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Music and Time:
Conservation and Innovation through Artistic Research 

The focus of music research on conservation relies on a particular view of 
music as an essentialised object, being safeguarded against the ravages of 
linear time. Western music pedagogy is still dominated by institutions that 
view it as their mandate to conserve the canon of Western classical music. 
Historical musicology and performance practice research are often likened 
to processes in art conservation. More broadly, there is a sense that music 
research has been slower than other disciplines to embrace progressive 
analytical approaches rooted in critical theory.

However, over the last few decades, incursions from the fields of anthro-
pology and the social sciences have opened up new fields of inquiry with-
in music research, breaking down the subject-object dualism to engage 
meaningfully with, through, and in music. Artistic research (AR) offers a 
unique response to this challenge by repositioning musical practice not 
merely as an object, but as a research process in and of itself.
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•	 Minji Kim, Orpheus Instituut, The Academy of Creative and Performing Arts (ACPA) at 
Leiden University
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•	 Laura Andriani, Orpheus Instituut, KU Leuven
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4

DAY 1		  Thursday April 10, 2025

09:30 – 10:00	 Register and gather at Conference hall

10:00 - 10:15	 Welcome addresses by convenors and 
			   Keynote speaker Martino Gozzi

10:15 - 11:00		 Keynote Bruno Forment 
			   Collapsing Presentism Through Music:  
			   The Cabinet as a Historical Experience Generator

11:00 - 12:00	 Xenia Benivolski 
			   De/Composition: Entropy, Sound, and the Politics of Sonic Decay

			   Ed Williams 
			   Decomposition: Queerly Grieving the Past

12:00 - 12:15		 Coffee break

12:15 - 13:30		 Presentation and Round table with Keynote speaker Martino Gozzi 
			   Storytelling in Retrospect: 
			   The creation of the Holden School in Torino

13:30 - 14:30	 Lunch break

14:30 - 15:30	 Stijn Saveniers 
			   Beyond Rigidity: Renewing Artistic Research Epistemology through  
			   Performative Methodology

			   Guy Livingston 
			   Re-seeing and Re-hearing Cage’s 4’33” on YouTube

15:30 - 16:00 	 Round Table with keynote speaker Martino Gozzi 
			   Creative education curricula in the twenty first century

16:15 - 16:30 	 Coffee break

16:30 - 17:30	 Andrew Hallock and Mara Winter 
			   What have I become? Revealing a heterophony no one wanted or 
			   even expected.

			   James Woods 
			   Ecological Musicology

17:30 - 18:30	 Interview and Round Table with guest speaker Jeremy Cohen

19:00 			  Dinner

Schedule
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DAY 2		  Friday April 11, 2025

9:30 - 10:00 	 Register and gather at Conference hall

10:00  - 11:00	 Presentation special guest speaker Kyoung Hwa Kim 
			   Who Gets to Speak? 
			   Decentralizing the Gendered Voice 

11:00 - 11:30		 Nivea Freitas 
			   Expanding Interpretation: Context, narrative and the Performer’s 
			   Role in Reframing Western Music

11:30 - 11:45		 Coffee break

11:45 - 13:00		 Last Presentations, Final Discussion

			   Johann Vacher 
			   How to portray a piano

			   Ekaterina Polyakova 
			   The Art of ‘non-simultaneity’ Tempo rubato 
			   and tempo changes in chamber music of the first half of the 19th 
			   century

13:00			   End Conference
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Bruno Forment - Orpheus Instituut
Collapsing Presentism through Music: 
The Cabinet as a Historical Experience Generator

In the fourth book of Gargantua and Pantagruel (1552), Rabelais describes how Pantagru-
el perceives echoes of a past battle in the form of ‘thawed’ sounds. Possibly inspired by 
Clément Janequin’s famous chanson La Guerre (c. 1528), which evokes historical warfare 
through sung onomatopoeia, Rabelais’s tale embodies a persistent desire to make the 
past resonate (re-sound) in the present so that historical sonic objects can be experi-
enced… and then frozen once more. Though generally disregarded, if not disavowed by 
those who cherish it, this desire underpins various modes of musical cryonics and de-
frosting: tribute bands, early music and HIP, retro styles, hauntology, ‘vintage’ instruments, 
and AI voice cloning.

The Cabinet seeks to transpose this idea into a live electronics setup that explores 
the interplay between recorded sound and temporality. Inspired by the art cabinets 
(Kunstschränke) of Rabelais’ time and beyond, The Cabinet constitutes a growing re-
pository of sound clips—temporal slices, some lasting seconds, others minutes—that are 
sourced from various ‘libraries’ (including the author’s own repertoire) and recomposed 
live. In doing so, The Cabinet offers a tool to collapse presentism.

Bio
Pursuing interests in opera, HIP, electronic music and stage design, Bruno Forment is the prin-
cipal investigator of the ‘Resounding Libraries’ research cluster at Orpheus Instituut. He studied 
composition/music theory and art studies (PhD, UGent, 2007). He was a visiting BAEF and 
Fulbright fellow at the University of Southern California. The support of FWO-Flanders allowed 
him to continue his postdoctoral research on 18th-century opera and on illusionistic scenog-
raphy, and more particularly on the ‘Dubosq’ collection, Europe’s largest collection of historical 
stagesets, which he discovered in Kortrijk and saw recognized as Flemish top heritage. He is 
the author and editor of (Dis)embodying Myths in Ancient Régime Opera (Leuven UP, 2012), 
Theatrical Heritage: Challenges and Opportunities (Leuven UP, 2015), Zwanenzang van een il-
lusie (KGOKK, 2016), Droomlanders: Tovenaars van het geschilderde toneeldecor (Davidsfonds, 
2021), and Performing by the Book? Musical Negotiations between Text and Act (Leuven UP, 
2024). He published articles in among others Cambridge Opera Journal, Eighteenth-Centu-
ry Music, and Early Music, next to book chapters in among others Staging Verdi and Wagner 
(Brepols, 2015) and Carmen Abroad: Bizet’s Opera on the Global Stage (Cambridge, 2020). His 
work has been awarded by the Schweizerische Musikforschende Gesellschaft, Goldberg Early 
Music Magazine and the Province of Western Flanders. He is on the editorial board of Eight-
eenth-Century Music (Cambridge UP).
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Martino Gozzi
Storytelling in Retrospect: The Creation of the Holden School in Torino

What does Holden Caulfield, the eponymous character from JD Salinger’s The Catcher 
in the Rye, have to do with a school in Turin that was founded thirty years ago? And is 
Scuola Holden, as it is called, a writing workshop or something different? What do we talk 
about, exactly, when we talk about storytelling? During the course of a 45 minute lec-
ture, I will try to answer these questions by telling a story. The story of a few friends who 
decided, in the mid-nineties, to open up a school without grades and without homework 
-- a school from which no students would ever be expelled. A school where people from 
all over the world could learn the tricks of the trade, and discover their voice. 

Bio
Martino Gozzi is an Italian writer and translator, born in Ferrara in 1981. He has published three 
novels and a memoir. In 2002, he was awarded a scholarship by the Mondrian Kilroy Fund. His 
first novel, Una Volta Mia, was published in 2004 by peQuod. His subsequent novels, Giovani 
promesse (2009) and Mille volte mi ha portato sulle spalle (2013), were published by Feltrinelli.

Martino has translated a variety of works by English and American authors, including Marlon 
Brando, Keith Richards, and Steve Earle. Among other projects, he co-translated Life by Keith 
Richards, alongside Andrea Marti and Marina Petrillo (2012). He has also worked as a screen-
writer and ghostwriter. Currently, he serves as the Head of Studies at Scuola Holden.
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Jeremy Cohen
Artistic Research Related to Professional Practice

As the first violinist of Quartet San Francisco and a musician with a classical education 
and jazz training and experience, I explore the intersection between genres. In my latest 
album, a reinterpretation of Raymond Scott’s repertoire, Quartet San Francisco partners 
with a big band to offer an innovative take on Scott’s compositions, transcending tradi-
tional musical labels. This project represents an artistic and research-driven endeavor, 
which aims to not only preserve historical material but to also rework and update it, 
creating a unique fusion of tradition and innovation. The album showcases my ability to 
explore new musical territories while maintaining a deep connection with the past, and 
highlights the ongoing relevance of Scott’s work in contemporary contexts.

Bio
Jeremy Cohen’s electrifying violin performances have earned him nationwide accolades. 
Classically-trained and a student of Itzhak Perlman and Anne Crowden, Cohen’s eclectic style 
reflects his respect for a wide range of violinists from Perlman and Fritz Kreisler to Joe Venuti 
and Eddie South. Cohen has performed as soloist with numerous orchestras including the 
Virginia Symphony, the California Symphony, the Oakland East Bay Symphony, and the Reno 
Philharmonic. His recording credits include motion picture and television soundtracks includ-
ing The Dukes of Hazzard and Jane Fonda’s Dollmaker, and as concertmaster on recordings 
with Linda Ronstadt, Ray Charles, Aaron Neville, Howard Keel and Cleo Laine. He appeared on 
Carlos Santana’s Grammy-winning CD Supernatural, Santana’s Shaman, and the original Star 
Wars compilation CD with John Williams. On the stage he was the solo violinist in San Francis-
co’s two-year production of Forever Tango and toured nationally with the Broadway produc-
tion of The Best Little Whorehouse in Texas. He has toured and recorded with the Turtle Island 
String Quartet.

A faculty member of the Henry Mancini Institute in Los Angeles (1997 to 2006) and visiting 
artist at the Frost Music School, University of Miami (2015 and 2016), Cohen also taught for six 
years at the Stanford Jazz Workshop. Cohen publishes original works and arrangements for 
string players on his Violinjazz Publications imprint, many of which are accompanied by online 
tracks and YouTube videos.
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Kyoung Hwa Kim
Who Gets to Speak? 
Decentralizing the Gendered Voice

Who gets to speak? Whose voices are heard, amplified, and legitimized? Whose voices 
are silenced, marginalized, or deemed disruptive “noise”? While some voices become 
symbols of authority, others are rendered fragile, controlled, or pushed to the periph-
ery of discourse. Sound is never neutral—it is deeply entangled with power, identity, and 
social structures. This study explores how sound operates as a site of gendered power, 
demonstrating that the voice is not merely a biological characteristic but a socially con-
structed and performative phenomenon.
Grounded in feminist studies, sound studies, and critical musicology, this study examines 
how gender norms materialize through sound, music, artistic practices, and discourse. In 
particular, it investigates how the material and corporeal aspects of the voice have been 
historically gendered, shaping hierarchical listening practices. It also critically examines 
how female artists navigate and resist these constraints, reclaiming their own voices 
beyond the limitations imposed by gendered sonic norms. This study analyzes the inter-
section of sound and power, examining how decentralizing gendered sound can expand 
new possibilities for listening and voicing.

Bio
Kyoung Hwa KIM (khkim328@hanyang.ac.kr) is a Research Associate Professor at the Music 
Research Center at Hanyang University in Seoul. She earned her Ph.D. in Musicology from 
Hanyang University, focusing on the contradictory relationship between Schoenberg’s pro-
gressive style and traditional paradigm. Her research interests include 20th- and 21st-century 
music, modernism, avant-garde music, sound studies, and auditory culture. Since 2015, she 
has been participating in the Sound Studies project at Hanyang University.

Her research focuses on sound art, the performativity of listening, gendered auditory experi-
ences, and the role of sound in public engagement. She examines the intersections of sound, 
space, aesthetics, and ethics, with a particular focus on acoustic environments, digital listen-
ing spaces, and sound art in public contexts. Her research critically investigates how listening 
operates as a performative act that shapes social and cultural meanings, challenging conven-
tional hierarchies of sound and perception. Framing auditory experiences as social, philosoph-
ical, and sensory practices, her work bridges sound studies, musicology, and gender theory. 
She explores sound not only as a medium but as a site of conceptual and critical engagement, 
analyzing its role in artistic practice, public discourse, and contemporary auditory culture.

Who Gets to Speak?: 
Decentralizing the 
Gendered Voice



14

Xenia Benivolski
De/Composition: Entropy, Sound, and the Politics of Sonic Decay

Abstract

This paper challenges the preservationist logic of music research by proposing decom-
position as an epistemological and artistic framework, drawing from anthropology, artistic 
research (AR), and sound studies. Engaging with Claude Lévi-Strauss’ (1964) raw/cooked/
rotten dialectic, I position decomposition as a “third way”, an intermediary state that dis-
rupts binaries of past and present, production and decay.
At the intersection of sonic entropy and political resistance, I integrate Georges Bataille’s 
(1949) concept of entropology, which situates decay as a fundamental force of excess 
and transformation. In dialogue with Linartas Tuomas (2019) and Gibbons (2019), I exam-
ine how sonic decomposition mirrors capitalist crises, ecological collapse, and archival 
loss, challenging conventional models of conservation and permanence.
Through case studies of artists  Maria Chavez, Hajra Waheed, and Jerome Ellis, I explore 
how sound artists incorporate entropy, data loss, and sonic breakdown as generative 
strategies. These works reveal decomposition as a productive force, reshaping how we 
perceive and engage with sound, music, and archival practice. By embracing decay as an 
active process, we move beyond static conservation models, reimagining sonic research 
as a continuous cycle of listening, eroding, and reconstructing sound in time.

Bio

Xenia Benivolski is a writer, curator, and educator working with visual and sound art, 
material culture, and musicology, with a focus on musical instruments. She writes about 
art and music, contributing regularly to The Wire(UK) and to Frieze. From 2021 to 2023, 
she organized the digital program You Can’t Trust Music (YCTM) at e-flux.com, where 
she commissioned texts, works, and performances by Ryuichi Sakamoto, Nicolas Jaar 
and Steve Reich among others. In 2022, she co-directed the residency The Weapon 
of Theory as a Conference of the Birds with Ayesha Hameed, Suzanne Kite, and Jota 
Mombaça at the Banff Centre for the Arts; and with Rachael Rakes organizes the project 
VESSELS--positioning musical instruments as material witnesses. She is PhD student and 
FWO fellow at the LUCA School of Arts, KU Leuven in Brussels, where she studies the 
links between materials, iconographies and ideologies in the context of organology.

PhD speakers
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Nivea Freitas
Expanding Interpretation: Context, narrative and the Performer’s Role in 
Reframing Western Music

Abstract

How can western music gain new interpretation perspectives through new contexts and 
narratives? Beyond the “conventional” music interpretation procedure musicians normal-
ly go through on preparing their repertory, is there another layer of expressiveness that 
could be introduced and performed, especially on independent-produced concerts? By 
situating music from one historical period within an imagined or recontextualized time 
and space, can we offer a new way of listening and experiencing Western music? If such 
an approach is valid, could it also amplify the performer’s artistic voice, fostering a dia-
logue between the individual and the music?
These are the central questions guiding my doctoral research, explored through both 
theoretical inquiry and artistic practice. Through the development of various performance 
projects, I have gradually shaped a personalized and systematic approach to interpret-
ing and performing music. This process extends from traditional interpretative methods 
to creating connections between different repertoires and contexts, incorporating new 
technologies, to the creation of performance concepts that embraces music as an art 
that can be reframed in different timelines and narratives. At the core of this approach is 
the emphasis on the performer’s unique interpretative perspective.
My latest project, Da Terra à Lua (2025) (From the Earth to the Moon), is a concert for 
soprano, piano, live electronics, and video. In this presentation, I will share insights into 
its creative process, as well as reflections on past projects that have informed and shaped 
this work.

Bio

Nívea Freitas is a soprano and currently a doctoral student at UFMG/Brazil, specializing 
in Analytical and Creative Processes. She holds a bachelor’s degree in lyrical singing and 
master’s degree in music performance from UFMG. Part of her first master’s program was 
completed during a one-year exchange at the theatre department of Sorbonne Nouvelle 
in Paris, France. In 2018, she completed her Konzertexamen at the Hochschule für Musik 
und Theater Hamburg, where she also earned a second master’s degree in lyrical singing. 
Currently, she is enrolled in a year-long doctoral exchange at the MDW - Universität für 
Musik und darstellende Kunst Wien (ERASMUS PLUS), with emphasis on “Musikvermit-
tlung” studies.
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Andrew Hallock & Mara Winter
What have I become? Revealing a heterophony no one wanted or even 
expected.

Abstract

“The corruption of one is the generation of the other” reads the inscription above the 
tenor part of the Qui Tollis section of Pipelare’s Missa Sine Nomine. Riddles such as this 
populate early 16th century polyphonic repertoire, often imparting a symbolic layer to the 
musical content they address. They seem to reflect on transformation and identity itself. 
And indeed such a statement (as above) could readily apply to all such musical puzzles, 
old yielding to new. Here it is merely the instruction to rework the tenor voice, sounding 
first at the lower fourth in augmentation, and then in alla breve at the written pitch on 
repeat. Other inscriptions, “first through a glass darkly and then face to face” or the ubiq-
uitous “seek and ye shall find,” speak to a kind of scripted procedure, a rite of passage 
in which an initiate must pass through trials and tribulations and become destabilised. 
Things look different because we are made to see them differently; it’s a choreographed 
revelation, unfolding in time.
In this research project we aim to lay bare this liminal, transformational phase, to rumi-
nate on it and allow it to unfold through us. The goal is not the quick and easy resolution 
sometimes given by editors, but to contemplate our own entanglement with musical 
encryption as represented in the original sources. These puzzles are mostly delivered un-
finished; they prescribe work for us, the performers, and cannot be translated or resolved 
without losing something fundamental to their conception as riddle. Thus this project 
is part of a larger conversation about process and curation, with a repertoire that readily 
comments upon such things: on the instability of its own notation, on transience and 
transformation.

Bio

Mara Winter—flautist—and Andrew Hallock—singer—team up in an artistic research duo, to 
explore transformation and identity in the polyphonic music of the Renaissance and Mid-
dle Ages. Drawing on their experience in the field, Andrew and Mara meet in transit, be-
tween and amidst other projects, rehearsing and conversing when the fates allow. What 
has emerged is a uniquely heterophonic collaboration, sometimes virtual, sometimes 
actual, but always giving voice to subtle things unseen. Originally from Austin, Texas, An-
drew studied at the Royal Conservatoire in the Hague. Mara is from Spokane, Washington 
and studied at the Schola Cantorum in Basel. 
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Guy Livingston
Re-seeing and Re-hearing Cage’s 4’33” on YouTube

Abstract

In the period after his death, John Cage’s 4’33” seemed to have been canonized, car-
rying the weight of a performance practice that separated legitimate from illegitimate 
performances. Traditionally framed as a composition about silence (or about time), per-
formances in the 1990’s that diverged too much from pianist David Tudor’s canonical 
versions became viewed by mainstream critics as outliers, offending the sobriety of an 
“urtext” that seemed to have been established by Tudor. Meanwhile, more experimental 
critics (esp. Kahn) exposed the paradoxes and contradictions of the work and declared it 
a failure. By the 2000’s, to many scholars/musicians, it seemed as if 4’33” had served its 
purpose and had nothing further to communicate.
However, following the rise of online media and the changes of the pandemic, perform-
ers from outside the classical music world became increasingly engaged with the work 
through digital culture. Two particularly revealing YouTube subgenres are “Death Metal 
covers” and “multiple-selfie” versions. The former presents an entertaining paradox: why 
would hyper-noisy rock musicians perform a notated silent piece? The latter, in which 
solo artists, often amateurs, layer recordings of themselves to construct an ensemble, 
offers a striking counterpoint to the collective, real-time listening that 4’33” supposedly 
invokes.
My artistic research—through imitation methods (Lüneburg), performance, and video 
analysis—suggests that 4’33” is no longer a singular composition but an evolving, de-
centralized practice. The meaning of the work (Östersjö) via performance might align 
with musicking (Small), or it could resonate with examinations of media and temporality 
(Born), as YouTube performances of 4’33” detach the piece from live spontaneity and 
reframe it within a fragmented, individualized, and interactive digital space. Most intrigu-
ingly, YouTube videos bypass hierarchical structures of authority, allowing each performer 
toA act as both interpreter and curator, remaking context (Cobussen, Derrida) in a new 
frame (Littlefield).

Bio

Pianist Guy Livingston has performed internationally, notably as soloist with the Chicago 
Symphony, the Orchestre Nationale de France, and as a recitalist at the Centre Pom-
pidou, Théâtre du Chatelet, the Library of Congress, The Knitting Factory, and Lincoln 
Center.
His performance projects have been featured in Sports Illustrated, The New York Times, 
Le Monde, Gramophone, The Wall Street Journal, and BBC Magazine.
He has lectured at Princeton University, Harvard University, and the European Space 
Agency. Livingston holds degrees from Yale University (cum laude), the New England 
Conservatory of Music, and the Royal Conservatory of the Netherlands. He complet-
ed his PhD, at the ACPA program at the University of Leiden, on the topic of embodied 
markers for silence
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Ekaterina Polyakova
The art of ‘non-simultaneity’ - tempo rubato and tempo changes in 
chamber music of the first half of the 19th century

Abstract

In chamber music performance, perfectly coordinated simultaneous playing is consid-
ered the ideal. As a group of musicians, you work towards a unified sound and coor-
dinate the timing precisely. My playing experience on fortepianos up to 1850 in com-
bination with other original instruments has shown me that simultaneity is only one of 
many possibilities of ensemble playing, while there are also other approaches that can be 
appropriate depending on the context. The prioritisation of simultaneity severely restricts 
the expressive possibilities of the individual voices. However the musical-rhetorical per-
formance of a phrase entails energetic relations that require a flexible tempo. If several 
melodic sequences overlap, the tempo modifications of the individual instruments can-
not always be congruent. This phenomenon already applies to the simultaneous perfor-
mance of the two hands of a pianist. In the historical field in particular, it even applies to 
the microscopic delays with which a soloist strikes the notes of a triad in order to give it 
a three-dimensional effect, to clearly emphasize individual voices and thus underline its 
syntactic function. Using the Adagio from the Trio op. 28 by Ferdinand Ries, I would like 
to illustrate the diverse manifestations of multidimensional simultaneity in chamber mu-
sic. I would like to discuss their effect in the context of a live performance, the aspect of 
the multisensual reading process of the individual parts and the imaginary combination of 
these into a score, as well as the phenomenon of anticipation of the dramaturgically im-
portant events by the ensemble members. I will refer to the historical writings of Quantz, 
Türk and Czerny as well as to contemporary research by London (2004) and Pace (2009) 
and to examples of heterophony from folk music.

Bio

Ekaterina Polyakova’s artistic focus lies on the historically informed chamber music prac-
tice. After studying modern piano and historical keyboard instruments in Karlsruhe and 
Salzburg, she moved to Hamburg, where she lectures at the Hochschule für Musik. She 
works as an educator of the Beurmann Collection at the Museum for Art and Trade. 
During her concert exam studies in Trossingen, she was the only student to receive the 
2020-2021 state graduate grant for her research on the fortepianos of Conrad Graf, 
which she presented at the “Declassifying Beethoven” academy in Ghent in summer 
2021. She has also given presentations on Viennese fortepianos at the universities in Riga 
and Frosinone, as well as at the AEC Congress in Trossingen. In Trossingen she is working 
as an accompanist on fortepiano and gives workshops on the subject of tempo rubato.
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Stijn Saveniers
Beyond Rigidity: Renewing Artistic Research Epistemology through 
Performative Methodology

Abstract

This lecture examines how a performative methodology rooted in the analysis of humour 
techniques can inform artistic research (AR) epistemology. Based on research into oper-
etta, it demonstrates how historical material can be dynamically engaged with, revealing 
insights applicable beyond specific genres.
Drawing from my doctoral research on musical humour techniques (La Grande Bouffe: 
Challenges in the Performance of Musical Comedy), I present a taxonomy that enables 
researchers, performers, and directors to navigate comedic timing, audience expecta-
tions, and performative spontaneity. This methodological framework fosters a renewed 
epistemology in artistic research, emphasising fluidity and reinterpretation over rigid his-
toricism.
While reconsidering performative agency, I equally challenge a potential tendency to 
prioritise the performer over the writer or composer. Aligning with Hannah Arendt’s re-
flections on culture, I argue for a balanced perspective that recognises both the authority 
of the work and the agency of interpretation. This dialectic is essential for understanding 
artistic research as a space for meaningful temporal negotiation.
Contributing to the Orpheus Doctoral Conference’s theme of Music and Time, this lec-
ture demonstrates how performative methodologies can reshape artistic research episte-
mology. The application of my framework highlights the broader dynamics of historical 
rupture and artistic continuity, offering a renewed perspective on how researchers and 
performers actively shape and redefine the relationship between historical material and 
contemporary artistic inquiry.

Bio

Stijn Saveniers is a conductor, repertoire coach, and artistic researcher, specialising in 
operetta, musical humour, and performance practice. He holds master’s degrees in or-
chestral conducting (Lemmensinstituut Leuven) and cello (Conservatoire Maastricht). As a 
doctoral researcher at the University of Antwerp and the Royal Conservatoire of Antwerp, 
he developed a taxonomy of musical humour techniques and critically examined per-
formance challenges in operetta. He is a member of the research councils of ARIA and 
Antwerp Doctoral School. 
He has conducted a wide range of productions across opera, operetta, ballet, symphon-
ic and contemporary music. He was also a longtime member of HERMESensemble. As 
founder of a small operetta company, he actively preserves and revitalises lesser-known 
comic repertoire. Additionally, he collaborates with the Study Centre for Flemish Music 
on critical editions and has experience in orchestration, arranging, and artistic direction.
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Johann Vacher
How to portray a piano

Abstract

Since the early 20th century, when Steinway set the standard for the modern piano, the 
design of the acoustic grand piano has remained largely unchanged. Pianists and com-
posers have grown accustomed to performing on similar instruments, allowing perfor-
mances to be easily replicated across major concert halls worldwide.
In the early 2000s, independent piano makers began challenging this norm. Notably, 
Stephen Paulello created a 102-key piano with extended resonance and a richer har-
monic profile. His instrument also allows full access to its parallel string layout. This raises 
the question: how should performers and composers respond to such an innovative 
instrument? How can they create a sonic portrait of it that fully explores its technical and 
acoustic potential?
I approached this challenge by drawing inspiration from 19th-century composer-per-
formers like Carl Czerny, Clara Wieck-Schumann, and Franz Liszt, who interpreted music 
beyond strict adherence to the written score. At that time, pianos varied greatly in design, 
and it was common practice to begin with an improvised prelude to warm up the fingers, 
familiarize oneself with the instrument, and introduce the upcoming piece. These mu-
sicians often added embellishments and cadenzas, creating unique interpretations with 
each performance.
For my recital on Paulello’s piano, I revived these practices. I selected pieces that em-
phasized improvisation and adapted them to showcase the piano’s extended range, 
resonance, and tonal variety. Collaborating with Paulello and two living composers, I 
employed both traditional and contemporary techniques, including playing inside the 
instrument. I crafted the recital as a cohesive whole, with improvised preludes and transi-
tions linking each piece.
This approach bridges historical performance traditions with modern creativity, treating 
musical works as open forms—adaptable, extendable, and even re-composable during 
performance. It suggests that originality isn’t solely about novelty but in the pursuit of 
distinctiveness.

Bio

Johann Vacher is a French pianist and composer. He studied piano at the Haute École 
de Musique in Geneva with Cedric Pescia and Pascal Devoyon. Currently, where he now 
teaches keyboard harmony, orchestral score reading, and a seminar on contemporary 
music. A specialist in modern and contemporary music, Johann performs in solo recitals, 
chamber ensembles, and as an orchestral pianist. He is pursuing a PhD at the Orpheus 
Institute in Ghent / LUCA Leuven, focusing on “Amplified Piano Music.” Passionate about 
the intersections between music and other art forms, Johann has conceived and pre-
miered multidisciplinary works as both a musician and comedian with “Ensemble Carav-
elle.” He is also a co-founder and artistic co-director of “Les Fieffés Musiciens,” a French 
chamber music festival held annually since 2015. Since 2022, he collaborates with Festi-
val Pianos de Kinshasa, where he leads pedagogical activities. 
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Ed Williams
Decomposition: Queerly Grieving the Past

Abstract

This presentation concerns my artistic research on the concept of decomposition as a 
way of approaching early, “pre-modern” music through a queer theory lens influenced by 
experimental, “post-modern” music techniques.
I argue that, as a performance practice, “decomposing” eludes both the nostalgic de-
sire for conservation (prevalent in early music studies) and the future-oriented desire for 
innovation and deconstruction (typical of new music) by dilating perception of both time 
and timbre. While a 20-minute extract of one of my “Decomposition Study” pieces will 
be played at low volume, I will explicate this approach through its three main influences: 
queer and trans*feminist concepts of “queer time” and grieving; late medieval improvised 
polyphony practice; and 21st century practices of noise improvisation and performance 
art.
Decomposing invites us to reconsider the relationships between pre- and post-modern 
artistic practice, breaking open the circularity of chronos time and plunging into the thick, 
dilated “now” of kairos. I present “Decomposition Studies” as a means of putting this into 
practice, where musicians treat Renaissance repertoire like decaying organic matter, col-
laboratively weaving an improvised tissue of timbres, intervals and silences that emerge 
from the diffraction, repetition and savoring of the original scores’ notes.

Bio

I am a harpsichordist, guitarist and composer working within the interstices between 
early music, noise improvisation, experimental composition and trans*feminist episte-
mologies. Based between Marseille and Basel, I work with organ, harpsichord, clavichord, 
electric guitar and other instruments to develop “decomposition”, combining pre- and 
post-modern approaches to composition, microtonality and improvisation. I’ve released 
music on Editions Wandelweiser, Creative Sources, Insub. Records, Tombed Visions, and 
others, and play with the Insub Meta Orchestra and Unorthodox Jukebox Orchestra, 
while keeping up regular DIY activity touring, putting out self-releases and hosting a pod-
cast over the years. I hold ABRSM Grade 8 in Harpsichord and Classical Guitar, BMus in 
composition from University of Edinburgh and MA in Open Creation (Improvisation) from 
the HSM Basel.
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James Woods
Ecological Musicology

Abstract

This article attempts to combine heretofore disparate strands of thought into what can 
be called ecological musicology: that is, an effort to address all elements and players 
within the environment of a musical piece or performance. With examples from John 
Cage, Don Cherry, The Cat Empire, and Gyorgy Ligeti, I propose a means of accessing 
music to be pursued productively.
If you are listening to music, congratulations: you are being ecological, because you are 
engaging with history and futurality simultaneously and all-at-once, since music is the 
only form of art that emerges as it disappears, and can never truly be consumed whole.
Music is a way for human beings to communicate across large spans of time and space. 
What can very slow music teach us about time and timescale? How does being part of 
such a long-term project change the way you think about the future?

Bio

James Wood is a musician and researcher concerned with music as an ontological tool. 
He has affiliations with the University of York and Leiden University. He has toured the 
world as a jazz musician, and lectures and runs musical masterclasses regularly through-
out Europe. He is based in London and can be contacted on 93james.wood@gmail.com.
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ODC
The Orpheus Doctoral Conference (ODC) is a yearly event organised by docARTES 
PhD students. docARTES is an international doctoral programme for performers and 
composers. It offers a unique environment for critical reflection on musical practice. 

The Orpheus Instituut has been providing postgraduate education for musicians 
since 1996 and introduced the first doctoral programme for music practitioners in 
Flanders (2004). Acting as an umbrella institution for Flanders, it maintains a close 
working relationship with the music and dramatic arts departments of all four 
Flemisch colleges. 

Throughout the institute’s various activities (seminars, conferences, workshops, and 
associated events), there is a clear focus on the development of a new research 
discipline in the arts, one that addresses questions and topics that are at the heart 
of musical practice, building on the unique expertise and perspectives of musicians 
and in constant dialogue with more established research disciplines. 

https://www.docartes.be/en/about-docartes/contact


The conference takes place at 
Orpheus Instituut,a research centre where 
musical artists can conduct individual and 
collaborative research on issues involved 
in artistic practice. 

This event is organised by docartes students.

http://www.orpheusinstituut.be
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