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Abstract

In 2003, Robert Dick, international flutist and pedagogue, launched the glissando 

headjoint. This mechanism can be described as a telescoping flute headjoint with metal 

wings attached to the mouthpiece, which enhance a flute’s ability to bend pitch. The 

glissando headjoint was built on the inventions of Eva Kingma, Kaspar Baechi and 

Bickford Brannen. In the last 16 years, the glissando headjoint has failed to become as 

mainstream as the standard flute headjoint, despite its claimed potential as its replacement. 

Comparatively nominal repertoire has been written to include its use, and a non-

standardised approach to notation has resulted. 

The primary purpose of this research project was to contribute to the available repertoire 

and research surrounding the glissando headjoint, explore its possible opportunities and 

advocate its future relevance. Research methods included an extensive literature review 

studying formal and informal publications, a semi-structured interview of the inventor 

Robert Dick and practice-based research plus a variety of approaches to composer–

performer collaboration incorporating national and international composers within my 

professional networks. 

This research explored the capabilities of the glissando headjoint, discussed the 

development of a standardised notation for the glissando headjoint, ascertained 

informational requirements of composers when creating new works for the headjoint and 

investigated further technical and timbral possibilities. While improvisation and the 

transcription of pre-existing works were utilised to further expand the existing glissando 

headjoint repertoire, these processes were not the primary focus of this study. Additional 

research outcomes include music exercises and increased accessible repertoire with 

complementary recordings for people new to the glissando headjoint mechanism. This 

research has also identified limitations of the glissando headjoint that could be explored in 
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future research: the relatively limited enhancement of a flute’s pitch bends, and a lack of 

stability and continuity of the headjoint throughout a playing session. While this study 

would be of interest to those seeking to adopt new approaches to flute playing, it may also 

appeal to those seeking to modify non-flute traditional Western instruments.
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Chapter 1: Introduction and Overview 

It is, after all, not a complete reworking of the flute, simply an addition that allows Mr. 

Dick, a virtuoso even on a standard instrument, to create effects otherwise unavailable to 

him. Besides, I love the back story. Mr. Dick, though a classical player, is a devoted Jimi 

Hendrix fan. And having long admired the way Hendrix used the guitar’s whammy bar —a

metal lever fastened to the bridge—to bend pitches and control his instrument’s howling 

feedback, he began thinking about making an equivalent for the flute. Andrés Segovia, the 

great classical guitarist, used to argue that the electric guitar was a monstrosity. But it 

inspired one of the great classical and new-music flutists of our time to rethink his 

instrument. (Kozinn, 2010, p. C1) 

Over the centuries, flute players and instrument makers have improved the flute through 

many variations in material, length, key configuration, lip plate style and other features (Fether, 

2005; Powell, 2002; Toff, 1976). When the flute became broadly established as a solo instrument in 

the mid-nineteenth century (Fether, 2005; Melick, 2004; Philharmonia Orchestra, 2013), innovators 

began challenging its function with new techniques and additional mechanisms now broadly utilised 

within contemporary flute music. United States (US) flutist and pioneer Robert Dick (b. 1950) is 

well known for his search for new sounds and general dissatisfaction with the status quo. He 

asserted, ‘I’m unconcerned with expectations of what a flute should [emphasis added] sound like 

and what a flutist should [emphasis added] play’ (Dick, 2016a). 

In 2003, Dick launched the glissando headjoint (GHJ), a device that attaches to the body of 

the traditional flute, replacing its current headjoint, to enable and enhance the sonic qualities of 

glissandi. The GHJ is a telescoping flute headjoint that can attach to a concert flute in place of a 

traditional headjoint, and comprises two tubes: an inner tube that sits inside a larger carrier tube. 

The inner tube has a mouthpiece attached, which has two wings that extend from it that rest on the 
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flute player’s face when playing. Depending on the note, it can pitch bend up to approximately a 

major 3rd. Appendix 8 links a brief video introduction of the GHJ. 

In 2013, I became aware of the GHJ, following an introduction to Dick’s 1999 composition 

Fish Are Jumping in a private lesson with Australian flutist Virginia Taylor. I was fascinated by the 

headjoint’s flexibility and the unusual sounds I could create with it, particularly within the context 

of contemporary repertoire. I obtained one in late 2014. Dick’s Fish Are Jumping (see Figure 1)—a 

piece that includes numerous glissandi—could readily be arranged for the GHJ. The slides, which 

are frequently composed over an octave, became more fluid, and even less of a challenge. 

Figure 1: Excerpt—Fish Are Jumping bars 48–49 (Dick, 1999). 

My continued fascination with the GHJ resulted in an honours project (2015) at the 

Australian National University. This project studied the notational styles of existing compositions 

for the GHJ and resulted in a transcription of Dick’s Fish Are Jumping for the headjoint with my 

own design of notation. Later in 2015, I had the opportunity to travel to New York to undertake a 

four-month studio workshop led by Dick with seven international flutists. There, I learnt many new 

techniques and methods of working with my instrument, and was inspired by Dick’s views on the 

flute: ‘I sought to identify and drop the preconceptions of what the flute and its music were, not to 

abandon or to attack tradition, but to grow it!’ (Dick, in Chandler, 2014, p. 47). 

Through this course and my honours year, it became increasingly apparent how little music 

had been written to capitalise on the GHJ’s capabilities. Further, due to its relatively recent creation, 

there is limited research on and understanding of how best to operate it. Therefore, this research 
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project places particular focus on the search for the current capabilities and future possibilities of 

the GHJ through composer–performer collaboration, improvisation and transcription. 

Ironically, Dick is quoted in Tony Rothman’s (1991) book A Physicist on Madison Avenue 

as saying, ‘Specialty instruments are never successful in the long run’ (p. 39). This project aims to 

challenge this perspective. 

1.1 Thesis Overview 

This chapter includes a brief history of the evolution of the flute by instrument makers and 

innovators, from the various materials utilised to the addition and alteration of keys and key 

placement. A discussion of what is meant by ‘extended techniques’, their common uses and an 

exploration of the antecedents of the development of the GHJ is included. Additionally, Dick’s 

creation of the GHJ and the various contributors to its development, Eva Kingma (b. 1956), Kaspar 

Baechi (b. 1964) and Bickford Brannen (b. undisclosed), will reveal how it has been promoted and 

integrated within the world of contemporary music. 

Chapter 2 will outline the limited extant information on the GHJ and discuss the notation of 

those composers composing for this mechanism. This literature review will highlight the nominal 

pieces written for the GHJ. Most of these have been primarily commissioned by German flute 

player Erik Drescher (b. 1972). 

Chapter 3 outlines the research methodology used to address the primary research 

question—‘What are the capabilities of the GHJ and how might these become recognised more 

widely?’—identifying the merits and limitations of this qualitative study involving an interview 

with Dick, practitioner research and composer–performer collaborations. 

Chapter 4 analyses and triangulates the data gained from the interview with Dick, the 

limited extant literature, the composer–performer collaboration and my own performances with the 

GHJ and regular flutes. Chapter 5 will discuss the conclusions of this research, how the GHJ can 

enhance music-making in the future, and how further design enhancements can progress the 

abilities of this new mechanism. 
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1.2 A History of Flute Development 

The flute has undergone several major alterations to its appearance and functionality 

throughout its history. Prehistoric forms of the instrument, approximately 40,000 BCE consisted of 

an instrument fashioned from bone, ivory or wood (Owen, 2009). Over time, the flute underwent 

minor appearance changes, and during the Baroque, Classical and Romantic periods, the design of 

the instrument experienced major alterations (Debost, 2001; Owen, 2009). These included the 

addition of several keys and experiments in the placement of those keys by flute makers such as 

Johann George Tromlitz (1725–1805), Johann Joachim Quantz (1697–1773) and Theobald Boehm 

(1794–1881) (Wilson, 2003). 

Instrument maker Martin Hotteterre and his son Jacques, a well-regarded flute player in the 

seventeenth century (Encyclopaedia Britannica, 2019), designed flutes composed of separate 

sections to be fitted together, much like modern flutes. The separate sections—generally a foot 

joint, body and headjoint—enabled the player to have finer control on the tuning of the instrument. 

Eighteenth century German composer Johann Joachim Quantz, well known for his treatise on flute 

playing (Quantz, 1752, On Playing the Flute), was one of several people who contributed to 

changing the number of keys on the instrument (Wilson, 2003). Originally, the flute had holes bored 

into the material that could be covered or uncovered to permit pitch change. However Quantz was 

instrumental in the development of the mechanics of the flute: 

As yet the flute had only one key. When I gradually learned to understand the peculiarities 

of the instrument, however, I found that there remained a slight impurity in certain tones, 

which could be remedied only by the addition of a second key. I added this second key in 

the year 1726. (Quantz, 1752, p. 31) 

Quantz’s concerns with improving the instrument’s intonation resulted in experimenting 

with additional keys and styles of headjoint. However, due to the evolving beliefs on intonation in 

regard to enharmonic tunings in the eighteenth century, Quantz’s designs were not maintained 

(Wilson, 2003). Other flute makers such as the eighteenth century’s Johann George Tromlitz 
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(1725–1805) and August Gresner (1720–1807) also designed flutes with added keys to assist with 

tone and intonation. 

In 1829, Bavarian flutist and flute maker Theobald Boehm (1794–1881) petitioned to be 

instated with a licence to operate a workshop for flute design (Powell, 2002, p. 164). Within his 

petition, he claimed that his new invention, the eight-keyed flute would provide six qualities: 

1. clear intonation

2. balanced sound

3. good performance on the high- and low-pitched sounds

4. simple and easy key mechanism to use

5. good appearance

6. excellent craftsmanship and high quality (Powell, 2002, p. 165).

In an attempt to create a new ergonomic design of the flute, Boehm introduced his Boehm 

system of flute mechanics in 1831. This established the foundation for the design of modern flutes 

(Dikicigiller, 2014; Powell, 2002). At the end of the eighteenth century, conical bored flutes were 

popular. Intonation in the original system of conical flutes was challenging—the higher the pitch, 

the more intonation issues occurred (Dikicigiller, 2014, p. 23). When Boehm introduced his 

cylindrical bore in 1847, the design of flutes changed considerably. Further, he instigated the use of 

‘ring keys’, whereby certain keys had holes in their centres, similar to those of the clarinet—a 

design feature of the modern flute. Ring keys were often connected to other keys to allow the player 

to operate two holes simultaneously. With the ability to close two holes with one finger, the 

placement of flute holes could be more acoustically accurate to assist with intonation, and could be 

closed by a key in a more comfortable finger position. Flute maker Albert Cooper (1924–2011) 

built on Boehm’s developments through his Cooper scale, and his advancements similarly enhanced 

the flute’s intonation across the range (Debost, 2001, p. 85). 

Composers during this evolutionary period of flute design began to extend flute performance 

requirements in chamber, orchestral and solo works. As mentioned in Boehm’s original 1829 
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petition, the acoustic abilities of his flute modifications improved, further evidenced in his 1831 

design and in those following (Dikicigiller, 2014, p. 24). 

Although invented more than 42,000 years ago, the predominant changes in the flute’s 

design occurred in the last 300 years, largely driven by Boehm’s pioneering alterations. Boehm’s 

work enabled superior technical facility, such that the flute became increasingly featured in new 

compositions. Meanwhile, performers and composers alike have since challenged the perceived 

limitations of the flute, inventing new sonic concepts and extended techniques. In an interview with 

flutist and scholar Renata Cataldi (2001), Dick stated: 

Boehm developed his flute because music had changed and the 8-key flute simply was not 

adequate to the needs of Romantic music. Music has changed again, and the Boehm flute 

needs evolution to meet the demands of the music of the present and future. (Cataldi, 2001) 

1.3 Extended Techniques 

Innovative methods of producing new sounds on the flute, referred to as extended 

techniques, have been described as methods of playing that ‘Require the performer to use an 

instrument in a manner outside of traditionally established norms’ (Burtner, 2005, para. 7). Such 

extended techniques have been required in flute repertoire since the nineteenth century. For 

example, the earliest known recorded use was by Austrian flutist Georg Bayr (1773–1833) in 1810, 

heralded as the flute player who invented playing two tones on the flute simultaneously (Rothman, 

1991). Toff (1976) wrote that in Vienna, Bayr reportedly held performances in which he played 

using the technique of producing more than one note simultaneously on a monophonic instrument, 

that was subsequently titled ‘multiphonics’ (p. 219). Scholar Lisa Marie Melick (2004) defined 

multiphonics as ‘Splitting the air stream to produce more than one tone simultaneously’ (p. 2). 

Portamento, the precursor of glissando, is defined as ‘the transition from one note to another 

higher or lower without any break in the sound’ (A New Dictionary of Music, 1973, p. 298). French 

composer Hector Berlioz (1803–1869) included one such slide in his seminal work Symphonie 

Fantastique (1830) in the flute, piccolo, and oboe parts of the 5th movement (see Figure 2). 
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Figure 2: Excerpt—Symphonie Fantastique Mvt V, Bars 16–19 (Berlioz, 1971, p. 119)

Another technique that has emerged in comparatively recent flute works is the ‘glissando’. 

In The Harvard Dictionary of Music (2003), a glissando was defined as ‘a continuous or sliding 

movement from one pitch to another’ (p. 353). While portamento and glissando are relatively 

similar in definition, it is argued that they are not equal substitutes for one another; a portamento is 

commonly found on an end of a note, as heard in Klezmer music (Borzykowski, 2010), while a 

glissando is commonly an intense and deliberate movement between two notes, often sounding 

every pitch between the two: ‘the effect of Portamento on stringed instruments is not comparable 

since it implies only the smooth linking of two notes, not the deliberate sounding of the notes in 

between’ (A New Dictionary of Music, 1973, p. 149). 

Glissando stemmed originally from timbral and vibrato use in the Baroque and Classical 

periods. The technique of glissandi grew from the technique known as flattement, or a rapid finger 

vibrato. Flemish flutist Antoine Mahaut (1719–1785) explained: 

Some players execute the vibrato by extending the finger on a given hole and covering just 

the edge. Others execute it by covering a full hole or even two at once, according to the 

intensity of expression desired. (Mahaut, 1759, p. 20) 

This technique essentially ‘bent’ the pitch at the rate and depth of the finger/s closing and opening 

the holes. Flutist Anton Bernard Fürstenau (1792-1852) added: 

The Klopfen [the flattement technique] with a finger (which does not participate in the 

production of the tone currently played) on a hole ... where one lets the finger drop onto the 

hole repeatedly, as quickly as possible and flexibly, to create a vibration of the tone. 

(Fürstenau, 1844, p. 81) 
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The intensity of expression discussed by Mahaut can both be in reference to the emotion 

presented through tone colour and the amount of ‘bend’ present within the sound. While this 

flattement technique diminished in use for most of the Classical and Romantic periods, when the 

modern-day vibrato came into prevalence, modern composers such as Toru Takemitsu (1930–1996) 

and Kazuo Fukushima (b. 1930) experimented with the use of microtones and finger bends, similar 

to the technique of flattement but activated more intensely. These techniques led to what is now 

known as flute glissandi. 

Dick (1989) noted that ‘since the lifting of keys produces discontinued steps, flutists have 

long been inhibited from playing glissandi’ (p. 76). Over time, a number of flutists have developed 

two styles of glissandi to address this inhibition. The first is embouchure glissandi, in which the 

flutist’s mouth shape and amount of air blown into the flute is altered to bend pitch either up or 

down. Dick (1989) stated, ‘bending is the change of pitch without change of fingering ... This is 

done by rolling the flute inwards to lower the pitch and rolling it outwards to raise the pitch’ (p. 

140). This technique is commonly used to address intonation issues encountered in traditional 

playing and can be exaggerated to the point of bending the tone downwards up to a minor third, and 

upwards a major second depending on pitch (Flutexpansions, ‘Glissando/Pitch Bend’, n.d.). As 

there is a restricted amount of bend available, this technique can be considered limiting depending 

on the style of music being played: 

Composers should keep in mind that upwards bending will be accompanied by an increase 

in volume and diffusion of the tone. Downwards bending must be accompanied by a 

decrease in volume, and when the flute is played transposed downwards by a semitone, the 

dynamic range is restricted to ppp-mp. (Dick, 1989, p. 140) 

The other style of glissandi favours open-keyed flutes (see Figure 3 for comparison). 
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Figure 3: Open- (top) and closed-keyed flutes (Offermans, 2019). 

The open-keyed flute glissandi ‘calls for sliding the fingers off the centre holes in the open-

hole keys while keeping the rings depressed, then, when necessary, carefully lifting the rings’ 

(Dick, 1975, p. 76). This technique was perfected by US jazz flutist Steve Kujala (b. 1955). On 

Kujala’s website, the development of his sliding technique was named the ‘ “Steve Kujala Fretless-

Flute Technique” (in a ‘tip of the hat’ to the new wave of Fretless electric bass players emerging on 

the scene at that time, like Jaco Pastorious, et al)’ (Kujala, 2010). 

Within his own practice-based research, Dick found that the glissandi techniques were not 

smooth, and tended to include interruptions in ascending or descending lines (Dick, 1989). During 

his 2015 New York City flute workshop, Dick instructed that, for a glissandi on a regular flute to be 

executed without any ‘gaps’ in the slide, there would need to be a few extra holes in the flute that 

can be depressed and opened when required. Therefore, its design capabilities will only ever 

facilitate uneven glissandi. 

As sonic possibilities of the flute were being explored through the inclusion of extended 

techniques, the idea of experimental enhancements to the flute design itself were being investigated. 

Dutch flute maker Eva Kingma (b. 1956) created a quartertone system flute in 1994 that addressed 

the issue surrounding the need for extra keys along the flute to produce a smoother glissandi. Her 

website stated: 

A Kingma System® flute is, in all respects, a Boehm system flute with a C# trill. All of the 

normal touch pieces and fingerings are where you would expect them to be. What makes 
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this flute so unique is that, in addition to the standard Boehm mechanism, there are six extra 

keys. This is made possible through the use of the patented key-on-key system that has been 

used to successfully on our alto and bass flutes for many years. These keys are used to 

produce six of the seven quartertones and multiphonic vents which are ‘missing’ on the 

normal French model flute. (Kingma, 2011) 

Despite this development, a true glissando remained challenging to produce on the flute. 

While Kingma’s new system enhanced the technique of glissandi—with the additional holes on the 

flute allowing access to extra microtones—pitch bends were still not as consistent and reliable as 

Dick believed they could be. 

1.4 Development of the Glissando Headjoint 

American flutist, composer and pedagogue Dick has been an internationally known 

representative in the classical and new music profession for decades. Dick completed a Bachelor of 

Arts at Yale University and a Master’s in Composition at the Yale School of Music, studying under 

Robert Morris, Director of the Yale School of Music Electronic Music Studio. During his first year 

of master’s at the Yale School of Music, Dick published the first edition of his seminal book The 

Other Flute: A Performance Manual of Contemporary Techniques (1975). 

Dick is widely known to have an investigative instinct, and to always question the 

limitations of the flute. As a musician, he is a passionate explorer of the extent of the flute’s tonal, 

range and technical potential. In Acoustics: Real Life, Real Time—Why the Flutist and Flute Had to 

Evolve, Dick (2012) mentioned there were still broadly recognised assumptions surrounding the 

flute and its capabilities:  

1. The flute has only one basic tone quality, and its ability to vary that quality is sharply

limited.

2. The flute can produce only one note at a time.

3. The mechanical construction of the Boehm flute allows production of only a few

microtones. (Dick, 2012, p. 15).
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Dick’s 1975 publication had sought to dispel these myths and provide detailed information 

regarding the lesser-known extended flute techniques. This book is a fundamental primary resource 

for many flute players throughout the world as the source of information on the contemporary flute. 

Following the release of the second edition of The Other Flute (1989), Dick further described 

techniques in which the basic mechanics of the flute did not permit clean or accurate execution; he 

pursued the possibilities to enhance these elements. The main technique Dick (1989) found to be 

inhibited by the flute’s mechanics was the glissandi—‘the flute has long been known to be capable 

of producing some microtones, but its full range of microtonal possibilities has been left largely 

unexplored and unexploited’ (p. 56). He argued that, ‘since the lifting of keys produces 

discontinued steps, flutists have long been inhibited from playing glissandi’ (p. 76). 

Dick’s inspiration to achieve effective glissandi stemmed from his enjoyment of imitating 

other instruments. As previously mentioned, Dick is particularly partial to the music of Jimi 

Hendrix and wanted to emulate his use of the whammy bar (Kozinn, 2010, p. C1), a device that 

attaches to electric guitars that can bend the strings to create pitch bends. His initial intention behind 

the GHJ involved enabling the flute to pitch bend both upwards and downwards. Throughout the 

process of designing the GHJ, Dick worked separately with three flute technicians between 1992 

and 2003: Kaespar Baechi (b. 1964), Eva Kingma (b. 1956) and Bickford Brannen (b. undisclosed). 

From these three collaborations, numerous GHJ prototypes were created: Kingma produced two, the 

first being deconstructed to build the second; Baechi designed three, and Brannen created one that 

furthered Baechi’s third prototype’s design (Dick, 2015). All designs were based on a similar 

concept, whereby the headjoint had to have the freedom to slide both inwards and outwards, and the 

mouthpiece needed to have some component to attach to the flutist’s face. 

1.4.1 Eva Kingma’s design

The first prototype of what was to become the GHJ was developed by Eva Kingma in 1992. 

Dick (2006) stated: 
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It was based on the idea that the slide would go into the flute, making upwards glissandi 

from the normal fingerings. There was a rubber band to pull the head back to its home 

position. Not so great for the jaw, teeth and neck. (pp. 18–19) 

Figure 4: Eva Kingman’s prototype #2 (McPherson, 2011, p. 8).

During their collaboration, Kingma designed two prototypes; the first was disassembled to 

build the second (McPherson, 2011, p. 8). Her designs experimented with shortening the headjoint 

to achieve pitch slides rather than lengthening the tube. Kingma’s designs featured two ‘wings’—

short lengths of metal—attached to the moveable mouthpiece, a feature that remained throughout 

each of the following prototypes. Kingma’s designs were laid to rest after Dick realised that the 

headjoint’s tube would need to lengthen rather than shorten to best accommodate pitch bends. 

1.4.2 Kaspar Baechi’s design

Following his work with Kingma, Dick sought the expertise of Swiss flute maker Baechi to 

further develop the design of the GHJ: 

We went through two more generations of prototype. One model had a slide that went both 

above and below pitch—a great idea that just didn’t work. It was too frustrating never to 

have a solid, home position where the flute would be a regular flute. When the guitarist lets 

go of the tremolo bar, the guitar returns to normal intonation. The flute needed to do the 

same. (Dick, 2015) 
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Figure 5: Kaspar Baechi’s prototype #1 (McPherson, 2011, p. 11).

Baechi created three designs (his first and second designs featured a free-flowing headjoint) 

for which no position was considered ‘fixed’: 

‘Every single third octave pitch seemed to have its own place that it had to be, to be played 

in tune. There was no home base and also, even in the lower octaves, it affected the timbre, 

much more than the pitch.’ Playing was also made difficult by the fact that ‘unless you were 

really holding it remarkably steadily the notes had a way of wobbling around’. This concept 

of a ‘Home Position’ was incorporated into all the subsequent prototypes of the Glissando 

Headjoint. (McPherson, 2011, p. 9) 
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Figure 6: Kaspar Baechi’s design prototype #2 (McPherson, 2011, p. 11).

Baechi’s final design also presented challenges, including an operational requirement for 

lubrication, similar to that of a trombone slide. Despite its shortcomings, Baechi’s final design was 

recorded on three separate compact discs: Nuscope Recordings’s 1998 release Guidira; ADD Trio’s 

Sic Bisquitis Disentegrat (2000); and Columns of Air released in 2003 (Dick, 2006, p. 18). 

Figure 7: Baechi’s design prototype #3, assembled and disassembled (McPherson, 2011, p. 12). 
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1.4.3 Bickford Brannen’s design

Dick sought further options to make his desired mechanism more fluid, and attracted the 

attention of flute maker Bickford Brannen. In an interview with scholar Angus McPherson in 2011, 

Dick revealed that he sought further options to improve the GHJ, and was approached by Brannen 

to continue work on the GHJ (McPherson, 2011, p. 13). 

In 2003 at the National Flute Association (NFA) Gala Concert, Dick performed Sliding Life 

Blues on the latest Brannen model of the GHJ, which was a slightly altered version of Baechi’s 

designs. There was considerable praise for the GHJ: ‘[Dick] demonstrated the considerable charms 

of the “glissando head joint,” an attachment that lets him create swirling figures in which pitches 

slide into each other kaleidoscopically’ (Kozinn, 2005). 

This final design of the GHJ involved essentially a flute headjoint inside a larger carrier 

tube. This inner headjoint could travel along the carrier tube freely, guided by two wings that attach 

to the flutist’s cheeks. As the inner headjoint travels along the carrier tube, the length of tube is 

extended or shortened, thereby altering the pitch higher or lower. 

Dick discussed the differences between Brannen and Baechi’s designs: 

The cork assembly has been replaced by this Delrin plug. Inside the flute there is [what] 

looks like a thin little cuff. That is a bearing that holds the very end of the headjoint and it 

fills the space between the headjoint and the carrier tube ... what that’s done is it’s 

eliminated the huge leakage that came from the slot and key [system used in the Baechi 

prototypes]. There is some leakage, but it’s tiny. It’s also so much more elegant and much 

lighter weight. The one that Kaspar made, you really feel like you’ve got a war club. 

Brannen really has this nice sense of aesthetics. [The arms were] bent by hand. (McPherson, 

2011, p. 14) 

Following the NFA Gala Concert performance, Brannen made a few more minor 

adjustments, resulting in the final, commercially available design. The GHJ became commercially 

available in 2004, and since 2010, has been manufactured by Eastman Musical Instruments (Dick, 
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n.d.). According to Dick, in a personal interview in 2018, there are currently approximately 270

GHJs in use around the world. This nominal number indicates its current lack of inclusion by 

professional flute players. 

Figure 8: Bickford Brannen’s final design (Findon, n.d.). 

1.5 Glissando Headjoint Attributes and Benefits 

The GHJ website lists the benefits of flute players owning a GHJ. To summarise, with the 

GHJ in its ‘home position’, combined with a traditional Boehm flute body, all repertoire can be 

played as if a traditional headjoint were in use. Therefore, the GHJ can be positioned to tune the 

flute just like any other headjoint: 

With a Glissando Headjoint, the flute becomes two instruments in one. It can be transformed 

in an instant from a traditional instrument into a totally new flute, in which every note can 

be made to flow seamlessly into its neighbours. With complete freedom of dynamics and 

colour, the flutist’s full expressive range can be achieved with the headjoint in home 

position or with the slide extended for all or part of its travel. (Dick, 2019)  

The introduction of the GHJ addressed the pitch gaps within the ascending and descending 

scales. Dick further describes this as: 
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The range that a given note may be glissed [sic] is between a major third and a major 

second, depending on the length of the air column. Short air columns, such as first finger C 

natural, will gliss [sic] the farthest, down to Ab. The longest air column, low B, can be 

glissed a whole step, down to clear and strong low A. By starting with the slide pulled out 

all or part of its way, dramatic upward glissandi result from sliding the headjoint back to its 

‘home position’. (Dick, 2019) 

While the GHJ was created to primarily to enhance the ability to pitch bend on the flute, it 

can also augment other extended techniques (Eastman, 2014; Keeling, 2017; McPherson, 2011). 

McPherson (2011) stated, ‘the Glissando Headjoint greatly expands the musical palette of the flute, 

by allowing for a new range of glissandi, multiphonic glissandi, microtones and other effects, 

overcoming many of the limitations inherent in the conventional Boehm Flute’ (p. 17). The GHJ 

allows multiphonics to slide, which was previously an impossible feat due to the physics of the 

instrument (Eastman, 2014; McPherson, 2011). Yet, multiphonic glissandi are not always reliable 

on the GHJ (for more information see McPherson, 2011, p. 23–30). Dick further affirmed, ‘I did not 

expect the way multiphonics would turn inside out [with the GHJ]. That was a surprise’ 

(McPherson, 2011, p. 29). 

As a new method of glissandi, compared to the key slide founded by Kujala and the 

embouchure bend already in existence, the GHJ frees the flutist’s fingers and mouth positions so 

that ‘the flutist can now be fully expressive in styles that call for a flexible, liquid approach to pitch’ 

(Dick, 2019). While promotional material positively reviews its attributes, the range of pitch bend 

remains relatively limited. The GHJ permits smoother pitch bends, but does not expand the range of 

pitch bend of all notes except for when, for example, there are no fingers on keys to slide with (such 

as C#5, when only the little finger on the right hand is on a key). 

1.6 Chapter Summary 

This chapter has discussed the flute’s most significant developments, both in mechanical 

and compositional function, throughout its history with focused attention on glissando production. 
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Following several prototypes, the GHJ represents the newest addition to flute modification, claimed 

by Dick to have the capacity to completely replace the standard headjoint. 

Chapter 2 will incorporate a study of the scholarly and informal literature on the GHJ, and 

the notational styles in practice for the GHJ. Compositional styles and other musical outputs, such 

as improvisation and transcription, for the GHJ will also be studied. 
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Chapter 2: Literature Review 

This chapter will discuss the existing composers and their compositions for the GHJ to 

further contextualise this research and its contribution to flute performance practices. In addition, an 

exploration into the literature on the styles of notation for the GHJ, improvisation with the GHJ and 

the developmental journey of the mechanism will be undertaken. 

2.1 The Glissando Headjoint—Scholarly Literature

A review of literature spanning promotional materials to research dissertations found that, 

currently, very little literature regarding the GHJ exists. Most works focus on the history of its 

creation, particularly the main inspirations and the original designs. Dissertations have been written 

by contemporary flute enthusiasts (Fether, 2005; McPherson, 2011; Shiung, 2008), who sought to 

further their own knowledge on the GHJ. 

Australian academic Angus McPherson (2011) wrote the most recent research on the GHJ. 

In his Master of Music thesis The Glissando Headjoint: Expanding the Musical Palette of the Flute 

through Mechanical Invention, he explored the techniques and potential of the GHJ. He 

investigated its history, mechanics, notation style and compositions utilising the GHJ. However, he 

did not address how best to approach working with this new mechanism, whether it be composing 

for it or learning how to operate it. 

Melissa Keeling, an US flutist who studied with Dick in New York, completed her Doctor 

of Musical Arts in 2017, focusing on the musical output of Robert Dick. Her thesis delved into the 

history and development of the GHJ, including original designs and a list of GHJ featured 

recordings. She also closely studied Dick’s approach to improvisation, a significant part of his 

artistic output: ‘Improvisation has been central to my musical life since childhood’ (Dick, 2016b). 

‘Dick frequently used the Glissando Headjoint thereafter [following the release of Guidira], 

especially in live performance and improvised contexts’ (Keeling, 2017, p. 28). As he travelled and 

performed with the headjoint throughout the US and Europe, interviews and non-peer-reviewed 
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articles emerged either speaking directly with or about Dick and his GHJ (see Bacchus, 2010; 

Chandler, 2014; Dick, 2012; Dick, 2016a; Kozinn, 2010). As referenced in Chapter 1, these offer 

insight into Dick’s considerations during the establishment of the GHJ, a deeper understanding of 

how and why the GHJ evolved, and positively aided my performance approach using the 

mechanism. 

Simply put, there is little literature that provides substantial information on the GHJ and 

relatively few pieces that have been written with the device in mind. Most existing articles could be 

perceived as having a degree of bias, having been conceived by, or for, the headjoint’s creator. 

Despite this lack of peer-reviewed writings, there is an opportunity to explore the GHJ with a more 

scholarly approach. Section 2.2 will scrutinise the non-peer-reviewed and informal publications on 

the GHJ. 

2.2 The Glissando Headjoint—Informal Literature

A variety of informal resources regarding the GHJ exist in the form of YouTube videos and 

reviews (see Dick, 2016c; Flutronix, 2011; Guzman, 2011; Keeling, 2015; Perlove, 2011; Soh, 

2019; Ueno, 2012; Yonce & Keeling, 2019), as well as blog posts, podcasts and website articles 

(see Rejto, 2017; Turley, 2011; Yonce, 2018). The vast majority of these informal resources 

stemmed from either Dick, students of his, or are sponsored publications; therefore, they are not 

always unbiased reviews or assessments. 

In her sponsored YouTube review of the GHJ, Soh (2019) identified that the flexible 

positioning of the wings is not a known fact. This was displayed through her difficulty finding a 

comfortable position for the GHJ throughout her demonstration and her negative commentary on 

the tone she was able to create on the mechanism. 

In Yonce and Keeling’s lecture performance (19 July 2019), they discussed the GHJ and 

played works they had commissioned and worked on, showcasing the capabilities of the GHJ and 

how it can be used in a variety of settings. 
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While it is a positive step towards expanding the awareness of the GHJ, it would be 

inappropriate and irresponsible for the only resources and outreach surrounding the headjoint to be 

from individuals who may have something to gain from the headjoint’s potential success. The 

publicity surrounding the GHJ, while positive for sales, is not altogether accurate in its claims of the 

GHJ’s abilities. A broader collection of reviews and informal literature, be it YouTube or otherwise, 

would assist in gaining a stronger sense of the GHJ as an instrument. 

2.3 Adoption of the Glissando Headjoint 

Since its introduction in 2003, the GHJ has been adopted across a number of styles of 

music-making. Greg Pattillo (b. 1977), known for his exploration of beatbox flute playing, included 

the GHJ in recordings of his solo and ensemble music. Additionally, it has appeared in stage band 

concerts (e.g., Matt McKay’s performance of Groove From the Joint by Dr Robin Dewhurst 

[Redding, 2011]) and improvisatory musical performances given by flutists throughout the world, 

such as the US’s Melissa Keeling (b. 1988) and Japan’s Kumi Nakanishi (b. 1971). 

With my focus on the existing repertoire written for the GHJ, I was directed by Dick to 

Drescher, a flutist and curator for contemporary music in Berlin who is, according to Dick, the 

authority on repertoire for the GHJ. Drescher has commissioned many works for the headjoint, and 

is ‘the editor of “The Glissando Flute Collection Erik Drescher” (Verlag Neue Musik, “Erik 

Drescher”, 2019), a collection of solo works composed for the new instrument’ (Erik Drescher, CV, 

n.d.). Verlag Neue Musik publishes and sells new music repertoire, and is one of the few locations

in the world where GHJ repertoire can be purchased. Through Drescher and other resources, a list 

of known and/or published repertoire for the GHJ was compiled (see Appendix 4). 

There appears to be limited knowledge concerning the capabilities of the GHJ available for 

the composers that Drescher has commissioned from, as most compositions use the headjoint in 

very different ways. From this, it appears that the full potential of the GHJ has not yet been fully 

realised. Each composition I researched stemming from Drescher’s contribution involved different 

styles of glissandi, and few melodic passages to best showcase the GHJ’s microtonal abilities. One 
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could hypothesise that the composers whose GHJ compositions are in circulation were uninformed 

about the GHJ’s capabilities when they wrote their works. This can stem primarily from the limited 

extant literature and lack of general knowledge of its capabilities. As a result, the compositional 

treatment of the mechanism has tended to be as a gimmicky tool rather than one that contributed to 

artistic music-making. To further understand how to investigate the GHJ rigorously, it is helpful to 

examine its notational language and methods of use. 

2.4 Notation for the Glissando Headjoint 

An article from The New York Times stated that, ‘now all Mr. Dick has to do is write enough 

music that demands the headjoint, and that flutists will want to play—and, perhaps more important, 

persuade lots of his composing colleagues to do the same’ (Kozinn, 2010, p. C1). As the inventor of 

the GHJ, Dick was well informed to guide its musical journey and introduce it into a variety of 

musical genres such as jazz, contemporary and neoclassicism. He was, however, opposed to 

directing the flutist with a ‘correct’ way of approaching and using this new instrument. It would 

appear that to do so would contravene his own artistic approach to music. For example, Dick 

composed two pieces for the GHJ, Heat History (2010) and Sliding Life Blues (2003), though 

neither have been formally published. He described these works as ‘structured improvisations’ (R. 

Dick, personal communication, 24 September, 2015), and claimed that each performance is—by its 

nature—different from the last, thus creating a new work with every performance. Without a 

formally published resource on notation for the GHJ, musicians and composers are left to design 

their own style. 

To date, Dick has not released a book or resource to assist new GHJ players to commence 

working with the mechanism and interpret the notation. However, Dick published one resource on 

the GHJ—a series of fingering charts (Dick, 2019). These fingering charts are the only known 

published style of notation for the GHJ, and are annotated with comments on the sonic qualities of 

each note and their lowest bent note (see Appendix 2). The diamond-shaped note heads indicate the 

notes fingered while the pitch is adjusted via the GHJ. 
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A glossary accompanies the charts to explain the symbols. Some slide ranges are 

accompanied by a particular fingering that needs to be used to achieve the desired note. This is 

because some of the notes played on the extended tube either have problematic intonation or tone 

colour discrepancies. Therefore, the fingerings provided in the fingering chart assist to correct this. 

In Figure 9, the ‘I’ symbol dictates that the GHJ should be in home position, or closed, whereas the 

‘o’ symbol states that the headjoint should be extended. 

Figure 9: GHJ notation style (Dick, 2015).

Other composers have experimented with their own style of notation for the GHJ. In my 

honours exegesis (Shephard, 2015, p. 21–26) I studied works by Jay C. Batzner (b. 1974), Christian 

Kesten (b. 1966), Artur Kroschel (b. 1973), Chico Mello (b. 1956) and Cornelius Schwehr (b. 1953) 

to develop my own style of notation based on the individual styles generated by these composers. 

Figure 10: GHJ notation style (Dick, 2015). 
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I concluded that Jay C. Batzner’s style of notation (see Figure 11) is similar to that of Dick’s 

fingering charts, with all information on a single stave. Conversely, three of these composers 

proved to have their own styles of notation: 1) Kesten (see Figure 12) also used a style similar to 

that of Dick’s fingering charts, but without the ‘open’ and ‘closed’ symbols observed in Sick’s and 

Batzners’s notation; 2) Kroschel’s notation (see Figure 13) explored more directional information in 

regard to the speed and extent of the glissando slide; and 3) Mello (see Figure 14) annotated his 

slides with the precise pitch required to ascend or descend. 

The three composers each proved to have their own styles of notation. Batzner used a style 

similar to that of Dick’s fingering charts, as did Kesten (without the ‘open’ and ‘closed’ symbols 

observed in Dick’s and Batzner’s notation). 

Figure 11: Notation style: Fire Walk Bars 17–18 (Batzner, 2014).

Kesten and Schwehr (see Figure 15) incorporated two staves of music in their notational 

style—one for the fingering used, and one for the sounding pitch. 

Figure 12: Notation style: Der Raum Dazwischen Bars 11–12 (Kesten, 2013).

These various styles demonstrate the inconsistency in notation that has been devised for the 

GHJ. Therefore, there is an opportunity to standardise the language to allow for a more accessible 

approach. 
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Figure 13: Notation style: Mol-Par Bars 107–109 (Kroschel, 2012).

Figure 14. Notation style: Deslize Bars 253–266 (Mello, 2013).

I have used a style similar to that of Kesten and Schwehr, with two staves to house the 

notation of fingering and sounding pitch (Shephard, 2015) and incorporated symbols found in 

Dick’s fingering charts. 

Figure 15: Notation style: Davor Bars 74–81 (Schwehr, 2013).

It is possible that investment of time required to learn a new notational system, or indeed 

create one, has prevented composers writing for the GHJ. 
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Figure 16: Notation style: Fish Are Jumping Bar 26 (E. Shephard 2015, p. 56).

As of 1 July, 2019, Appendix 4 is the most comprehensive list of compositions that exist for 

the GHJ. Most of these were commissioned by Drescher of Verlag Neue Musik. While the amount 

of new music written for the GHJ is nominal, further repertoire available for performers includes 

transcriptions and arrangements of existing works. 

2.5 Glissando Headjoint and Improvisation 

Improvisation is defined in the Harvard Dictionary of Music (‘Improvisation’, 2003) as ‘the 

art of performing music spontaneously, without the aid of manuscript, sketches or memory’ (p. 

406). Scholars Bruno Nettl and Melinda Russell (1998) stated that ‘improvisation is sometimes 

defined as the creation of music in the course of performance’ (p. 1). They further affirmed, ‘in the 

conception of the art music world, improvisation embodies the absence of precise planning and 

discipline’ (p. 7). In addition, John Baily noted, ‘improvisation is the intention to create unique 

musical utterances in the act of performance’ (as cited in Nettl and Russell, 1998, p. 11). For the 

purpose of this study, improvisation is defined as ‘the spontaneous creation of music unrestrained 

by traditional musical expectations’; the GHJ is well positioned to facilitate this. Composer Harvey 

Sollberger (1988) discussed improvisation and contemporary techniques in new music: 

All too often students have avoided or tiptoed around important contemporary works 

because of technical and conceptual demands which seemed overwhelming. A common 

plaint has been, ‘I don’t know where or how to begin.’ Implicit in such remark is the 

assumption that the reward for the work expended seems nebulous, uncertain, and far-off. 

(p. i) 
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Dick discussed the classically trained musician’s views towards improvisation and the use of 

extended techniques, and how they can seem to defy the traditional Western classical music 

approach: 

I think it has everything to do with the fact that most playing (and we’re talking about 

American flute playing here) descends from the orchestral tradition … It was imperative not 

to make a mistake. If you played a wrong note, or missed an entrance, or committed some 

error that could be pointed to objectively … that became something to be dreadfully and 

totally fearful of, because it could mean losing your job. That’s where this ‘safety first’ 

approach came from (Dick, as quoted by Keeling, 2019). 

Scholars Eric F. Clarke and Mark Doffman (2017) concur with Dick’s views: ‘experienced 

improvising musicians can develop a practice free from the genre-defining elements that may be 

evident in other aspects of their playing’ (p. 3). 

As an educator, Dick aims to encourage flutists to experiment and engage with their music-

making in an unconventional manner, inviting them to play with a fresh approach. During a recent 

presentation, Dick acknowledged that improvisation ‘can be a total mystery for the classically 

trained flutist. Many flutists would like to improvise, but do not know where to start’ (Dick, 2019). 

This can be brought back to the young musician’s first experience with improvisation. Clarinettists, 

saxophonists and other jazz band instruments are often exposed to improvisation fairly early in their 

music-making in jazz band situations, be it in high school or early university. Flutists, however, are 

not often accommodated for in jazz bands; therefore, they are unfamiliar with how to approach 

improvisation, regardless of genre. Given the potential for improvisation and the GHJ, it would 

appear at least one potential barrier exists to its mainstream adoption by flutists. 

Closer scrutiny of the literature on improvisation and flute performance revealed various 

approaches for its successful accomplishment. Anne Dearth (2014), a student of Dick’s, discussed 

an improvisation exercise that Dick taught her to develop her improvisation skills and confidence:  
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Pick two notes and then you improvise only with those two notes. They can be in any 

octave, and with any fingering possible, as long as the sounding pitch is whatever note you 

choose. Once you have your two notes picked, you play a 30 sec improv [sic] with them. 

Because these are short, you pick one idea to explore, whether it’s a texture, colour changes, 

or specific rhythm pattern, or some combination. Once you play one, defining your two 

pitches and main idea, stop, reflect on what you did and if it could be better, and then do it 

again, keeping the same pitches and idea. Then do it a third time, still trying to improve 

upon whatever your concept was. (para. 1) 

The literature revealed another perspective on improvisation and newly composed music. 

Australian composer and researcher Michael Hannan considered the relationship between 

improvisation and composition, which he termed ‘comprovisation’ (Hannan, 2006, p. 1). He 

defined this as ‘the practice of making new compositions from recordings of improvised material’ 

(Knight, 2011, p. 2). This approach permits the freedom found in improvisational music-making, 

while recording and maintaining the spontaneity of the material created throughout the recorded 

improvisation session. This material can then be manipulated and further developed, resulting in a 

piece of work that can then be notated or documented in some form. 

My own contribution to the GHJ improvised repertoire includes two recorded performances 

in 2017 at the Australian Tapestry Workshop (see Appendix 5) and the 2018 Banff Centre for Arts 

and Creativity’s (2019) Ensemble Evolution program. The participants in Ensemble Evolution: 

Take increasing responsibility for programming, rehearsing, and producing the concerts, 

resulting in a participant-driven day of performances at the culmination of the program. 

Ensemble Evolution prepares the 21st century musician by promoting artistic excellence, 

seeding collaboration, fostering social consciousness and exploring new modes of 

community-building through music. (Banff Centre for Arts and Creativity, 2018) 

While at Ensemble Evolution, I discovered that the headjoint (with a little help) could be 

attached to the bell of a trombone (see Figure 17). From this discovery, I recorded an improvisation 
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to record my findings of other sonic capabilities created through this unique pairing (see Appendix 

5). 

Figure 17: The ‘Glombone’—GHJ connected to trombone bell (1 July, 2018).

In summary, improvisation and Hannan’s comprovisation can lead to and encourage new 

works, yet flutists are not as predisposed to this skill as their woodwind cousins (e.g., the clarinet 

and saxophone). However, there is currently an opportunity to commission composers to write for 

the GHJ using consistent instrument capability description and notational practices. 

2.6 Composer–Performer Collaboration with the Glissando Headjoint

Composer–performer collaboration has been a method of generating new music, in which a 

composer and performer work together to generate new musical works. Scholars Hayden and 

Windsor (2007, p. 28–29) discussed the commonly held view of the composer as an ‘unhinged 

genius’ when examined in the context of the creation of new works, and the inaccuracy of this 

image. They suggested instead that composers have had some degree of interaction with performers 

for an extended period, and that these collaborative efforts are becoming more popular. 

Earlier in the twentieth century, composers were often perceived as ‘individualistic ... [and] 

have a capacity for solitude’ (Kemp, 1996, p. 216). They wrote works for which performers’ input, 

and even interpretation, was unnecessary, believing that the music would speak for itself via the 

instructions in the score. The ideal ‘modernist’ performance was, therefore, objective and 

depersonalised (Budai, 2014, p. 40). 
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Regarding commissioning new works for the GHJ, US flutist Tammy Evans Yonce (2018) 

wrote: 

Working with composers in this pursuit is a treat; since we don’t have centuries of 

Glissando Headjoint repertoire tradition to guide composers’ decisions, some of the pieces 

they come up with are quite inventive. Composers are able to work from their imaginations 

and aren’t necessarily influenced by preconceived ideas of what the flute should sound like. 

(p. 74) 

Scholar Sung Yo Lee (2017) stated, ‘a manner in which a notated composition is interpreted 

in performance can range from the almost complete submission of the performer’s personality to its 

forceful assertion’ (p. 39). Another way to increase the GHJ repertoire is through arranging existing 

works to involve the mechanism. 

2.7 Arranging Works for the Glissando Headjoint 

For many musicians, arranging works broadens the language of composers through different 

mediums and expands upon the amount of available repertoire (Howard-Jones, 1935). The Harvard

Dictionary of Music defines arranging as ‘the adaptation of a composition for a medium different 

from that for which it was originally written, so made that the musical substance remains essentially 

unchanged’ (‘Arranging’, 2003). This method allows for artistic liberties to be taken to make the 

arranged work best suit the intended instrument. Scholar Kara Lynn Van Dine (2010) claimed that 

‘composers at least as far back as the Renaissance routinely manipulated existing works to create 

new performance possibilities’ (p. 1). Drescher arranged four pre-existing works for the GHJ: 

Iannis Xenakis’s Mikka (1971), Ryoanji by John Cage (1984), solo I by Jakob Ullmann (1992) and 

Walter Zimmermann’s Shadow of Cold Mountain (1997). I have added to this list my own 

arrangement of Dick’s Fish Are Jumping (1999) and Phillip Bolliger’s Birds of My Gully (1988). 

Both these arrangements were performed in Australian National Academy of Music (ANAM) 

recitals, and can be found in Appendix 5. 
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Transcription using this new mechanism requires the development or adaptation of language 

of notation to increase the accessibility of the piece. One aspect of my honours project examined 

notation options for the GHJ, comparing various styles and methods used by composers who had 

written works for the GHJ (Shephard, 2015). An outcome of this project was a combination of these 

ideas to develop a new style of notation that I used in a transcription of Dick’s 1999 composition, 

Fish Are Jumping, one of his more popular performance pieces and one I had performed on several 

occasions. My 2015 transcription of Fish Are Jumping inspired me to undertake reworks of other 

extant pieces as part of this project to observe how else the GHJ might further new repertoire. I also 

made some adaptations to showcase the GHJ in the performance of Andrew Ford’s (2013) Once 

Upon a Time There Were Two Brothers (see Figure 18). The piece now includes a few glissandi 

executed on the GHJ in the early stages of the piece. 

Figure 18: Excerpt—Once Upon a Time There Were Two Brothers Bars 62–64 (Ford, 2013).

2.8 Chapter Summary 

In summary, the GHJ’s relatively recent introduction has become widely adopted within the 

flute repertoire. While Dick and others provided some information about the GHJ, there has been 

nominal formal research or consideration within peer-reviewed publications. This literature review 

provided an opportunity to commission new compositions inspired by the unique capabilities of the 

GHJ. Further, a best-practice notational and performance practice can be established and 

documented for other GHJ enthusiasts. 
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Chapter 3: Methodology 

This chapter outlines the qualitative research methodology utilised to answer the research 

question: ‘What are the capabilities of the GHJ and how might these become recognised more 

widely?’ The core aim of this study was to identify opportunities for the GHJ that were previously 

less explored by performers and composers, and determine whether it is a transient invention or 

otherwise. Sub-questions include: 

1. What is the best practice notation for the GHJ? This question can further be investigated

by inquiring, how can notation evolve? What are some interpretations/evolutions of

notation? Finally, what is the most efficient and logical method for composers to notate

their works for the GHJ?

2. In what contexts can the GHJ be used? This will include investigating genre, and

technical and timbral considerations.

3. What mechanical improvements could create a more efficient and accessible GHJ?

4. How can the research results be utilised by others?

3.1 Research Tools 

Participants of this study included me, Robert Dick and commissioned international 

composers. The research tools used for this investigation were qualitative: one purposively selected 

online, face-to-face, open-ended question interview; composer–performer collaboration action 

research; and auto ethnographic practice-based research. The timeline of the research-based 

performances is presented in Table 1. Qualitative research was most suitable for this study 

considering ‘the purpose of qualitative analysis is to interpret the data and the resulting themes, to 

facilitate understanding of the phenomenon being studied’ (Creswell, 2008, p. 1). Hesse-Biber and 

Leavy (2006) further suggested that qualitative research seeks ‘to discover, explain, and generate 

ideas/theories about the phenomenon under investigation’ (p. 49). 
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Working with an unfamiliar instrument can create further questions regarding the suitability 

and appropriateness of the composed music. Composer–performer collaboration was appropriate for 

this research, as working alongside a person familiar to the instrument in question will result in less 

guesswork and more opportune compositions. Qualitative research is predominantly used within 

performer–composer collaboration and practice-based research, as the data gathered from 

exploration of the GHJ helped to inform and create a deeper understanding of the mechanism, and 

its potential in music. 

3.1.1 Practice-based research 

Practice-based research was suited to this study, as according to Linda Candy (2006), it is an 

‘original investigation undertaken in order to gain new knowledge partly by means of practice and 

the outcomes of that practice’ (p. 3). As a musician, working alongside the practical components of 

playing an instrument generates its own source of rich information gathering. Researcher John 

Hockey (2003) noted, ‘when individuals enter a new domain requiring new skills and processes, 

there are often gains to be made, and on occasion negative consequences to be avoided or tolerated’ 

(p. 89). This comment is worthy of consideration when approaching the GHJ, in that I, as the flutist 

comparatively less skilled with the GHJ, must be prepared for an alteration in approach and 

seeming setbacks in technical and sound development. 

The GHJ is explored further in the context of public performances in the form of four flute 

recitals held at the ANAM. Comprovisation took place within a couple of the pieces created in the 

composer–performer collaboration specifically for this project (see Section 4.4.3). Table 1 displays 

a comprehensive list of performances and recording sessions with the GHJ. 

Through my second research tool—practice-based research to further understand the 

capabilities of the GHJ—incidental organology also occurred. I used organology—the science of 

musical instruments, including their classification and development throughout history and cultures 

and the technical study of how they produce sound (Tresch & Dolan, 2013, p. 278)—throughout my 
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2015 honours project to advance my understanding of the GHJ’s abilities and mechanisms. This 

prior knowledge contributed to a deeper understanding of the GHJ and its potential and limitations. 

Table 1 

List of Recorded Performances/Sessions Involving the Glissando Headjoint 

3.1.2 Online interview: Robert Dick 

I interviewed Dick on 16 August, 2018 to gather information beyond that provided by the 

literature review on the GHJ and its inception. In addition, questions were crafted to gain insight 

into his perceptions of experience with how composers and performers have utilised his invention. 

Questions asked within the interview included: 
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1. What are your thoughts on where the GHJ has gone in the last 15 years?

2. So far you have composed (but not notated/published) Sliding Life Blues and Heat

History for the GHJ—do you have plans to notate and publish these works?

3. Do you have future plans to compose and release new works?

4. What are your hopes for the future of the GHJ?

5. Can you describe your initial conception behind the GHJ?

6. What is your advice to aspiring GHJ players?

7. What is your advice to composers aspiring to write for the GHJ?

8. What are your thoughts on transcribing existing works for the GHJ?

9. Upon reflection of the initial introduction of the GHJ, is there anything you would have

done differently?

Despite the previously published interviews, I wanted to garner relevant and current 

information about the GHJ, and ascertain any further considerations. The geographical locations in 

which Dick (US) and I (Australia) reside rendered a physical face-to-face interview impossible. 

Thus, voice-over-internet protocol in the form of Skype was utilised. 

Limitations in using online technologies such as Skype or FaceTime have been discussed by 

scholars: ‘Researchers are sometimes confronted with the question of whether or not an individual 

is presenting an authentic self’ (Sullivan, 2012, p. 55). To combat this, in-person face-to-face is 

preferable due to the greater ability to interact and react. However, Janet Cater (2011) defended the 

necessity for Skype interviews: ‘time and financial constraints, geographical dispersion, and 

physical mobility boundaries of research populations have presented some problems for 

conventional face-to-face interviews’ (quoted in Janghorban et al., 2014, p. 1). I also found that the 

Skype process enabled Dick and me to at least observe each other’s facial reactions to questions and 

ideas raised within the interview; this is unattainable with a standard telephone call. Jessica Sullivan 

(2012) further confirmed that ‘access to verbal and nonverbal cues in Skype interviews can provide 

an equal authenticity level with face-to-face interviews, because the opportunity allows that a 
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visible part of the impression management process can be evaluated’ (quoted in Janghorban et al., 

2014, p. 2). As Dick and I spent four months working together during a flute course in New York 

City in 2015, this familiarity helped reduce the likelihood of presenting an inauthentic self. 

Similarly, time spent familiarising oneself with the participant was not required. 

The process of a semi-structured interview with Dick via Skype in August 2018 offered 

advantages and disadvantages. As mentioned previously, I provided Dick with a few questions prior 

to the interview and emailed the research ethics participatory form. Accordingly, he understood that 

these questions could provoke further topical questions. The length of time for the interview was 

also clarified; we would speak for 30–60 minutes, with an option to extend if needed. 

The interview allowed us to speak to each other from our own homes. This proved 

extremely useful for Dick because he could show different instruments and prototypes that were 

used or created in the process of making the GHJ, such as an original design made by Baechi. It 

also allowed Dick to demonstrate techniques on the GHJ. Further, we were able to discuss ideas in 

greater depth and traverse more topics than had we communicated via email, or even in a face-to-

face meeting in which these resources were not readily to hand. 

The interview presented some challenges: poor internet speed, causing an inability to 

respond in a timely manner. Often sentences were interrupted, again purely due to quality of 

internet connection. Yet, with Dick communicating from his home studio, he was able to show a 

variety of instruments and prototypes used or created in the process of making the GHJ, and 

demonstrate techniques in real time. We discussed ideas and topics deeply, which would not have 

been possible through email communication or a face-to-face meeting in which resources were not 

readily at hand. Further, using private space meant we did not need to consider noise levels. 

Another limitation involved the time frame. With Dick’s vast amount of knowledge and 

ability to talk about a wide range of topics, the hour allotted for our interview passed before we had 

covered all the matters we had hoped we would. While it could be argued that numerous interviews 

would have been advantageous, it was not an option owing to our personal work commitments and 



© Eliza Shephard s5084256 Page 37 

a limited time frame exacerbated by conflicting and prohibitive time zones. This interview’s 

purpose was to inform the project and act as a source of data informing—but separate to—the 

composer–performer collaboration component of the research. 

3.1.3 Composer–performer collaboration

The premise of my practice-based research of the GHJ was to search for methods to grant 

the headjoint more accessibility to a less-advanced player than myself. To facilitate this, I utilised a 

collaborative approach with a small number of composers to produce new works focused 

specifically on the GHJ. This enabled me to gain knowledge of the composers’ understanding of 

and preferences around musical notation for the instrument. 

In the last 50 years, collaborations between composer and performer have become more 

frequent (Roe, 2007, p. 40), leading to the establishment of an adjusted relationship between the 

two roles of performer and composer. In 1970, academic Roger Smalley acknowledged the 

beginning of this movement:  

The composer and performer are now in the process of drawing more closely together than, 

perhaps, they have ever been in the history of music. I feel certain that it is in the nurturing 

of this relationship that the core of future developments in music will lie. (p. 84) 

For this study, I engaged composers to write brief (30- to 90-second) works for the GHJ 

with the aim of delivering a preliminary selection of works for beginner GHJ users. To clarify, 

‘beginner GHJ users’ encompasses musicians who are new to working with the GHJ, not 

necessarily new to the flute. The creation of these works would add to the existing GHJ canon, 

encompassing a variety of composers located throughout the world. The composers were 

purposively selected as those who were unaware of the GHJ and its abilities, with an aim to develop 

a set of best-practice guidelines for other composers. These composers were Lucy Hollier (US), 

Cory Ryan (US), John Shephard (AUS), and Kezia Yap (AUS). 

The composers were each sent ethics documentation, which outlined the work to be 

expected, and a brief explanation of the GHJ. Following provision of consent and signed ethics 
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documentation, composers were supplied with an information pack (see Appendix 1) on the GHJ. 

This information pack stemmed from my previous organological study and assisted in furthering 

their understanding of this mechanism they have been requested to write for. This information pack 

included: links to recordings of me performing; a link to Dick’s page that offers information on the 

GHJ, particularly with new buyers as the target audience; and example styles of notation from 

works that I studied in my honours program (Shephard, 2015). 

On receipt of the information pack, the composers were given a deadline of December 2018 

to ensure sufficient time for recordings to be made by myself, and any alterations required for 

playability. Between receipt of the information packs and the deadline, composers could email me 

drafts of their work and ask questions or request further information to best inform their 

compositions. Due to personal circumstances, deadlines needed to be adjusted. Table 2 displays the 

final timeline for the composer–performer collaboration undertaken in this project. 

Approaching composer–performer collaboration as part of this project proved a valuable 

course of action. As the GHJ is a relatively new innovation, each composer was new to the 

mechanics and abilities offered by it. With very few learning resources to guide composers, the 

offer of collaboration was appreciated. 

Composers were sought based on their ‘compositional voice’, their capabilities to write for 

an introductory GHJ audience and their familiarity to me (to allow ease of composer–performer 

communication). The latter was to allow me to explore various styles of communication (i.e., as 

experienced in familiar to more professional relationships) and negotiate how they might address 

the challenge of writing work that was not specifically for me, particularly if they knew me well due 

to a long-standing relationship. This element is important, as I want the music to be accessible by 

any beginner GHJ player. I do not want the works to reflect my skills, but rather invite new GHJ 

players to expand their knowledge. 
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Table 2 

Composer Collaboration Timeline 

3.1.3.1 Lucy Hollier 

I met composer Lucy Hollier while at the Banff Centre for Arts and Creativity in Canada 

where we spent three weeks as roommates. Hollier attended the Banff workshops as a composer-

participant, while I attended as a performing flutist. She is a composer based in New York City and 

has experimented with a wide range of musical ensembles and styles throughout her career. Her 
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compositions primarily encompass small ensemble works, such as her Saw a Castle Once (2017) 

for four percussionists, and her 1800–MISSING-HOTTIE (2018) for soprano, tenor saxophone and 

baritone saxophone, which was performed at the Banff Centre. Her works often include spoken 

voice or sources of text scattered throughout. She was intrigued by the sound of the GHJ, and was 

excited when I invited her to collaborate on this project. 

3.1.3.2 Cory Ryan 

Cory Ryan is a composer I met during my time in New York City in 2015. According to his 

website, Ryan (2018) is a ‘musician who writes, performs, and promotes work engaged in 

sustainability, non-intention, veganism, and interconnectivity’. His works are ‘grounded in found 

composition: relinquishing most musical decisions to observed environments’. After he sent me one 

of his own works, Archetypes (2013), for solo alto flute, I felt he would be a great addition to the 

GHJ repertoire given his fresh explorative approach. Ryan possesses intimate knowledge of the 

flute via prior training and his partner is a professional flutist. 

3.1.3.3 John Shephard 

As the person who started me on my musical journey, working with my father, John 

Shephard,1 on this project was an opportunity that I was not going to resist. Originally privately 

trained as a jazz pianist, J. Shephard branched into the realms of trumpet, percussion, voice and 

composition during his musical career. J. Shephard has an accessible jazz style within his 

compositions, with several as listed works in the Australian Music Examinations Board syllabus. J. 

Shephard is a composer who has composed many jingles for commercial advertisements on 

television and radio; therefore, he is well equipped to follow a compositional brief and create short 

works. 

1 To avoid confusion, John Shephard will be referred to as J. Shephard for the remainder of this thesis. 
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3.1.3.4 Kezia Yap 

I met Kezia Yap in 2017 in Melbourne when I performed an alto flute, percussion and 

electronics piece she had written, Petals, Fraying (2017), with Yap performing the electronics. 

Through these rehearsals, I gained a deeper insight into Yap as a composer, and enjoyed how she 

communicated with the group. Yap is a Sydney-based composer. Her music has been described as 

‘full of unexpected light’, and aims to combine a ‘sense of energy and organic interaction between 

the music, performers and audience’ (Audible Women, Kezia Yap, n.d.). Like Ryan, Yap was eager 

to create new sounds and was enthusiastic when I asked to work with her again. 

3.2 Chapter Summary 

Chapter 3 discussed the modes of the research undertaken to further the understanding of the 

GHJ and raised the research question: ‘What are the capabilities of the GHJ and how might these 

become recognised more widely?’. A closer examination was given to differing modes of 

expanding repertoire for the GHJ, such as composer–performer collaboration, improvisation, 

transcription and arrangement. Practice-based research was the ideal research tool to complement 

this project, as trial and error of musical techniques and sonic exploration is needed to better 

understand this mechanism. 

The four composers selected for this project—Hollier, Ryan, J. Shephard and Yap—were 

introduced, with a brief passage about their past experiences as composers and their relationship to 

me. 

The benefits of face-to-face interviews via Skype were discussed, with reference to the 

abilities of communicating in real time and enabling further questions to be asked as indicated in 

conversation. A downfall of Skype interviews is that the quality of internet connection can 

dramatically alter the interview process. 
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Chapter 4: Findings and Discussion 

This chapter presents the results of the interview with Dick, composer–performer 

collaborations and practice-based research. A discussion interpreting the research outcomes will 

further consider their relationship to the central question and the sub-questions derived regarding 

several themes: notation, tone, technique, genre, possible mechanical improvements and the 

compositional process. These findings exist alongside the full performances given at ANAM 

between 2017 and 2018, when skills in performing on the GHJ and the traditional flute were 

exhibited. It must be noted that composer-performer collaboration is yet to be well-documented, 

and whilst there are scholarly articles concerning, the resulting definitions are quite broad. 

Composer-performer collaboration is being used in this context as a series of loose collaborations, 

be they focused cooperation or more relaxed consultations between composer and performer. 

4.1 Robert Dick Skype Interview 

My interview with Dick took place on 16 August 2018 via Skype. Topics discussed relating 

to the GHJ included mechanical improvements, compositions, notation and musical contexts. 

Discussing the initial creation of the headjoint, alongside the collaborations with the three designers 

Kingma, Baechi, and Brannen, brought deeper insight into the creation process, and further 

knowledge about the original designs. While limitations of the original prototypes were addressed 

throughout the design processes with the three collaborators, design flaws remain today (see Section 

4.5). 

4.1.1 Robert Dick: Mechanical improvements 

In the interview, the inspiration and development of the GHJ was discussed, as was how 

Dick ideated the original concept of a sliding headjoint: ‘If you could get the lip plate to go from 

there to there to there while you played, that would be something! … The idea that something had 

to move in and out, that was the beginning’. It would appear that he conceived the mechanism prior 

to considering how music could be composed for such: ‘And so it wasn’t that I had … this piece in 
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my head and I had to invent the headjoint to play it … I hit on this idea and I thought “well, there’s 

got to be incredible music coming out of that”  ’ (R. Dick, personal communication, 16 August, 

2018). 

He discussed his time working with Kingma, and how their collaboration influenced the 

mechanism’s design, and consideration of practical (and physical health conscious) ergonomics: 

The very first prototype was made by Eva Kingma, and … at that time I still thought … the 

headjoint should go in ... She had this system with a rubber band to pull it back out. And 

we’re talking dislocated jaw time ... That headjoint proved two things. One was … forget 

some kind of active resistance … the face is just not made for that … And the headjoint had 

to go out, not in. (R. Dick, personal communication, 16 August, 2018) 

Dick’s time working with Baechi generated the most prototypes; however, few have 

survived due to being recycled to create new prototypes. Dick discussed the problem-solving 

concerns: 

Kaspar came up with this system where it’s called a key and channel thing to keep the 

headjoint from rotating. But that was a big source of leakage. But in any case, by our last 

model, we had something that I could perform on, and I gave the first concerts with 

glissando headjoint on that, and I recorded on it too. (R. Dick, personal communication, 16 

August, 2018) 

Dick reflected on his first meeting with Brannen regarding the GHJ: ‘He said the words I 

really wanted to hear: “Could I work on this?”—“Yes!”. And so that’s when Bickford took over, 

and it took a long time before the first prototype came from him’ (R. Dick, personal 

communication, 16 August, 2018). Following the NFA performance in 2003, Dick and Brannen 

continued to solve further challenges faced on the GHJ: 

We solved the problem of the binding when it got warm, because it’s a double tube, and the 

one inside gets warmer faster than the one outside. It expands, and so it would seize up, and 

Bickford came up with an incredibly elegant, simple solution for that, where it compensates 
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for the expansion and contraction as you play. (R. Dick, personal communication, 16 

August, 2018) 

Following discussion on the mechanism’s design and how it was considered complete 

following his work with Brannen, Dick described the process of creating works for the GHJ. 

4.1.2 Robert Dick: Compositions for the Glissando Headjoint 

Dick acknowledged Drescher’s single-handed contribution to the amount of available 

repertoire for the GHJ, which enhanced the accessibility of the headjoint: ‘There’re now over a 

hundred pieces composed for it ... Erik has been getting people [to compose for the GHJ]’ (R. Dick, 

personal communication, 16 August, 2018). Throughout the interview, Dick did not mention any 

other composers who have contributed to the GHJ’s body of work. 

Upon questioning Dick about his own musical contribution (aside from Sliding Life Blues 

[2003] and Heat History [2006]), he outlined plans to continue to write more; however, he is 

limited in terms of the time available for such a task: ‘[I plan to] definitely create more … putting 

out a book of short style studies, and my plans would be to recruit a bunch of other composers also’ 

(R. Dick, personal communication, 16 August, 2018). Suggestions that he write a method book for 

the GHJ or create a series of works for beginner GHJ players were not of interest to him. Rather, he 

felt that the onus was on the user to engage in self-directed learning: 

This is your chance to explore not only this new approach to the flute, but also you yourself 

as a musician. And that’s the main reason I have not ... poured out glissando headjoint 

method books ... it’s not in the spirit of what I put it in the world for. (R. Dick, personal 

communication, 16 August, 2018) 

He displayed a similar intuitive approach to his composition style. While Dick composed 

Sliding Life Blues (2003), he refused to publish it, preferring the approach remain fluid and quasi-

improvised: 

I don’t want somebody trying to transcribe it and going like ‘is that a dotted eighth note, or 

is that an eighth note and a sixth note, like what is that?’ … It’s an eighth note plus what you 
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feel right now! ... And it’s not supposed to be the same every time. That’s not a prime value 

in that piece of music. (R. Dick, personal communication, 16 August, 2018) 

4.1.3 Robert Dick: Notation for the Glissando Headjoint 

Regardless of his personalised approach to compositions and the GHJ, Dick considered 

writing for the GHJ to be accessible to all composers, suggesting ‘the notation exists, so it could be 

done’ (R. Dick, personal communication, 16 August, 2018). However, he warned that ‘they 

[composers] need to know a flute player well ... who’s definitely got [a GHJ] ... If you don’t play 

yourself, work with a flute player from the very beginning’ (R. Dick, personal communication, 16 

August, 2018). 

He considered appropriate notation for the GHJ may require diverse approaches, yet 

advocated his own: 

[It] depends totally on the nature of the piece. For example, if the piece was not enormously 

concerned with precision at every moment, then graphic notation would be a direct way of 

doing it. The notation I came up with, whilst reading on paper can be cumbersome, is very 

effective. (R. Dick, personal communication, 16 August, 2018) 

Another form of ‘notation’ or music practice for the GHJ lies within the use of 

improvisation. While Dick has not composed further works accessible to a new GHJ player, he has 

encouraged flutists to explore the GHJ through improvisation: ‘Stick it in your flute and go wild!’ 

(R. Dick, personal communication, 16 August, 2018). 

4.1.4 Robert Dick: Musical contexts for the Glissando Headjoint 

Dick’s views on the GHJ’s journey remain consistent with those he has expressed elsewhere 

(Arakelyan, 2017; R. Dick, personal communication, 24 September, 2015; Flutronix, 2011; 

Guzman, 2011). In addition to his curiosity to observe how others will embrace the technology and 

develop it further, he hopes to inspire future GHJ players to explore its possibilities through 

improvisation. Again, the GHJ represented an opportunity for self-learning: 
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If you’re an accomplished improviser, you could start in a different place than if you’ve 

never improvised, but if you’ve never improvised, take something that you do know, and 

don’t use paper. You, yourself, can play your way through Three Blind Mice all by yourself 

with no notation, and you can do it ... with the fingering, you know [demonstrated Three 

Blind Mice with GHJ] ... When you learn something new, it’s your great opportunity to learn 

about yourself. (R. Dick, personal communication, 16 August, 2018) 

In addition to commissioning new works or applying the GHJ to traditional pieces, Dick 

offered the idea of ‘looking sideways’, explaining that music of other cultures could also provide 

new applications or inspiration: 

[From] Cambodian flute music to, you know, all the flute music around the world, Indian 

flute music, you know, the European flute tradition is the only flute tradition in the world 

without glissandi. (R. Dick, personal communication, 16 August, 2018) 

Therefore, Dick’s intention is for the flutist to have the freedom to use this mechanism in 

any way they would like. To the player accustomed to improvisation or experimentation, this may 

sound—and may even be—a very liberating experience. However, this will not necessarily be so for 

most flute players. Due to the rigorous technical training most professional classical flute players 

have undertaken, this attitude to music performance is quite foreign. Dr Michele Biasutti (2015), 

associate professor at the University of Padua in Italy, affirmed this point and suggested that more 

can be achieved in educating the flute professional: 

Practices such as playing by ear is underexposed in current teaching approaches, which 

stress notated instruction and exercises such as scales and chords. Instead, I propose an 

approach that is based on the development of cognitive processes that enhance creativity and 

the abilities of the players to reflect on their performance skills. (para. 25) 

From my own professional observation, Australian flute players, despite the plethora of 

internet education available, decline offers to ‘go wild’ on the GHJ, suggesting ‘they would not 

know where to start’. Although Dick does not wish for the GHJ to be constricted by specific 
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pedagogical methods, it would appear that some form of guide, in technical workbooks or perhaps 

online performance and training visuals, is needed to provide an introduction to and support for the 

new mechanism. This would bridge the gap between those interested enough to experiment, and 

those who are less confident to explore its capabilities. Dick created a list of accessible 

requirements for flutists to understand before learning Sliding Life Blues (2003): 

You need to know the E Minor blues scale, you need to know the E Major blues scale, you 

need to know the A Minor blues scale, you need to know the A Major blues scale. You need 

to learn this opening, which is a head, just like a jazz tune that is always played … the tiny 

details can change, but this is how it begins … There are places you’ve got to get to, but the 

transitions between them are improvised. And then there’s the big improvised section at the 

end, and then it goes to a little reprise at the beginning, and blast off. From a real musician’s 

stand point, it ain’t that deep. (R. Dick, personal communication, 16 August, 2018) 

Introducing improvisation into practice, not only with the GHJ but with the traditional flute 

as well, would encourage further exploration and greater readiness for introducing future new 

mechanisms into regular music-making. It would also promote Dick’s idea of ‘looking sideways’ at 

existing music, and incorporating the GHJ into works that have been written for the flute and 

different instruments. 

4.2 Practitioner Action Research—Glissando Headjoint Arrangements 

I adapted two works to further understand the GHJ’s potential. Dick claimed, ‘With the 

Glissando Headjoint in its “home position”, the flute is a traditional Boehm flute and all repertoire 

can be played as if a traditional headjoint was in use’ (Dick, The Glissando Headjoint, 2019). To 

investigate this statement, I performed Andrew Ford’s Once Upon a Time There Were Two 

Brothers (2013) on the GHJ. Its sliding capabilities were only required for a few particular tonal 

requirements in the whole piece (see Figure 19 for score excerpt). Therefore, the ability to perform 

the surrounding music accurately was challenged. While the slides were superior to those created 

with a traditional flute due to the fingering required for the sliding notes, the rest of the piece was 
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affected by the GHJ’s lack of stability. The inner tube of the headjoint moved around, particularly 

with the speaking involved in Ford’s work, which resulted in the general flute playing having a 

sense of instability. Another challenge faced when performing Ford’s work was navigating the 

wings of the GHJ. Rapidly changing between playing and speaking throughout the piece required 

careful evaluation of where the wings would go as they returned to playing position to avoid a 

potential injury. 

Figure 19: Excerpt—Once Upon A Time There Were Two Brothers Bars 62–63 (Ford, 2013).

The GHJ also lends itself to mimicking animal noises. My penultimate ANAM recital, titled 

Voliére, performed in June 2018, highlighted works with birds as their theme. During this recital, I 

performed a transcription of Phillip Bolliger’s 1988 Birds of My Gully. Due to its ability to create 

distinctive and unusual sounds, the GHJ mechanism allowed the execution of bird song to be more 

accessible than the standard headjoint did (see Figures 20 and 21 for score excerpts). 

Figure 20: Excerpt—Birds of My Gully Bars 19–20 (Bolliger, 1988). 

In October 2018, the National Portrait Gallery presented a Spring Festival, which 

incorporated a musical and theatrical experience tour around selected spaces throughout the gallery. 

I contributed, performing Claude Debussy’s Syrinx (1913) for solo flute. Although the performance 



© Eliza Shephard s5084256  Page 49 

included the playing of Bolliger’s Birds of My Gully, the GHJ was used as a traditional flute 

headjoint on this occasion. 

Figure 21: Excerpt—Birds of My Gully Bars 31–35 (Bolliger, 1988).

This performance again challenged Dick’s above statement, performing works that both 

required dynamic use of the GHJ’s sliding abilities, and the stability of a traditional headjoint. The 

performance of Syrinx felt unstable, particularly having performed it numerous times on a 

traditional headjoint. This feeling was echoed in both Ford’s and Bolliger’s works. While extended 

techniques and contemporary sounds are successful on the GHJ, my experience performing ‘staple’ 

flute repertoire such as Syrinx did not agree with Dick’s statement of the GHJ being the same as a 

traditional Boehm flute when it is in closed position. 

Dick’s opinion of arranging works for GHJ—works with existing slides and works that 

could benefit from the capabilities of the GHJ—was very positive. He felt the GHJ corrected 

weaknesses (tonal and technical) of past compositions requiring a portamento or glissando 

technique: 

I love it. That’s a perfect application ... There are a lot of glissandi you could make on the 

open holes of the flute, but there are a lot of spots on the flute that you hit where it’s very 

impractical. And there is a change of sonority as you move from the large holes to the small 

holes which can, in a lot of music it’s very attractive—but if you were doing, you know, 



© Eliza Shephard s5084256 Page 50 

nineteenth-century violin music, you wouldn’t want that. And the glissando headjoint 

provides that full force tone everywhere. So, yeah, I mean, I’m totally enthused. I mean, as a 

guy who’s already transcribed Paganini caprices, you know, of course! (R. Dick, personal 

communication, 16 August, 2018) 

4.3 Composer–Performer Collaboration

This section will discuss the core themes found to contribute to the composer–performer 

collaboration: communication, notation, composition style, my performance practice with each 

work and challenges faced with each composer. 

Prior to approaching the composer–collaborators, I reflected on Dick’s suggestion that 

composers would need to know a flutist who already owned and performed with the headjoint, or at 

the very least, had strong knowledge of the flute. He further proposed that the composer and 

performer would need to work together from the beginning of the creative process: 

No book, no chart, no amount of paper can truly communicate what things sound like. And 

if you don’t play yourself, work with a flute player from the very beginning … The biggest 

mistake composers make is to finish and polish and then present it … The advice would be 

give oneself much more time than if you think ‘I’m going to write an 8-minute flute piece, 

normally I could do that in 2–3 weeks’. Well, turn that into 2–3 months. (R. Dick, personal 

communication, 16 August, 2018) 

Dick also recommended that the composer should free themselves of their expectations 

when writing for the GHJ, suggesting that composers ‘need to explore what IS this, otherwise you 

get what it isn’t’ (R. Dick, personal communication, 16 August, 2018). He encourages them to 

immerse themselves into the possibilities of the GHJ, and not just the possibilities of the traditional 

flute. 

The composer–performer collaboration undertaken in this research resulted in four 

composers (Hollier, Ryan, J. Shephard and Yap) furthering their knowledge of the capabilities of 

the device, and becoming equipped with skills they may draw upon for future compositions. I found 
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that engaging composers whom I personally knew worked to the advantage of this project. They 

were active in their requests for further material, and for my thoughts on latest drafts. Each of the 

four composers had varying levels of knowledge with the flute. Ryan is a trained flute player, so 

had a significant amount of knowledge to draw from for his composition, while both Hollier and 

Yap requested further information on the GHJ to help their composition in addition to that provided 

in the information pack (see Appendix 1). J. Shephard has written a lot for beginner-to-intermediate 

flute players, having written a lot of works for me as a young flute player, so was well equipped for 

the task. 

The initial brief asked for a piece or pieces between 30 and 90 seconds ‘with the purpose ... 

being to stimulate and train skills on the glissando headjoint’ (Shephard, ethics documentation, 

2018, p. 1). It was found the commissioned compositions reflected the individual styles of each of 

the four participating composers. The differing composition styles of the selected composers can be 

described in summary as improvisatory, contemporary and jazz. 

Table 3 is a detailed list of all works written by the selected composers throughout this 

project. The following is a description of the compositional approaches to the GHJ. 
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Table 3 

Composer–Performer Collaboration Compositions

As the literature and this study revealed, my composer–performer collaboration was not a 

uniform process. Sections 4.3.1–4.3.7 will discuss each composer’s contribution to this project, the 

communication, chosen notation style and any findings in the collaborative process. 

4.3.1 Lucy Hollier—Mostly Milk

Hollier’s composition included her passion for words within music, and explored a wide 

variety of notation styles to communicate her desired sounds. Her style of notation led more to the 

graphic style, amid a more traditional method of writing melodic lines. Her work was handwritten, 

and used words to instruct when the GHJ should move (e.g., ‘very slowly slide out and in’, Hollier, 

Mostly Milk, p. 2). Similar to my experience with Ford’s Once Upon a Time There Were Two 

Brothers, Hollier’s inclusion of speaking throughout Mostly Milk 2  created the challenge of 

2 Hollier did not include treble clefs in her work aside from on the top of each page. It should be assumed that 
each line is written in treble clef. 
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simultaneously navigating the headjoint’s wings resting against my cheeks. This is further discussed 

in Section 4.5. 

After initially receiving the information pack, Hollier requested further recordings and 

notation examples. She asked for improvisations to demonstrate ‘things that come naturally [to me 

in improvisation]’ (L. Hollier, personal communication, 10 September, 2018) and further notational 

examples to assist her in notating her work (L. Hollier, personal communication, 23 August, 2018). 

Hollier’s request for prerecorded improvisations is similar to Hannan’s ‘comprovisation’ (Hannan, 

2006, p. 1). From this, she was inspired to structure brief original melodic lines interspersed with 

phrases of poetry, combined with some of the musical material in the prerecorded improvisations. 

Figure 22: Excerpt—Mostly Milk Bar 24 (Hollier, 2018).

In regard to communication, Hollier and I were able to Skype once during our collaboration. 

However, we primarily communicated through emails. Hollier is also a trombonist, and during this 

Skype call she noted ‘[The GHJ is] almost like playing a trombone with keys on it’, which is a 

notion I have considered in my own playing.

Not always considered by composers was the need to return the GHJ to ‘closed’ position: ‘If 

I slide out, I need to slide back in’ (Shephard, interview between Shephard and Hollier, 18 October, 

2018). The options to combat this idea were either to allow time or silence for the mechanism to be 

moved back to the ‘closed’ position, or for a pitch that is bent down to be followed by a pitch bend 

upwards. 

Hollier’s work Mostly Milk was premiered at a recital in October 2018. It was received 

positively from the recital examination panel. Panellist Professor Stephen Emmerson wrote, ‘The 
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new piece [Mostly Milk] for the headjoint (and its use in the Ford) was terrific to showcase its 

potential’ (Emmerson, 2018). 

4.3.2 Cory Ryan—A Rustling in the Leaves Drives Them Away

Ryan’s composition, A Rustling in the Leaves Drives Them Away, can be described as 

‘found composition’, in which musical inspirations are sourced from the composer’s surrounding 

environment, also referred to as ‘environmentalism in music’ (Gervin, 2017; Taussig, 2014). 

Similar to Hollier’s piece, Ryan’s work proved more of a ‘performance work’ than the preliminary 

exercise request indicated in the brief. He included vigorous use of the GHJ, by involving various 

registers and other extended techniques (see Figure 20 for example excerpt). This included dynamic 

use of the GHJ, involving various registers and extended techniques. 

Ryan’s process followed those of other composers such as Paul Hindemith (1895–1963), 

whose method was to gain a basic understanding of the instruments prior to composition (Winter, 

2013, p. 7). Ryan sourced a GHJ to become familiar with the mechanism and, combined with his 

knowledge of the traditional flute, was able to send me a short notated draft (see Figure 23). 

This original draft involved a multiphonic glissando, which split in pitch when the GHJ was 

moved from a locked position: 

E Shephard: I’ve checked out the multiphonic glissando, and balancing it once the GHJ 

slides doesn’t work all too well. I might see if I can find another fingering? I’ve attached a 

recording of that particular slide for you to hear. As you can hear, the multiphonic works 

great at the start, however, once the GHJ moves out of ‘closed’ position, we lose the top 

note and it becomes very B-heavy. I’ll keep exploring though, never say die! 

Ryan: Thanks for the audio sample! I’ll update, but think I should begin with the 

multiphonic in question, glissing to a single pitch. It’s not crucial enough to do otherwise. I 

absolutely agree, however, with the excitement of combining techniques with the GHJ. 

(Shephard & Cory, email communication, 2018) 
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Figure 23: Excerpt—A Rustling in the Leaves Drives Them Away (Ryan, 2018). 

The final draft resulted in the multiphonic being omitted and replaced by a single pitch. 

When the final version was delivered, only a few musical questions arose, and these related more to 

multiphonics and the pitches that were created with the supplied fingerings. 

Figure 24: Excerpt—A Rustling in the Leaves Drives Them Away System 3 (Ryan, 2018).

His method of composing relied on his own flute skills, and similar to Bolliger’s Birds of 

My Gully (1988), was inspired by the sounds produced by a hermit thrush, a bird native to North 

America. Similar to Yap’s composition, Ryan allowed for considerable freedom within the 

performance interpretation, permitting time where required for headjoint-position alterations. 

One slide technique Ryan composed involved a bend across an octave and a half (A5 to D4) 

(see Figure 22), a technique that required the combination of a ‘traditional’ slide on the flute using 

the open keys on my instrument and the GHJ’s slide. Traditional notation was used in the writing of 

his work, allowing greater accessibility to non-GHJ users. 

Ryan’s work was recorded in early July 2019. Like Dick, Ryan encouraged freedom and 

interpretation of his piece, but more so in musical structure: ‘systems may be played in any order ... 

Perform any number of systems—a minimum of three’ (Ryan, program notes, 2018). An interesting 

challenge in recording this work was how to retain consistency across recording takes. The method 

eventually used was to record each system as its own little exercise, and edit them together with the 
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required three seconds between each one. This also allowed for adjustments in order at a later date 

if desired. 

Figure 25: Excerpt—A Rustling in the Leaves Drives Them Away system 4 (Ryan, 2018). 

Ryan’s work proved more of a performance piece than an exercise for the GHJ, as originally 

requested in the information pack provided. Ryan stated in his program notes, ‘when possible, the 

work should be performed memorized. The performer may move around the performance space, 

facing a variety of ways, regardless of where the audience exists’ (Ryan, program notes, 2018). This 

work will prove a beautiful addition to the repertoire written for the GHJ; however, it is perhaps not 

accessible for the beginner GHJ user due to the required technical understanding of the GHJ, and 

basic understandings of several other extended techniques and extensive use of the flute’s range. 

4.3.3 John Shephard—Revenant, Vederé and exercises

As noted in Table 3, J. Shephard's contribution to this project was comparably significant 

and was an impressive inclusion to the existing GHJ repertoire. His works ranged in style, tessitura 

and instrumentation, suitable for a beginner GHJ player. J. Shephard, having experienced my 

journey with music firsthand, required no further consultation, preferring to immediately commence 

writing exercises and send through drafts. 

While brainstorming and drafting compositions, J. Shephard was active in his search for the 

easiest way to produce an effect, and was capable of interpreting the often nonsensical directions I 

felt I was providing. Revenant and Vederé include accompaniment, allowing the performer an 

additional pitch reference. Our musical bond as father and daughter allowed us the ability to openly 

discuss options for compositional decisions. 
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Figure 26: Excerpt—Revenant Bars 1–3 (J. Shephard, 2018).

J. Shephard and I also discussed the GHJ and its performance capabilities. We concluded

that further research is needed to understand the GHJ, and there remains an issue of how much or 

little composers are willing to address its limitations or—as J. Shephard concurred with Dick—

leave the challenges of the GHJ to the performer. 

Outside working through his pieces, J. Shephard actively encouraged me in my 

improvisation, and included me in his own musical performances as I became more skilled and 

competent on the GHJ and with my improvisation. 

Although J. Shephard had written 10 works, only eight were recorded given the time 

constraints, with the remainder included in the total portfolio of scores (see Appendix 6). I found 

that this element of performer–composer collaboration, in which the composer was present during 

the recording session, was both a confronting and comforting experience. This was most likely due 

to the father–daughter relationship. Further, he altered his works during the recording, with the 

concern of whether the material was suitable for a beginner GHJ user. 

J. Shephard’s process for composition was to write a short melody, send it through for my

comments and, more often than not, request a recording to assist him in understanding elements that 

either worked for the GHJ or were less successful. This appeared to be a mutual collaboration in 

which the contribution from both parties was equally involved and dynamically changing. 

In a session discussing the GHJ and J. Shephard’s first composition Revenant, Dick’s 

fingering charts were mentioned in relation to a particular slide required between D5 and C5, as 

shown in Figure 27. I argued that if the desired slide was to go any lower, a new fingering with 

resulting timbral difference would be required, to which Shephard responded that it was ‘not [his] 
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problem, that’s your responsibility’. This opinion contrasts with Dick’s suggestion to composers 

that ‘if you don’t play yourself, work with a flute player from the very beginning’ (R. Dick, 

personal communication, 16 August, 2018). This way, composers are able to have a more practical 

understanding of the mechanics and limitations of the flute and GHJ. 

Figure 27: Excerpt—Revenant Bars 17–18 (J. Shephard, 2019).

In his composition Revenant, he created a new mode of notation for how the glissandi would 

be delivered. This involved dictating the beats over the glissando, and where the slide landed on the 

intended pitch (see Figure 28). 

Figure 28: Excerpt—Revenant Bars 21–23 (J. Shephard, 2019). 

This is reminiscent of composer Artur Kroschel, who utilised a similar method of dictating 

his slides with the GHJ in his piece Mol-Par (2012). However, due to the free interpretation of his 

composition, it was less exact than J. Shephard’s system of slide notation. 
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Figure 29: Excerpt—Mol-Par Bars 107–124 (Kroschel, 2012).

When writing for the GHJ, J. Shephard quickly learnt in his earlier drafts that too much 

glissando diminished the musical integrity of the piece. In response to the initial amount of slides in 

his works, J. Shephard stated that the ‘slides got in the way of a nice melody’, and advises GHJ 

users and composers alike, ‘don’t slide just because you can slide’ (J. Shephard, personal 

communication, 7 July, 2019). Hollier concurred, stating ‘I like the slide a lot, but if it’s on every 

note it’s a bit much’ (L. Hollier, personal communication, 18 October, 2018). Both composers were 

careful to avoid exploiting the GHJ as a gimmick rather than a legitimate musical tool. 

4.3.4 Kezia Yap—Untitled

Yap’s piece followed the compositional brief, resulting in a work using stereotypical GHJ 

techniques. She composed a simple and effective exercise well suited to beginner GHJ users. 

Further opportunities for this exercise could involve transposition to a variety of keys. Yap’s work 

can be described as a more ‘spacious musical style’, allowing for time to move and rearrange the 

placement of the GHJ throughout the piece, vital for the beginner GHJ user. Yap used a traditional 

method of notation to construct her piece. 

After initially receiving the information pack, Yap requested notation examples to inform 

her notation choices, and produced a work that was short, simple and fit the brief outlined in the 

ethics documentation. Of note, Yap’s GHJ composition involved pitches requiring complete 

extension. 
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Figure 30: Excerpt—Untitled Bars 1–4 (Yap, 2018).

This did result in certain extraneous sounds occurring, with the inner tube knocking into the 

end of the outer tube (see recording Untitled, Appendices 5 and 7). This indicates an opportunity for 

the GHJ design to include an appropriate way to avoid such mechanical noise. Of importance to 

future composers, rapidly extending the GHJ to its full length, and returning it to ‘closed’ position 

quickly may result in a percussive metallic sound. This further applies to any energetic movements 

of the headjoint, whether it be through GHJ extension or retraction. The mechanism clearly does not 

cater for rapid movements. 

Yap’s piece Untitled proved the easiest to rehearse and record, as it was most suited to a 

beginner GHJ player. It catered for the initial time required to move between positions of the GHJ, 

and achieve good tonal cantering, allowing the player to find pitches accurately. 

Section 4.3.5 will explore the processes and outcomes of collaborating with the composers, 

as well as their feedback. 

4.3.5 Processes and outcomes of composer–performer collaborations

Currently missing from the GHJ literature is discussion of the composer–performer 

collaboration; how best to approach working with such a new mechanism, how to compose for the 

GHJ, and how to manage its technical idiosyncrasies. Further GHJ education resulted from the trial 

and error occurring within our collaborative activities. While such a process is not discussed in the 

nominal composer–performer literature, the prototyping approach in the creative arts is discussed 

elsewhere (see Arsand, 2015). 

Dick further suggested that composing for the GHJ is a different compositional experience 

than composing for the standard flute headjoint: ‘The biggest mistake composers make is to finish 
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and polish and then present it and ... if you’re doing that in some kind of traditional mode that 

would be fine ... But when you’re exploring new ground, sounds, people hear this sound, not the 

notation’ (R. Dick, personal communication, 16 August, 2018). This research affirmed that a 

composer’s understanding of the limitations of the GHJ is vital, especially as the mechanism is new 

to audiences. Further, if the opportunity presents itself, composers should collaborate with a GHJ 

user to improve their understanding of the headjoint’s abilities. However, my own composer–

performer collaborative experience has demonstrated that the composer creative process remains a 

dominating element that can either advance or hinder the core aim of creating accessible music for 

the beginner GHJ user (see Budai, 2014; Kemp, 1996). 

4.3.6 Feedback from composers 

Following performances or recordings of their work/s, composers were invited to comment 

on the outcomes. Hollier offered: 

Some of the most successful parts of this performance were the parts where Eliza is using 

her own personal skills in extended techniques … I should have done a deeper dive into 

understanding all of the different sounds that Eliza has worked on developing specifically 

with the GHJ and which flute extended techniques can be expanded upon with the GHJ. I 

would also have greatly benefitted from looking more specifically into other composers’ 

notation for the GHJ and being a little bit more specific in indicating how far to slide and 

how quickly, etc. On the other hand, there is something to be said for giving a general 

outline and letting the performer really decide the intricacies of the GHJ motions and usage 

seeing as they are the most familiar with the instrument. (Hollier, personal communication, 

21 April, 2019). 

Ryan was enthusiastic about the recording, and offered suggestions for future performances 

that were more aligned with the concept of improvisation, rather than the aspects of the GHJ: 

It’s always exciting to hear a score come to life ... You sound beautiful and I’m really happy 

to have pursued this piece ... For a performance, feel free to explore the form. Maybe, for 
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example, you only play five systems, not in the order on the page, and with varying silence 

between. (Ryan, personal communication, 20 July, 2019) 

Yap was also positive about the recording of her work: 

Thank you for playing and recording that little piece—it sounds so cool to hear it played 

properly! ... It’s a great interpretation, and I hope it’s around the right difficulty level [for a 

beginner GHJ player]. It was my first time writing for GHJ! (Yap, personal communication, 

19 July, 2019) 

My close relationship with J. Shephard throughout this research allowed for much in-depth 

discussion on the GHJ. When reflecting on his role as composer within this project, and his own 

thoughts on the headjoint, J. Shephard stated: 

Having played a variety of synthesisers in numerous contexts over many years, I was very 

interested when the opportunity to write for the GHJ arose—manipulating pitch had been a 

typical and expected ‘tool of trade’ when playing a synthesiser. 

Despite already having written several short technical exercises for Eliza and the GHJ, it 

wasn’t until undertaking the initial recording of the short piece Vederé that I became more 

mindful of the tonal and emotional potential that might be achieved using the controlled 

pitch variations of the GHJ. During the recording process, it had been the initial uncertainty 

of exactly when and how a particular pitch variation could/should be realised that had been 

most informative (e.g., when to start the pitch variation, and exactly when should the note 

reach its final designated pitch; should the pitch transition time remain constant). The 

experience of this first recording session resulted in several melodic changes to Vederé 

(including implementing a very basic means of notating the placement and duration of 

specific pitch variations that appeared above the notated melody line). 

Also, it was the experience of recording Vederé that then compelled me to write Revenant, 

which utilised pitch variations in what I felt was a more directed and emotionally charged 

manner. This outcome had been somewhat of a revelation for me, and helped to reconcile 
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any lingering concerns regarding the inherent attributes/qualities of the music that could be 

realised using the GHJ. From more of a psycho-acoustic perspective, while at times it had 

been interesting to note how relatively easy a purposeful pitch variation fell upon the ear, it 

became apparent that there existed a particularly nuanced aspect of the music involving the 

timing and execution of specific pitch alterations where the musicality might easily succumb 

to the challenges of intonation. (J. Shephard, personal communication, 9 July, 2019)  

Section 4.3.7 will further explore this process and suggest answers to the question, ‘What 

else can the glissando headjoint do?’ 

4.3.7 Composer–performer collaboration summary

When reflecting on the notation used by each composer as part of this project, the outcome 

concurred with Dick’s suggestion that a standard notation is in existence, that it is accessible and 

utilised in his fingering charts (see Appendix 2). The compositions also revealed that some 

composers will seek to extend and personalise the notation according to their compositional style 

and timbre preference.  

The vast majority of the commissioned GHJ compositions were performed and/or recorded 

in two separate sessions throughout 2018 and 2019. As an experienced recording engineer, J. 

Shephard oversaw the recording of his own, Yap’s and Ryan’s works during early July 2019. The 

sheer volume of J. Shephard’s compositions meant that not all could be recorded in the timeframe 

available. 

Writing to the brief is an important element to this project. The brief requested a 30- to 90- 

second work suitable to a beginner GHJ player. Yap executed this perfectly, focusing her piece not 

only on a repeated action on the GHJ, but also excluding musical factors that may detract from the 

skill in question: a glissando on the headjoint. J. Shephard also created a gateway for beginner GHJ 

players by including an aural guide in the form of accompaniment in his work Revenant. These two 

elements make the GHJ more accessible to a new player, as they guide and focus on a new skill, 

rather than overloading the musician. Hollier and Ryan did not appropriately address the brief, 
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although each work could be performed on the GHJ after gaining a little more familiarity with the 

mechanism.  The pieces that they presented could be useful in bridging the gap between beginnings 

on the GHJ and performing the pre-existing works, such as those commissioned by Drescher. 

Contrary to Dick’s advice, I could not readily communicate with the composers or spend 

significant face-to-face time workshopping their compositions. This was due to Hollier and Ryan 

living in New York, Yap in Sydney, J. Shephard in Wagga Wagga and myself in Melbourne. 

However, I was able to communicate with Hollier via social media, Skype and email to exchange 

ideas and recordings of extracts of her drafts. I communicated with Ryan and Yap individually via 

email. J. Shephard and I spoke on the telephone, as well as face-to-face and via email. 

Throughout these recordings, it was noted that the GHJ does not suit rapid, extreme 

extensions and retractions due to the extraneous noise generated by the inner tube colliding with 

either end of the outer tube. There was also the realisation that too many slides on the GHJ could 

result in the work starting to sound like a gimmick. Further, it was realised that the GHJ cannot 

simply be slid in and out continuously; if a note is to be bent downwards, the GHJ must be brought 

back to approximately ‘closed’ position again before a following note can be bent downwards. 

Another option is that following a downwards bend, an upwards bend is required to return to 

‘closed’ position. Time is required for both of these options to be executed neatly. 

It was noted during the recording session that the headjoint warmed up, resulting in the inner 

GHJ tube expanding and occasionally sticking to the outer tube. This issue has also been 

experienced in longer performances, such as the two Tapestry Workshop improvisation sessions in 

which the GHJ was used throughout the concert. Appendix 8 includes a video titled ‘GHJ Wobbling 

and Slide Difficulties’, displaying the movement experienced both when the mechanism is cold, and 

when it heats up from playing. These and other technical considerations are further discussed in 

Section 4.5. 
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4.4 Accessibility of the Glissando Headjoint 

My research aimed to expand the repertoire available for the GHJ, perform and record these 

works, consider Dick’s GHJ advice and knowledge, and take into account my composer–performer 

collaborations. From this, I composed my own brief technique exercises appropriate for beginner 

GHJ users. With reference to existing flute method books, I have reworked and composed some 

exercises to act as another resource to broaden their knowledge of the mechanism. These exercises 

are inspired by exercises from Trevor Wye’s Practice Book for the Flute: Vol. 1 Tone (2004) and 

Marcel Moyse’s De La Sonorite: Art et Technique (1934). 

Figure 31: F Major Scale for GHJ (arr. Shephard, 2019).

These exercises can be useful in gaining familiarity with the instrument and locating where 

individual pitches are placed when the GHJ is extended. The exercises include both the act of 

shortening and lengthening the tube to familiarise the player with where to place the notes for the 

correct pitch. These exercises can also be played transposed into any key with minor adjustments to 

the diamond-note-head fingerings. 
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Scales are a dominating component of my personal practice, so I decided to include some 

notated scales arranged for the GHJ that can be incorporated into regular practice. As above, these 

exercises can also be played in any key. 

Figure 32: Tone exercises for GHJ (arr. Shephard, 2019).
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Figure 33: Diminished 7th scale (arr. Shephard, 2019). 

Figure 34: Whole tone scale (arr. Shephard, 2019). 

The three arranged works for GHJ, Ford’s Once Upon a Time There Were Two Brothers, 

Bolliger’s Birds of My Gully, and Dick’s Fish Are Jumping are great examples of how the GHJ can 

be introduced into existing repertoire. They also illustrate Dick’s claim that ‘there is no particular 

style that sounds better on the GHJ than any other; it’s what you do with it and how you do it’ (R. 

Dick, personal communication, 16 August, 2018). These various styles also indicate an 

inconsistency in notation for the GHJ. Therefore, there is an opportunity to formalise the language 

to allow for a more accessible approach. My research has supported the notion that although a 

notation style exists for the GHJ through Dick’s fingering charts, composers still experiment with 

notational styles for the headjoint. 

In some of the commissioned GHJ works, improvisation was required. As my confidence in 

improvisation grew and my realisation that, particularly in free improvisation, one cannot perform 

incorrectly, creating sounds on the GHJ progressed to feel more natural. I found that improvisation 
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using the GHJ became a musical adventure rather than an inhibiting exercise in improvisation. This 

concurs with Dick’s discussion on how a flutist should commence working with the GHJ: 

Feel your way through a song ... If you really accept you know nothing, you are 

unencumbered by all these assumptions, and that’s a great place to begin. (R. Dick, personal 

communication, 16 August, 2018) 

I have since incorporated improvisation in my daily practice, and subsequently developed it 

into a musical tool that I relish partaking in. Hollier’s work Mostly Milk allowed the flutist to create 

their own sonic experience through improvisation led by the graphic notation and descriptive text. 

Figure 35: Excerpt—Mostly Milk (Hollier, 2018). 

4.5 Practicalities of the Glissando Headjoint 

According to Dick, one of the features of the GHJ was that it should be considered an 

instrument that can still play regular repertoire and be used exactly like a normal flute headjoint, 

with the added benefit of being able to slide between pitches when extended (Dick, The Glissando 

Headjoint, 2019). Dick (Eastman, 2014) also claimed that the GHJ can ‘widen the flute’s expressive 

possibilities enormously, creating, virtually, a new instrument’. Considering my experiences 

throughout this research study, I cannot agree. It must be recognised that challenges with the GHJ 

may be attributed to ‘operator error’; however, my own lengthy study of the headjoint, professional 

status and prior experience suggest this is less likely. I would advise that using the GHJ takes 

unwavering dedication, patience and a very high level of technical facility. 
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The GHJ requires superior tonal and intonation control. In a Q&A session given by Keeling 

and Yonce (19 July, 2019), Yonce asserted that her ear training has dramatically improved due to 

the requirements of the headjoint. She stated that composers she has commissioned works from will 

often write a pitch that is located somewhere between ‘closed’ and ‘open’ position, and therefore, 

she needs to strongly rely on her aural capabilities. With pieces that require the performer to start 

from a particular pitch and slide up, there was a need to aurally locate the note before commencing 

the slide. Yap’s work was able to explore this by actively giving the sounding note on regular 

fingering, and allowing the performer time to move the GHJ to the open position for the same note 

with different, specified fingering. J. Shephard’s works with accompaniment, Vederé and Revenant, 

are more ideal for less-advanced players needing a pitch reference for the ‘open’ position notes. 

Working with the GHJ in my own practice and for my ANAM recitals demanded much 

patience and experimentation with the fundamentals, such as tone and sound control. As Hockey 

(2003, p. 89) predicted, my ‘negative consequences’ related to tone production, and occurred when 

I returned to traditional flute playing, as the adjustment process was foreign to me. Finding the most 

comfortable placement of the wings also proved challenging; with traditional repertoire, a firm 

foundation of embouchure is desired. Placement of the wings benefits from being stable; however, 

when playing pieces that require circular breathing and a moveable embouchure, the wings hindered 

the expansion required in the cheeks to best deliver circular breathing. 

Working with a mechanism that is designed to slide freely—a notion traditional flute players 

will not be accustomed to—establishes an unstable playing foundation with embouchure and 

postural set-up. Further, the wings on the mechanism itself need to be adjusted to suit the face of the 

player. These are all foreign concepts to the experienced flute player. 

The design of the GHJ can also inhibit reliable and flawless performance depending on the 

repertoire. In Hollier’s Mostly Milk and Ford’s Once Upon a Time There Were Two Brothers, the 

performer is required to speak in-between musical phrases. The wings on the headjoint presented a 

physical challenge—with their placement, one would hope that they would ‘comfortably embrace 
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the flutist’s cheeks’ (McPherson, 2011, p. 1). However, with these pieces, rapid changes between 

playing the headjoint and removing it for dialogue required care not to cause damage to the flutist’s 

mouth or face. 

One design element that Dick initially explained to have been addressed by Brannen’s 

design was the inner and outer tubes of the headjoint itself. This issue was discussed in 

McPherson’s (2011) research with Dick:  

The warmth caused the inner tube to expand faster than the outer tube, and with no 

flexibility in the solid ring of the seal, it would bind, ‘jerking to a stop’ so the player ‘could 

hardly move it and ... had to just put it down and let it cool off’. (McPherson, 2011, p. 15) 

While Dick claimed that Brannen’s design rectified this problem, I do not feel that it has 

been appropriately amended. With the inner tube now designed to have the space to expand upon 

heating up, prior to the expansion, the headjoint is unstable and fluctuates in its positioning in the 

earlier moments of playing. As mentioned in Section 4.4, the issue of binding was experienced 

during the recording session in early July 2019; therefore, at both ends of the playing stage, there 

are flaws in the design of the headjoint. The wobbling of the inner tube experienced when the 

headjoint is cool, and the binding when it is warmed by the flutist’s breath, are not challenges 

experienced with the traditional flute’s headjoint. Both these occurrences can result in unreliable 

tone and intonation control, as well as flawed glissandi and inconsistent pitch bends, elements that 

are described as the main ‘benefits’ of having a GHJ. 

Dick did not discuss further mechanical improvements aside from saying ‘find a way to 

make it better if you want’ (R. Dick, personal communication, 16 August, 2018). 

4.6 Chapter Summary 

The findings show that each composer commissioned to write a work for this project 

approached composing in their own way, dependant both on their personal experiences writing for 

the flute, and their knowledge of the GHJ. In terms of notation, Dick’s initial method of notation, as 

found in his fingering charts (see Appendix 2), can be used or, as discovered in both this research 
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and my honours project (Shephard, 2015), composers will design their own methods of notation 

relevant to their compositions. Composers should be aware that overuse of the glissandi abilities of 

the headjoint could lead to the mechanism sounding gimmicky; be mindful that one still wants to 

acknowledge the artistic impact of the headjoint on the music of the past, present and future. 

While working with each composer, several elements of the GHJ were highlighted: 

percussive effects can be created from the slide motion; unless writing for an advanced player, 

composers will need to accommodate locating of ‘open’ notes, whether that be through time or an 

earlier aural cue; and the design of the GHJ is not without its flaws, such as binding and wobbling. 
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Chapter 5: Conclusions and Implications 

This research has explored the capabilities of the GHJ to determine how it may continue to 

be within music of any genre, ascertain the information required for composers wishing to write for 

the GHJ, and create a selection of technical and timbral exercises and works that are appropriate for 

a beginner headjoint user. 

Chapter 1 outlined the flute’s many alterations throughout its extensive history. While there 

have been few recent adaptations to the instrument, the GHJ was introduced by Dick to further the 

flute’s abilities surrounding extended techniques, and it has earnt a place in the modern repertoire. 

Brannen’s final design of the headjoint enhanced the timbres and colours available on the flute, 

broadening the options for composers to use when writing for the flute. Dick’s attitude was not 

embedded in traditional musical training or performance practice, and he was keenly aware that he 

was promoting something that was sure to evolve. 

Chapter 2 reviewed the two core areas of literature relating to this study: the scholarly extant 

literature from around the world, and the multiple informal resources, such as sponsored YouTube 

reviews. The research, completing the study of available literature, concluded that nominal 

reputable literature exists regarding how to perform with and compose for the GHJ. Likewise, the 

repertoire for this mechanism is comparatively small and includes arrangements, adaptations and 

improvisations. Further, a general study of pre-existing notation for the GHJ, with reference to 

Dick’s fingering charts, was undertaken to assist future composers and musicians to approach the 

GHJ. 

Chapter 3 summarised the qualitative methodology of this study in support of the central 

research question: ‘What are the capabilities of the GHJ and how might these become recognised 

more widely?’. An interview with Dick, and documentation and reflection of my performances as 

practitioner action research, and composer–performer collaborations were conducted. Strengths of 

this research include the candid quality of the interview, the volume of work the composers 
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produced, and the notation available to which composers were able to refer. Limitations include the 

various approaches of the compositional brief, the composers’ creative processes and values, and 

the revelation that the GHJ would benefit from further mechanical improvement. 

In Chapter 4, the findings concluded that should future composers and musicians write for 

the GHJ, there are a number of design quirks that the GHJ must either accommodate or avoid. 

Communication between flutist and composer is necessary to write appropriately for the GHJ. 

There is scope for the GHJ in modern music of a broad range of styles; flutists need to be 

committed to working with the GHJ in their regular practice sessions. 

Through this research, it was discovered that while there is an appropriate style of notation 

for the GHJ, as displayed in Dick’s fingering charts, composers will continue to trial other styles of 

notation to best achieve the compositional effects for which they strive. Common questions from 

the composers involved in this project related to requests for further recordings or examples of the 

GHJ being used. Dick’s fingering charts were helpful in explaining available lengths of pitch bends; 

however, they were not comprehensive enough for the sonic capabilities of the GHJ that were 

inquired about in this project’s compositions (for example, sliding multiphonics). 

The GHJ is an innovation for the flute player, and can offer many benefits, even in light of 

the previously outlined drawbacks. Its contribution to the music world can be quite varied and the 

‘accidental’ benefits to the player, including improved tonal awareness and sound control, cannot be 

underestimated. The advent of the GHJ has provided an opportunity to generate new repertoire 

through composer–performer collaboration, reworking traditional pieces through either 

transcription or experimentation, and through improvisation. In this, it is of particular benefit to 

music genres such as jazz, hip hop and other contemporary styles. 

While the GHJ has already experienced a lengthy prototype process, this study recognises 

further improvement is required. While Dick’s invention deserves commendation as an 

advancement for the flute, his claim that, ‘with the Glissando Headjoint in its “home position,” the 

flute is a traditional Boehm flute and all repertoire can be played as if a traditional headjoint was in 
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use’ (Dick. The Glissando Headjoint, 2019) may be an exaggeration. As mentioned in Chapter 4.2, 

there are serious tonal deficiencies when the GHJ performs standard repertoire in closed position. 

Stability of the mouthpiece is a serious current flaw, and to advocate that the headjoint can replace 

the standard headjoint for all repertoire is a bold claim, and a misleading one.  Further to this, the 

glissandi on the GHJ are not always reliable, smooth and—depending on the pitch—are not 

altogether enhanced by the headjoint. While not a predominant concern for an accomplished 

musician with significant experience in extended techniques, for a beginner GHJ user, it could 

negatively affect the sustainability of this mechanism as an established feature in the flute 

repertoire. 

Outcomes of this study include increased accessible music for those new to the GHJ 

mechanism, and information for composers interested in working with this medium. In addition, 

exercises now exist for the GHJ and recordings, allowing students to hear how the notation they are 

learning should sound in performance. 

With further experimentation on the headjoint itself, and more resources created for it, such 

as exercises and pieces appropriate for a beginner GHJ player, and indeed of GHJ players of all 

levels, the headjoint could flourish and prove an asset to the growing instrument community. 

Further creation of compositions for the GHJ of all levels of ability and genres of music would 

enhance the journey of the headjoint, and enable more flutists to experiment with and implement the 

headjoint in their music-making. 
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Appendices

Appendix 1: Information Pack for Composers 

To Whom it May Concern, 

My name is Eliza Shephard, and I am a flute student at Griffith University in Brisbane working 

towards my Masters of Music Research. My research is focused on the Glissando Headjoint®, 

invented by American flute pioneer Robert Dick, an accessory I have been studying and performing 

on for the past four years.  

I'm writing to you to ask if you would be interested in becoming involved in my project. I'm 

working on finding new ways to make the Glissando Headjoint® accessible to people who are 

unfamiliar with it. In this research project, I am seeking a small number of composers who would 

be prepared to collaborate with me on the creation of short pieces that would be suitable for a 

flautist new to the new Glissando Headjoint®. The piece/s would be between 30 and 90 seconds in 

length.  

In this project, each composer would collaborate with me to find musical phrases and techniques 

that would lend themselves to being interpreted correctly by a novice Glissando Headjoint® player.  

I have attached some links to recordings of myself playing various works involving the Glissando 

Headjoint® so that you may get an idea on the sound world that it is capable of capturing.  

If you are interested in participating in this research proposal, I would like to hear from you by 

Friday the 7th of September so we may commence the collaborative part of my research. The 

timeframe for your involvement in the project would be September to mid-December 2018, in 

preparation for the February 2019 due date.  

I am happy to discuss any questions that you may have, and my details can be found below.  

I very much look forward to hearing from you.  

Best regards,  

Eliza Shephard  

elizashephard@gmail.com  

(m) 0429 933 416
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Recordings: 

Arthur Kroschel - Mol-Par https://www.youtube.com/watch?v=6xOapEk2780 

Robert Dick (arr. Eliza Shephard) - Fish Are Jumping https://youtu.be/Xxu2zLEkApk Phillip 

Bolliger (arr. Eliza Shephard) - Birds of my gully https://youtu.be/q4bfQy7JUaQ  

Robert Dick Fingering Charts attached to email. 
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Appendix 2: Robert Dick Glissando Headjoint Fingering Charts 
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Appendix 3: Recital Programs 

May 4, 2017  

Presented at the South Melbourne Town Hall, ANAM  

Heitor Villas-Lobos: The Jet Whistle (1950) 

Artur Kroschel: Mol-Par (2012) 

Robert Dick (arr. E. Shephard): Fish Are Jumping (1999) 

Franz Schubert: Trockne Blumen D. 802 (1824) 

Link to Recordings of this recital: 

https://www.dropbox.com/sh/lmv4hd3ablpzeu9/AAC0VJUJvEtYzaszoF0cd6x8a?dl=0 

October 31, 2017  

“Music of the Night” 

Presented at the South Melbourne Town Hall, ANAM  

Brett Dean: Demons (2004) 

Antonio Vivaldi: La Notte, Concerto for flute and orchestra No. 2 in G minor RV 439 (1710) 

Paul Dukas (arr. Chris Martin): The Sorcerer’s Apprentice (1897) 

Matthew Hindson: Odysseus and the Sirens (2017) 

Antonio Bazzini: La Ronde des Lutins (1852) 

Link to Recordings of this recital: 

https://www.dropbox.com/sh/qc7w9dk116ajx28/AABYe78QrIGr8txj6Lpx1mb3a?dl=0  

June 4, 2018  

“Volieré” 

Presented at the South Melbourne Town Hall, ANAM  

Jules Mouquet: La Flute de Pan (1906) 

Olivier Messiaen: Le Merle Noir (1952) 

Michael Horwood: Birds (1979) 

Phillip Bolliger (arr. E. Shephard): Birds of my gully (1988) 

Pierre Boulez: Sonatine for flute and piano (1946) 

Camille Saint-Saens: Volieré (1886) 
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Link to Recordings of this recital: 

https://www.dropbox.com/sh/jlja26y8qq29mg6/AADa5GT4vmXw4du0ywfS3NhLa?dl=0 

October 22, 2018  

“The Storyteller” 

Presented at Federation Hall, Melbourne University  

John Cage: Living Room Music, mtv. 2: Story (1940)  

Andrew Ford: Once Upon A Time There Were Two Brothers… (2013) 

Lucy Hollier: Mostly Milk (2018) 

Toru Takemitsu: Voice (1971) 

Luciano Berio: Opus Zoo (1950) 

Kate Soper: Only the Words Themselves Mean What They Say (2011) 

Link to Recordings of this recital: 

https://www.dropbox.com/sh/8hf76robgg7w15y/AAA4c8v4pt7zLGdCrJp22dbFa?dl=0 
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Appendix 4: Glissando Headjoint Compositions 
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Appendix 5: Links to Recordings 

All recorded material, including improvisations, performances, and exercises, can be found at this 

link: https://www.dropbox.com/sh/gwxd4sptqn99gw9/AAAmHU2pCLIQJqlFqJSG9DgXa?d l=0 

Composer–performer works for this project

Lucy Hollier

Mostly Milk (2018) 

https://www.dropbox.com/s/8f45bf9brjgm4fr/HOLLIER%20Mostly%20Milk.mp4?dl=0 

Cory Ryan

A rustling in the leaves drives them away (2019) 

https://www.dropbox.com/s/4n16s5de9y3x01l/ELIZA%20EXTRAS%E2%80%94Cory 

%20Ryan%20piece%20%28FX%29%20v2.mp3?dl=0  

John Shephard 

Revenant (2019)  

https://www.dropbox.com/s/vhzykamale495eh/SHEPHARD%20-%20Revenant.mp3?dl = 

Vederé (2019)  

https://www.dropbox.com/s/ij2hjchl7d7itto/Veder%C3%A9.mp3?dl=0  

Exercise 1310 (2019) 

https://www.dropbox.com/s/cpt9xzyvk5yb6vy/ELIZA%20EXTRAS%E2%80%941310 

%20v2.mp3?dl=0  

Exercise 1311 (2019) 

https://www.dropbox.com/s/ze8o2xe3shl25yk/ELIZA%20EXTRAS%E2%80%941311. mp3?dl=0 

Exercise 1312 (2019) 

https://www.dropbox.com/s/e6bx7bda92maw3k/ELIZA%20EXTRAS%E2%80%94131 

2.mp3?dl=0

Exercise 04020 (2019)

https://www.dropbox.com/s/v41janmfvcysa3r/ELIZA%20EXTRAS%E2%80%9404020 .mp3?dl=0
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Exercise 02020 (2019) 

https://www.dropbox.com/s/egwgp14khuki20d/ELIZA%20EXTRAS%E2%80%940202 

0.mp3?dl=0

Kezia Yap

Untitled (2018) 

https://www.dropbox.com/s/s2ivhvogkz430o4/ELIZA%20EXTRAS%E2%80%94Kezia 

%27s%20Piece.mp3?dl=0  
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Appendix 6: Scores 

Lucy Hollier – Mostly Milk (2018) 
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Cory Ryan – A rustling in the leaves drives them away (2019) 
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John Shephard – Revenant (2019) 
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John Shephard – Vederé (2019) 
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John Shephard – Exercise 1310, 1311, 1312, 2020 (draft) (2019) 
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John Shephard – Exercise 04020 (2019) 
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John Shephard – Exercise 04021 (2019) 

John Shephard – Exercise 02020 (2019) 
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John Shephard – Exercise 03020 (2019) 
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Kezia Yap – Untitled (2018) 
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Appendix 7: Informational Videos 

Glissando Headjoint Wobbling and Slide Difficulties: 

https://www.youtube.com/watch?v=YGyTTreGgLc 

Glissando Headjoint Quick Introduction: https://www.youtube.com/watch?v=cpLQz--pza0 

Glissando Headjoint Extended Introduction: https://www.youtube.com/watch?v=1L8iskebbZA 

https://www.youtube.com/watch?v=YGyTTreGgLc
https://www.youtube.com/watch?v=cpLQz--pza0
https://www.youtube.com/watch?v=1L8iskebbZA


Appendix 8: Ethics Documentation 

Composer

The Extension of an Expanding World: Mastering the Glissando Headjoint® 
INFORMATION SHEET 

Why is the research being conducted? 

This is part of a Masters of Music Research project involving the Glissando Headjoint®. 
The Glissando Headjoint®  was introduced in 2003, however research has not 
flourished surrounding it since it’s conception. The research is being conducted so 
information surrounding the Glissando Headjoint® can be expanded. Minimal 
information is available surrounding the Glissando Headjoint®, so this project aims to 
broaden the known information, create a series of exercises to better workshop the 
physicality of playing the Glissando Headjoint®, and to understand any physical 
challenges that the Glissando Headjoint® might present. 

The research on the Glissando Headjoint® is minimal, and is primarily focused on the 
mechanics of the instrument. This study is taking a closer look at composition side of the 
Glissando Headjoint®, and is delving into how to encourage composers to write more 
works for it that are accessible, therefore encouraging to other potential Glissando 
Headjoint® players to attempt.  

Information surrounding the posture of the Glissando Headjoint®, which is altered to 
that of the flute, will also be gathered both through my own personal practice, as well as 
through investigation with music physiologist specialist Bronwen Ackermann.   Robert 
Dick, creator of the Glissando Headjoint®, will also be contacted to comment on the 
development of the Glissando Headjoint® as a whole. 

Who is conducting the 
research

Diana Tolmie  - Chief Investigator 
Email: d.tolmie@griffith.edu.au 

Vanessa Tomlinson 
Eliza Shephard – Student Researcher 
Griffith University 
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What you will be asked to do 

Throughout this project you will be asked to compose one or more 30-60 seconds 
musical pieces for the Glissando Headjoint® with the purpose of the pieces being to 
stimulate and train skills on the Headjoint. The basis by which participants will be 
selected or screened 

The research participants will be purposively selected according to their interest in 
new music, and creating a more diverse future for the Glissando Headjoint®. Official 
confirmation is yet to be acquired from each individual. The other participants are 
specific people related to the research: Robert Dick (New York City, USA), the creator 
of the Glissando Headjoint®, and musician physiologist specialist Bronwen 
Ackermann (Sydney, Australia).  

Each participant will receive a brief about their involvement in the project. The 
composers will receive information about the Glissando Headjoint® (basic 
mechanics, range of glissandi), and Bronwen and Robert will each be provided a list 
of questions prior to their interviews (which will be recorded and transcribed).  

The expected benefits of the research 

This research is anticipated to generate information surrounding the Glissando 
Headjoint® that has not been discussed in research yet. This project aims to broaden 
the current knowledge of the Headjoint, and to create a platform where the Glissando 
Headjoint® can be utilised in more contexts. 

Risks to you 

This project is a low-risk one, however any requests made by you will be openly 
discussed and the facts and transcriptions altered where required after cross-checking 
the relevant information. Your name will be included in the research unless otherwise 
requested. If you request any alterations to transcriptions or documentation, the 
particular section will be altered. The interviews and discussions will be recorded audibly 
and visually, as well as any documentation (emails, other forms of communication 
relevant to the research) will be documented. Throughout my research, you will have 
access to any sections that directly relate to your involvement. This will be accessible by 
myself emailing them a PDF document so that no information can be changed without 
my consent. At any point throughout the project, you may request alterations or 
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omissions to their responses or submissions to the research. You may also leave at any 
point throughout the project with no ramification to their personal or professional life. 

Your confidentiality 

The participant will have their name listed in the relevant section/s unless they do not 
wish to be identified, and there will be the option to have themselves de-identified 
throughout the research.  

Interviews that take place will be voice recorded and then transcribed. The works 
submitted by the composers will be recorded towards completion of the project by 
myself in a private recording space (ie. Not performed publicly). The composers will 
not be paid for their contributions, nor will the compositions be made public. The 
composers retain copyright over their works.  

In regards to research publication post completion, this document is aimed to be 
available to the general public to allow broadening of knowledge surrounding the 
Glissando Headjoint® via my webpage and/or social media.  

Your participation is voluntary 

Participation in this project is voluntary. If at any time the participant wishes to 
withdraw, they are free to do so. No risks or ramifications to personal and 
professional relationships with the chief investigators will come about from the 
decision to leave the project.  

Questions / further information 

Participants may contact other members of the research team if they wish to discuss 
involvement or any component of the research.  

The ethical conduct of this research 

Griffith University conducts research in accordance with the National Statement on 
Ethical Conduct in Human Research. If potential participants have any concerns or 
complaints about the ethical conduct of the research project they should contact the 
Manager, Research Ethics on 3735 4375 or research-ethics@griffith.edu.au.  

Feedback to you 

Throughout the project, all information directly relating to the participant will be 
available. Reports on their submissions will be frequent and in depth as required, and 
they may, if they wish, have a final copy of the Masters thesis upon completion.  

Privacy Statement – disclosure 
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The conduct of this research involves the collection, access and/or use of your 
identified personal information. As outlined elsewhere in this information sheet, your 
identified personal information may appear in the publications/reports arising from 
this research. This is occurring with your consent. Any additional personal information 
collected is confidential and will not be disclosed to third parties without your consent, 
except to meet government, legal or other regulatory authority requirements. A de-
identified copy of this data may be used for other research purposes including 
publishing openly (e.g. in an open access repository). However, your anonymity will 
at all times be safeguarded, except where you have consented otherwise. For further 
information consult the University’s Privacy Plan at http://www.griffith.edu.au/about-
griffith/plans- publications/griffith-university-privacy-plan or telephone (07) 3735 4375. 

Privacy Statement – disclosure - overseas 

The conduct of this research involves the collection, access and/or use of your 
identified personal information. As outlined elsewhere in this information sheet, your 
identified personal information may appear in the publications/reports arising from 
this research that may be available to overseas recipients. This is occurring with your 
consent. Any additional personal information collected is confidential and will not be 
disclosed to third parties without your consent, except to meet government, legal or 
other regulatory authority requirements. A de-identified copy of this data may be used 
for other research purposes including publishing openly (e.g. in an open access 
repository). However, your anonymity will at all times be safeguarded, except where 
you have consented otherwise. For further information consult the University’s 
Privacy Plan at http://www.griffith.edu.au/about-griffith/plans-publications/griffith-
university-privacy-plan or telephone (07) 3735 4375.  
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The Extension of an Expanding World: Mastering the Glissando Headjoint® 
CONSENT FORM 

By signing below, I confirm that I have read and understood the information 
package and in particular: 

• I understand that my involvement in this research will include the composition of 
one or more brief works for the Glissando Headjoint® to be completed by the 1st of 
November, 2018; 

• I understand that the research may include photography/audio recording/audio-
visual recording of my participation; 

• I have had any questions answered to my satisfaction; 

• I understand the risks involved; 

• I understand that there will be no direct benefit to me from my participation in this 
research; 

• I understand that my participation in this research is voluntary; 

• I understand that if I have any additional questions I can contact the research 
team; 

• I understand that I am free to withdraw at any time, without explanation or penalty; 

• I understand that I may be identified or identifiable in publications or presentations 
resulting from this research; 

• I understand that I can contact the Manager, Research Ethics, at Griffith University 
Human Research Ethics Committee on 3735 4375 (or research-
ethics@griffith.edu.au) if I have any concerns about the ethical conduct of the 
project; and 

• I agree to participate in the project. 

Research Team Diana Tolmie  - Chief Investigator 
Email: d.tolmie@griffith.edu.au 

Vanessa Tomlinson 
Eliza Shephard – Student Researcher 
Griffith University 
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 I agree to participate in the project. 
 I consent to the inclusion of my personal information in publications or 
presentations resulting from this research. 
 I consent to the inclusion of my recorded voice or image in publications or 
presentations resulting from this research. 

Name

Signature

Date
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