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Francis Maes: “Towards an integrated definition of Music History: the example of the Verdi Requiem”
The increase of methodologies in the study of music inevitably leads to a reconsideration of the definition of music history as a field of scholarly inquiry. Since all aspects of music and music making are studied in separate disciplines, involving separate methodologies, the question arises in what measure their results should be taken into account when writing music history. Can we still define the field of music history as a separate line of inquiry, or should it include the findings of the diverse subcategories of musicological research?

In this paper, I argue that the field of music history should use the variety of approaches offered by recent scholarship to challenge the unproductive dichotomy that has governed the field in the second half of the twentieth century, as exemplified in the controversy between Dahlhaus and Knepler. Dahlhaus’s definition of music history as based on the status of the autonomous art work has been challenged by recent theories in sociology and critical musicology. On the other hand, Knepler’s concept of a music history as exclusively governed by societal processes leaves no room for the aesthetic dimension as a distinctive layer of meaning. The question should be asked whether the recent developments in the musicological field could result into a more integrated definition of music history.

As an intellectual discipline, music history should not be turned into the sum total of all aspects of music studied in the various musicological disciplines. The writing of history is inevitably based on choices and a clearly defined perspective. It remains the task of the historian to define the historical status and validity of any musical fact. An integrated music history could be conceptualised as a historiography that privileges the connections between the various aspects of music as the basis of historical narrative. In order to demonstrate how such an integrated music historiography could operate, this paper will use the Missa da Requiem of Giuseppe Verdi as a case study. The work combines several layers of meaning, which should all be taken into account when we try to define the music historical status of the piece.

[Francis Maes: Professor Faculteit Letteren en Wijsbegeerte, Universiteit Gent]
Christina Anagnostopoulou and Raymond Monelle:  “Computational Music Analysis: Is there a neutral semiotic level?” 
The neutral level of music analysis, as was discussed by Nattiez, is the systematic and rigorous study of a piece (or pieces) of music, without taking into account the composer's intentions (poietic level) or the listener's cognitive mechanisms, intuitions, aesthetic judgements, emotions, or reactions (aesthesic level). An analysis, Nattiez claims, can be neutral, rigorous, and scientific. 

Nattiez was criticised for his ideas at many levels; amongst them, that an analysis cannot itself be neutral, since it reflects the analyst's perceptions and cultural background. This issue however, to what extent can an analysis be neutral, has a new pertinence nowadays, when we consider computational means to analyse music. Can this type of analysis be closer to what Nattiez originally thought about the neutrality, objectivity, and scientific nature of music analysis? 

This paper examines various dimensions that shed light on this question. At first, we consider the various types of computational music analysis (CMA), discussing rule-based and machine learning approaches. Second, we discuss the stages that constitute a CMA methodology, from the music knowledge representation stage, till the musical evaluation of the results. 

We come to the conclusion that CMA comes much closer to what Nattiez had originally envisaged. An analysis becomes more objective and therefore closer to its neutral level when the analyst's intuitions and choices have been made explicit and the analytical procedure is formalised computationally. However, the human factor in CMA is still crucial, and cannot be eliminated. 

[Christina Aanagnostopoulou: Dept. Of Music Studies University of Athens] 

Marieke Lefeber: “How (not) to use mechanical musical instruments in musicological research”
The benefits mechanical musical instruments can offer musicology are underestimated as well as exaggerated by scholars. Some felt uncomfortable that, for instance, a composer like Mozart composed for these emotionless instruments, others thought that anything about
historical performance practice can be learned from thorough study of the instruments. Indeed mechanical musical can be very useful in repertoire research, as well as in research into performance practices, because they contain in a way past recordings. On the other hand, one should be cautious. There is a risk that 'musical' conclusions are drawn too fast, while technical aspects are ignored. Inégalité, for instance, can occur when the musical cylinder does not rotate smoothly in the mechanism and is therewith not automatically an esthetic choice of the arranger/programmer. Moreover, an instrument mostly has been restored several times which means that the interpretation of the restorer should be taken into account as
well. It is therefore important to determine a certain grade of reliability before drawing musical conclusions from mechanical musical instruments.

This paper launches a method to determine this grade of reliability, illustrated by examples from the practice. It aims at bringing two worlds together: that of the mechanics and the music.
[Marieke Lefeber: Museum Van Speelklok tot Pierement, Utrecht]
Hans Fidom: “Investigating Music Real-Time: Listening to Improvisation as a Tool” 

Ask any composer whether her/his work has ever been performed according her/his intentions, and you will most likely encounter a fair amount of frustration - or at least disappointment. Is it indeed a fact of life that any performance, indeed any music, is a 'singularity'? The findings of the Orgelpark Research Project 2008-2011 so far indicate not only that this might be true, but also might be regarded as a source of opportunities, rather than of problems. Two aspects of contemporary organ music related musicology are remarkable in this context: the singularity of each organ, and the art of organ improvisation - the only western improvisation tradition that survived the 19th century. Research of these aspects might lead to a better understanding of the balance between, or connection of, interpretation and improvisation during composing, performing and listening (an idea introduced by Bruce Ellis Benson, 2003). In cooperation with the Schola Cantorum in Basel, Orgelpark Research investigates, as a first step, the development of 'Auditory Analysis' as one of the methods to link listening to and reflecting upon music.


[Hans Fidom: Orgelpark, Amsterdam]
Walter van de Leur: “Met Welbeleefde Groet van de Kameel: Dutch Improvised Music”

Soon after the first jazz reached the Netherlands in the early-1920s,
local musicians too began to play this syncopated dance-music. For
decades, Dutch performers largely followed their American examples.
 From the mid-1960s on, however, a new generation sought to develop
its own version of improvised music. For a variety of reasons, they
conscientiously broke away from the hitherto revered transatlantic
models, to set their own criteria. Their cause was partly socio-
political as well, since they challenged the then often petrified
musical establishment. The resultant mix of (free) jazz, European
musics, modern classical idioms, and improvisation, came to be known
as Dutch impro. A sometimes tumultuous debate developed, in which
musicians, audiences, critics, stakeholders and gatekeepers discussed
the merits of the new genre. Advocates and opponents crossed swords
with each other over issues such as government subsidies, programming,
and jazz education. At the heart of the matter stood artistic
questions that boiled down to what jazz was, and who owned it.
In his presentation, Walter van de Leur will sketch some of these
historical developments, point up some paradoxes that surround jazz
and improvised music in the Netherlands, and map some possible roads
of studying this repertoire.

[Walter van de Leur is Professor of Jazz and Improvised Music at the
University of Amsterdam and researchcoordinator at the Conservatory of Amsterdam]
