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Abstracts 
 

Session 1 – Keynote Speaker 
 
1. Florence Gétreau (Centre National de la Recherche Scientifique) 
 

European Musical Cabinets from Renaissance to 19th Century:  
Typology and Philosophy 

  
Under what forms and ways can Music, in its materiality, be embodied? A part from 

bodies, voices, performances, sounding devices and written notations are the main forms of 
material heritage at our disposal. Music collecting developed really from the Renaissance 
when Music printing and Musical Instrument Making became activities regulated by 
specialized trades and guilds. Music lovers established ensembles of books and instruments 
for different purposes: to use, to study, to enjoy, to manifest power, to symbolise culture and 
identity. 

From a historiographical point of view, from the mid-nineteenth century, inventories 
of ancient musical collections began to be published at a time when public auction catalogues 
developed extensively giving also evidences of the existence of such ensembles. During the 
second part of the twentieth century, many other first hand sources concerning chapels and 
princely collections where published in specialised journals like the Galpin Society Journal. 
In 1981 and 2001, James Coover – even if in a very oriented American and English 
perspective – produced two valuable catalogues of Musical Instruments collections and of 
Private music collections. And recently a series of proceedings published by Brepols showed 
a new interest on the history of music collecting while two volumes of the journal Music 
Images Instruments were devoted to Musical Instruments collections.  

Using this rich amount of information and focusing on Musical instrument cabinets in 
England, Denmark, Italy, France, we will select case studies of instrumentariums developed 
for the purpose of musical use, cabinets of study, ostentatious treasures, some of them 
gathering in different sections or in polysemous ‘object,’ criteria belonging to these different 
typologies. These ensembles were collected by princes, scholars, travellers, performers, many 
of them being also patrons, musicians, experimenters, makers, and even pedagogues. Quite 
early, some were aware of the technical, cultural, symbolic and historical value of these 
concrete items. Based on instruments still in existence today, on written sources and 
iconographical evidences, we will try to show that Music, the most immaterial and ephemeral 
among the Arts hold a significant place in the history of material culture, in the history of 
collecting and later in institutions devoted to human heritage.  
 
 
Session 2 
 
2. Flora Dennis (University of Sussex) 
 

Listening to the Song of Objects: Material Culture and Music in Early Modern Italy 
 

The idea of ‘Renaissance music’ traditionally conjures up images and sounds of 
virtuosic choirs performing celebratory masses and motets in prestigious ducal chapels, or 
complex polychoral pieces ringing out within the churches of Venice, Rome or Milan. 
Knowledge of these musical repertories depends on texts, whether found in lavishly 
illustrated choirbooks or the newly-invented printed music books that circulated from the 
early sixteenth century onwards. Our understanding of the contexts and performance practices 
for these pieces often derives from other kinds of texts: didactic and theoretical writings, pay 
records and institutional correspondence that allow us to reconstruct the nature of this music-



making, its meanings and political ramifications. The picture they provide of music of this 
period is full – but incomplete.  
 In my paper, I will consider how the evidence of contemporary material culture can 
provide a different view of the social and cultural roles music played in this period. Objects 
can and do testify to musical practices that are not represented in conventional written 
records. However, the material evidence these objects provide can be set alongside other 
types of sources, not traditionally conceived of as ‘musical,’ that allow us to build up a 
broader, more inclusive and culturally rich definition of musical activity and a fuller 
understanding of its meanings. Rather than focusing on narratives of composers, patrons and 
musical styles, this approach allows us to encompass the experiences of men, women and 
children, across the social scale, and to begin to understand the ways in which music informed 
their environments and shaped their lives.  
 
3. Moritz Kelber (University of Salzburg) 
 

Quella cosa è più nobile, che ha più eternita ‒ Leonardo, Eternity and  
the Materiality of Music 

 
In the collection of writings known as the Trattato della pittura Leonardo da Vinci 

prominently discussed the rivalry of the arts. These texts are an essential part of the broad 
discourse known today as ‘paragone.’ Although the treatise for the most part concerns the 
rivalry of sculpture and painting, it also contains some important thoughts about music, 
especially regarding its ephemerality. According to Leonardo, music is of less worth than 
painting because it dies in the moment of its creation: the more eternal an art form is, the 
nobler it must be.  

The musical life of the sixteenth century was influenced by a major technological 
shift. The invention of music printing made music reproducible on a much larger scale than 
ever before. Printed part books replaced handwritten choir books as the dominant format for 
transmitting music. In this period of medial and technological change, one can observe some 
interesting experiments with the materials on which music was notated. Objects with musical 
notation include pottery, large stone tables with cauterized staves, and embroidered part 
books made of linen. Such objects are most frequently seen as unusual byproducts of the 
regular musical life. While composers and their compositions are usually seen as the ‘agents’ 
of music history, these objects have not yet been given serious consideration. In my paper, I 
will illustrate contemporary thinking about music by looking at sixteenth century musical 
objects from the perspective of ‘object studies.’ I will outline a connection between the 
materiality of these objects and the ideas, Leonardo and his contemporaries had about the 
materiality of music itself.  
 
 
Session 3 
 
4. Penelope Gouk (University of Manchester) 

 
On the Role of Musical Instruments in the Creation of Francis Bacon’s  

Experimental Study of Sound 
 

Francis Bacon was one of the most important philosophers in early seventeenth-
century Europe, whose overall contribution to Western knowledge included a bold plan to 
revolutionise the sciences and their methodologies. Historians of science have identified 
Bacon’s agenda as crucial in the emergence of the so-called ‘experimental philosophy’ of the 
seventeenth century, a practice based on observation and experiment and devoted to the 
creation of new knowledge and powerful technologies. In keeping with a visualist bias in 
modern Western culture, most historical attention to these developments has been directed to 



the realms of optics and physics, with the telescope and microscope being prime examples of 
instruments capable of revealing nature’s secrets.  

My research seeks to challenge this dominance from the perspective of sound studies, 
which can open up new ways of thinking about the past. By focusing on the posthumous 
Sylva Sylvarum (1626) and New Atlantis (1626) I will argue that Bacon also sought to create a 
new science of sound, later identified as acoustics, a project that was no less important than 
optics to later natural philosophers and similarly designed to extend man’s control of the 
environment through technology. Furthermore, I will argue that musical instruments in 
particular played a crucial role in Bacon’s attempt to create a new science of sound as part of 
a broader system of experimental natural philosophy. This overall agenda guided his 
treatment of music and sound, evidence that clearly indicates the importance to him of 
cultivating attentive listening as a mode of acquiring knowledge about, and understanding of, 
the world. 
 
5. David Trippett (University of Cambridge) 
 

Music and the Permutations of Materialism ca. 1855 
 

Idealist metaphysics of the early nineteenth century occasioned a profound 
celebration of musical experience, variously articulated as a language beyond words, the 
experience of the reality of emotion, and even the voice of God – all co-opted within the 
discourse Kunstreligion. Yet around the middle of the century, leading German intellectuals 
turned against the traditional voices of metaphysical philosophy, principally Hegel, Fichte and 
Schelling, with implications for conceptions of music. ‘Our modern philosophers,’ argued 
Georg Büchner in 1855, ‘are fond of heating up old vegetables, and then serving them under 
new names as the last invention of the philosophical kitchen.’ 

Materialism is the broad banner under which this anti-idealist impulse gained 
momentum in Germany; it gave rise to a flurry of monographs and articles debating theories 
of matter, pantheism and the life of the mind, yet materialism is a metaphysical philosophy, 
and remained ambiguous to some. It also has its most significant roots in French philosophy a 
century earlier. While some recent musicologist work has enlisted the term ‘materialism’ in 
service of a range of goals and contexts, the history of this term remains ambiguous. This 
paper asks what it meant for sound and for music during the middle third of the nineteenth 
century, that is, when a start shift in intellectual trust from idea to matter, faith to empiricism, 
rendered sound a site of newly ambiguous fascination. By untangling distinctions between so-
called scientific, philosophical, historical, dialectical and cultural materialism, I ask what 
implications and anxieties lay behind the impulse to reify auditory vibrations as both acoustic 
reality and the medium of the soul, in an age when the Germans were ‘weary of passing for a 
set of sentimental dreamers,’ as Paul Janet put it in 1860, and ‘want now, in their turn, to fling 
a stone at the soul, at God, at all old prejudices.’ 
 
 
Session 4 
 
6. Gabriele Rossi Rognoni (Royal College of Music) 
 

Defining ‘Old’ vs. ‘New’ Organologies: Changing Perspectives  
in Studies on Musical Instruments 

 
Since the early nineteenth century, a consistent and increasing effort was put towards 

collecting, displaying and studying musical instruments from the past and from far-away 
cultures. However, the aims and reasons steering this activity changed continuously, leading 
to different attitudes towards collecting, a constant shift in focus, and changing questions for 
scholars.  



Examples of these different attitudes included, at different times, the use of 
instruments and their representations to reconstruct and compare unknown or lost musical 
systems (e.g. François Joseph Fétis, Carl Engel), the empirical investigation of performance 
practice in relation to the early music revival (e.g. Guido Adler and Francis W. Galpin), the 
use of surviving instruments as sources to build modern playable copies (largely beginning 
with Arnold Dolmetsch). Later developments included anthropological studies (Curt Sachs), 
and social and cultural studies – investigating the importance of musical instruments also 
beyond the strictly musical domain – and several other areas, while the study of musical 
instruments developed particularly in the second half of the twentieth century.  

But what is happening today? Many museums have undergone an identity shift from 
being ‘Musical Instrument Museums’ to being ‘Museums of Music’ and the focus of 
interpretation and temporary exhibitions has largely moved from the tangible to the intangible 
message that they can convene. At the same time, particularly in the area of Western 
instruments, the focus of most academic production remains strongly related to instruments as 
objects, with an ever increasing specialization in the methods of identification, attribution, 
scientific analysis and study of materials. This leads to a challenging division between 
academic production, public expectations, and general cultural trends, and fosters a recurring 
urge to define a ‘new’ or ‘critical’ organology whose identity – broadly defined several times 
– still struggles to be accepted in the field.  

This paper proposes a critical overview of the current state of organology and of how 
it changed over time, from the two perspectives of academic studies and museums, and 
compares the situation with the main trends in studies on material culture, within and outside 
music, in an attempt to reconsider the discussion on old vs. new organology.  
 
7. Marion Leonard (University of Liverpool) 
 

Collection, Interpretation and Encounter: Popular Music in the Museum 
 

Over twenty years ago it was found that while ‘modern pop music should be one of 
the easiest and most obvious areas to collect’ it was largely absent from museum collections 
(Arnold-Forster and La Rue, 1993: 20). Much has changed since and in the intervening years 
the museum sector has increasingly engaged with popular music, through the establishment of 
collections, the opening of national popular music museums, and the staging of high profile 
exhibitions such as the Bowie retrospective at the V&A. This paper will turn attention to the 
material culture of popular music within museum collections and exhibitions, considering the 
significance of these objects to the process of understanding the social and cultural past.  

Museum collections can be understood as holdings of materials selected for their 
social and cultural significance (as defined and filtered by individual museum policies) and 
‘held in trust for society.’ However, museum exhibitions and displays go beyond simply 
preserving and conserving these materials. Within the exhibition objects are mediated, 
interpreted, and presented to the public in ways which recontextualise these materials and 
make them available for further meaning making by visitors. This paper will first consider the 
range of material related to popular music held within museum collections before going on to 
discuss the significance of these material traces as they are presented to and encountered by 
visitors. The paper will engage with debates about memory, heritage and cultural value. 
 
8. Michele Del Prete (Accademia di Belle Arti di Foggia) 
 

Remote Divisions. On the Post-Romantic Organ as Reference for (early)  
Electroacoustic Music Sound Projection 

 
This paper will investigate the process of sound dematerialization pertaining to two 

musical spheres that both remain at the intersection of a plurality of material and cultural 
practices. The first sphere is defined by organ building and organ music, the second one by 
electroacoustic instruments and electroacoustic music. With the expression sound 



dematerialization we mean a process of spatial disarticulation of sound origin and sound 
diffusion, i.e., the material separation between the location of the musical action and the 
location of the sound diffusion of the acoustic event produced by such an action.  

First we will consider some characteristics of the sound diffusion of the post-
Romantic organ, focusing on instruments of the German organ-building school between 1890 
and the late 1930’s. The ideal of a sound coming from a remote location in respect to the main 
organ division (the pipes of the Hauptwerk) lead to the creation of the Fernwerk (celestial 
division in English), an organ subsection located not only in a separate place in relation to the 
main organ, but also in an elevated space structurally distant from it and invisible to the 
listeners (typically a hidden room behind the ceiling or the cupola of a large church or of a 
concert hall).  

From the late 1920’s electroacoustic music had to develop a sound projection 
aesthetics that not only faced technological questions (i.e., the material construction of 
loudspeakers of acceptable quality in comparison to the gramophone) but also the placement 
of the loudspeakers in space. The control interface of an early electronic instrument like the 
Trautonium – as the post-Romantic organ – could also project sound to distant locations. In 
this respect it is very interesting that on the occasion of the world premiere of Hindemith’s 
Des kleinen Elektromusikers Lieblinge (Berlin, 1930), a work for three Trautoniums, 
Trautwein, Sala and Hindemith developed a loudspeaker set placed on the ceiling, calling it 
Fernwerk.  

In conclusion we will discuss the relationship between the acoustic and the (early) 
electroacoustic Fernwerk as important objects in space and the sound poetics they enable.  
 
 
Session 5 
 
9. Rachel Stroud (University of Cambridge) 
 

Objects, Agency and Beethoven’s Late String Quartets 
 

In the words of Alfred Gell, ‘Art objects are characteristically difficult. They are 
difficult to make, difficult to “think,” difficult to transact. They fascinate, compel, entrap, as 
well as delight the spectator’ (Gell, 1998: 23). Beethoven’s late quartets, widely regarded as 
his most elusive and difficult compositions, have ‘compelled,’ ‘entrapped’ and ‘delighted’ the 
imaginations of performers, composers and audiences alike for nearly two centuries. This 
paper will first examine a potentially material basis for such fascination through an 
exploration of Beethoven’s idiosyncratic uses of notation in the quartets and how such visual 
eccentricity has influenced the material forms in which the quartets have been used, 
disseminated and consumed. For example, the late quartets were the first string quartets to be 
published simultaneously in score form as well as parts – a crucial material and ontological 
shift with far-reaching ramifications for the future practice and study of WAM.  

The second part of this paper shifts the location of ‘agency’ from work, composer and 
performer to the notational objects themselves: how do the objects representing the late 
quartets – scores, editions, parts – perform? Drawing upon the theoretical writings of Bruno 
Latour and Alfred Gell, this paper considers the possibility, or even desirability, of 
undertaking a post-humanist ethnography: an ethnography of ‘performing’ notational objects. 
This raises ethical questions concerning our treatment of, and different social interactions 
with, notational objects. Many musical scores are written on: performers inscribe agency and 
temporary ownership of the object through pencil markings and tactility. Yet other notational 
objects are revered, preserved and protected. A leather-bound volume of first-editions parts of 
Beethoven’s late quartets is freighted with literal and metaphorical weight; yet the very same 
notational source printed off on mass-produced A4 paper, or viewed on an iPad, performs a 
different set of values. How does the materiality of the object itself affect and configure our 
social interactions with it? Do we have an ethical obligation to the musical score? Or, after 



Latour, do the objects themselves hold in place creatively stagnant discourses concerning the 
putative ‘intentions’ of the composer and the subservience of the performer to the Work?  
 
10. Pamela Feo (Boston University) 
 

‘So intangible a thing as a pianist’s touch.’ Listening to the Body in  
Player Piano Performance 

 
The development of recording technology in the early twentieth century radically 

transformed methods of music reproduction, dissemination, and reception. Current 
scholarship explores this phenomenon largely by way of the phonograph, but there was 
another form of technology developed during this period which made a unique claim upon 
listener expectations: the player piano. With this instrument, composers made ‘recordings’ by 
playing on a device that transcribed every element of their personal performance style onto a 
piano roll; amateurs then recreated these performances by inserting the roll into a player piano 
and pumping a mechanism with their feet to reanimate the original sounds. A player piano 
performance was therefore akin to neither a phonograph recording nor a live concert, but was 
rather a combination of the two. Furthermore, the player piano offered the acoustics and even 
certain visuals of a live performance, all without the presence of the composer’s body.  

In this paper, I examine contemporary accounts to show how the player piano was 
marketed for this very element of bodily encoding. Building upon Carolyn Abbate’s work on 
the aesthetics surrounding the uncanny presence of the body within the machine, I bring this 
phenomenon into broader conversations regarding rituals of listening, beginning with Walter 
Benjamin’s theories on the distractions of mechanical reproduction and considering whether 
the player piano fosters distracted or focused listening. Given the player piano’s blend of 
recorded and live operation, I also look at it in light of the work of more recent scholars 
engaged with listening practices to show how it complicates theories of ‘liveness,’ mediation, 
and acousmatic sound, and I contend that we expand our understanding of listening and 
technology to include a consideration of the performing body. Finally, I propose that an 
examination of the player piano’s appeal offers greater understanding of the role material 
culture held in navigating the developments of recording technology, with the 
commercialization of the instrument’s mechanized movement countering anxieties 
surrounding the absence of the body in recorded sound.  
 
11. Laura Dolp (Montclair State University) 
 

Idris Khan and the Poetics of the Score 
 

This proposal is extracted from my ongoing consideration of music and mapping, a 
larger project that examines how musical scores and maps have cohabitated in their media, 
function, and poetic potential. Specifically here, I address the conceptual issues offered by 
musical scores when they are used as source material for contemporary visual artists. The 
work of the London-based artist Idris Khan (1978- ) is a fruitful example. Since 2004, Khan’s 
work has appropriated scores (including works by Chopin, Beethoven, Bach, Mozart, 
Wagner, Schumann, Schubert, Rachmaninoff, Messiaen, Haydn, and Reich) in order to create 
large-scale photographic palimpsests. Consisting of thousands of layered digital scans, in 
sequential order, and combined as a single image, Khan’s works are startling portraits of 
sedimented and subordinated time. While the deliberate opacity of his visual composites 
subverts the conventional function of their source material, they also propose new 
understandings of authorship and time. More broadly, they invoke the musicological issues of 
materiality and print culture, nineteenth-century philosophical ideas about the work-concept, 
and twentieth-century debates regarding memory and signification. Works such as Khan’s 
Every ... Stave of Frederick Chopin’s Nocturnes for the Piano (2004) and Hearing Voices ... 
Schumann’s Violin Concerto (2007) not only recall the legacy of the work-concept but also 
give new potency to the issue of legibility. Paradoxically, Khan’s re-imagination of the 



printed canon highlights the sheer accumulation of their labor but deny us the specifics of 
their cultural achievement, while also facilitating a substantial, and historical, meditation on 
the act of creativity. From the perspective of music and mapping, I propose that Khan’s work 
rehearses the central paradoxical elements of a cartographic object: 1) through its power of 
seduction, its status as an image, its oneiric and mythic implications and 2) as a rational 
construction and intellectual space ruled by intelligible models, a device to be read, 
interpreted, and questioned. Ultimately, my goal is to provide an alternative to existing art 
criticism about the content of Khan’s score-based works, one that moves beyond the well- 
worn tropes of romantic biography.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Biographies 
 

Speakers 
 
1. Florence Gétreau is Director emeritus of research at the CNRS (Centre National de la 
Recherche Scientifique), she is the author of numerous publications on French musical 
instruments, including their makers and cultural context, as well as issues of conservation and 
access, of musical iconography, and sociology of music (https://halshs.archives-ouvertes.fr). 
She was for some twenty years a curator of musical instruments at the Paris Conservatory 
(Musée instrumental – later Musée de la Musique), Chef de projet at the Cité de la Musique 
(1987-1992) and was also a curator for music at the Musée National des Arts et Traditions 
Populaires (1994-2003). She served as Director of the Institut de Recherche sur le Patrimoine 
Musical en France between January 2004 and December 2013 (Paris, CNRS/Ministère de la 
Culture/Bibliothèque Nationale de France). She is the founder and director of the scientific 
annual journal Musique-Images-Instruments (—> 1995, CNRS Editions, 15 vol. published). 
She taught organology and musical iconography at the Paris Conservatory (1993-2016) and 
gave seminars at the University François Rabelais in Tours between 2004 and 2013. She was 
the 2001 recipient of the Anthony Baines memorial Prize, awarded by the Galpin Society for 
the Study of Musical Instruments and in 2002 of the Curt Sachs Award (American Musical 
Instrument Society). She was elected to the Academia Europaea in 2010 (The Academy of 
Europe). Past President of the Société Française de Musicologie (2011-2015), she is member 
of the Directorium of the International Musicological Society. 
 
2. Flora Dennis read Music at the University of Cambridge, staying on to do an M.Phil. in 
Musicology and a Ph.D. on music, printing and the court in sixteenth-century Ferrara. 
Between 2001 and 2006 she was a Research Fellow at the AHRC Centre for the Study of the 
Domestic Interior (jointly run by the Victoria and Albert Museum, the Royal College of Art 
and Royal Holloway, University of London), co-curating the V&A exhibition At Home in 
Renaissance Italy and contributing to the Centre’s Domestic Interiors Database. She was 
appointed Renaissance Research Fellow attached to the V&A/RCA History of Design 
Postgraduate Studies Programme in 2006, and was the 2006-07 Sussex/V&A Exchange 
Fellow. 
She joined the Art History Department at the University of Sussex in September 2007 and 
spent 2007-08 in Florence as a Research Fellow at Villa I Tatti, the Harvard University 
Center for Italian Renaissance Studies, working on a project entitled ‘Music, Sound and 
Domestic Space in Italy, 1450-1620.’ She was awarded an AHRC Early Career Fellowship 
(2010-11) and a fellowship at The Italian Academy, Columbia University (Autumn 2011) to 
complete the monograph ‘Music, Art and Objects in the Italian Renaissance Home.’ 
An Honorary Research Fellow of the Research Department of the V&A (2007-11), Dr Dennis 
was also the Sussex Exchange Fellow at the V&A from 2008 to 2010. She co-instigated ‘The 
Listening Gallery,’ an AHRC-funded Knowledge Transfer collaboration between the V&A 
and the Royal College of Music, recording music for the new Medieval and Renaissance 
galleries. She is on the editorial boards of Renaissance Studies and Early Music History. 
 
3. Moritz Kelber finished his doctoral thesis at the University of Augsburg in February 2016, 
supervised by Prof. Franz Körndle. Previously he studied with Prof. Lorenz Welker at the 
University of Munich (M.A.). His dissertation is about music in the context of the Augsburg 
Imperial Diets in the sixteenth century. Since February 2016 he has worked at the University 
of Salzburg on the project team for the Catalogue of sixteenth-century German printed music 
(www.vdm16.sbg.ac.at). His research interests include the music of the sixteenth and 
seventeenth centuries and the history and sociology of musicology. He co-edited the volume 
Wissenskulturen der Musikwissenschaft, published in July 2016.  
 
 



4. Penelope Gouk is an Honorary Research Fellow in History at the University of 
Manchester, and she has played a leading role in the emergence of sound studies as an 
interdisciplinary practice. Her publications include The Second Sense: Studies in Hearing and 
Musical Judgement from Antiquity to the Seventeenth Century with Charles Burnett and 
Michael Fend (1991); Music, Science and Natural Magic in Seventeenth Century England 
(1999); and Representing Emotions: New Connections in the Histories of Art, Music and 
Medicine with Helen Hills (2005). Currently her research addresses the interplay between 
music and intellectual culture, mediated through the materiality of bodies and instruments, 
and she is particularly fascinated with early modern explanations for music’s effects. 
 
5. David Trippett is a musicologist and cultural historian. Before coming to Cambridge, he 
was Reader at the University of Bristol, and has also taught at King’s College London and 
Cambridge itself. 
Following an edited translation of Carl Stumpf’s The Origins of Music (OUP 2012), his 
monograph, Wagner’s Melodies (CUP 2013), examines the cultural and scientific history of 
melodic theory in relation to Wagner’s writings and music. Other publications include 
editions and translations, as well as research and review articles, and some media work. His 
latest project, funded by an ERC Starting Grant, is entitled ‘Sound and Materialism in the 
19th Century.’  
Major prizes for research include the Lewis Lockwood Award and the Alfred Einstein Award 
of the American Musicological Society, the Bruno Nettl Prize of the Society for 
Ethnomusicology, the Donald Tovey Memorial Prize of the University of Oxford, and a 
Deems Taylor Award of the American Society for Composers, Authors, and Publishers. 
 
6. Gabriele Rossi Rognoni is Curator at the Royal College of Music. He is President of the 
International Committee of Music Museums of ICOM, Board member of the Galpin Society, 
of the Benton Fletcher Collection of Keyboard Instruments, and of the Museum of the Violin 
in Cremona. He has served as advisory Board member of the American Musical Instrument 
Society (2011-2013).  
Between 2001 and 2013 he was Curator of the Musical Instrument Department of the Galleria 
dell’Accademia in Florence and from 2007 he was aggregated professor in History of Music 
and History of Musical Instruments at the University of Florence.  
He was Andrew W. Mellon Fellow in Conservation (2001) and Sylvan C. Coleman and 
Pamela Coleman Fellow in Curatorship (2007) at the Metropolitan Museum of Art in New 
York, and Wissenschaftlicher Mitarbeiter at the Institut fuer Musikforschung Preussischer 
Kulturbesitz in Berlin (2011).  
Publications focus on the history and technology of musical instruments and methods of 
identification. A selection is available at http://rcm.academia.edu/GabrieleRossiRognoni and 
http://goo.gl/dtPGZo  
 
7. Marion Leonard is Senior Lecturer in the Department of Music and member of the 
Institute of Popular Music. She is author of Gender in the Music Industry (Ashgate, 2007) and 
co-editor of The Beat Goes On: Liverpool, Popular Music and the Changing City (Liverpool 
University Press, 2010) and Sites of Popular Music Heritage: Memories, Histories, Places 
(Routledge, 2014). She is a member of the Arts and Humanities Research Council Peer 
Review College, and formerly held the post of Membership Secretary and Treasurer of the 
International Association for the Study of Popular Music (IASPM) International Executive. 
For two years she worked on secondment to National Museums Liverpool as lead curator for 
The Beat Goes On, an exhibition about Merseyside’s popular music history which was shown 
at World Museum Liverpool (July 2008 – November 2009). From 2010-2011 she was 
Principle Investigator on a research project investigating the practical and theoretical issues 
involved with collecting and representing popular music in museums. The project, conducted 
in partnership with National Museums Liverpool and the V&A, was funded by the AHRC as 
part of the Beyond Text programme. 
 



8. Michele Del Prete holds a Ph.D. in Philosophy (Freie Universität Berlin, 2005). He 
presented papers in continental philosophy and musicology in Harvard, Cambridge (UK), 
Paris, Jerusalem, Toronto, Mannheim, Darmstadt, Birmingham, Frankfurt, Madrid. 
Publications in German, Italian, English.  
In 2015 he organized with Pierluigi Billone an international conference on Nono’s Risonanze 
erranti at the Fondazione Archivio Nono, Venice. Diplomas in Electronic Music at the 
Conservatory of Venice, studying with Alvise Vidolin, and in Composition at the 
Kunstuniversität Graz studying with Beat Furrer. Performances in Venice (Music Biennale, 
Odhecaton 2013), Graz (Signale Graz), Rome (EMUFest), Berlin (BKA), Barcelona 
(Zeppelin Festival), Boston (Csound Conference 2013), University of Kent (Symposium of 
Acoustic Ecology 2013), Mainz (LAC 2015), Madrid (Espacios Sonoros).  
He teaches Aesthetics and Sound Design at the Academy of Fine Arts of Foggia, Italy. He is 
currently working on the understanding of the organ (sound identities, spatial values, 
performance practices) both as theoretician and as composer/performer.  
 
9. Rachel Stroud is a baroque violinist, and a Ph.D. candidate at King’s College, Cambridge 
University. After graduating with a first-class degree from Cambridge in 2010, Rachel toured 
for a year with the European Union Baroque Orchestra before studying at the Royal 
Conservatory in the Hague. She works professionally as a freelance violinist alongside her 
academic studies, and has performed all over the world with orchestras such as OAE, Brecon 
Baroque, Ex Cathedra and Les Passions de l’Ame, amongst others. Her research interests 
include the roles of sociality, agency and objects in performance, and she is currently 
investigating the relationship between notation and performance in Beethoven’s late string 
quartets. She is a lead convenor of the Cambridge Interdisciplinary Performance Network, 
and in April 2016 co-organised a two-day international conference (‘Performing Knowledge’) 
at Emmanuel College, Cambridge. Most recently, Rachel was invited to the Orpheus Institute, 
Ghent, to take part in a string-quartet workshop with Margaret Faultless (Cambridge, RAM), 
Elisabeth LeGuin (UCLA) and Tom Beghin (McGill, Orpheus Institute) to explore the idea of 
‘socially-informed performance’ through Haydn’s string quartets.  
 
10. Pamela Feo is a Ph.D. student in Musicology at Boston University in Boston, 
Massachusetts, with Bachelor’s and Master’s degrees from Tufts University. Her master’s 
thesis was on the French fin-de-siècle composer Rita Strohl, about whom Pamela wrote an 
entry for Grove Music Online. Her work focuses on early twentieth-century French music and 
the interplay between music, social space, and early recording technology in this period. 
Other research interests include the intersection between music and literature, Luciano 
Berio’s staged works, sound studies, and listening practices. She has presented papers at 
conferences in London and in Boston.  
 
11. Laura Dolp is Associate Professor of Musicology and Coordinator of General Education 
Studies at the John J. Cali School of Music at Montclair State University (USA), where she 
teaches undergraduate history and graduate special topics. She received her Ph.D. in 
Historical Musicology from Columbia University. 
Dolp’s interdisciplinary research explores the historical agency of music as a site of human 
transformation, including music and spirituality, the interrelation of music and social spaces, 
mapping and musical practices, and the poetics of the natural world. Currently she is writing a 
monograph that examines the historical relationship between cartography and the musical 
score, Maps and Music: Stories of the Cartographic Score. She is editor of Arvo Pärt’s White 
Light: Media, Culture, Politics (Cambridge University Press, 2017) and co-author for The 
Cambridge Companion to Arvo Pärt (Cambridge University Press, 2012) and Artistic 
Citizenship: Artistry, Social Responsibility, and Ethical Praxis (Oxford University Press, 
2016). Her research also appears in 19th-Century Music, Journal of Musicological Research 
and altrelettere.  
 
 



 
Chairs 
 
1. Amparo Fontaine holds an M.Phil. in Early Modern History, and is currently studying a 
Ph.D. in History at the University of Cambridge. Her doctorate thesis is supervised by Dr 
Emma Spary, and explores the representations and appropriations of music in pre-
revolutionary France, as articulated through sociability, commerce, criticism, scientific 
practices, performance, and material culture. She has so far written a chapter on the 
comparison between French and Italian models of music as a language of forging an ideal 
national character; a chapter on the manufacture, sale and ownership of musical instruments; 
a chapter on notions of the body, emotions, and sociability in the performance of musical 
instruments; and a chapter on the nature of musical knowledge as shaped by varied social 
actors, based on the study of scientific experiments and inventions concerning sound, musical 
theory, and an overarching concept of ‘harmony.’ 
Amparo is a contributor to the book Treasured Possessions from the Renaissance to the 
Enlightenment, published by the Fitzwilliam Museum in 2015. She is currently supervising 
and lecturing on the course ‘Material culture in the early modern world’ in the History Tripos 
at the University of Cambridge. 
 
2. Vera Wolkowicz is a Ph.D. student in Music Studies at Jesus College, University of 
Cambridge, where she is currently focusing her research on Latin American musical 
nationalisms during the first decades of the twentieth century.  
Vera holds an M.Phil. in Music Studies from the University of Cambridge (2013) and an 
honours degree in Arts from the University of Buenos Aires (2009).  From 2007 to 2009, 
Vera was part of the ‘Música en la prensa periódica’ research group at the University of 
Buenos Aires, doing research on Italian opera in Buenos Aires towards the middle of the 
nineteenth century. In 2009, Vera was awarded the ‘Hacia el Bicentenario’ scholarship by the 
Biblioteca Nacional ‘Mariano Moreno.’ The results were published in a book titled Música de 
América, in 2012. From 2010 to 2012, Vera was part of the ‘Nacionalismos y vanguardias 
musicales en Argentina’ research group under the direction of Silvina Luz Mansilla at the 
University of Buenos Aires, where she continued her work on Argentinian musical 
nationalism during the 1920’s. 
Between 2011 and 2012, Vera performed archival work under the supervision of Silvina Luz 
Mansilla at the Instituto Nacional de Musicología ‘Carlos Vega’ as well as co-edited the 
unpublished scores of the Argentinian composer Carlos Guastavino (1912-2000).  
 
3. Nicolò Palazzetti Nicolò Palazzetti is a Ph.D. candidate at the École des Hautes Études en 
Sciences Sociales (EHESS, Paris) since October 2013 and he is a member of the Centre de 
Recherches sur les Arts et le Langage (CRAL). His Ph.D. thesis, supervised by Prof. Esteban 
Buch, focuses on the political and musical legacy of Béla Bartók in twentieth-century Italian 
culture. Nicolò attended many international conferences, such as: EuroMAC (Leuven 2014), 
KeeleMAC (Keele 2015) and ‘Music under German Occupation: 1938-1945’ (Manchester 
2015). Moreover, his articles on music history and music analysis have been published on 
several academic journals: International Review of the Aesthetics and Sociology of Music, 
Rivista Italiana di Musicologia, Rivista di Analisi e Teoria Musicale. 
In 2015 Nicolò won a six-month scholarship from the Fondazione Giorgio Cini (Venice) in 
order to conduct an in-depth research on the archives of Alfredo Casella, Gian Francesco 
Malipiero, Aurel M. Milloss and Roman Vlad. In March 2016 he has been visiting scholar at 
the Music Department of the University of Birmingham (UK). 
Nicolò is a member of the editorial board of Transposition (edited by É. Jardin and P. 
Szendy) and Analitica (edited by A. Bratus) and collaborates as reviewer with the Swiss 
journal Dissonance. 
 
 
 



4. Violeta Nigro-Giunta is a musicologist and pianist. As a performer she studied with 
Haydée Schvartz (from 1996 to 2010), and took master classes with Stephen Drury, Fernando 
Perez and Dimitri Vassilakis, among others. She also studied at the CEAMC (Centro de 
Estudios Avanzados en Música Contemporánea). 
In 2012, she obtained her undergraduate degree in Arts with a specialization in Music from 
the University of Buenos Aires and a Masters degree in Social Sciences (specialization in 
Music) from the École des Hautes Études en Sciences Sociales (EHESS, Paris). Her work 
focuses on the dialogue between music and its actors, institutions, and context in Argentina. 
She is presently a doctoral candidate at the EHESS under the direction of M. Esteban Buch, 
where she is studying the transformations in the field of New Music in Buenos Aires from 
1990s until the present.  
She is the author of ‘Vexations X8, les deux temps d’une oeuvre. Musique et politique à 
Buenos Aires’ (Magazine Marges, Presses Universitaires de Vincennes, 2014), and 
collaborated with the Routledge Encyclopedia of Modernism (edited by Eduardo Herrera – 
music section). Her article ‘Entendre la Guerre. De 14-18 à l’Irak’ will be published by 
Critique N. 829-830, next month. She has obtained grants from the Fondo Metropolitano de 
las Artes, the Mozarteum Argentino and a doctoral contract, by the EHESS. 
 
5. Danielle Padley	 is a Ph.D. student at Jesus College, University of Cambridge, working 
under the supervision of Dr Benjamin Walton. Her research focuses on the contribution of 
church organist and composer Charles Garland Verrinder to the Anglo-Jewish choral 
tradition, through his employment as Organist and Choirmaster at the West London 
Synagogue between 1859 and 1904. Her academic work is sponsored principally by the 
Jewish Historical Society of England and interfaith organisation the Spalding Trust. 
Danielle’s practical experience of Jewish choral music began as a member of the choir of 
Edgware and District Reform Synagogue, where she has been Deputy Musical Director since 
2005. In 2011, she took over as Musical Director of Kol Echad, the only Jewish choir in 
Cambridge.  
	


