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Program 
 
 
Thursday, November 19, 2020 
Start time: 12:00 CET (time in Graz) 
 
12:00-12:30 
 

Official Greetings 
 

 Artistic Research Contribution 
12:30-13:15 Heide Bertram, Rosendahl: Étude pour une voix feminine - Experimental-

Etüde 
 

13:15-13:30 Break 
 

 Paper Session: Imperfection and Performance Among Classical Pianists 
13:30-14:00 Philip Feldhordt, Essen: Inszenierte Imperfektion: Carl Czerny und das 

Fantasieren  
 

14:00-14:30 Luk Vaes, Gent: Playing Faster than Possible in Schumann’s Piano Sonata  
Opus 22          Canceled 

14:30-15:00 Break 
 

15:00-15:30 Gabriel Jones, Leeds: Imperfection in Performance of Stockhausen’s 
Klavierstück I 
 

15:30-16:00 Luís Bastos Machado, Lisbon: Rhythmic Imperfection and Physical 
Gesture as an Expressive Device in Claudio Arrau 
 

16:00-16:15 Break 
 

 Artistic Research Contribution 
16:15-17:00 Márcio Steuernagel, Graz: Senses of Musical Imperfections in “The Great 

in-Betweenness” for Solo Flute 
 

17:00 End 
 



Friday, November 20, 2020 
Start time: 15:30 (time in Graz) 
 
15:30-16:00 Welcome, Greeting and Online Hang-Out Room 

 
 Keynote 
16:00-17:00 Seth Brodsky, Chicago: The Imperfect is the Good of the Enemy 

 
17:00-17:15 Break 

 
 Paper Session: Imperfection between Human, Posthuman, and Beyond 
17:15-17:45 Anna Schürmer, Düsseldorf: Posthumane Imperfektion: Der menschliche 

Makel als kreatives Moment 
 

17:45-18:15 Amy Bauer, Irvine: Automata in extremis: Mauro Lanza and Andrea 
Valle’s Flawed Sound Machines 
 

18:15-18:45 Ewa Schreiber, Poznań: Creativity With(out) Limits. The Case of Dominik 
Połoński   
 

18:45-19:00 Break 
 

 Artistic Research Contributions 
19:00-19:45 Roger Redgate, London: Complexity: The Precise Notation of the 

Imprecise  
 

19:45 End 
 
 
Saturday, November 21, 2020 
Start time: 11:00 (time in Graz) 
 
11:00-11:15 Greeting and Brief Hello 

 
 Artistic Research Contribution 
11:15-12:00 Abigail Sin, Singapore: Infinite Repercussions: Performing The White 

Peacock by Charles Griffes 
 



12:00-13:30 Lunch Break 
 

 Paper Session: Dramaturgical and Formal Aspects of Imperfection 
13:30-14:00 Christiane Tewinkel, Berlin: Is Flute Erring, Or Is His Thisbe Wrong? 

Contemplating Imperfection in Benjamin Britten’s A Midsummernight’s 
Dream 
 

14:00-14:30 Arabella Pare, Karlsruhe: Perfect Fragments: Imperfection and Formal 
Openness in Franz Schubert’s Sonata in F sharp minor D 571  
 

14:30-14:45 Break 
 

 Paper Session: The Global Reach of Imperfection 
14:45-15:15 Siavash Moazzami-Vahid, Graz: Imperfection as an Innovative Force in 

Khorsani Maqami Music 
 

15:15-15:45 Sarah Weiss, Graz: Perfect Imperfection in the Aesthetics of Javanese 
Gamelan  
 

15:45-16:15 Lawrence Davies, Newcastle: Sonic Imperfection, Field Recording, and 
the Global Blues 
 

16:15 End 



Abstracts 
 
Heide Bertram, Rosendahl: Étude pour une voix feminine – Experimental-Etüde 
 
Experiment (Definition laut Duden): 
1.) wissenschaftlicher Versuch, durch den etwas entdeckt, bestätigt oder gezeigt werden soll 
2.) [gewagter] Versuch, Wagnis; gewagtes, unsicheres Unternehmen 

„Experimente sind notwendig, um seine eigenen Voraussetzungen zu hinterfragen“ 
(Alvin Curran, Komponist) 

 
Jeder klassisch ausgebildete Sänger ist immerzu auf der Suche nach dem perfekten Ton, nach der per-
fekten Gesangstechnik, nach dem perfekten Ausdruck – um immer wieder festzustellen, dass das in 
Wirklichkeit nicht existiert, denn letztendlich geht es im Gesang fast immer um die Auseinandersetzung 
mit Emotionen. Emotionen aber sind etwas, das sich der Kategorie „Perfektion“ entzieht, weil sie immer 
individuell und situationsgebunden erfahren werden. Emotionen sind gerade das, was in der heutigen 
Diskussion um KI, Smart Technology und Schnittstelle Mensch/Maschine den Menschen für die einen als 
unterlegen, für die anderen als überlegen aussehen lässt, weil die Befeuerung durch Emotionen sowohl 
zu großen Leistungen, als auch zu großen Fehlleistungen führen kann. In der Popularmusik ist 
zunehmend zu beobachten, wie einerseits elektronische Nachbearbeitung und Autotuning die Stimmen 
immer eindimensionaler und seelenloser werden lässt, und andererseits stimmliche Defekte und 
Unzulänglichkeiten als Markenzeichen und verkaufsförderndes Alleinstellungsmerkmal benutzt werden. 
Die reichen Möglichkeiten der menschlichen Stimme sollte jeder, der mit ihr arbeitet, immer wieder neu 
entdecken. Inspiriert von Vinko Globokars „Jenseits der Sicherheit“ habe ich dazu meine Experimental-
Etüden entwickelt. Das Experiment trägt nicht per se das Ziel der Perfektion in sich, im Gegenteil kann 
das Ziel gerade im Scheitern bestehen, im Erreichen der Grenze, ab der das bisher gekonnte 
bedeutungslos wird, weil es keine neuen Erkenntnisse hervorbringt. Erkenntniserweiterungen können 
erst dann entstehen, wenn man über die bekannten Grenzen hinausgeht, ohne zu wissen, was einen 
dahinter erwartet. 
Das japanische Prinzip des Wabi Sabi, traditionell eher mit der bildenden Kunst verknüpft, könnte aber 
auch für die Musik als solche stehen; seine drei Grundsätze lauten: Nichts bleibt – nichts ist abge-
schlossen – nichts ist perfekt. 
 
Heide Bertram, born in 1964 in Gelsenkirchen, Germany, actually living in Rosendahl 2004 study of Music and Singing at 
Musikhochschule Münster (D) in the class of Prof. Uta Spreckelsen, ending up with a diploma summa cum laude in 2008. 
Master of Music degree in 2013 at Musikhochschule Münster in the class of Edmund Toliver, postgraduate studies at Gerda 
van Zelm, Utrecht (NL)  
2010 - 2015 lectureships at Musikhochschule Münster in vocal didactics and children’s voice  
2007 - 2017 teaching singing at Musikschule Steinfurt including featuring several projects such als Opera ensemble, the Magic 
Flute for Kids, Symphonic Rock Night, Refugees-Welcome-Choir Since 2012 conducting classical choirs as well as 
pop/improvisation ensembles Since 2014 workshops and voice-education programs for teachers and choirs  
Collaboration with composers as Jaques Bank (NL), Luca Lombardi (I), Thüring Bräm (CH), Kurt Schwertsiek (A), Elnaz Sayedi 
(D)  
Ensembles: Trio Vernice (classical and contemporary music for Cello, accordion and voice) Sky-Trio (experimental/improvised 
music for 3 voices) WIO – Wuppertaler Improvisors Orchestra  
Various solo programs including sacred music, Lied, contemporary music and improvisation 



Philip Feldhordt, Essen: Inszenierte Imperfektion: Carl Czerny und das Fantasieren  
 
Es gebe in der Musik „nichts Schlimmeres, als das Falschgreifen“, schreibt Carl Czerny in seinen Briefen 
über den Unterricht auf dem Pianoforte. Als Improvisationspädagoge, der Czerny vor allem mit seiner 
umfangreichen Anleitung zum Fantasieren op. 200 auch ist, bringt ihn diese Überzeugung in gewisse 
Konflikte. Denn einerseits offenbart er auch hier ein Sicherheitsdenken, das nicht unbedingt förderlich 
scheint für das Improvisieren – schon gar nicht für ein „freies“ Fantasieren. Andererseits aber stellt er ein 
Fantasieren als erstrebenswert dar, das einem „beinahe bewusstlosen und träumenden Fortspielen der 
Finger“ entspricht und der „Laune“, dem „Zufall“ oder eben den Fingern „überlassen“ ist.  
Czerny spiegelt damit eine unaufgelöste Spannung im Konzertleben des ersten Drittels des 19. 
Jahrhunderts wider. Von einem „überlassenen“ Fantasieren sprechen in verschiedenen Nuancierungen 
gleichermaßen Theoretiker wie Heinrich Christoph Koch und Gustav Schilling wie auch Spieler (Hummel 
und Beethoven). Diesem Ideal eines – mit einem heutigen Wort gesagt – losgelassenen Improvisierens 
steht ein nicht unerhebliches Risiko des Scheiterns gegenüber. Öffentlich Improvisierende sahen sich 
teils scharfer Kritik von Rezensenten und Publikum ausgesetzt. Nicht zuletzt ist jene Spannung in 
Ansprüchen ablesbar, die an improvisierte Form erhoben werden: Ein wirklich formloses Improvisieren 
erscheint genauso inakzeptabel wie ein zu klar geformtes Spielen. Nur vereinzelt finden sich Ansätze 
dazu, die Spannung aufzuheben, etwa wenn ein Rezensent der Allgemeinen musikalischen Zeitung 1827 
schreibt, es könne die freie Fantasie ja „der Natur der Sache nach keinem Einzigen jederzeit gelingen“.  
Czernys Umgang mit den skizzierten Widersprüchen ist ein pragmatischer. Bei allen Spontaneitäts- und 
Originalitätsansprüchen seiner Zeit plädiert er für eine solide Vorbereitung. Diese erfolgt zum einen 
kurzfristig und sehr konkret: Für das Präludieren etwa soll sich die Spielerin oder der Spieler „Preludier-
Formulare“ zurechtlegen. Zum anderen geschieht die Vorbereitung langfristig, indem die oder der 
Improvisierende sich mit musikalischem Material vertraut macht. Hierzu gehören solche Mittel, mit 
denen improvisationstypische Unregelmäßigkeiten und damit Imperfektes inszeniert werden kann. 
Gerade die motorische Vertrautheit mit dem geübten Material aber scheint ihm das „beinahe 
bewusstlose und träumende Fortspielen der Finger“ zu ermöglichen – und damit Momente echter 
Spontaneität. 
 
Philip Feldhordt, geboren 1984. Studium der Kirchenmusik, Schulmusik, Geschichte und Erziehungswissenschaft an der 
Folkwang Universität und der Universität Duisburg-Essen. 2011 Erstes Staatsexamen für das Lehramt an Gymnasien und 
Gesamtschulen, 2012 A-Examen, 2018 Promotion in Musikwissenschaft (Titel der Arbeit: „Czerny und das Fantasieren. Eine 
Untersuchung zum schrittweisen Verschwinden der Klavierimprovisation im 19. Jahrhundert“, erscheint 2020 im Olms-
Verlag). Seit 2015 Lehrbeauftrager im Fach Klavierimprovisation, seit 2018 wissenschaftlicher Mitarbeiter in 
Musikwissenschaft (beides Folkwang Universität) 
 
 
Gabriel Jones, Leeds: Imperfection in Performance of Stockhausen’s Klavierstück I 
 
The complex rhythms and disparate registers of Klavierstücke I–IV (1952) represent Stockhausen’s first 
attempts to foreground the ‘irrational nuances’ of human performance, inspired by the imperfect reality 
of serial composition in the electronic studio. Since the troubled first performances by Marcelle 
Mercenier, a significant number of pianists have recorded these works, gradually establishing a common 
practice and reducing rhythmic imperfection to the micro-aesthetic plane. Taking Klavierstück I and the 
interpretation of Stockhausen’s ‘as fast as possible’ tempo direction as a central focus, the first half of 



this paper outlines the nature of this practice and explores its aesthetic consequences, drawing on 
empirical data analysis of recordings by David Tudor (1959), Aloys Kontarsky (1965), Herbert Henck 
(1986) and Ellen Corver (1997). Alert to the danger of diminishing aesthetic returns in future 
performances of these seminal works, the second half of this paper offers new interpretive strategies, 
supported by extracts from my own experimental recordings. The varied tempi of these recordings are 
calculated from average timings of bar six, the technical crux of the piece, performed in isolation 
according to three criteria of ‘possibility’: speed with audible dynamic distinctions (between ff, fff and 
sffz); speed with literal groupings (playing all notes as fast as possible while maintaining accurate 
rhythm); and speed with gestural groupings (playing all notes as fast as possible). When applied to 
performance of the piece as a whole, these experimental tempi offer a range of expressive possibilities, 
with greater dynamic distinction and further refinement of metric proportionality at slower speeds, and 
unpredictable levels of aesthetic imperfection at the limits of the possible. Finally, I compare empirical 
data analysis of these new recordings with those already discussed, thereby contributing to 
understanding of the relationship between imperfection, expression and interpretation in complex 
music. 
 
Gabriel Jones is currently completing a practice-led PhD at the University of Leeds, exploring the performance practice of 
Stockhausen’s Klavierstücke. The finished project will feature experimental studio recordings of Klavierstücke I, VII and X, 
offering a range of alternatives to the established traditions surveyed in the thesis. Prior to starting his PhD, he worked as a 
piano teacher and lecturer at KM Conservatory of Music and Technology in Chennai, India. His current research interests 
include the aesthetics and performance practice of post-WWII New Music, and contemporary methodologies and applications 
of performance analysis.  
 
 
Luís Bastos Machado, Lisbon: Rhythmic Imperfection and Physical Gesture as an Expressive Device in 
Claudio Arrau 
 
The concept that a musical composition exists in an idealized, purely aesthetic and autonomous space is 
a common trope in the late nineteenth and early twentieth centuries. In this paradigm, how does a 
performer reconcile their intended faithfulness to the idealized concept of a piece with those foreign 
aspects that originate in the physicality of its performance and are not explicitly notated in the score? 
For some, the key to correct performance stems from rendering the score as accurately as possible, 
using technique to efface the performer's presence. Heinrich Schenker, however, offers seemingly 
paradoxical contributions to the subject. Although he argues that a composition requires no 
performance to exist, he claims that technically difficult passages should sound difficult – and never be 
simplified – in order to fulfill their meaning, hinting at a role for the performing body in shaping the 
musical idea itself. 
In this paper, we suggest that pianist Claudio Arrau builds on similar principles to Schenker's to create a 
conceptual framework where, by considering technique and expression as one, physical gestures are not 
merely tools to convey preformed musical ideas; they are active participants in the conceptualization of 
musical discourse, both in performance and composition itself. By analyzing excerpts of his recordings 
and edition of Beethoven sonatas, we explore how Arrau's imperfect delivery of certain rhythms notated 
in the score, caused by the technical difficulty implicitly prescribed by the composer, is a calculated and 
fundamental expressive device: physical gesture supersedes absolute rhythmic accuracy. It is at this level 
– the tension between rhythmic notation and gesture – that we might perceive Arrau's Barthesian 



“grain”; where, beyond expressing form and conventions, the audible consequence of the uneffaced 
physicality of the performer's gestures creates a further layer of potential meaning for the listener. 
Through his approach, Arrau considers that performance can be faithful to the compositional idea and 
the score, while rescuing it from pure aesthetic autonomy: for him, it is at the very intersection of the 
idealized and the physical that the composition is born – and it is with regard to the physical that it has 
originally been conceptualized by the composer. 
 
Luís Bastos Machado is a portuguese pianist and currently a researcher at CESEM (Critical Theory and Communication group) 
and a PhD candidate at NOVA-FCSH in Lisbon, Portugal. He has been awarded an FCT doctoral grant for his research project 
on the evolution of performance practice in Brahms’s piano works during the first half of the twentieth century in the context 
of a transversal aesthetic paradigm shift in the arts. Luís’s interest in early twentieth century recordings and performers 
developed during his Master’s degree in Piano Performance at the Royal Academy of Music in London. He has been 
performing regularly in Portugal, Germany, and the United Kingdom, both as a soloist and in chamber music groups. He has 
played at several international music festivals and has been featured in German public radio Deutschlandfunk and Portuguese 
classical public radio Antena 2 with live and recorded broadcasts. 
 
 
Márcio Steuernagel, Graz: Senses of Musical Imperfections in "The Great in-Betweenness" for Solo 
Flute, with performance by Eric Lamb (flute) 
 
The question of “what is musical imperfection” or “what can musical imperfection be” is an elusive one. 
As a morphologically negative word, the meaning of “imperfection” shifts according to the different 
possible connotations of “perfection”, which also change according to usage and context. Taken as a 
determinate concept, “perfection” has lost the centrality it once held in aesthetics and philosophy of 
music, especially in 18th Century discourse. But a word operates in many layers, not all of them 
dependent on conceptualization. In everyday music making, perfectionist reminiscences continue to 
operate – and musical imperfections, to emerge and act. 
The task of advancing comprehension of imperfection in music as a fundamental compositional and 
performative dimension, therefore, is a task especially suited for Artistic Research: these senses are best 
pursued, discerned and elucidated in the process of music making. Accordingly, in this concert-lecture, I 
explore a few selected strong senses of musical imperfection in a new research composition for flute. In 
doing so, I advance comprehension of these senses by looking at examples from the creative process, 
including both composition and documented working sessions with the performer. This case study sheds 
light on the bridge that bypasses the (arguably artificial) gap between theory and practice – between 
conceptual reflexion and artistic creation. The centrality of artistic practice is further highlighted by 
including the recorded première of the full cycle “The Great in-Betweenness: six études and three 
melodies for solo flute”, performed by Eric Lamb during the ARTikulationen  Festival of Artistic 
Research (10. October 2020), wherein a first version of this lecture was also presented. 
 
Márcio Steuernagel is a Brazilian composer, conductor and artistic researcher – currently Doctoral Candidate at the Artistic 
Doctoral School of the University of Music and Performing Arts Graz. Steuernagel is Master in Music by the Federal University 
of Paraná, main conductor of the Federal University of Paraná Philharmonic Orchestra; Conducting and Composing Professor 
at the School of Music and Fine Arts of the State University of Paraná, conductor of the Ensemble Móbile, and a founding 
member of the Ensemble entreCompositores. He currently lives in Vienna. 
 
 



Seth Brodsky, Chicago: The Imperfect is the Good of the Enemy 
 
“The Imperfect is the Good of the Enemy" 
In this talk I want to focus on some musical and sonic objects which are intensely expressive and 
symptomatic of the “current crisis.” But more importantly, I want to ask how the fabrications we are 
now witness to—so monstrous and unyielding and at the same time so strangely weak and breakable—
owe their strange power to the musical. My bridge between the figures of “reality” and “music” here will 
be the psychoanalytic concept of “drive,” Trieb as Freud called it and what Jacques Lacan, emphasizing 
its rhythmic quality, called pulsion. Drive is itself a concept of both the monstrous and unyielding and 
also the weak and breakable; it is also arguably the most unsettled and elusive grounding category of 
psychoanalysis, a notion at once so foundational and so fraught that it keeps psychoanalysis historically 
incomplete—which is to say, in an Adornian spirit, still awaiting realization, still alive in its tomb, still able 
to speak to a present tormented in its drivenness, thoroughly confused about what it is and how it will 
turn out, mythologically inhibited. “The theory of the [drives],” Freud wrote in that horrible year 1933, 
“is so to say our mythology. [Drives] are mythical entities, magnificent in their indefiniteness. In our work 
we cannot for a moment disregard them, yet we are never sure that we are seeing them clearly.” Almost 
a century later one cannot say Freud’s articulation has changed much. The theory of the drive, like the 
drive itself, is zielgehemmt, inhibited in its aim. In the context of this conference, one could say the drive 
is definitionally, constitutionally, imperfect—which is to say, literally, etymologically,  incomplete, 
inconsistent, left-undone, left-open. What I would like to speculate on here is how music is at once a way 
of completing the drive, perfecting it, rendering it magically consistent and uninhibited—and at the same 
time, how the drive is itself musical, how the drive drives the present in a musical way.   
 
Seth Brodsky is Associate Professor of Music and the Humanities at the University of Chicago. He is the author of From 1989, 
or European Music and the Modernist Unconscious (California, 2017), and has published on such topics as opera, influence, 
and the music of John Cage and Benjamin Britten. He is currently at work on a book about music, psychoanalysis, and 
repetition. Since 2019, Brodsky has served as Director of the Richard and Mary L. Gray Center for Arts & Inquiry, which seeks 
to foster experimental collaborations between artists and scholars at the University of Chicago and around the world. 
 
Anna Schürmer, Düsseldorf: Posthumane Imperfektion: Der menschliche Makel als kreatives Moment 
 
Synthesizer kennen eine seltsame Funktion: Der „Humanize“-Effekt baut minimale Schwankungen in Zeit 
wie Tonhöhe ein und verneint so eine grundlegende Potenz und Verheißung digitaler Medien: Die 
reibungs-, trübungs- und störungsfreie Perfektion. Tatsächlich wird damit eine Aufführungspraxis des 
analogen Zeitalters imitiert: Die Performance des menschlichen Musikers, die auch bei größter Meister-
schaft sich nur graduell der Perfektion annähern kann. Mehr noch können die menschlich verursachten 
Unregelmäßigkeiten als Grundpfeiler musikalischer Interpretation gelten, die das Individuum auf der 
Bühne jahrhundertelang als geniales Subjekt herausstellte. Dieser „Menschliche Makel“ ist damit die 
Essenz der viel beschworenen „Aura“, die das musikalische Kunstwerk im Zeitalter seiner digitalen 
Reproduzierbarkeit zu verlassen droht. 
Schon seit den Gründerzeiten der Lautsprechermusik nach 1945 verfolgt die elektronischen Klänge der 
Standardvorwurf der „Enthumanisierung“. Der geplante Vortrag verfolgt nun die These, dass Fehler und 
Imperfektionen als ästhetisches und kreatives Moment eine entscheidende Rolle im digitalen Zeitalter 
„posthumaner“ Perfektion spielen. The Principle of Disruption kann mehr noch als Aktualisierung 
modernistischen Fortschrittsdenkens gelten: Wenn alles gemacht und das Material ausgeschöpft ist, 



wenn technischer Perfektionismus den menschlichen Genius überholt hat, nimmt der Fehler strategisch 
die Rolle der Innovation ein. Das zeigt sich etwa in der Konjunktur des Rauschens, in Glitches und 
Interferenzen der „Technoavantgarden“ – jener Künstlergeneration, die das Digitale als Konzept und 
Material medienästhetisch nutzbar macht. 
Auf theoretischer Ebene kann dieses Principle of Disruption als Denkkategorie post- und transhumaner 
Konzepte im Bereich des Klingenden gelten: Während die digitale Perfektion als Effekt transhumanisti-
scherer Optimierung-Prozesse und im Kontext des „Human Enhancement“ gelten kann, lässt sich der 
imperfekte Hang zum „Menschlichen Makel“ als Ausdruck eines kritischen Posthumanismus interpre-
tieren. 
 
Anna Schürmer ist Medienkulturwissenschaftlerin und Musikjournalistin. Ihre Forschungsschwerpunkte liegen im Bereich 
Auditive Kulturen und Sound Studies, konkret: Störpotentiale des Akustischen, Neue Musik und Avantgarden, Interaktionen 
von Musik/Mensch/Maschine, Ästhetische Skandale/Eklats, Post-/Transhumanismus, Gender und Sound. Nach Abschluss 
ihrer Dissertation Klingende Eklats. Skandal und Neue Musik (Transcript 2018) beschäftigt sich Anna Schürmer unter dem 
Arbeitstitel Posthumane Sinfonien mit der Epochenästhetik der digitalen Ära. Als Musikjournalistin publiziert sie regelmäßig in 
diversen Print-, Funk und Online-Medien. (www.interpolationen.de)  
 
Anna Schürmer is interested in discourses, mediality and aesthetics of contemporary music culture. As a journalist, she 
regularly publishes and produces in print media (e.g. Neue Zeitschrift für Musik, Neue Musikzeitung, Positionen etc.) as well 
as in radio (Deutschlandfunk, SWR, BR, WDR) and online formats (e.g. Apple Music). As a media cultural scientist Anna 
Schürmer researches in the field of sonic cultures and sound studies. Her particular focus is on interference potentials of the 
acoustic (noise, glitch, imperfection), new music and avant-gardes, aesthetic scandals, post-/transhumanism, gender and 
feminist science and technology studies. Since completion of her dissertation Klingende Eklats. Skandal und Neue Musik 
(Transcript 2018) Anna Schürmer has been working on the epochal aesthetics of the digital era under the working title 
Posthumane Sinfonien. (www.interpolationen.de) 
 
 
Amy Bauer, Irvine: Automata in extremis: Mauro Lanza and Andrea Valle’s Flawed Sound Machines 
 
Over four years, Mauro Lanza and composer-technologist Andrea Valle composed the cycle Systema 
Naturae (2013–17), which combines acoustic instruments with computer-controlled mechanical sound 
objects. The first work of the cycle, Regnum animale, surrounds a string trio with a circle of computer-
driven, electro-mechanical devices, whimsical creations that offer a second life to discarded consumer 
electronics such as electric knives, radio clocks, hair dryers and turntables. Lanza’s strict harmonic 
process, as he avers, is often “riddled with ‘creative’ errors.” Similarly, every performance of Regnum 
animale will be different, as the jerry-rigged mechanical objects necessarily break down or malfunction, 
as part of an instrumentarium in a state of constant becoming. Regnum animale thus represents a 
paradoxical combination of ideals. 
The composers demand extreme rigor from themselves and their performers. Yet both composer and 
performer blend their efforts with the contingent sounds and rhythmic qualities of found and discarded 
consumer objects. Lanza recomposed five of the Regnum animale for orchestra as the basis for Anatra 
digeritrice (Piccola Wunderkammer di automi oziosi) (2014), inspired by the Eighteenth-century inventor 
Jacques de Vaucanson’s duck automaton Le Canard Digérateur (1739). Although the recomposition 
imparts a certain a sense of depth and grandeur to its source, Anatra remains, in Lanza’s words, “a little 
collection … of precision-made mechanisms that move about pointlessly,” the distorted analogue of a life 
all more thrilling for its clumsy grace. 

http://www.interpolationen.de/
http://www.interpolationen.de/


The failure of the original Le Canard Digérateur – the defecating duck did not really process its feed – 
crystallized its fascination for both contemporary and later audiences. But that fault only highlighted the 
central identity of automata as a whole, as contradictions in the delicate balance between nature and 
artifice that flaunt their own “insoluble paradox.” In a similar way the clash between precision and 
chance in Regnum and Anatra highlights the allure of technology’s flawed analogues of the real. As 
Regnum brought the flawed sound of discarded objects to a chamber music stage, Anatra digeritrice 
transforms actual automata into that most deceptive machine, the modern orchestra. 
 
Amy Bauer is Associate Professor of Music Theory at the University of California, Irvine, where she teaches graduate and 
undergraduate courses on music theory and analysis, ethnomusicology, popular music and music aesthetics. She has 
published on the music of Ligeti, Messiaen, Chávez, Lang, Lanza, Ádes, Tulve, the television musical, contemporary opera, 
spectral music, and the philosophy and reception of modernist music and music theory. Her monographs include Ligeti’s 
Laments: Nostalgia, Exoticism and the Absolute (Ashgate, 2011), and the collections György Ligeti’s Cultural Identities 
(Routledge: 2017), co-edited with Márton Kerékfy, and The Oxford Handbook of Spectral Music, co-edited with Liam Cagney 
and Will Mason (Oxford, forthcoming). 
 
 
Ewa Schreiber, Poznań: Creativity With(out) Limits. The Case of Dominik Połoński  
 
Dominik Połoński (1977–2018) was one of the most outstanding Polish cellists of his generation. He 
became famous among others from performances of music by Johannes Brahms, Robert Schumann and 
Antonin Dvořak and has won many prestigious awards at international competitions. In 2004, his career 
was interrupted by cancer, which permanently deprived him of power in his left hand. Three years later, 
the cellist returned to his profession. Since then, Połoński's cooperation with Polish composers began, 
who composed his compositions with him in mind, many of them belong to the leading composers of 
their generation. Among them are Olga Hans (b. 1971), Sławomir Zamuszko (b. 1973), Artur Zagajewski 
(b. 1978), Andrzej Kwieciński (b. 1984), Sławomir Kaczorowski (b. 1956), Dariusz Przybylski (b. 1984). 
In my presentation I will focus on instrumental technique developed by Dominik Połoński, as well as how 
it influenced the shape of works written for the cellist, created in close cooperation with composers. In 
retrospect, one can see the increasing level of difficulty and the evolution of sound effects that Połoński 
used. In earlier compositions [Olga Hans, Cello Concerto for the right hand (2007–2008), Dariusz 
Przybylski Four Darks in Red (2012)] his part was usually supplemented by the orchestra's playing, which 
supported it, continued it and allowed to achieve full sound. In later pieces [Artur Zagajewski, brut 
(2014), Andrzej Kwieciński, Pièces d’un violoncelle (2014)], other instrumentalists begin to imitate the 
soloist, take over his way of playing to bring out unusual sounds from their own instruments. 
Paradoxically, in these avant-garde compositions, contemporary music also enters into a relationship 
with early music. 
In addition, I will try to describe exceptional performance situations, intensively perceived by the 
audience, in which awareness of the disease is associated with a sense of expression, unusual musicality 
and self-discipline. I will also show how the cellist, previously associated with the Romantic repertoire, 
became the apologist of contemporary music over time. 
I will base my speech on the analysis of scores, as well as on in-depth interviews with composers 
collaborating with Dominik, on press reviews and on the personal experience of participating in 
Połoński's performances. 
 



Ewa Schreiber Assistant Professor on the Department of Musicology of Adam Mickiewicz University in Poznań (Poland). She 
graduated in musicology and philosophy at Adam Mickiewicz University and defended her PhD in musicology. She also spent 
one semester at Karl-Franzens Universität in Graz. Her main scientific interests are the aesthetics of music (the theory of 
tropes, such as irony and metaphor, applied to music and musicological discourse), sociology of music and the musical 
thought of contemporary composers. In 2012 she published her monograph Muzyka i metafora. Koncepcje kompozytorskie 
Pierre'a Schaeffera, Raymonda Murraya Schafera i Gérarda Griseya [Music and metaphor: the compositional thought of Pierre 
Schaeffer, Raymond Murray Schafer and Gérard Grisey]. Since 2020 she is the Editor-in-chief of the journal “Res Facta Nova. 
Studies in contemporary music”. 
 
 
Roger Redgate, London: Complexity: The Precise Notation of the Imprecise 
 
We seldom question the functionally of notation as means of transmitting a musical idea. In fact 
invariably a score is understood to represent the intentions of the composer, as a one to one mapping, 
leaving aside various degrees of performative latitude defined by style and interpretation.  
The 1950s saw the rise of various complex parametric compositional systems where pitch, rhythm, 
dynamics and articulation were considered as functional aspects of material, the complex interaction of 
which redefined the gestural nature of music. However, this further gave rise to questions of 
performability in terms of accuracy, leading some critics to suggest such scores are ‘eye music’ requiring 
computer-like responses from performers, and that time-space notation would better serve the rhythmic 
interest of the composer.  
However, an interesting by-product of such complex notations would be ‘emergent properties’, a term 
borrowed from complexity theory, where the interaction among constituents of a system are such that 
the system as a whole cannot be fully understood by analysing its components. This has an interesting 
correlation to the functionality of musical notation, which exhibits inherent properties as material, not 
always explicit in the notation per se, which might otherwise be considered imperfections in 
performance. In the introduction to the score of Cassandra’s Dream Song (1970), for example, Brian 
Ferneyhough indicated how certain performative ‘divergences and impurities’ may be taken as the 
intentions of the composer. Other works such as Lachenmann’s Pression notate the actions to be 
executed by the performer and not the sounding result, which might vary from one performance to 
another.  
My own research as a composer has explored such notational potential as material. What might be 
considered a meaningful degree of inexactitude in performance? What are the boundaries of notation in 
relation to improvisation and performative freedom? How does a performer assess the correct 
interpretation and learning strategies for such music? This paper will discuss the ontology of the work in 
relation to this creative discourse with specific reference to my own compositional practice.  
 
Roger Redgate is a composer, conductor and improviser and is Professor of Composition at Goldsmiths, University 
of London, where he is Director of the Contemporary Music Research Unit. He graduated at the Royal College of 
Music, studying composition and conducting with Edwin Roxburgh and electronic music with Lawrence Casserley. 
A DAAD scholarship enabled him to study with Brian Ferneyhough and Klaus Huber in Freiberg, Germany. He was 
invited as guest composer and conductor at the Darmstädter Ferienkurse für Neue Musik between 1984 and 1994 
where he received the Kranichsteiner Musikpreis for composition. He is conductor and artistic director of 
Ensemble Exposé.  His compositions are published by Editions Henry Lemoine, Paris and United Music Publishing 
Ltd. 
http://www.rogerredgate.com | https://soundcloud.com/roger-redgate 
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Abigail Sin, Singapore: Infinite Repercussions: Performing The White Peacock by Charles Griffes 
 
The violinist and pedagogue Rudolf Kolisch once summarised his methodology of performance as 
follows:  

1. Study of the score  
 Macro-structure  
 Retrace every thought process  
 Motif vocabulary  
2. Mental Concept  
3. Instrumental preparation independently  
 Formation of “raw material”  
 Realization  
4. Confrontation with concept  
5. Act of performance: Subconscious re-creation  

 Objective vs Romantic1  
For Kolisch, performance is objective re-creation, with the physical act of performance governed by the 
performer’s Mental Concept, which is itself inextricably tied to the structural construction of the piece. A 
performer’s goal at the instrument is thus to attain “full possession” of the musical material, producing 
the “exact fulfilment of the precisely defined elements of pitch, duration-proportion, tempo and 
intensity” until “full congruence” with the Mental Concept is reached. This definition of performance 
disqualifies imaginative spontaneity, or any diversions from the Mental Concept.  
As opposed to Kolisch’s view of seeing discrepancies between performances as undesirable imperfec-
tions (nothing less than “exact fulfilment” will do!), I propose an alternative method of performance 
governed by an Aural Concept. The Aural Concept is a symbolic entity2 that the performer constructs in 
her imagination, which is then transformed into audible, performed sound. Any given performance is 
therefore one of the infinite repercussions of the Aural Concept and can never be exactly replicated.  
In this presentation, I use The White Peacock by Charles Griffes as a case study to demonstrate how I 
construct my Aural Concept and explore its potentialities and implications for performance. I also 
illustrate the “infinite repercussions” of the Aural Concept, embracing the differences between each 
performance, in live performance and pre-recorded video clips.  
https://drive.google.com/open?id=1VxMOmjAYBDYl1IpnmVD8Cz9kHC6u4Yaf 
 
Abigail Sin Singaporean pianist has appeared in concert halls across the globe as a soloist and collaborative pianist. A top prize 
winner of several international piano competitions, she is an alumnus of the prestigious Verbier Festival Academy and is a 
Young Steinway Artist.  

                                                      
1  Quoted in Joan Allen Smith, "Performance Practices," in Schoenberg and His Circle: A Viennese Portrait (New 

York: Schirmer Books, 1986), 105. Original documents held in the Kolisch Collection at Harvard University 
2  Using Goethe’s definition of a symbol as that which “transforms the phenomenon into an idea, and the idea 

into an image, and does this in such a way that the idea in the image has infinite repercussions, and remains 
intangible.” Quoted In Stefan Jarocinski, Debussy: Impressionism and Symbolism, trans. Rollo Myers (London: 
Eulenberg Books, 1976), 23.  
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Abigail is the co-founder of the More Than Music concert series in Singapore, which aims to bring classical chamber music to 
new audiences. This year, More Than Music recorded and released video performances of the complete Beethoven Violin 
Sonatas, along with educational outreach content.  
Abigail recently completed a PhD at the Royal Academy of Music, supported by the Lee Kuan Yew Scholarship, under the 
supervision of Dr Briony Cox-Williams. In July 2018, Abigail joined the academic faculty of the Yong Siew Toh Conservatory of 
Music in Singapore.  
 
 
Christiane Tewinkel, Berlin: Is Flute Erring, Or Is His Thisbe Wrong? Contemplating Imperfection in 
Benjamin Britten’s A Midsummernight’s Dream 
 
While imperfection in performances of tonal music will most often occur by accident there are a few 
exceptions to this rule, among them a deliberately faulty passage in Benjamin Britten’s opera A 
Midsummernight’s Dream (1960), one of the few modern operas with a lead male role for a counter-
tenor. Oberon however, king of the fairies, is not the only one with wavering gender identity in this 
piece. Indeed, young Francis Flute has to cross-dress and appear as a woman as he plays the role of 
Thisbe in a theatrical performance presented as part of the story proper. What is more, in doing this, he 
sings an entire series of wrong tones. Are they Flute’s fault, or is his Thisbe erring? In composing what 
may be perceived to be a typical backstage comedy, Benjamin Britten creates an exemplary situation in 
which fundamental dimensions of musical performance as such intersect, like the discrepancy between 
the written score and its possibly faulty performance, the back-and-forth between authenticity and role-
playing that singers may go through on stage, and the significance that gender stereotypes have for 
operatic roles. Drawing on Judith Butler’s concept of ‘performing gender,’ I will turn away from the 
central figure of Oberon to show that in Britten’s Midsummernight’s Dream, young Flute, through his 
error-stricken appearance as Thisbe, presents us with the most complex reflection on gender, 
imperfection, and musical performance. 
 
Christiane Tewinkel  studierte an der Staatlichen Hochschule für Musik und der Albert-Ludwigs-Universität Freiburg Musik, 
Anglistik und Germanistik sowie an der Harvard University Musikwissenschaft und Musiktheorie. 2002 folgte die Promotion 
an der Universität Würzburg mit einer Arbeit über Robert Schumanns Liederkreis op. 39. Nach Stationen in Stuttgart, Leipzig, 
Berlin und Berkeley habilitierte sie sich 2014 an der UdK Berlin mit einer Arbeit zur Wissensgeschichte der Musik im 20. 
Jahrhundert. Von Oktober 2015 bis März 2016 übernahm sie, ebenfalls an der UdK, die Leitung eines von der Thyssen-Stiftung 
geförderten Editionsprojektes zum amerikanischen Liszt-Schülerkreis. 2016 begann eine Verpflichtung 
als lecturer in musicology an der Barenboim-Said Akademie Berlin, im akademischen Jahr WS 2017/18 vertrat sie eine 
Professur für Musikwissenschaft an der Universität Paderborn / Hochschule für Musik Detmold. Im ersten Halbjahr 2020 war 
sie Botstiber Fellow am Institute for Advanced Study der Central European University Budapest, und im akademischen Jahr 
2020/21 vertritt sie eine Professur für Musikwissenschaft an der Universität der Künste Berlin. 
 
 
Arabella Pare, Karlsruhe: Perfect Fragments: Imperfection and Formal Openness in Franz Schubert’s 
Sonata in F sharp minor D 571 
 
The fragmentary movement D 571 is an example of a type found in first movements among the 
incomplete piano sonatas: it is abandoned at the entry of the recapitulation. The “imperfection”, 
represented by incompletion, of this and the other fragmentary sonatas has resulted in an obscurity 
unusual for such a prominent genre composed by a “canonical” composer. From a closer examination of 
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the fragmentary movement, it is possible to discern a nebulously emergent projection of the absent 
recapitulatory content. This leads to a dialectic of a concrete and recorded formal imperfection which is 
complemented by an inherent but unrealised implication of completion. 
The imperfection of the F sharp minor movement is a symptom of a larger formal reconsideration of 
recapitulatory function in Schubert’s sonatas for solo piano, of which incompletion and fragmentation 
are fundamental elements. Evinced by the prominence of the subdominant recapitulation in earlier 
works, for Schubert the recapitulation as a moment of teleological import for the sonata structure 
appears to be, both aesthetically and historically, no longer tenable in a unreflected manner. The 
solution to this compositional problem is found in a deliberate approach to formal imperfection, an 
implicit hint of an idealised completion which remains unrealised and is recorded as a fractured and 
unattainable image of formal unity in the imperfect fragment of a single movement. 
Furthermore, the individual musical elements of the movement are directed at evoking an aesthetic of 
deliberate fracture, summoning the impression of melodically and rhythmically inflected imperfection 
through the construction of motives and their implementation in evoking larger structures. 
The aim of the proposed paper is to examine the modes by which levels of imperfection, extending from 
motivic construction to large-scale formal principles within D 571, are combined to reinvent an 
established formal model. 
 
Arabella Pare studied at the Royal Academy of Music from 2005 until 2009 with a full stipend from Gaile Sarma. In 2009 
Arabella began an Aufbaustudium in Lübeck and in 2011 transferred to Karlsruhe for a Masters degree, which she finished in 
2012 with “Auszeichnung”. Among her recordings is a 2012 performance of the Webern Variations for broadcast by the SWR 
in Baden Baden. As a soloist, Arabella has given concerts in the USA, the UK, and across Europe. In Germany she is active as a 
chamber musician and soloist. She is currently a lecturer for artistic research and musicology at the Hochschule für Musik 
Karlsruhe. 
 
 
Siavash Moazzami-Vahid, Graz: Imperfection as an Innovative Force in Khorsani Maqami Music 
 
Audiences in Khorasan (northeastern Iran) esteem the many folk (maqami) and classical (radif) traditions 
of the region and the performers are held in high regard within the communities. Two of the most 
distinctive groups of maqami musicians are the bakhshi who play the long-necked lute dotar, and the 
ashegh who play the single-reed ghoshmeh and the double-reed sorna. The performance of maqami 
music entails playing pre-composed pieces based on certain melody-types (maqam). Each melody-type is 
individualized by substantial ornamentation that occurs throughout the piece as improvisation. These 
embellishments are restricted by the fixed tetrachords that determine the “acceptable” pitches in each 
maqam. Theoretically, the performance of identical pieces by different musicians should result in 
different renditions of the same melodies. We might expect that these differences would appear as 
ornamentations in structurally insignificant locations in the melody. This is, however, far from the 
realities of the performance practice.  
Due to the usually fast-paced and flexible nature of the music, accidental instances of “unplanned” 
sounds are common occurrences. In addition, many well-known bakhshi deliberately detach the melody 
from its predictable series of notes by placing short but prominent non-maqam pitches in some phrases. 
These “unusual” occurrences often take place in the most prominent parts of the piece such as the ouj 
(“zenith”) which is usually reserved for the most dominant pitches of the maqam. The ashegh as well 
spurns perfect execution in exchange for innovation in a musical tradition that does not favor new 



compositions. Some ghoshmeh players stop the constant flow of tones produced via circular breathing to 
insert a “broken moment” which goes against the important aesthetic preference for “perfect 
continuity”.  
Due to the prominence of the musicians who undertake these practices, and because of the highly 
imitative nature of maqami music, some of these “unusual” phenomena are now regarded as canonical. 
In my presentation, I will explain how musicians in Khorasan have been implementing accidental and 
planned imperfections in their performances as a way to innovate, and how these instances have in 
some cases become desired (im)perfections. 
 
Siavash Moazzami-Vahid is a graduate student in ethnomusicology at the University for Music and Performing Arts Graz, 
Austria. He is also a musician, performing classical guitar and the Central Asian dotar. His current research focuses on the 
music of northern Khorasan, specifically defining and analyzing the melody-types that function as the building blocks of the 
local repertoire. He is particularly interested in understanding how the local variations of the shared musical repertoire of 
dotar, continue to take different shapes in close proximity of each other.  His other areas of interest include the practice of 
qarse dance in eastern Iran, women singers of Khorasan, and the honkyoku repertoire of the Japanese shakuhachi. 
 
 
Sarah Weiss, Graz: Perfect Imperfection in the Aesthetics of Javanese Gamelan 
 
The sound of the Gong Agung (largest gong) is said to encompass the complete sonic palette of the 
Javanese gamelan ensemble. Every fixed pitch and all those in between, the various timbres ranging 
from wood, string, and voice to bronze are all ‘heard’ to reverberate inside the sound of the gong. This 
concept of sounding ‘the many in one’ reflects the ancient Indic influence in the region and directly 
references the Hindu philosophical cosmos that is said to be ‘heard’ in the sound of ‘Om’ or ‘Aum.’ Once 
struck, a high-quality gong should ‘pulse’ or beat audibly between 9 and 13 times before the sound 
dissipates into a sonic blur and eventually dies away. The presence of these beats arises from the 
particular proportion of copper, tin and zinc that make up the bronze, a formula that is personally 
created by the gong maker according to his own taste and experience. Once the materials have been 
mixed and melted, the beats are then coaxed into the gong through an intentional structuring of the face 
and shape of the gong as it is forged. Thus, when it is struck, various non-similar tones will sound 
together and create the characteristic deep and rich pulsing associated with Javanese gongs. Without the 
resonance of those non-similar tonal elements, the gong would have no beats (Ombak or waves in 
Javanese). A theoretically ‘perfect’ (to some ears) straight tone would be displeasing and therefore 
‘outof- tune’ to Javanese ears. The concept of perfection is, of course, culturally constructed. This idea 
must factor into the ways in which we understand the idea and term. In this presentation I will explore 
Javanese concepts of perfection. With examples drawn from the theory and practice of gamelan 
performance, I will suggest that what I describe as ‘perfect imperfection’ is a primary aesthetic for the 
performance of Javanese gamelan music. 
 
Privatdozentin Dr. Sarah Weiss is senior research scientist in the Institute for Ethnomusicology at Kunstuniversität Graz.  With 
primary research areas in Southeast Asian cultures and performance, gender studies, postcoloniality, and hybridity studies, 
her articles appear in Ethnomusicology, Asian Music, Journal of Fieldwork in Religion, Volume!: French Journal of Popular 
Music Studies, Analytical Approaches to World Music, as well as various edited volumes and encyclopaedias. She served a 
term (2013-2018) as Associate Professor in the Humanities and Inaugural Rector of Saga Residential College at Yale-NUS 
College, a liberal arts and sciences college in Singapore. Her books include  Ritual Soundings: Women Performers and World 
Religions (University of Illinois Press - New Perspectives on Gender and Music Series, 2019) and Listening to an Earlier Java: 



Aesthetics, Gender, and the Music of Wayang in Central Java (KITLV Leiden, 2006). Weiss leads the Javanese Gamelan Nyai 
Rara Saraswati at KUG.   
 
 
Lawrence Davies, Newcastle: Sonic Imperfection, Field Recording, and the Global Blues 
 
Sonic imperfection is integral to blues music’s identity. The genre’s ‘bent’ notes, vocal inflections, and 
participatory discrepancies (Keil 1987) evoke its origins amongst working class African American 
communities in the early-mid twentieth century. This distinction is compounded by the rudimentary 
recording technologies that first captured the blues on record, which stand in stark contrast to more 
commodified and less ‘authentic’ forms of popular music. But the blues is also an internationally 
circulating popular music, bound up with global flows of musicians, recording technologies, and 
consumer media products. 
What role, then, do the blues’s aesthetics of imperfection play in the genre’s global circulation and 
assimilation? This paper focuses on a performance of the 1930s Mississippi blues standard ‘Walking 
Blues’ released on YouTube by the American music charity Playing For Change (PFC) in May 2019. 
Building on PFC’s aim to ‘connect the world through music’, ‘Walking Blues’ comprises ten musicians – of 
six nationalities, appearing in eight different locations across four continents – each contributing to a 
digitally assembled multitrack performance. Drawing on an analysis of the PFC video, as well as research 
conducted in the record library at the Institute for Jazz Research, Graz, I examine how ‘Walking Blues’ 
illustrates the blues’s simultaneous position as both ‘rooted’ and globalised. I focus on three 
manifestations of this dualism: musical, performative, and technological. While the PFC version 
emphasises several key elements of the song’s earlier versions to engender crosscultural musical 
collaboration, these elements are nevertheless at odds with the multitracking recording technologies 
that are integral to the video’s multi-sited concept, as these technologies depend on standardisation and 
post-production editing. Likewise, while PFC’s decision to record participating performers in their 
‘natural environments’ demonstrates the ideals of authenticity associated with situated, placebased 
musical performance, such stagings obscure the cosmopolitan status and mobility of many of the 
performers involved. Finally, the prominence of pro audio equipment in the video highlights the 
continued ambivalence towards the mediating power of recording technologies. Ultimately, this paper 
calls for greater attention to the impact of cultural and technological globalisation on the blues’s musical 
aesthetics. 
Works Cited 
Charles Keil, ‘Participatory Discrepancies and the Power of Music’, Cultural Anthropology, 2.3 (1987), pp. 
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Playing for Change (feat. Keb’ Mo’), ‘Walking Blues’, 
<https://www.youtube.com/watch?v=_oL_pCjPgUg>, accessed 12 October 2019 
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American music and the changing political, economic, and moral values of musical production and consumption during the 
twentieth century. He completed his PhD – entitled British Encounters with Blues and Jazz in Transatlantic Circulation, c.1929-
1960 – in April 2018. In the 2018-19 academic year, Davies was a postdoctoral researcher in jazz and popular music studies at 
the Institute for Jazz Research at the University of Music and Performing Arts, Graz. 


