to technical issues like fingering, and to the psychological influence of notated accidentals. These seemed to support the idea of multiple, interlocking factors influencing intonation in performance, and suggest that future research might best adopt a contextual approach.

	Heinrich Neuhaus: the unity of empirical and philosophical approaches to the art of performance (Galina Crothers)

Heinrich Neuhaus (1888-1964) was one of the distinguished pianists in Russia. He also created one of the most successful and original piano schools and educated many famous pianists among whom were Svyatoslav Richter and Emil Gilels. He outlined his concept of performance, which was based on his experience as a performer. His discussions of performance included such topics as the phenomenon of performance, the role of personality, problems of individual freedom of the performer, the relationship between objective and subjective, problem of style and other matters. Yet, he did not solely relay on his experience as a performer; he sought for justification for his views in the works of certain philosophers, and in particular the works on phenomenology of music and aesthetics of Russian philosopher Aleksey Losev. How, therefore, did Neuhaus combine his empirical and philosophical approaches with the art of performance and how did this influence his general outlook? He contributed to the theoretical knowledge in the area of performing art and his knowledge was obtained not only from the factual experience, but also from the reflection on this experience. Neuhaus’s understanding of performance has also educational perspectives as it directly relates to his teaching methods.  


	CCCH; Keynote Presentation

	Studying performance empirically: opportunities and limitations (Eric Clarke)

As others have remarked, empirical approaches to performance have burgeoned dramatically over the last 30 years, from little or nothing to one of the most active areas of empirical research on music – and the one in which an empirical approach has been greeted most receptively by musicology. But there are tricky issues nonetheless, and suspicions and hostilities. My paper starts by recognizing that the study of performance is in reality nearly always the study of recordings – of various kinds, ranging from commercially available sound recordings to MIDI recordings and motion capture videos – and I will briefly review some of the ways that recordings have been studied, including the work of CHARM. To what extent, then, does anyone actually study performance, and what would that involve? What is the basis for the suspicion and hostility, from some quarters, towards the empirical study of performance and recordings, and are there ways to overcome those divisions? The second half of the paper goes on to a discussion of various approaches to creativity  in performance, including questions of distributed creativity between performers and composers; to some of the interesting ways in which the boundaries between performance, recording and composing have become blurred; and finally to some possibilities for future empirical research.


	CCCH; Chair: Jane Ginsborg

	A New-Music Concert Series (Neal Farwell)

Bristol’s professional chamber orchestra, and the University Music Department, are engaged in a collaborative project through the 2009-2010 season. The focus is on premières of music by myself and by PhD composers, as contributions to a recently-founded public concert series. In parallel, we seek to examine two distinct aspects of the performances. The first involves sound, video, and gesture-capture recordings in rehearsal and concert, as groundwork for a follow-on project on the combination of human and electronic “players”. The second is to document the performances as cultural events, situating them in a local socio-historical context.
The project presents methodological challenges. As of November 2009, in the early stages, the balance of heuristic and more systematic approaches is for ongoing negotiation. Tensions are likely: between gathering information that will help build public success, and seeking knowledge that is less end-orientated but more closely argued; between the reflexivity natural to composers’ participant-observation, and the desire to locate objective evidence; between the performers’ desire to provide and the audience’s to have a good time, and the risk of observation distorting the thing observed.

This paper will describe the methodologies in hand and provisional results for the project thus far (to March 2010), and will invite suggestions and dialogue to inform our continuation.

	Flow in piano performance: Preliminary results of an internet survey investigating some musical and personal factors (Manuela M. Marin, Joydeep Bhattacharya)
Flow refers to an altered state of consciousness where one becomes so deeply immersed in a task that all else seems to disappear. This state is characterized by total concentration on the task at hand, clear goals, and unselfconscious action. Self-reports of flow include a transformation of our perception of time and self-awareness as well as a sense of fulfilment and feelings of intense happiness after a flow performance, referring to the intrinsically rewarding experience that flow brings to the individual. Flow in sports and work-related activities has been extensively studied, but only limited research has been conducted on flow in music performance, which focused on verbal descriptions of flow, its role in student-teacher interactions and ensemble rehearsals, and its relation to musical creativity and well-being. Here, we are investigating the role of musical (style, structure & emotional expression) and personal (music preference & emotional ability) factors in piano performance students’ self-reported flow states through an online survey using open and closed questions as well as standardised tests (Dispositional Flow Scale-2, Trait Emotional Intelligence Questionnaire TEIQue-SF). Research on flow experiences in music performance may help enhance our understanding of why we engage in music, which has many implications and applications for music education as well as fundamental research. 


	Motivations in University Music Student Performers (Elaine King, Christopher Botton, Nigel Wright)
For many University music students, performance is the main pathway of interest within a degree programme. The purpose of this paper is to investigate the motivations of University music students in preparing for an assessed performance. To date, research has touched upon the issue of motivation in the context of practice (Krampe & Ericsson 1995; Jorgensen 2004) and other areas of performance (Caliendo & Kopacz 1999; Hewitt 2004; Atlas et al. 2004), although there is limited awareness of students’ motivations for studying performance.  This paper reveals the findings of a questionnaire study that examined students’ motivations for ‘doing well’ in a performance assessment via consideration of their preparation strategies. The participants (n=65) were asked to respond to 70 statements on a Likert-type rating scale and correspondences across the data were analysed using statistical applications. Types of motivation included personal achievement (e.g. to gain high marks), personal satisfaction (e.g. to be able to perform a challenging piece), internal competition (e.g. to do better than fellow students) and pleasing others (e.g. to satisfy another person, including a family member or tutor). The differences in the students’ motivations were linked to differences in the ways in which they prepared for an assessment, including their selection of repertoire, practice routines, approaches to learning repertoire and self-confidence.


	LT1; Chair: Renee Timmers

	Shaping Directionality in Performance: Between Structure and Freedom (Abigail Dolan)

Shaping directionality, or a sense of directed movement in time, is one of the performer’s main tools in conveying her reading of the structure of a piece, and in shaping her narrative. 

By focusing on the 78rpm recordings of Syrinx for solo flute by Debussy as a case study, the proposed paper presents a method to asses the elusive notion of directionality in performance; identifies the different strategies taken by performers in shaping timing; and explores the implications of these strategies for the perception of the structure of the piece and of its different expressive qualities.

The method of work consists of using software for sound analysis for studying the performer’s use of grouping structure (Lerdahl and Jackendoff, 1983), and of considering the expectations raised by the performer’s choices (Huron, 2007; Cohen, 1994). The results are contextualized in terms of cognitive significance and its resultant impact on the perception of expression.

The study sheds light on the complex and creative strategies used by performers to navigate between structure and freedom in performance. It gives a new perspective on the multi-facets phenomenon of rubato, and revaluates the ways performers relate to the score. 


	Perceptual and motor expertise in ensemble performance (Clemens Wöllner)

Ensemble performance requires high levels of motor and audiovisual coordination. Musicians develop these skills through deliberate practice, which may lead to domain specific advantages in perception (cf. Nager et al., 2003). Studies in sport psychology showed that athletes with performance competence outperformed professional observers (trainers and journalists) in perceptual anticipation tasks (Aglioti et al., 2008). For musical ensemble performance, not much is known about the relationship between motor expertise and audiovisual skills (cf. Keller, 2008).

Among these skills, reaching a synchronous entry is essential. In an experiment, ten string musicians (motor experts), ten non-string musicians (visual experts), and ten non-musicians watched video recordings of a first violinist indicating forte and piano entries to further members of a string quartet. Using a temporal occlusion paradigm, videos started at different points of time before the entry. Participants pressed a computer key in synchrony with the perceived entries of the music.

Findings suggest effects of motor expertise on task performance, with more accurate results for the group of string players. Compared to non-string musicians and non-musicians, string players responded quicker and with less timing variability. In line with the Common Coding theory, arguing for close links between action and perception, practical experiences in music performance enhanced perceptual skills and timing accuracy.


	CCCH Hickman Papers; Chair: Eric Clarke 

	Expression on Record: A Computational Analysis of Performing Brahms’s Cello Sonatas (Ju-Lee Hong)

I present a comparative analysis of expressive timing measured in twelve selected commercial recordings of the two Brahms cello sonatas, identifying the influence of pedagogical relationships and reception history in performance styles. To clarify the boundary between cultural norms and individual expression of my statistical model, I consider the pros and cons of previous approaches of measuring expression, such as Repp's principal component analysis (PCA) and the CHARM timescape correlation analysis. The equations were then applied to a set of inter-beat-interval (IBI) data obtained from selected commercial recordings. Similarity rates among individual performances suggest that reception history could have played a crucial role in influencing the expressive timing of the second movement of the E minor cello sonata Op.38. This contrasts with the second movement of the F major cello sonata Op.99, in which a fair dissimilarity of expressive timing is identified between artists, whether the two selected performances are by artists from the same pedagogical relationships or by artists chosen by some other criterion.

	Musical interaction and empathic growth in children (Tal-Chen Rabinowitch, Ian Cross, Pamela Burnard)

Various physiological, cognitive and emotional processes are involved in the perception of music and its production. Several of these very same processes may also be important for the process of empathising. Underpinning this relation between music and empathy is a theoretical model describing the process of emotional perception of music and how music, especially in a group context, may create joint intentionality, leading, under certain conditions to an experience of intersubjectivity amongst players and performers. Repeated, music-induced, experience of intersubjectivity could help develop skills that may also be beneficial for an everyday capacity for empathy.  We therefore set to explore the extent to which the experience and skills acquired in music can be transferred to empathy in real life situations. We conducted a year-long study that consisted of a special musical programme intended for children (including several control groups), especially tailored to emphasise and encourage a set of putative musical features (e.g. entrainment, imitation, etc) that are predicted to positively influence empathy. Empathy was evaluated at the beginning and end of the study. We found a significant improvement in empathy scores in children participating in music but not in control groups, in support of our hypothesis. 


	CCCH 

Lecture-Recital by Christophe de Bezenac and Matthew Bourne

	Improvisation has become a genre of great interest in recent years amongst academic researchers, yet its processes still remain intriguing and often opaque, often because practitioners are resistant or cautious in their interactions with the academy. Matthew Bourne and Christophe de Bezenac are two of the most important young performers of improvised music in the UK and have both completed practice-led doctorates at the University of Leeds (Bourne, 2005: Routine investigations: expanding the language of improvisation through interdisciplinary interaction; de Bezenac, 2007: Improvising ambiguity: an ecological approach to music-making). Here they perform together, discuss their different approaches to their work, and open themselves to questions and discussion. 
John Fordham (Guardian Newspaper) on Matthew Bourne:
“He is less strategic in designing a show and more tempted by humour, but the British pianist/composer Matthew Bourne has a lot in common with John Zorn. Bourne confronts listeners with the rawness of his music, rather than manipulating them with familiar licks. He improvises with a cyclonic energy and virtuosity, and rummages in a bag of influences gathered from all over the past century's music.”
Joseph Kassman-Tod (Jazzwise Magazine) on Bourne and de Bezenac:

“The duo’s inventive, exploratory and defiant musical approach earned rapturous applause. True to the legacy of the likes of Anthony Braxton and Derek Bailey, the pair overcame the traditional constraints of their respective instruments. From viperous hisses to sharp intakes of breath against the elasticity of the reed, de Bezenac exploited his saxophone for all its worth. Among the most notable qualities of the performance was his capacity to bleed the saxophone’s sound into a distinctly visceral human cry, so that he could almost be mistaken for talking in tongues. Moments of humour were also immediately clear, particularly when the pair gurgled in unison with heads arched back like two cockerels ushering in the morning call.”


	CCCH; Chair: David Temperley 

	Comparing Performances of an Unmeasured Prelude for Harpsichord: Temporal Profiles and Formal Structures (Meghan Goodchild, Bruno Gingras, Pierre-Yves Asselin, Stephen McAdams)

Studies of the relationship between music-theoretical analysis and performance have recently advocated a collaborative view between analyst and performer and have investigated the performer’s concept of a piece. The present study examines harpsichordists’ analyses and performances of an unmeasured prelude – an ideal genre for investigating the link between temporal patterns and formal structure due to its semiimprovisatory nature. Twelve professional harpsichordists performed the Prélude non mesuré No. 7 by Louis Couperin on a MIDI harpsichord and submitted their analyses of the main formal subdivisions. Through detailed analyses of the tempo profiles we show how harpsichordists conveyed their structural interpretation of the piece, assess whether these interpretations correspond to their written analyses, and compare structural readings of the piece offered by different performances. The performances displayed considerable differences in tempo patterns in terms of local phrase structure, but generally conveyed a sense of global structure through patterns of tempo variability. By showing that performances of unmeasured preludes display a wide range of possible structural realizations, this study constitutes a first step in characterizing a neglected genre and contributes new insights into the complex relationship between performance and analysis.

	Markers of artistic individuality in harpsichord performance (Bruno Gingras, Pierre-Yves Asselin, Stephen McAdams)

What are the “signature moves” that make a performer unique? Although this issue has been previously addressed by a sizeable body of descriptive literature, few studies sought to base their conclusions on objectively measurable characteristics of the musical performances, especially outside piano performance research. This study aims to identify the markers of artistic individuality in harpsichord performance by examining commonalities in performers’ expressive patterns across different pieces and genres, using a quantitative approach. Twelve professional harpsichordists recorded three pieces on a harpsichord equipped with a MIDI console. Performances were matched to the scores of the pieces using an algorithm developed by Gingras & McAdams (2007). Four parameters were analyzed: velocity, note onset asynchrony, timing deviations, and articulation. A detailed statistical analysis was conducted to identify reliable features of a performer’s style across different pieces. Results suggest that performers establish their musical identity through both their self-consistency and their distinctiveness from other performers. Besides offering a methodological framework for the investigation of artistic individuality in music performance, this study provides a starting point for further empirical research linking listeners’ perceptions to performance parameters. 


	Text, music, and performance style in recordings of the Confiteor/Et expecto from Bach’s B-minor Mass (Uri Golomb)

The Confiteor in Bach’s B-minor Mass comprises three continuous sections written in three styles and affects. The work’s recorded performances document a wide range of divergent interpretive responses to this movement; while some conductors sought to ensure continuity and coherence, others highlighted the potential for contrast and drama. This diversity emerges, in part, from uncertainty concerning the meaning of Bach’s time signature and tempo markings. Yet it also reflects the wide spectrum of images attached to Bach and his music (from the ascetic church musician to the impassioned rhetorician) as well as debates on fidelity vs. creativity in musical performance. 

In this paper, I intend to examine the extent to which these larger interpretive questions can be linked to specific, measurable aspects in the recorded performances. I will therefore focus on pivotal transitions in tempo and dynamics, using data capture software that allows precise observation and documentation of the manner in which tempo interacts with other parameters. I will also investigate how such empirical analysis can provide useful and productive insights into broader musicological issues (including Bach reception, and the study of performance traditions and individual interpretations).


	LT1; Chair: Elaine King

	Music and Shape: Preliminary Data (Helen Daynes)

Music is frequently discussed and conceptualised in terms of shape, whether in terms of physical attributes of the sound, gestures made by performers, mental representations of a piece of music, or the shaping of musical expression. The apparent ubiquity of the concept suggests that it may play a fundamental role in musical creativity, yet it has been little studied. This poster presents data from a preliminary questionnaire study involving professional performers. It aims to give some indication of the prevalence and range of the use of the idea of shape in musical performance.

	Rāga has no fixed Qualia (Subroto Roy)

This paper argues that since rāga is not contextually frozen with definite qualities that collectively give an unchangeable phenomenal character to the listener’s experience or performer, standardising qualia of rāgas and performance based on such standardisation are not proper. The rāga as sounded by the guru is its best testimony. Preserving media actually do a disservice to rāga because listeners, enthusiasts, and learners, tend to imitate rather than imagine and interpret, making rāgas at best, relics. The mutating nature of rāga makes identifying its qualia more complex than seeing say, a red coloured patch and its qualia, and writing about it. The Despite the fact that each rāga is believed to give a definite feeling called ‘rasa’ from among the Nava Rasa of Bhara, a rāga is naturally performed or sounded differently. Renderings of a raga sung by different masters of different times have been compared to drive home these thoughts.

	Structure and substratum in musical performance: An intercultural perspective (Veronica Gaspar)

The present essay refers to the musical work seen in three hypostases:  discursive instance (Beneviste 1966), musical score and the implicit storage of a specific cultural signification. Some recent theoretical approaches (Allesch & Krakauer 2005, Cacioppo & Berntson 2004, Marchiano 1998 etc.) are pleading for a broaden analytical perspective laying on the cultural context, aiming at filling the gap between logical structure and sensorial experience. We might also add the labyrinth of the performers’ gestures implying as well acting as the actualization of the semantic valences of the musical text.  “To interpret” (analyse and performance) might include the appropriation of the cultural distance between cultural gestures and significances too.

Music is perceived mainly through its supra-segmental level while analyse and performance routine call for a syntagmatic approach at phonemic-morphemic level. In a cultural perspective, the musical process starts from and ends as a living communication which is embodying alternate temporal and spatial forms (Imberty 2004).  On the other hand, the musical flow itself relieves specific structures, “patterns as reference points” (Parncutt 2005) beyond symbols, quotations etc. mainly from meta-musical sources. We aim at discerning the meaningful sub-compounds either musical or culturally-relevant out from the contingent factors that are bestowing significance on processing/transmission patterns (Zatorre & Krumhansl 2002) in a comparative prospect on the musical culture in Romania, Russia, Korea (Park 1985) etc. In this context, a particular significance is offered by the zone of the “intermediate links” as the Western-style acculturation including also the Gypsies and Jews musical experience in the Eastern Europe. 


	CCCH; Chair: Luke Windsor

	Historical, psychological, and performative musical tuning (Fernando Gualda)

Recent studies have suggested that perception of tuning approximates not only just intonation within harmonic context, but also Pythagorean tuning whenever unaccompanied melodic intervals are present. Musicians and mathematicians proposed new tuning systems as early as the 14th through the late 19th centuries. This discussion was revived in the late 20th century with the increasing interest in historically informed musical performance practice. Although historical, theoretical models might not have been achieved in practice, they approximate the historically accepted tuning compromises between melodic and harmonic contexts. Moreover, modern performance with non-fixed tuning instruments has shown not only great variability in tuning but also that it does not fit into any historical tuning system. 

This paper presents an empirical solution for those paradoxes in a fivefold contribution: (I) review of 37 historical tuning systems, in order to define interval ranges of historically accepted tuning compromises; (II) interval ranges are generalized according to psychological evidence; (III) computer-analysis of 40 recordings by 20 professional musicians; (IV) analysis of results from a listening experiment in which musicians commented on the intonation quality of those recordings; (V) tuning ranges are generalized into a model, which accounts for varying tuning tendencies from just intonation to expressive tuning.

	Music memory and music analysis: a conscious or an unconscious association? (Theodora Tsintzou)

This paper will test the association among music memory principles and music analysis theories. More specifically, how the echoic memory and early processing, the short-term memory, the long -term memory and memory related phenomena (such as schemas, linearity, associations, hierarchy, grouping, metaphor) (Snyder, 2000), are related to main analysis theories that Riemann (1919), Schering (1911-1912), Schenker (1906), Réti (1951), Ruwet (1967), Lerdalh and Jackendoff (1983), Narmour (1991), Coons (1958), Forte (1973), Guido Adler (1911), Kurth  (1920) and Tovey (1948) developed.
Analytically, the question that will be answered into this paper will be the following: Do these theories lead the listener’s, performer’s or analyst’s mind to perceive the music in different ways that at the end all these ways are connected to the human memory? What are the similarities and the differences between the memory principles and the analytical theories the pre-mentioned theorists developed? Can we perceive these theories differently in association of the capability of the human nervous system and the cultural construction or we need a new theory based on human cognitive universal and personalized each time according to the human’s musical experience? The current research will be focused mainly on the parameters of melody, rhythm and form in comparison with the top-down and bottom-up processes and the factors that affect these processes. The current questions will be answered in a theoretical way and by providing certain music examples representing each memory principle and its place into the above mentioned theories.


	LT1; Chair: Karen Burland

	Exploring Music Engagement in Children and Young People with Complex Needs (Angela Vogiatzoglou, Adam Ockelford, Evangelos Himonides, Graham Welch)

This paper outlines research in the third and final phase of the Sounds of Intent project, which explores musical behaviour and development in children and young people with complex needs. This is being undertaken through systematic observation and analysis using an expanded and revised ‘Sounds of Intent’ developmental protocol (Welch, Ockelford, Zimmerman, Carter, and Himonides, 2009; Cheng, Ockelford and Welch, 2010). This was designed through amassing many hundreds of observations of children’s engagement in musical activities, fused with the findings of mainstream developmental music psychology (for example, Lecanuet, 1996; McPherson, 2006) and zygonic theory, a psychomusicological approach to understanding how music makes sense to us all (Ockelford, 2005). The fieldwork phase is an iterative design that feeds into, and responds to, a package of web-based interactive technology, which partner practitioners will use to assess their pupils/clients, record their attainment and progress and download appropriate curriculum materials. There are three domains of musical engagement in the ‘Sounds of Intent’ model; reactive, proactive and interactive, and, for the first time the framework and interactive software will enable practitioners to map the proactive engagement, that is, the “performance” of pupils and clients.


	Stress and coping strategies in performing musicians (Aleksandra Łęcka)

Profession musical performers how no different occupation contain all powers of human being: his psychical, physical and nervous system, which moves whole physiological apparatus of human being. Early detecting of reasons and leading to limitation of psychophysical at musicians efficiency states has important meaning professional social – professional. What is more this nationwide problem.

Many years’ process educations, personnel defect, and also high cost of education of musician of instrumentalist, they base worry additionally about his health. Authoress noticed justly, that musical execution is connected with emotional state in large degree, from which it depends efficiency and effectivity of play on instrument. It was affirmed also, that sure liminal for emotional stimulation values exist above and below, one can which to establish unprofitable for this of occupation circumstances already. With emotional state essential problem important for performing of profession of musician - instrumentalist, namely problem is stress. And particularly coping with difficult situations in stress is here most important. These optimum liminal values to appear authoress of work at help of multifactorial methods and statistical analyses.

Original sample consist of: a group of professional musicians of instrumentalists (both sexes recruited herself from professional orchestras: Music Hall, Great Theatre, and Musical Theatre and a comparison group of adult non-musicians, were also tested on the same inventories as the musicians. Original contribution of authoress relied of questionnaire Personality/Stress (Eysenck-Grossarth Maticek) on adopting. The Statistical deduction in lead across support: the Discriminated Analysis, Lineal and Logistic Analysis of Regress and Analysis of Classify Trees, it permitted into integrated of models which into way multifactorial chains of investigated variable dependence will qualify.

Thanks it pretended composite statistical analyses to qualify itself multifactorial chains of dependence causality consecutive. Results from obtained investigations are covered them with obtained by Professor Anthony Kemp, from International Centre of Musical Education. They also they turned attention onto emotional problems and wholesome as key for musical profession.

Work seems interesting both as under cognitive as practical regard. Because of its range of content it is a most valuable, not only for musicotheraphists in Music Education at professional qualifications, but also there has been a certain amount of interest among psychologist, psychiatrist and physicians in therapeutic prophylaxis and treatment of psychosomatic illnesses. She has made a great contribution to the development not only to the theory of Music Education and Health, but also may therefore be helpful to others investigating this exciting territory in order to give prophylactic treatment.
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	Codes and codas: jazz musicians’ real time construction of endings in performance (Mark Doffman)

In the course of a jazz performance, musicians must decode non-verbal signals (aural and visual) and make inferences about those around them in order to collaboratively construct a piece of music in real-time.  The semi-structured nature of jazz improvising, often described as resembling conversation, thus provides an intriguing example of momentary, communicative behaviour that is framed by considerable rule-based knowledge and experience. 

In this paper, I examine how jazz players end pieces of music.  Endings in jazz are often unrehearsed and bringing a  jazz standard to a close requires a set of finely tuned sensori-motor skills, a knowledge of particular cultural models such as harmonic tags and codas,  but also involves an awareness of musical others and their unspoken intentions. 

The methodology here makes use of video and audio recordings of live performance and explores the interactive detail that emerges in the closure of a piece of music.  Drawing on pragmatic theories of meaning in use and on entrainment as explanatory of musical coordination, this study aims to shed further light on the ways in which real-time interaction is negotiated in performance. 

	The Realisation of Creativity in Artificial Music Improvisation and Interpretation (Anna Jordanous)

How is creativity manifested in improvisation? And how do musicians interpret music in a creative way? We have an intuitive understanding of the concept of creativity that we can use introspectively to suggest answers to these questions, both in theory and during performance. If, though, we want to program a computer to generate music in a creative way, the computer does not understand what creativity is. We cannot ask the computer to behave creatively unless we also give some definition of what such behaviour entails. So the problem becomes: how to define what musical creativity is to a computer.

This work uses empirical methods borrowed from linguistics to capture the words which we strongly associate with creativity. An analysis of the language used in dictionary definitions and academic papers on creativity, as compared to everyday language use, has produced a list of words which we commonly use to discuss creativity, e.g. innovation, openness, divergent. Considering these words in the context of music improvisation and interpretation, I derive key attributes of creativity in this musical domain which can be used to guide an artificially intelligent musical system towards generating creative musical behaviour.
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	From Stage to Studio (…and back again): Analytical and Ethnographic Approaches to Live Performances and Studio Recordings by Sir Charles Mackerras (Amy Blier-Carruthers)

Since the invention of recordings, musicians’ lives have been enriched, but also complicated, as musical performance has been divided into two activities: performing live and making a recording. But is a recording just a live performance, captured? My research into the career of the conductor Sir Charles Mackerras suggests that the answer is ‘no’: musicians seem to adapt their style of playing to the environment and occasion, and record producers must manipulate those sounds in order to create a successful recording.

I have explored this question using both ethnographic techniques and recordings analysis. By combining these two approaches I have aimed to not only define the differences between the types of performances, but to contextualise them within musicians’ experience.

My research has prompted me to ask musicians to compare their experiences of the concert hall with that of the recording studio, and their replies have been enlightening. Drawing from my interviews with Mackerras, and the musicians, producers and engineers he has been working with, as well as my observations of concerts, rehearsals and recording sessions, I aim to show to what extent recording has diverged from the act of live performance, what impact this has had on performance styles, and suggest some ways in which the balance is perhaps starting to be redressed.

	Piano works of Karol Szymanowski: Poetics and Performance (Joanna Szalewska)

In this paper I introduce my project on interpretative styles of the piano works of Karol Szymanowski (1882-1937). My approach is that of a performer, and in this research I shall be preparing interpretations and analyzing my own performances.

Of the many available analytical approaches to this repertoire, I have chosen ‘Integral Interpretation’, a method developed by Mieczyslaw Tomaszewski. Tomaszewski is a Polish musicologist specializing mainly in Chopin’s music, and although his work is mainly on score-analysis, I argue that his approach is important also from the performance perspective.

It involves examination of Poetics which, following Aristotle, proposes a set of non-technical principles governing the art-work. For Tomaszewski, musical poetics complements score-based analysis, by affording access to the more holistic aspects of interpretation, such as genre, expression, general rules of expressive structuring (imagination, texture, aesthetics, ambiguities), rhetoric and semantics. Integral Interpretation does not isolate expression from structure, but invites an approach that acknowledges their complementary aspects. In this paper, I explore some of these aspects, especially as they inform an understanding of Szymanowski’s piano works and their performance.
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	Studying Music Performance: A Probabilistic Approach (David Temperley)
In this paper I examine two goals that shape music performance: 1) to clarify the structure of the piece; 2) to modulate the flow of information.  The first goal is well-established in performance research; the second is less obvious and perhaps controversial. I present evidence for these goals and explore ways of modeling their role in the cognitive processes underlying music performance, using the approach of probabilistic modeling. Examples of the first goal (clarification of structure) include the accentuation of metrically strong events, phrase-final lengthening, and the rise of swing tempo in jazz. An example of the second goal (modulation of information flow) is the slowing of tempo at unexpected events (for which I will present experimental evidence). Finally, I will discuss an interesting phenomenon in music performance: the trade-off between expressive tempo fluctuation (e.g. rubato) and metrical ambiguity (e.g. syncopation). The "syncopation-rubato trade-off" could plausibly be attributed to either clarification of structure, or modulation of information flow; I will argue for the latter option.
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