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ABSTRACT 

 

In this thesis, Janis Cook explores ways in which the thoughtful curation of a chamber 

concert can enhance the reception of the musical repertoire. This avenue of research has 

evolved from questioning why performances of musical artworks which reflect a 

significant portion of Australia’s cultural inheritance attract only a niche and arguably 

diminishing audience.  

The author establishes points of view which emphasise the deep cultural connections 

inherent in music, embrace the social aspect of performance, eschew the division of the 

expressive realm of the arts into discrete categories, and consider the role of music in 

the current metamodernist milieu. A scan of historical and current performance practice 

precedes a discussion of the power of curation as a tool of communication. 

As primary research projects, three chamber-music events apply concepts from 

narrative theory, the philosophy of experiential time, and the general field of arts 

curation. Around these curated performances, para-curatorial approaches experiment 

with the distribution of printed programmes after the performance, and a Pay-What-

You-Want business model. The methodology consists of the design and execution of the 

performances as curations, analysis of informal and ethics-approved feedback about the 

curations, and exegesis mapped by recordings of the curated performances and the 

overall artistic journey. Many musical examples and video links exemplify the 

curatorial outcomes.  

 

A fourth and supplementary project points to the future of the performing arts in an 

increasingly online world. It suggests new ways of adapting the power of curation to 

suit digital formats, rather than mere live-streamed or pre-recorded onstage 

performances, by utilising the infrastructure already in place which serves the music 

industry at large.  

Janis Cook addresses the place of chamber music in contemporary society, the role of 

performing artists as art performers, and the imperative for chamber players to 

contribute to current culture. The study reveals strong arguments for thoughtfully 

designing an audience’s chamber concert experience and identifies avenues for further 

research. 
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Chapter 1 - INTRODUCTION  

The ultimate business of performance is communication. This research explores ways of 

maximising such communication, when constructing a concert, by viewing 

programming and presentation from the perspective of a curator. It aims to identify 

avenues for crafting and integrating the contextual aspects of chamber music 

performance to increase the levels of engagement, inclusivity and meaning for an 

audience. 

 

More than a conservator of artworks, the contemporary curator is a designer of 

experiences. Just as the curation of visual-art can affect the reception of the objects in an 

exhibition, or a well-known play can gain contemporary relevance through a new 

production, the repertoire in a concert can be framed within thoughtful contexts to guide 

and enhance the experience of the audience. A range of curatorial methods more 

commonly used in areas of the arts such as visual exhibitions, theatrical productions, 

and films could apply to chamber music events. Moreover, this research proposes that 

through curation, heightened levels of stimulation and thought can surround the music.  

 

1.1 What is chamber music? 

Definitions of chamber music have shifted over centuries as it has moved from the 

domestic setting for private enjoyment to the public space for a paying audience. While 

many performances centre on the historical canon of Western Art Music - string 

quartets and piano trios, for example - contemporary concerts often include solo 

instrumental works and sometimes, cross-genre repertoire (Bashford, 2001).  

 

Whether centuries-old or recently manifested, the compositions express ideas that 

illuminate the influences of their time - the contemporary politics, philosophies, 

customs and technologies  –  and, in my view, so do the performances. 

 

1.2 Cook & Co 

Collaborative musicianship was my dream from the early teen years. This desire led to 

playing for musical theatre, touring with the national ballet company, accompanying 

choirs, and regular engagements as principal keyboard artist with leading orchestras. 
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Together with various small concerts and community theatre, these activities have 

shaped my perceptions of performance.  

 

In 2008 I established a chamber music concept called Cook & Co to explore my ideas 

about performing music. These concerts respond to influences and opportunities as they 

arise, with me, a pianist, as the only constant. Producing and programming numerous 

events have involved a wide range of music and musicians. Because I believe input 

from parallel realms of artistic expression enriches the musical experience for the 

audience, often I have integrated actors, dancers or visual artists into the scenarios. This 

thesis, ‘In the moment: Curating chamber music performance,’ utilises my Cook & Co. 

chamber practice as a tool for artistic research. It builds upon my approaches to concert 

formatting, which have been evolving over a substantial period.  

 

1.3 Research question and thesis format 

 

My primary research question is: how can chamber music performance be curated in 

ways that heighten the listening experience for the audience. The supplementary 

question is: how can the para-curatorial approaches to such performance, the matters 

surrounding the event, be designed to extend the cultural benefits.  

 

A central part of this research will be three live performances as case studies that 

address these questions; events designed with consideration of narrative theory, the 

cultural role of music, contemporary philosophy, trends in general curatorial practice, 

and the nature of time. Chapters 5-7 will examine each of these three concert programs, 

including all contextual information with regards to venue, performers, rehearsal and 

audience. Chapter 8 will explore re-creating the third program in a new format. Chapter 

9 will analyse the two Melbourne performances in the light of informal audience 

feedback and ethics-approved critiques, and offer further evaluation and reflection from 

the performer/researcher.   

 

The thesis consists of recordings of the performances as curations, ethics-approved 

critiques, informal audience responses and this contextual exegesis. Throughout the text 

are numerous images, musical examples, and links to recordings from the research 

projects. The back matter includes a reference list and appendices of related material. It 

is recommended the reader engage with the multiple modalities by following each 

digital link to performance as it occurs in this document. 
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1.4 Scope 

The research projects derive from a synthesis of cultural elements which reflect the 

milieu in which they originate - contemporary, multi-cultural Australia. Although these 

events primarily utilise art-music from Western culture, ultimately the applied 

principles of curation are neither regional nor limited to particular genres of repertoire.  
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Chapter 2 – STATE OF PLAY 

The practice of Cook & Co. is to present chamber music through a contemporary lens – 

to retell, reframe, and recreate with a consideration of the current political, economic 

and social milieu. This chapter examines the situation of new-Millennial performance 

regarding academic discourse, historical precedence and cultural practice. 

 

2.1 Some pertinent literature 

In the West, numerous perspectives examine the performance and reception of music 

conceived or perceived as art and its place within the expression of culture. The late 

Christopher Small (1998) observed that live performance is a collaborative process of 

communication involving the roles of composer, performer and listener. Claiming that 

all present are involved, Small dubbed the collective participants, ‘musickers’ (p. 4). 

Nicholas Cook (2013) writes of music being in the performance, not the text. He 

underscores the vital and influential role of the performer as the captain of the 

performance ship, emphasising the importance of appreciating historical material in a 

present context, as a unique and contemporary interpretation (Cook, 2001). Alex Ross 

(2010) agrees: ‘The best kind of classical performance is not a retreat into the past but 

an intensification of the present’ (p. 18). Critical of hierarchical attitudes towards music 

(Ross, 2004), he has frequently applauded innovative concert programming (Ross, 

2008). Such comments from leading cultural commentators point to a need to consider 

how chamber music performance is conceived and presented for a contemporary 

audience. 

 

2.2 Cultural inheritance 

In analysing the musical practices of past societies, cultural historian William Weber 

argues that a rise of the bourgeoisie stemming from the industrial revolution pushed 

music performance into a new role; that it became increasingly removed from the fabric 

of society and more a symbol of social standing (Weber, 2001). In the case of chamber 

music, what had been primarily domestic ‘Hausmusik’ in the eighteenth century and 

much of the nineteenth century moved onto the concert stage by the late 1900s. 

Moreover, the musical content of these public events became progressively more 

conservative. Weber (2015) describes the years 1914-1945 as a period of ossification of 

a canonical repertoire. Research by Mark Gotham (2014) in the United Kingdom found 
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that ‘certain programming strategies have been employed throughout the modern epoch 

of public concert giving, a period which appears to emerge in the mid-nineteenth 

century…. It is remarkable how similar certain forms of concert programme in the late 

nineteenth century were to their modern equivalents’ (p. 295). Just such a model of 

compartmentalised mono-media performance dominated by compositions of 

comfortably established historical merit lingers in contemporary Australia, especially in 

the strata of musical events at a community level.  Examples include the recent concert 

advertisements of the Brisbane Symphony (2020), including a loose compilation of 

Romantic repertoire in the standard overture, concerto and symphony format titled Joys 

and Sorrows; and the Lyrebird Music Society (2019), formerly the British Music 

Society, with events such as Testament, mainly constituted by Mozart and Debussy 

string quartets.  

 

In curating chamber music performance, one does not wish to throw the baby out with 

the bathwater but rather to embrace the well-loved canon of Western art music within 

innovative programming and presentation. These historical works, such as Schubert 

lieder, Bach cello suites and Brahms piano trios, have meaning and relevance in the 

twenty-first century, despite coming from political, economic and social settings far 

removed from our times.  

 

Consider the tangible historical artefacts our society popularly reveres. Blockbuster 

touring exhibitions such as Van Gogh and the Seasons, for example, generate long 

queues at major art galleries (Francis, 2017). A less material inheritance is our legacy of 

ancient myths and legends. Popular reiterations of these cultural memes are rife in many 

areas of artistic expression; examples include the Lord of the Rings cinematic trilogy 

(ABC News, 2004), the musical Wicked (Pinnock, 2019), and the recent production of 

the ballet Sylvia (Parris, 2019). Curators of chamber music events could examine the 

appeal of such events. There is a perceived cultural resonance in play, an expectation of 

rich cultural experience.  

 

2.3 Cultural shifts and metamodernism 

According to researchers Vermeulen and van den Akker (2010), a proliferation of story, 

myth and historical reconstruction is emerging in Western culture, providing a range of 

alternative and parallel worlds for a society seeking to meet the challenges of the 

contemporary world. Vermeulen and van den Akker coined the term metamodernism to 
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describe their perception of a societal yearning for meaning; a rising pluralism and 

inclusivism resulting from an oscillation between the idealism of modernism and the 

postmodern deconstruction of those ideals. More recently, in his podcast Metamodern 

values explained (2018), Dr Daniel P Görtz claimed that this period is just beginning, 

describing it as ‘A progress of perspective, a progress of the soul, a progress of human 

emotional and personal development.’ Art and art performance, as forms of cultural 

expression, reflect, refract and react to such philosophical trends in society.  

 

2.4 Academic research 

As artistic research gains traction in tertiary institutions, there is evidence that 

performance programming and presentation are under increasing scrutiny. However, 

few recent theses have explored the processes of formatting and contextualising 

chamber music, and most of these concentrated on a repertoire of recent origin - the 

musicians applying contemporary methods to contemporary compositions. For example, 

William Dutta (2018) explored aspects of context, including lighting and proximity, 

during the performance of his musical works. Vanessa Tomlinson (2000), a 

percussionist and academic, found methods of creating meta-compositions through 

juxtaposing contrasting works or by threading pieces together with musical connectors 

to form a new continuous work. Alexander Wilson (2017) argued that chamber 

musicians who are willing to embrace modes of expression beyond traditional styles of 

performance will be more successful.  

 

2.5 Innovative trends 

There are some examples of recent chamber music performance which reflect the 

shifting role of the performing arts in the retelling, reframing, and recreating of our 

cultural heritage. The Australian Chamber Orchestra (2017) collaborated with a 

cinematographer for Mountain. The Firebird Trio’s Dark Beethoven event recreated the 

candlelit setting of the early 1800s, placing the audience within the context (Firebird 

Trio, 2018). The Parlour’s chamber concert Reminiscence: Liszt and Love used an 

original script and two actors to bring the circumstances of the music’s creation to life 

(The Parlour, 2018). By presenting the repertoire in new ways, these performances 

employed elements from theatrical traditions, narrative theory and visual curatorial 

practice to inform and enhance musical meaning. 
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The next chapter explores the potential of curation to generate a metanarrative which 

feeds back into the reception of music. As Goetz Richter stated in his lecture The 

philosophy of music (2019), ‘It’s not so much in what it [music] is but in what the 

human being does with it, how we engage and how we make it part of our world.’  
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Chapter 3 – THE POWER OF CURATION  

Whether one is dancing, singing, playing, or simply watching and listening, music is 

undeniably a sensory experience. Just as a curator of a visual-art exhibition can design 

how visitors experience the artworks, without changing the artworks themselves, a 

curator of a musical performance can design how the repertoire is revealed to the 

audience, without altering the intrinsic qualities of each composition. Both scenarios, 

wandering through an exhibition and attending a performance, are not only sensory 

occasions, but they are temporal events involving anticipation and memory. 

 

3.1 Curating time 

Without anticipation and memory, we deprive our senses of meaning. It is the memory 

of sensory experiences, of how it feels to be in the world, which provides the frame of 

reference for each moment of our consciousness. Conversely, it is anticipation which 

reflects upon remembered experiences and predicts future possibilities. The 

philosophical physicist, Carlo Rovelli (2018) argues that to the human being, time exists 

in the perception of the moment: ‘And hence this is what time is: it is entirely in the 

present, in our minds, as memory and anticipation’ (p. 158).  

Despite its measurable duration, a musical work is an entirety of contiguous meaning 

(Monelle, 2014). In the words of the French anthropologist Claude Lévi-Strauss (1978), 

‘Music transmutes the segment [of time] devoted to listening to it into a synchronic 

totality, enclosed within itself.’ When appreciating a musical performance, we are 

continually listening backwards while projecting forward. This idea of non-linear time, 

the simultaneous existence of things, is expounded in Edmund Husserl’s theory of 

phenomenology (Husserl, 1973).  

Experiential time, our awareness of time passing, has significant connotations for the 

management of time in a concert setting. Whether time flies or tediously drags for a 

member of the audience is influenced by the degree to which the curation is personally 

engaging and stimulating. In effectually curating time, layers and peripheries of context 

and meaning keep an optimum number of the audience in the moment. 
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3.2 Curation as story 

Anticipation and memory, Rovelli’s description of our perception of time, is the very 

stuff of story. We learn, from a young age, to follow the thread of a narrative in picture 

books, cartoons, and fairy tales, and to weave ourselves and our surroundings into the 

story: even a child’s drawing of self with family, the sun in the sky and the grass 

underfoot, implies a moment in time; a scene from the story of life, whether real or 

imagined (Figure 1).  

 

A wealth of academic literature on narrative theory examines our human affinity for 

telling and receiving stories. Moreover, according to Barbara Herrnstein Smith (1980), 

in the telling of a story the ‘narrative action may be accomplished …through gestures, 

the display of pictures, and various other non-linguistic modes and media’ (p. 231). 

Helen Noyes insightful book (2017), subtitled ‘Folklore’s grasp on social life,’ spends a 

chapter expounding the ways to use form and structure to manipulate the horizons of 

expectation of an audience. Curatorial techniques can animate the conscious and sub-

conscious expectations of an audience as they access previous knowledge to predict 

outcomes – arguably, an oscillation of anticipation and memory affecting experiential 

time. Purported by Smith as inducing cognitive play, such manipulation enables each 

member of the audience to internalise an experience more readily by creating a narrative 

from within that positions themselves at the centre of the story – that places them in the 

Figure 1 - Childlike drawing by Janis Cook 
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moment. In the words of Small (1998), ‘The listener is left to create his or her own 

spectacle within his mind’ (p. 154). The richness of these inner narratives is a measure 

of a curation’s success. 

 

3.3 Curation as context 

Among the many expositions of curatorial practice and theory in the arts, the high-

profile curator of the Serpentine Gallery in London, Hans Ulrich Obrist describes 

creating connections between art objects and people as junction-making, creating points 

of intersection and contact (Huyghe, 2018). The curatorial, Jean-Paul Martinon’s 

collection of essays from various sources, offers wide-ranging perspectives on methods 

of curation and areas of application (Martinon, 2013). Although focussing mainly on the 

curation of visual art, there is much food for thought in the concepts covered, including 

moments of exposure, the order of encounter, angle of viewing, proximity with other 

artworks - not necessarily in the same medium, and ambient sounds. 

Techniques used by the visual art world can be transferred to a musical performance, 

similarly, affecting the reception of the artworks, in this case, the compositions. For 

example, the arrangement of paintings in a gallery is akin to the order of repertoire in a 

concert. Juxtaposition, contrast, chronological manipulations, and thematic links are 

amongst the resources available to concert curators, experience designers guiding 

pathways of viewing and listening1.  

 

3.4 Curation as theatre 

Applying curatorial practices to the performing arts is not only frequent but often 

expected in the world of theatre, where significant works are frequently re-examined 

and reframed in the light of contemporary knowledge and trends. 

Fans of Wagner’s Ring Cycle tour the world, to see the most recent production, the 

newest interpretation, and the latest insights.  Neil Armfield’s 2016 version for Opera 

Australia gave us the giants Fafner and Fasolt as greedy property developers in sharp 

 
1 The composer Modest Mussorgsky effectively self-curated his composition Pictures at an Exhibition 

by inserting musical promenades which control the mood and time between the movements; and with 

great success. The number of arrangements of this work, including the famous Ravel orchestration, 

exceed 500. 
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suits and dark glasses, moving around the stage atop mobile work-platforms (Bastow, 

29 Nov 2016). This method of representing their characters circumvented the need to 

know already the plot and meaning or to have pre-read copious program notes. Those 

familiar with the operas could enjoy the wry new take, while those without prior 

knowledge could appreciate the giants’ towering presence, shady personalities and 

propensity for destruction.  

The Bell Shakespeare company website states that performing art was created to be 

lived and breathed (Bell Shakespeare, 2020). Furthermore: 

We believe that our greatest resource is our capacity to imagine and to transform: to 

picture a different world, to know that it can be one of our own making – and that we 

can be both its creator and a character within it. 

Radu Teampău (2018) describes twenty-first-century theatre and performance as 

moving beyond mere historical text to embrace a new performance text, performing art 

as performance art. ‘We are dealing with a theatre in which, besides the spoken word, 

the sound, the movements in space, the lights, the macro-actions and micro-

choreographies that weave a texture capable of englobing a plurality of meanings and 

signals, become significant’ (pp. 195,196). 

3.5 Summary and implications 

The power of curation is communication, often through multiple channels. As illustrated 

in this chapter, curation can manipulate the perceived flow of time, foster narrative 

threads, arrange artworks to illuminate similarities and contrasts, and utilise connections 

to contemporary cultural trends. These concepts are among the array of curatorial 

techniques observed in presenting a range of art forms, particularly visual art, theatre 

and literature.  

Similar curatorial approaches could stimulate and inform audience reception of chamber 

music performance. Creative presentations could enhance each member of an 

audience’s opportunities to synthesise new experiences with established concepts. Such 

generation of new meanings corresponds with a sense of engagement, of being in the 

moment. The following chapter outlines the design of research projects to apply these 

theories to chamber music performance.  
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Chapter 4 – PROJECT DESIGN  

A series of curated performances, rich in narrative suggestion, applied ideas discussed 

in the previous chapter.  Underpinning the selection of the musical content and 

decisions surrounding these events were four key philosophies outlined below.  Overall, 

aligning with a description of artistic research in an edX presentation by leading 

researcher Paolo de Assis (2019), the project design challenged ‘conventional 

definitions and compartmentations of artistic, social, and economic hierarchies’ (Section 

1.4.2).2  

 

4.1 Philosophical elements 

Of the four main philosophical views that underpinned the design of the projects, the 

first is that music connects us with deep cultural roots. Western Art Music is ‘normal 

human music, an ethnic music if you like’ (Small, 1998, p. 4). Larry Sitsky, in an interview 

with Patricia Shaw (1996), described music as exuding a primal force which grows 

from realms of ritual, religion, magic and mysticism. The perceived elements of 

melody, harmony, pulse and rhythm combine with aspects of timbre, texture, volume 

and structure in ways which resonate profoundly with cultural memes on many levels. 

That said, it is a significant consideration in the curation of chamber music performance for a 

multi-cultural society that these meanings can be elusive to persons steeped in cultures outside 

the provenance of the music. 

Secondly, although a pianist trained in the traditions of Western art-music, I consider all 

styles of music equally valid. As Ross (2010) observes of the various streams of 

composition, including, pop, rock and jazz, ‘All music becomes classical in the end’ (p. 

17). Through well-informed curation, music of various styles can each enrich the other 

in mixed-genre programs. 

Thirdly, music performance is a social act, a social contract, and the best musical 

performances empower all participants. In chamber music performance, the flow of 

energy circulating between the composers, performers and audience is a rich and 

complex affair (Small, 1998).  

 
2 This source is by enrolment, not freely available. 
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Fourthly, synthesising our collective histories is a way of moving culture forward. Film 

blogger Jonathan Parker (2013) puts it succinctly:  

In the post-postmodern world we ostensibly live in now, metamodernism could well 

become the artistic norm. Metamodernism is the fusion of aspects of modernist art with 

postmodernist art in the new, digital millennium. It is driven by dichotomies.  

Such a view resonates with the capacity of art to hold several truths simultaneously, 

often expressing the inexpressible. Through musicking, human beings have the power to 

explore contradictions and paradoxes (Small, 1998).  

4.2 Research events 

The focal points of this study are three Cook & Co. chamber music events. Although 

differing widely in their thematic backbones, performance concepts and musical 

repertoire, each curation flows in a continuous flux of aural and visual information.  

1. JUNE 25, 2019, Ian Hanger Recital Hall, QCGU, Brisbane: Aaron, Alex, Lenny

and Benny (Sungpil Lee clarinet, Janis Cook piano, Hugh Tidy percussion)

2. SEPTEMBER 12, 2019, David Williamson Theatre, Prahran: Sarnia Dreaming

(Andrew Macleod flute, Brock Imison bassoon, Janis Cook piano)

3. OCTOBER 17, 2019, David Williamson Theatre, Prahran: Moonscape (Rada

Tochalna soprano, Jeffery McGann horn, Janis Cook piano)

4.3 Programmes 

Where there is curation, there is para-curation: the matters surrounding an event. This 

management of conditions - the deliberate choices, the weighing-up of options, and the 

solving of unforeseen problems - exerts influence on outcomes.  

Early on, I decided the ubiquitous printed programme could be counter-productive to 

the ambitions of my curations by limiting an audience’s horizons of expectation. 

Concert organisers provide programmes to explain performances, often prescribing 

meaning before any meaning is generated. In the words of Nicholas Cook (2001) 

‘Language, in short, marginalises performance’ (para. 2). Moreover, an upfront 

programme can be an inhibitive behavioural guide, a social censor – There is another 
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movement: don’t clap now! It can spoil the plot by providing an order of events - Three 

more pieces then I can leave. Oh no! What if there’s an encore?  

To heighten the experience of this social contract, I wished to keep the audience 

mindful and curious; continually evaluating and processing the performance, making 

connections, and creating meaning. For this reason, a printed programme was 

distributed immediately after the performance, not beforehand.  It supplied the titles of 

the pieces, the biographies of the performers, acknowledgements, and practical 

information such as contact details and forthcoming events, but not an explanation or 

interpretation of the curation (Figure 2). 

(Appendix III contains the complete programmes.) 

4.4 Business model 

Each curation was designed as an unfolding experience for the audience rather than an 

expected order of events. Few details of the concerts were to be revealed in advance. A 

challenge born of this approach is that when the potential audience does not know what 

is in store, they may be reluctant to purchase tickets. This prompted a search for an 

alternative financial model to the traditional, fixed-price, pre-concert admission.  

For the Melbourne events, I chose the rapidly emerging pricing concept Pay-What-You-

Want (PWYW). This payment method is evident in numerous social and aesthetic 

enterprises around the world; a cohort including yoga studios, music albums and 

restaurants (Morkes, 2018). PWYW confers the responsibility of assigning the 

Figure 2 - Programmes
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monetary worth of a product (the performance) to the consumers (the audience). Each 

person pays an amount of their choosing, usually after consuming the product. In 

theory, it caters for any level of contribution, from the Biblical widow’s mite to a 

benevolent patron’s generosity, and everything in between. 

Ploum (2013) described this business model as a potential win-win for both the artists 

and the audience. However, potential notwithstanding, trialling this method created an 

element of risk which required a leap of faith and a modicum of trust in humanity. 

Nevertheless, it afforded integrity to the performers, because they ‘literally’ earned their 

living, and agency to the audience, who always ‘get what they paid for.’  

4.5 Promotion 

The advertising of the events emphasised themes and performers, plus practical, artistic 

and financial accessibility. In this, there are similarities with the promotion of cinema: a 

title, a director or actor/s with a popular following, and a trailer, but not a detailed 

synopsis of the plot. They are experiential events designed and curated to unfold in a 

calculated manner. That said, at least one of the advertised components must encourage 

audience attendance by instilling expectations. 

The distribution of flyers in postcard format is an established Cook & Co practice. 

Flip’d became the moniker for my 2019 Melbourne series, reflecting that I had turned 

the traditional chamber music event upside down; the exchanges of both the programme 

and payment were after the performance. For ‘Flip’d,’ I distributed double-sided 

postcards: Sarnia Dreaming on one side and Moonscape on the flipside.  

Other promotional devices were the Cook & Co website, Facebook page and mailing 

list: disseminating information of forthcoming events, performer profiles and sample 

soundbites. A cache of journalists and reviewers received media releases (Figure 3). 

4.6 Technical matters 

The Brisbane and Melbourne venues had in place audio-visual equipment, theatrical 

lighting grids and house technicians. Recordings of all three performances were in both 

video and sound. In Melbourne, I used contacts in my professional network to source 

and hire recording engineers, a photographer/videographer, and a piano-tuner.  
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Figure 3 - Media release
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4.7 Structure of events 

The Brisbane performance was a sponsored self-contained event, presented in a venue 

with a well-appointed and shared foyer.  In contrast, the Melbourne events had an 

extended structure of four-parts: 

Prologue: From ‘doors open’ at 7:00 pm, the audience was encouraged to mix and 

mingle in the foyer, recognising other concert-goers and greeting friends; a period of 

transition from the cares of the day toward anticipation of the performance to come.  

Performance: This was a continuous format, with neither an interval nor an upfront 

printed programme, commencing at 7:30 pm. 

Transition: Around 8:45 pm, the audience returned to the foyer, receiving on the way 

the printed programme; it listed the compositions performed, explained payment 

methods, and invited informal feedback via the suggestion box, or in person.  

Epilogue: The main focus was a ‘meet and greet’ over wine, cheese; a mingling of the 

musickers, which was an essential ingredient of the evening. The intention was a period 

of lively dissemination of responses and ideas, and a time of shared humanity extending 

from the performance. At the periphery of the foyer space, pens, notepaper and 

envelopes invited anonymous comments and payment. A mailing list was nearby for 

persons to register to receive emails from Cook & Co (Figure 4). 

Figure 4 - Feedback, payment and registration materials



Image removed
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Nevertheless, although stemming from primarily qualitative rather than quantitative 

data, the research stages loosely followed those expounded in recent epistemological 

theory as illustrated by Figure 5 (Liew, 2013). The steps included collecting and 

collating the results, analysing the expected and unexpected outcomes, evaluating the 

decision-making processes and the achievement of objectives, and extracting value from 

these reflections to inform the curation of future projects. 

The next three chapters will examine in detail the processes involved in constructing 

each of the case studies. 
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Chapter 5 – AARON, ALEX, LENNY & BENNY 

This chapter will look in detail at the first of three curated performances, Aaron, Alex, 

Lenny & Benny, presented at the Queensland Conservatorium Griffith University in 

June 2019. 

 

5.1 Repertoire 

 

5.2 Background 

Aaron, Alex, Lenny & Benny (AALB) served as a prototype, a proto-curation if you 

will. Despite more than a decade of Cook & Co performances, this was also the first 

concert I had presented without an upfront printed programme. The intent was to curate 

an event which was meaningful and engaging on its own merits, using internal narrative 

and external contextual elements to enhance and inform the repertoire. 

Composer Alex North is famous for the film scores of The Misfits, A streetcar named 

Desire, and many other Hollywood classics. Investigating North’s output of concert 

Figure 6 – Repertoire list from the printed programme 
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music for possible inclusion in a performance titled MAP 3: The other side of 

Hollywood,4a mention of his concerto Revue for Clarinet written for Benny Goodman 

was intriguing. However, tracing the sheet music for this composition proved difficult; 

detective work ensued. Eventually, the clarinettist located a rare piano reduction of 

Revue in the University of Melbourne archives. Having arranged an appointment, I duly 

signed into a remote corner-room of the Baillieu Library to photograph each page of the 

score, turning the pages gingerly, wearing white cotton gloves. 

Because we were unable to locate a recording, the score of Revue needed a great deal of 

thoughtful interpretation - Is this bit swung? Should the tempo of this passage return to 

the speed on page x? Does this time signature imply double-time? My colleague and I 

discussed the stylistic similarities to more familiar repertoire such as Aaron Copland’s 

Clarinet Concerto, also written for Benny Goodman, and parts of West Side Story, 

composed by Leonard Bernstein. Bernstein had conducted Goodman for both the 

Copland and North concertos. Indeed, North’s concerto Revue for Clarinet premiered, 

under the baton of Leonard Bernstein, with Benny Goodman and the New York City 

Symphony in 1946 (Alex North, 1991).   

 

5.3 Brainstorming 

Discovering many stylistic intersections between North, Copland and Bernstein was the 

genesis of the AALB program. The curation would be an exploration of the cross-

pollination evident in their compositions, pieces by Copland and Bernstein juxtaposed 

within and around the three Revue movements.  

Percussion became an obvious addition when I found Bernstein’s Prelude, Fugue and 

Riffs for Clarinet, Piano and Percussion. We could use the drum kit, which certainly 

would have been an integral part of the Revue’s orchestration, to enhance various 

sections of music. It could underscore punchy accents, implied crescendo chords 

(impossible on the piano without a tremolo), march-like militaristic passages, jazzy 

swing rhythms, and selected repeated motifs. Percussion also proved a useful tool for 

threading some segments together by linking ideas or shifting the mood without fussy 

harmonic inserts.  

 
4 The Cook & Co. MAP series of three programs was performed in 2018 at Flockhart Hall, Camberwell. 
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I knew that Bernstein and Copland shared a Jewish background. Further research 

revealed that in addition to their professional connections, all four of my protagonists 

were first-generation Americans born of Eastern European Jewish immigrants who 

arrived at Ellis Island, New York circa 1900. Subsequent searches uncovered historical 

film footage depicting the disembarkation of immigrants at Ellis Island in 1903. This 

film clip was used as contextual material to emphasise the cultural connections of the 

composers and the shared provenance of some stylistic elements.  

The program already included a visual component. I had previously discovered a film 

clip from a US WWII propaganda film, North Star while entering the terms ‘North’ and 

‘music’ into a search engine. As it turned out, this clip was unrelated to Alex North; 

however, the soundtrack was composed by none other than Aaron Copland. I decided to 

use this film clip - unlike the Ellis Island clip, it had sound – as a device to introduce the 

stage-presence of the clarinettist. It also provided an opportunity to point to connections 

between Eastern European folk music, traditional Jewish Klezmer musical style and 

related jazz idioms which surface in Revue; North had studied composition with 

Copland (Alex North, 1991).  

Many hours ensued at the piano and on computer software: writing, adapting, 

transcribing, transposing and arranging music; these processes permeated each of the 

curations in this study. My initial trepidation at illuminating particular facets of a score 

by slicing into movements or creating transition passages was tempered by finding 

scholarly discourse about past and contemporary performance practices.  

According to Weitz (2018), in early nineteenth-century performance practice in 

France: ‘A work…was never permanently finished, but reached one temporary state 

of completeness during performance’ (p. 115). Of the late-Romantic era, Larry Sitsky 

stated, ‘The same pieces played today by our text-conscious performers appear to be 

“dead” and uninteresting. So it's the performing tradition that comes from Rubinstein 

that interested me and whether the tradition could be re-used’ (Shaw, 1996, p. 29). 

As a classically-trained performer, I found it liberating to brush away the dust and 

cobwebs, the accrued cultural baggage, to view historical artefacts in a contemporary 

light. I and many others feel there is room for an interpretative license in response to a 

performance setting and an artistic goal. As described by Daniel Leech-Wilkinson 

(2020), ‘There is no “actual” music or music “itself.” There are scores, and there are 

(real or imagined) performances starting from them that create musical experiences. 
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Whatever sense one has of a musical composition emerges from, and may later be a 

residue of, those experiences.’ 

5.4 Performers and rehearsals 

My colleagues for this concert, clarinettist Dr Sungpil Lee and percussionist Hugh Tidy 

had played together previously in various ensembles. I had worked with each 

individually, many times, within and without Cook & Co but our trio collaboration was 

new. They were young, enthusiastic and talented musicians; responsive to my ideas, but 

also, as we workshopped in my studio, enthusiastically creative.  

Sungpil and I, having performed the North the previous year, spent several sessions 

revising our previous interpretation and refining the technical passages. We also 

explored the folk and Klezmer influences, workshopping a quasi-improvised transition 

to use in the performance. 

Squashing a borrowed drum kit into a corner of my studio, Hugh and I spent several 

loud sessions experimenting with drum kit patterns and percussion sounds to match the 

particular feel I was after for various passages. The percussion parts for two of the four 

Bernstein inserts, Riffs and Cool, were already primarily notated.  

In trio rehearsals, we pooled our interpretive ideas and tackled ensemble issues. The 

latter included a wide range of considerations: Who would lead at crucial junctures? 

Whose page turn needed more time? Who was setting the tempo? When should the 

clarinettist move? Pencils flying, we noted the musical and choreographic details, then 

we separated for a few days until meeting in Brisbane for a final rehearsal and the 

performance.  

5.5 Venue and staging 

Of the selection of venues offered by the Queensland Conservatorium, the Ian Hanger 

Recital Hall possessed the desired theatrical attributes: facilities for the contextual 

elements which I hoped would enhance and inform the repertoire. The stage was set 

with three performance stations, spaced out downstage, and a projection screen on the 

rear wall (Figure 7). 
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We dressed in black, like pit musicians, and sconces lit our scores. The colourful 

characters were Aaron (blue), Alex (green), Lenny (red) and Benny (yellow).  My idea 

was that a wash of blue, red, or green colour would light the stage according to the 

composition in play, a subtle code the audience might gradually decipher in the course 

of the performance, changing as the music morphed through the repertoire in a 

continuum. Representing yellow was the warm spotlight on the clarinettist, our ‘Benny.’ 

Various emails with the manager and in-house technicians of the Queensland 

Conservatorium, 2,500 kilometres north of Melbourne, touched upon technical 

requirements, and I had prepared marked scores for the staff of the lighting and 

projection desks.  Even so, during the time allotted to my project for set up, rehearsal 

and a 'tech’ run on the performance day, I was required to make last-minute production 

decisions. My thoughts of coloured lighting from above proved problematic and 

unsightly; however, these were vital elements of the project, locked into the PowerPoint 

slides. Brilliant problem-solving and expertise from the staff ensued; there would be a 

colour wash lighting the floor between the musicians and the back wall, lit from the 

sides.  

Figure 7 - AALB stage plan 
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5.6 Narrative elements 

This performance was a story of the intersecting lives of four iconic musicians. The 

chronology of the compositions was not linear, but narratives do not need to go in a 

straight line and usually do not do so, despite how they might seem. Our brains leap 

forward and backwards in time, looking to arrange objects in satisfactory order. As 

described by Smith (1980), ‘As part of the process of a listener’s engagement with any 

narrative, he will usually attempt to construe some chronology of events’ (p. 230). For a 

simple example, in a children’s story, a phrase such as Betty sat on a swing and 

inspected the contents of her lunch box implies that someone packed this lunch at an 

earlier time and that Betty, whose given name is probably Elizabeth, is a student who 

has been at school for several hours.  

The narrative device of fractured chronology is applied, with varying degrees of 

subtlety and sophistication, in many art forms, frequently occurring in books and 

cinema as flashbacks, jumps forward, prequels and sequels. Some stories start with the 

end and proceed to explain how events ended up there. A musical example springs to 

mind: a morning concert by the Firebird Trio (Camberwell Music Society, 2018). The 

program began with a short contemporary composition inspired by a theme from within 

a well-known piano trio. It was reasonably listenable but challenging to appreciate. 

Next, the piano trio was played, from whence the previous thematic material had come. 

Then, a surprise; the first piece was played again, but now it held much more meaning 

for the audience. Like a story which starts with the end, the journey arrived at the 

beginning. The idea of bookends and the idea of the end as the beginning are narrative 

concepts which will be explored further in Moonscape, my third research event.  

AALB was designed for performance in a conservatorium of music and aimed at a 

primarily musically literate audience, so I deliberately approached the program as a 

puzzle to be solved; an unfolding which would continually stimulate the visual and 

aural perceptions of the audience. The curation was a process of juxtaposition; adjacent 

pieces informing each other through similarities and contrasts. The graphic 

representation shows the proportion and composer of each segment, the yellow 

indicating the role of the clarinet and the green representing the Revue (Figure 8). 
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5.7 Curated details 

It was crucial to establish a strong sense of musical dominion, a single point of focus, 

before introducing contextual elements. Copland’s Introduction to his Piano Fantasy 

filled the bill admirably. The screen remained blank until the score’s poignant cantabile 

motif at Twice as slow, un poco rubato marked the commencement of a silent film 

depicting immigrants arriving at the Ellis Island processing centre. This archival footage 

Figure 8 - AALB graphic representation
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pointed to the common background of Aaron Copland, Alex North, Leonard Bernstein 

and Benny Goodman. A surtitle explained: 

Millions of immigrants flocked to the United … 

Toward the final moments of this film clip, subtitles documented the arrival of the 

composers’ parents. The name Bernstein was undisguisable, but three of the pre-

Anglicised surnames, Kaplan (Copland), Soifer (North), and Gutmann (Goodman), 

added intrigue to my ‘puzzle,’ more information for the audience to digest. Video clip 

1:  https://research-storage.griffith.edu.au/owncloud/index.php/s/Dgqj3pfQkpsD4ow 

A slide displayed the title in the coded colours during For Aaron Copland (Figure 9). 

 

The pitch of the soundtrack of North Star, the second film clip, was raised to a modern 

A440 to enable Sungpil to join in, then take over from it, with a transcription of the 

melody. He stood centre-stage in the spotlight; a quasi-portrayal of Benny Goodman, 

suggesting links to the latter’s folk roots and klezmer heritage (Example 1). Video clip 

2: https://research-storage.griffith.edu.au/owncloud/index.php/s/x9TEhnlzOmJ9DKy 

Figure 9 - Slide showing coded colours 
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The drum kit entered at Figure 10 of Revue with a motor pattern which halted in the bar 

before the key-change. Here, the clarinet reprised a few bars of the previous klezmer 

material, inserted into this folk-like section to emphasise the shared cultural roots of 

North, Copland, et al. The percussion resumed as we snapped back into tempo a few 

bars later (Example 3).  

 

 

Example 3 - Klezmer insert 

Example 4 - Threading with crotales 
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The central items of repertoire provided an oasis of reflective calm within the overall 

performance. North’s Lyric, the slow movement of his concerto, was immersed in 

similarly introspective works, one by Bernstein and two by Copland. In all four pieces, 

the tonalities were elusive, like shifting sands. Because bell-like chiming notes were a 

shared feature, I enlisted crotales to thread into and out of last the brooding segment of 

Lyric; note the lighting shift in the video clip (Example 4). Video clip 3: 

https://research-storage.griffith.edu.au/owncloud/index.php/s/bttceYAQaUkPaq1 

Copland’s raunchy Piano Blues 4 broke the brooding atmosphere, re-embraced the 

drum kit, and provided a launchpad for Specialty, the final movement of Revue. 

Specialty contained a playful shift of mood and tempo at meno mosso, giocoso which 

called for soft-shoe insouciance. A brushed shuffle from the drum-kit served well to 

capture this change before the clarinet joined at Figure 8 with a particularly vocal 

character, redolent of the expressive klezmer tradition (Example 5).  

As the giocoso progressed, the clarinet became increasingly capricious, indulging in 

some elastic timing, then snapping back into cheeky syncopated passages which we 

emphasised with the woodblock. Within the entire program, the sophisticated faux 

naivety of this mid-section in the Revue’s last movement was the lightest and most 

charming musical material.  Video clip 4:  

https://research-storage.griffith.edu.au/owncloud/index.php/s/bttceYAQaUkPaq1 

Also, during Specialty, a passage mixing duplets and triplets raised questions of straight 

rhythm versus swing rhythm. I decided to play them as written, and to extend the 

section by incorporating a detour to Bernstein’s Prologue from West Side Story which 

features this dichotomy – a few ‘cool’ finger-snaps from the clarinettist aided the 

transition (Example 6).  

Example 5 – Characterful melody 
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After cooling down into the Prologue, we needed to heat things up before entering the 

short coda of Specialty. Thus, we arrived at the same moment twice. Firstly, the drum 

roll/piano trill into Figure 26 propelled us into Riffs, a pre-coda coda, adding balance to 

the length and energy of the entire performance. A drum solo at the end of the Riffs 

segment brought us again to Figure 26 and another drum roll/piano trill, now arriving at 

North’s clarinet cadenza into the brief but punchy coda of Revue for Clarinet. Video 

clip 5:  

https://research-storage.griffith.edu.au/owncloud/index.php/s/HA3Kjh5epLa2HPK 

  

Example 6 - Transition to Cool 
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Chapter 6 - SARNIA DREAMING 

This chapter examines the second case study, Sarnia Dreaming, which aimed to engage 

an audience for over an hour with only curated context as a guide. Presented at the 

David Williamson Theatre in Prahran as the first event in the Flip’d series, it trialled the 

paracuratorial elements of no printed programme, nor payment, until after the 

performance on Cook & Co’s Melbourne audience.  

 

6.1 Repertoire 

 

6.2 Background 

In the past, I took pains to avoid spoiling special moments in a performance by 

providing minimal written information. In the printed program for From the Auvergne 

to Vienna, for example, I described the comical song I’ve Lost My Horn – one might 

say, ‘disguised’ - as Mozart’s Rondo in E-flat. In another case, the repertory actor who 

Figure 10 – Repertoire list from the printed programme 
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launched into a colourful commentary from the back of the hall amidst a Romeo and 

Juliet musical medley was much more than the mere narrator mentioned among the list 

of performers.5 In each instance, we were well into the program by these somewhat 

theatrical moments, and I felt the audience would be, by then, sufficiently relaxed in the 

confidence of our musical integrity to enjoy the additional dimensions, and so they 

were.  

Now, in the Flip’d series, I would expect the audience to attend a concert with even less 

prior musical information. They were to manage to keep track of the performance 

without any guidance at all from a printed program, to put their trust in the artistry of 

Cook & Co. for the concert’s duration. I would return that trust: while there would be 

no upfront printed program, there would be no upfront payment, either.  Potentially, this 

could be a win-win situation, where I would be empowered to curate with more 

abandon, and the audience would have the agency to respond as they wished via the 

Pay-What-You-Want model and the feedback box.  

 

6.3 Brainstorming 

I had, amongst my sheet music, a cycle called Sarnia; three piano solos by John Ireland 

who had been an habitué of the Channel Islands. Sarnia - the ancient Roman name for 

Guernsey, one of the Channel Islands - rhymes with Narnia, the mythical land created 

by the writer, CS Lewis. Somehow, the mere sound of the word ‘Sarnia’ seems to offer 

a portal to another time and place. I had already performed Ireland’s Phantasie Trio 

with flute, bassoon and piano, adapting the traditional violin, cello piano 

instrumentation. The same musicians agreed to revisit the Phantasie Trio as a 

significant component of my first Flip’d event. Again, I was trading in trust and 

goodwill – the musicians’ payment would be equal shares of the ‘box office’ takings. 

Gradually, I amassed a collection of Ireland’s works which I could combine in a 

program centred upon the idea of the place and atmosphere of Guernsey/Sarnia, a kind 

of Sarnia Dreaming. I set to work with segues, cuts and arrangements, but because 

much of Ireland’s music was brooding and intense, I searched for other musical sources 

which might leaven the mix.  

 
5From the Auvergne to Vienna was part of the Cook & Co MAP series, 2018.  Romeo and Juliet was a 

segment of Shakespeare: Master of Metre, part of the Cook & Co CONNECTIONS series, 2017.  
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After careful consideration, I opted to include movements from two compositions by 

Melbourne composer, Barry McKimm.6 One jaunty and bright, the other, lyrically 

pastoral, both pieces evinced an outdoor freshness that I could integrate with the 

sensibility of Ireland’s style. Including music by a Melbourne-based composer helped to 

strengthen the connection of the audience with the musical repertoire. I believe Barry’s 

attendance at the concert gave substance to John Ireland, the man, in the minds of the 

audience, and made the idea of composition coming from inspiration more real.   

Acknowledging the balance provided by three elements - in this case, three composers – 

I opted to incorporate some light music by Channel Island dweller, Robert Farnon.7 His 

music was made known to me by a dear friend, a native of the Channel Islands, Bernard 

Blestel. A warm, generous and philosophical soul, Bernard was born on the island of 

Sark between the World Wars. In childhood, he lived on nearby Guernsey until 

evacuated to England during World War II. A nonagenarian now, he recently published 

his memoirs. I was delighted when he agreed to a recorded interview; I hoped I could 

use snippets from this exchange in Sarnia Dreaming.  

 

6.3 Performers and rehearsals 

My musical colleagues for Sarnia Dreaming were flautist Andrew Macleod and 

bassoonist Brock Imison. Our history encompassed many years of working together in 

the Melbourne Symphony Orchestra and chamber music performances. We shared 

mutual professional respect and an intangible, colonial, Anglo/Celtic approach to 

creativity; factors which allowed us the freedom to express our wackiest ideas and to 

experiment with wild interpretations: swapping parts, shifting registers, adding 

cadenzas, and so on.  

Journal entry, 8th September 2019: 

Clocking up the kilometres with another trip to the Central Highlands to rehearse with 

Brock and Andrew. Travelling to Bernard’s was just as far in the other direction! 

 
6 I have played Barry’s music for over twenty years, including some premiere performances. He is well-

represented on the Australian Music Centre website, where it is stated ‘His aim is to engage and challenge 

performers and audience.’ 
7 Farnon was a composer of film scores and concert pieces, and arranger for leading artists such as Vera 

Lynn and Tony Bennett. Interestingly, Robert Farnon and Barry McKimm were both trumpeters 

originally. 
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My interview with Bernard was amidst cups of tea and plenty of chuckles. Encouraging 

his rambling and vivid recollections - steering the subject, at times - I recorded for the 

best part of an hour. From this material, I was able to extract a series of short passages, 

reminiscences that I would intersperse with the music. Bernard would attend the 

performance as a guest of honour, not reciting in person. The commentary would be 

played through the digital sound system as part of a PowerPoint component, which 

would also provide imagery and a few sound effects.  

 

6.4 Venue and staging 

As a venue, the David Williamson Theatre ticked most of the boxes (Figure 11). Raked 

seating for over a hundred patrons overlooked a theatrical space with wings, a 

professional lighting rig, and a white back wall for projections from the computerised 

system. The large foyer had a kitchen and bar, perfect for the pre- and post-performance 

mingling, which I wished to encourage as part of the musicking process. There was 

limited off-street parking, but access via public transport was easy; I was angling to 

extend the socio-economic profile of the chamber-music audience beyond the elderly, 

often conservative music lovers who drove everywhere by car. The general tone of the 

venue was slightly run-down - affordable - but provided a theatrical atmosphere of 

expectation that contrasted with the sleek upmarket galleries, sumptuous historic 

Figure 11 - David Williamson Theatre, Prahran 



41 
 

drawing rooms and draughty church halls peopled by many Melbourne chamber music 

audiences. Crucially, the piano was good. 

The Sarnia Dreaming musicians, as with Aaron, Alex, Lenny and Benny, would be on-

stage throughout the performance, using sconce-lit music stands, and sitting quietly 

when not playing. This time, though, we were within standard chamber performance 

proximity, able to hear intakes of breath or catch the occasional eye, not relying solely 

upon body language. The theatrical lights overhead would provide atmospheric washes 

of colour, and we could be far enough down-stage for acoustic and visual 

considerations. I had prepared a musical score with cues carefully marked for the 

technical staff.   

Two technicians were engaged for five hours to set up the stage, rig and operate simple 

theatrical lighting, and work the PowerPoint cues. I had detailed plans for this rehearsal 

time, but events unfolded differently. Despite having checked that the projection 

equipment was compatible with my prepared digital presentation, it was not. We 

rehearsed as best we could while the crew tackled this issue for almost two hours. The 

more anxious I became, the calmer the staff seemed to behave - I have come to realise 

that a required attribute for their job is the ability to ‘keep calm and carry on.’ When the 

digital glitch was resolved, there was only enough time for a quick technical run, ‘top 

and tailing’ the music through all the lighting and PowerPoint cues.  

Arriving somewhat randomly during these vital preparatory hours were the 

videographer, recording engineer, front-of-house manager, catering staff, and the two 

guests of honour - Barry and Bernard, with their respective entourages. Each party 

required a little instruction, attention, or acknowledgement from me - demands on my 

precious pre-performance brain space.  

 

6.5 Narrative elements 

Sarnia Dreaming was the story of John Ireland’s lifelong fascination with the islands, 

and his Phantasie Trio was the main work. The program was a kind of time travel, a 

dance, back and forth, along a timeline of history and imagination. The ancient 

landmass was a constant, dominating the atmosphere throughout. Ireland’s 

compositions were cut, pasted, and then extrapolated with contributions from works by 

Barry McKimm and Robert Farnon. Interspersed with this musical content were 

Bernard’s recorded voiceovers, photographs of the Channel Islands, and a few sound 
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effects. These latter elements and the theatrical lighting provided context. To me, the 

story was in the music.  

The colour graphic demonstrates the narrative form that resulted from this to-ing and 

fro-ing for the duration of the performance across more than a century of artistic 

expression, a graph of time within time (Figure 12). Interestingly, Bernard’s lifetime, 

shown in yellow, spans the three compositional eras, represented by blue for Ireland, 

purple for Farnon, and green for McKimm. Each shade of colour fades as the period of 

composition recedes into the past. The story becomes increasingly centred upon the 

music; only one reminiscence occurs in the second half of the performance. 

B Blestel (b. 1930) 

Figure 12 - Sarnia Dreaming graphic representation 
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6.7 Curated details 

The running sheet shows the cues for the PowerPoint slides (left), and the lighting 

(right). Italics indicate the spoken passages and sound effects. The musical items are 

underlined, with bold type representing an ensemble segment (Figure 13).  

Figure 13 - Sarnia Dreaming running sheet 
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Transcript of the first reminiscence:  

Guernsey and the whole of the Channel Islands is situated in the Gulf of St. Malo, and 

each island, Jersey, Guernsey and Sark and Albany, has a history that’s very 

compelling. For example, Guernsey was called Sarnia, which is the old Roman name. It 

was the home of a lot of music writers: composers.   

The island of Guernsey consists of about 25 square miles, with ten parishes. Parishes 

are little villages if you like to call them that, and the main one is St. Peter Port. St Peter 

Port is the place where all the laws are made. Guernsey, pre-war, was quite a place for 

the export of tomatoes and grapes, and we mustn’t forget the Guernsey cows, of course, 

which are renowned, and so are the Jersey ones.  

Example 7 – Highlights indicate the Google Earth cues 
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The name is given to Guernsey because it’s called the Green Island. 

 

Slide 10 provided a crucial link between the words “Green Island” and the next music, 

Island Spell, another piano solo; the Arthur Symons quote heads the sheet music edition 

(Figure 16). After a few silent seconds, the first sound effect in the performance became 

audible: the gentle lapping of waves, initially increasing in volume, then receding. The 

first delicate bars of the piano solo overlapped the last watery sounds (Example 8). 

Video clip 7:  

https://research-storage.griffith.edu.au/owncloud/index.php/s/x3LZ3WcXadbDkEn 

Example 8 - The first bars of Island Spell 

Figure 16 - Slide 10 
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The piece is evocative of water and waves throughout, swelling to a dramatic climax 

then gradually returning to calm, but with a peculiar low passage in the final bars 

(Example 3). This gloomy undercurrent served to forebode the next voiceover, talk of 

World War II. 

 

The mood shifted significantly with this description of dark times, accompanied by a 

black and white montage of war images. A low light washed the stage as we began The 

Undertone, my trio arrangement of Ireland’s piano solo. In the final section, the piano 

took up the ostinato, and the woodwinds brought the piece to a plaintive end with a 

powerfully stark duet (Example 10). Video clip 8:  

https://research-storage.griffith.edu.au/owncloud/index.php/s/yMf8S52jiZW83Ws 

Example 8 - Island Spell, near the end 
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A segue into McKimm’s Rondo allegro giocoso swept away the introspective mood. 

This final movement from his Trio, a work composed for our instrumentation, required 

no arrangement. I had, however, curated in other ways: a substantial cut was made, with 

the kind permission of the composer. It provided an opportunity to insert a brief and 

cheeky cadenza for the flute, quoting the well-known Sailor’s Hornpipe – a point of 

accessibility for the audience, underscored by the nautical scene behind us (Figure 17).  

Example 9 - Last bars of The Undertone 

Figure 17 – Nautical scene 
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The Farnon medley was the lightest musical material in the program, redolent of some 

post-war trends in popular music with a sweeping, romantic sentiment. It was 

deliberately isolated between two voiceovers to counter any jarring of musical styles. 

Again, the lighting was an intimate piano special. 

When recording the interview, I had in mind a few subjects which would tie in with 

musical aspects. One prompt, however, was directed elsewhere; I was hoping for 

mention of potato peel pie, made famous by the best-selling book The Guernsey 

Literary and Potato Peel Pie Society and the subsequent motion picture of the same 

name. I knew that such a comment would provide a point of connection for many in the 

audience. As discussed in a previous chapter, context creates narration which fosters 

story. It was vital to keep the audience engaged in the mental process of piecing 

together their version of this story, Sarnia Dreaming.  

I deliberately introduced images of Le Catioroc next, to draw us back to the majestic 

landscape in preparation for one of the evocative pieces from Ireland’s triptych, Sarnia, 

titled Le Catioroc (Figure 18). By us, I refer to everyone present. Even though we 

musicians knew how the performance would unfold, it was essential to be in the 

moment with the audience as the third sound effect surrounded us: a bleak primaeval 

Figure 18 - Le Catioroc 
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wind. The lighting cue was for a cool stage wash. The quote by Polonius Mela circa 850 

AD, which prefaced Ireland’s score served to drag our thoughts back to pagan times.  

My musical arrangement of Le Catioroc involved another substantial cut. The outer 

parts featured a seemingly timeless melody full of varied tuplets and ties which floated 

above a slow, pulsing accompaniment. After solo piano for the first 26 bars, the flute, 

like the ancient god Faunus/Pan, assumed the melodic line. The bassoon entered in the 

active middle bars - the firey bit, one might say. Toward the end of the work,  it took up 

a repeated motif until settling to the aeolian root, an E below Middle-C in a series of 

fading reiterations, the last of which was separated by a mere breath from the opening E 

of the Phantasie Trio (Example 5).  

 

Now we were into the original inspirational piece of music, Item 15, but it would be 

extrapolated with other works, adding the dimension of flashback to Ireland’s youthful 

composition.  

 

As the Phantasie Trio reached its central section, the music slowed to rest for a while on 

an A-flat major chord. Bird song and a warm glow of light arrived. The piano seized 

this fresh and calm moment to linger In a May Morning, a work from the Sarnia 

collection composed by Ireland a quarter of a century after the Phantasie Trio, but 

evincing a similar sentiment to the slow middle bars of the Trio which would follow. 

Within this piano solo, like a Russian doll, was nestled another Ireland piece, Aubade, a 

morning song. My trio arrangement was straightforward, although I had spent a long 

time working on the transitions to and from In a May Morning. Eventually, the metric 

modulation from simple to compound time was achieved with the aid of a meandering 

entry of the flute, at the same time introducing the change of texture from solo to 

ensemble sounds (Example 12). Video clip 9:  

https://research-storage.griffith.edu.au/owncloud/index.php/s/eTCRoErpx4lYogS 

 

Example 10 - Transition to the Phantasie Trio 
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We slipped back into the Meno mosso, quasi andantino of the Phantasie Trio with a 

shared E-flat: the tonic of In a May Morning became the dominant in A-flat Major, and 

the mood continued. It was more youthful now, with rising dotted figures and a few 

short bird-like trills, but unmistakably another tribute to the peace and beauty nature can 

offer. 

The final voiceover told of the musical culture of the region. Then, at the recapitulation 

of the Phantasie Trio, the initial thematic material returned in a new light. Now, the 

register was higher, the texture more transparent. Not only was the Trio reaching 

closure, so was the meta-narrative, the story of Sarnia Dreaming.  

Example 11 - Transition to Aubade 

Figure 19 - Slide 22 
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However, there was one more gesture of curation to come - for me, this was a glorious 

moment of freedom from the shackles of a printed program. After imperceptibly 

replacing the flute in a few previous bars, the piccolo took the limelight, melted through 

a descending dolce line, lingered on the dominant, then sailed into the beautiful, slow 

Air from McKimm’s Piccolo Concerto. The stage wash had a tinge of pink. The image 

behind us was lush and green. (Figure 19). Video clip 10:  

https://research-storage.griffith.edu.au/owncloud/index.php/s/Qw682weEl1A63v1 

A wistful re-entry of the Ireland soon surged towards the coda. As the lighting gradually 

became brighter and brighter, we exhilarated through the final bars of the Phantasie 

Trio, ending with as much panache as we could muster. 

 

6.8 Post-performance 

The audience received printed programmes as they passed from the auditorium to the 

foyer, creating a buzz of conversation over the refreshments table. The musickers 

mingled, and the videographer/photographer captured various groups on camera. 

Persons visited the payment/suggestion box now and then. Surprisingly, the digital 

payment device in which I had invested for the sake of payment on the night became a 

default bar tab for the $5 glasses of wine, the audience preferring, perhaps, to place cash 

in the envelopes supplied for Pay-What-You-Want rather than discuss amounts with the 

attendant.  

The ‘after party’ lasted about an hour. One person excitedly spoke to me of the book 

The Guernsey Literary and Potato Peel Pie Society - that seed had fallen on fertile 

ground. I was still performing - circulating among the audience, making introductions, 

listening politely.  

A detailed review of the feedback and outcomes of the Flip’d series is in a later chapter. 

Next, I will outline the second Flip’d event and third case study, Moonscape; a parallel 

but very different artistic journey that took on a trajectory of its own. 
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Chapter 7 – MOONSCAPE 

The third and final program that collectively formed the backbone of this research is 

Moonscape. It was the second performance presented at the David Williamson Theatre, 

Prahran. 

 

7.1 Repertoire  
 

 

Figure 20 - Repertoire list from the printed programme 
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7.2 Background 

The Moonscape curation was one of the bigger leaps of faith in this research. I had been 

toying with the concept of a cyclical narrative when I noticed the tiny moon symbols on 

the calendar before me. August 1, 2019, was the beginning of a lunar cycle, a new 

moon; this was my lightbulb moment. I had found my circular theme. So many musical 

compositions leapt to mind - however, being spoilt for choice was a kind of obstacle: 

the moon theme was universal, relevant to everyone, and challengingly unbounded by 

the limitations that can force creative solutions.  

 

7.3 Brainstorming 

The first step was to narrow the field of possibilities by choosing the instruments. I 

settled upon voice (soprano) and horn. I knew how well these timbres could blend, how 

the horn could ‘sing’ a duet with a woman’s voice. Also, it added balance to the series 

to incorporate a female musician, other than myself.  

The moon permeates art and literature as both motif and symbol.  The astrological view 

of the lunar cycle as a metaphor for our mortal life-journey offered a useful parallel: just 

as the moon appears, comes to fruition, fades and disappears; we are born, we reach 

fulfilment, our powers wane, and we die. A programmatic journey could be a kind of 

storyboard, a sequence of emotional stages providing a thread of cohesion and 

continuity through a variety of repertoire.  

As with our moon, the planets in our solar system are given many connotations in both 

mythology and astrology. I was somewhat influenced by Holst’s The Planets, one of the 

most potent orchestral keyboard experiences of my career. The first movement of The 

Planets is Mars, a god of war; the second is Venus, a goddess of love and fertility. These 

ancient yet vivid representations of youthful attributes, the virile male and the fertile 

female, correlated with a concept of the new moon as a symbol of youth and optimism.  

In selecting the repertoire, it was necessary to relate to a diverse audience; multicultural, 

multi-aged, and multi-familiar with the traditional chamber-music repertoire. I was 

delighted to find a suitable work by Julian Yu, a Chinese-Australian composer whom I 
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have known for many years.8 Julian graciously permitted me to include his second piece 

from Cutetudes titled Two Swans under Two Moons.  

 

7.4 Performers and rehearsals 

The two musicians I engaged, each of whom had performed with me many times, did 

not know each other previously. Emails had gone back and forth for months, firstly 

discussing possible repertoire, then assessing the viability of my arrangements and the 

suitability of keys. The multi-talented horn player, Jeffery McGann, offered to play his 

first onstage piece on the trumpet. I planned a jazz-style arrangement for this number so 

agreed readily to this touch of theatricality, a challenge to the audience’s expectations. 

Rada Tochalna, the Ukrainian soprano, helped me to search out some of her native 

folksongs concerning love and the moon; these would follow the trumpet number. Thus, 

the Mars and Venus elements took shape. 

 

7.5 Venue and staging 

Re-engaging the theatre technicians from Flip’d 1 - I reasoned they now had some 

knowledge of my curated chamber performance style - I had sought their advice on 

ways to represent the moon, visually, during the performance. Could it track across 

above the stage, waxing then waning, in a dramatic arc? Could I put a sky-cam on the 

real moon? Eventually, though, it seemed the most practical solution would be another 

PowerPoint projection.  

On the day of the performance, a challenge arose. The projection screen - which was 

merely the white-painted back wall of the stage – needed to be masked around the 

images. Drawing the black curtains inward from each side achieved an improvement, 

and I fired up my laptop to make last-minute adjustments to the slides, moving the text 

away from the edges to facilitate sightlines. We re-deployed several black flats stacked 

under the stairs to mask the lower section.  

Our performance-wear was silver and black, intended to be thematic, not low-profile. 

Unlike AALB and Sarnia Dreaming, the trio would not start onstage but would enter and 

exit on cue. I wished to begin with the drama of a dark, empty stage. Once again, 

lighting would enhance the mood of each segment, ranging from dark through warm to 

 
8 Julian Yu’s work is represented on the AMC website, australianmusiccentre.com.au, where it states, ‘Yu 

believes quality and beauty in music come from something deeper than the sound produced.’  
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bright and back again, with some excursions into red and blue effects for the expanded 

Full Moon section. The running sheet, complete with a technician’s doodle, shows the 

plans for the lighting and slide projections (Figure 21).  

Figure 21 - Moonscape running sheet 
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7.6 Narrative elements 

This pie graph shows the proportion and flow of musical tonalities; the three black 

voids represent intended musical breaks. A cycle of moods surrounds the phases of the 

moon (Figure 22). 

Figure 22 - Moonscape graphic representation 



58 
 

Journal entry, Friday 20th September:  

A progressive week as I hit upon the idea of Moonscape going full-circle until the new 

moon reappears, ending on a positive note. I asked David Keeffe, an impressive 

composer with a depth of knowledge, to compose ‘bookends,’ a Prelude and Postlude. 9 

The musical program corresponds to a colour spectrum of emotions: violet warming 

through to yellow, then cooling to indigo, which links back to violet. It begins under the 

youthful auspices of a New Moon, swells through some passionate repertoire 

representing the Waxing Moon, and then arrives at the Full Moon. This central segment 

expands to include two moons - and two swans - and some mystical, magical repertoire 

introduced by a lunar eclipse. Next, employing some artistic license, the image of a 

Blue Moon provides a backdrop for some lighter repertoire and lush blues harmonies. 

The Waning Moon follows, featuring two nocturnes in repertoire of a somewhat 

reminiscent bent, a retrospective view of the fullness of life. The tonality plateaus in D 

flat major towards the Old Moon, fading to darkness until a New Moon is reborn.  

 

7.7 Curated details 

Daniel Barenboim, in the first of his five Reith lectures, expounds on the elemental 

relationship between silence and sound. The start of a musical performance is not the 

connection between the first note and the second, but the transition from silence to 

sound. He talks of sound as energy resisting the pull of silence (Barenboim, 2006). In 

the same way, light is energy escaping darkness. Moonscape began in darkness with the 

off-stage solo horn Prelude - sound resisting the silence; an image of the New Moon 

appeared during the final rising figure – light escaping the darkness.  

NEW MOON   

In the Prelude, David Keeffe had cleverly incorporated subtle elements of the Desplat 

piano solo which followed in the program, emerging from within the last horn pitch, a 

concert C. At the end of Desplat’s New Moon, I lingered on a C-minor ostinato pattern 

for a long diminuendo and crescendo which culminated in the first trumpet entry 

(Example 13). 

 
9 David Keeffe is represented on the AMC website, australianmusiccentre.com.au. He has a strong 

commitment to music at all levels, composing for professional musicians and community ensembles. 
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WAXING MOON   

Sail to the Moon felt apt from a personal point of view. It is a song by the band 

Radiohead, one of the forerunners of the Pay-What-You-Want concept in the arts 

(Waters, 2016). Not only did this piano solo arrangement suit the instrument but I was 

keen to cross into another genre with a view to integration, rather than separation, of 

musical expression.  

 

Just a breath separated Sale to the Moon from the passionate second movement of a 

horn sonata by Jeanne Vignery, a mid-twentieth century Belgian composer. This music 

was introduced to me by the principal horn player of a leading symphony orchestra, also 

a woman. I was pleased to include this female composition on its musical, not 

tokenistic, merits; the particularly evocative middle section offers an uplifting tonal 

shift from D minor to E major. It was the first lengthy piece in the performance, giving 

the audience time to dwell for a while within a satisfying musical structure.  

A chromatic shift downward linked the last tonic arpeggio of the Vignery to the 

dominant arpeggio passage, which opens Dvořák’s Song to the Moon. I began slowly 

and freely, allowing the mood to shift gradually throughout the long introduction. Many 

of the audience would not have known they were about to hear a song, let alone one of 

the most famous arias in the soprano repertoire. Rada entered at the last moment. I had 

requested a friend in the audience to lead applause after this piece: to give the audience 

a chance to participate, to reward and energise Rada, and to reset the mood before the 

Full Moon. 

FULL MOON   

More Desplat music from the popular Twilight franchise guaranteed some musical 

cohesion in the ambitiously mixed program, then Julian Yu’s eloquently interlaced Two 

Swans under Two Moons emerged. Few would not recognise some of the four 

interwoven themes sourced, in turn, from Beethoven’s Moonlight Sonata, Debussy’s 

Clair de lune, Tchaikovsky’s Swan Lake, and Saint-Saëns’ The Swan. I had prepared an 

animated slide to illustrate the wry humour. Video clip 12:  

https://research-storage.griffith.edu.au/owncloud/index.php/s/HA3Kjh5epLa2HPK 
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LUNAR ECLIPSE                                                                                                           

To capitalise on Yu’s caprice, we paused for a silent lunar eclipse. The lighting shifted 

to a reddish hue, then a silhouetted witch on a broomstick crossed the face of the moon. 

There were some young children amongst the audience – this was for them, to keep 

them awake, to keep them engaged (Figure 24). 

 

Next came Nixe Binsefuss, a delightful song from Wolf’s Mörike-Leider, with a 

mystical, fleeting quality. Even in German, the sense of magic and mischief is 

unmistakable. Matching the 3/8 bars of Nixe Binsefuss with the dotted crotchets of the 

Hunter’s Moon introduction, I hoped to link the descriptive mood as we crossed into a 

call and response “What’s going to happen next?” passage. A showpiece for the horn, 

Hunter’s Moon contains stopped notes, bravura passages and a demanding range of 

pitch. After its blazingly triumphant coda, again I had arranged applause, and for the 

same reasons as before. 

BLUE MOON 

Eric Gross was a Viennese-born Sydney-based composer who believed that music must 

convince the performers before it can convince the audience. His Moon Interlude 

provided the perfect introduction to this blues segment. The sparse, atmospheric 

opening texture could filter into the silent expectancy after the applause, and the 

emerging sub-layer of warm blues-style chords could connect with the song medley to 

come. A solo horn phrase introduced the Blue Moon theme, drawing the remote space-

Figure 24 - Lunar eclipse with a witch 
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At the cadence of Moon River, I snapped into a few rhythmical bars, revisiting Blue 

Moon in André Previn style. As a Classically-trained pianist, I thoroughly enjoyed the 

opportunity to play with such expressive freedom, pretending creativity just dripped 

from my fingers. In reality, I had put a great deal of thought and effort into these 

‘improvised’ passages. 

I regard the link to the art song, Beau Soir as one of the most special curated moments 

in this performance. The delicate lushness of Debussy’s introduction was a perfect 

continuation of the previous jazz harmonies. In my mind was a melange of late 

nineteenth-century Paris: jazz, cafés, world fairs; and the close relationship between 

Paris and jazz ever since. I hoped the audience would feel a similar sensibility and 

appreciate that musical composition is a flux of artistic expression that resists division 

into categories (Example 16).  Video clip 14: 

https://research-storage.griffith.edu.au/owncloud/index.php/s/Bei4WFpxiM8VRHl 

Example 13 - Transition to Moon River 
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WANING MOON 

Moving seamlessly between the two Debussy compositions was surprisingly 

challenging. I experimented with linking harmonies and motifs for weeks (Example 17). 

 

The two Nocturnes, by Debussy and Strauss respectively, were very different, although 

they shared the same central tonality. They were also quite long, in the scheme of 

Example 14 - Transition to Beau Soir 

Example 15 - Transition to Debussy Nocturne 
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things, but so well constructed that they safely carried the program through a segment of 

the cycle that represented reminiscence and reflection, without sentimental nostalgia. 

OLD MOON 

After the sweeping phrases of the Nocturnes, the stillness of Schubert’s art-song about 

night and dreams was striking. The old moon was dying. The stage darkened. The off-

stage horn Postlude emerged from the fading final chord of the lied in a series of 

pensive recollections. Video clip 15:  

https://research-storage.griffith.edu.au/owncloud/index.php/s/UI3yjlsQqfypAkm 

 

But, after a while, the wilting phrases changed shape and began to rise hopefully. A 

New Moon was reborn. Its image appeared above the stage and, gradually, twinkling 

stars emerged to surround it (Figure 25).  

 

7.8 Post-performance 

As with all Cook & Co. events, I had arranged public liability insurance and a 

temporary liquor license. My usual refreshments manager and Responsible-Server-of-

Alcohol had not turned up - with a valid reason, I learned later, so I made an executive 

decision to serve the wine for free. The videographer was quite ill but managed to see 

out the performance, and to snap a few photographs in the foyer afterwards, for which I 

was grateful. Otherwise, activities followed a similar course to the meet and greet after 

Figure 25 - Final slide 
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Sarnia Dreaming, although there was a little more meet and greet amongst the 

audience; they were getting to know each other. I was aiming to foster a forum for a 

cross-pollination of thoughts, humanity shared; to encourage a cohort of mingling 

musickers which would increase with my next curations. 

However, Covid-19 changed everything, as shall be explored in Chapter 8. (Wahlquist, 

2020). 
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Chapter 8 - MOONSCAPE II 

8.1 Background 

This chapter will explore adaptability and flexibility from the performer/researcher 

perspective with regards to Moonscape. An error in the sound-recording, an attempt to 

re-book the venue to re-record, and the interruption to this plan due to Covid-19 

lockdowns, led me to approach this project as an audio recording.  

 

8.2 Brainstorming 

During the months following the three live performances, my perspective had been 

subtly shifting. For one thing, in each concert, there were screen images that contributed 

significantly to the atmosphere and context, but a few were fillers. Secondly, the 

Moonscape performance was carried successfully by the concept and the music despite 

some miscued slides. Thirdly, I had lent an audio recording of Sarnia Dreaming to 

several older people who were unable to attend my concerts. Their feedback was 

overwhelmingly enthusiastic; clearly, the curated format had been valid, without the 

visual projections and the theatrical lighting.   

I decided an audio-only re-recording of Moonscape would be a re-curation rather than a 

compromise. In his inspiring TED talk, artist Phil Hansen observed that ‘embracing a 

limitation could actually drive creativity,’ He also said, ‘Learning to be creative within 

the confines of our limitations is the best hope we have to transform ourselves and, 

collectively, transform the world’ (Hansen, 2013). Amidst a global pandemic, 

transformative approaches have a lot going for them. 

Without the visual element of a lunar eclipse or the sound of applause which linked 

segments of the musical cycle in live performance, I decided to approach this recording 

project with punctuation. It would be a concept album of six distinct tracks, each 

standalone but, sequentially, telling a story.  

In Moonscape II, to replace the lunar imagery, I used spoken quotations to guide the 

listeners; to prime their perceptions, and to retain a sense of theatre. Searching for 

passages which gave just the right degree of suggestion proved quite challenging. While 

numerous extracts concerning the moon were inspiring and evocative, many did not suit 

my specific purposes; in the end, I resorted to inventing some of the phrases. David 
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Keeffe agreed to assist with the recitations after a reminder of his entertaining narration 

of The Frog Prince - with musical accompaniment from my piano students, many years 

ago.  

 

8.3 Concept albums 

Concept albums are well-known in rock and pop genres, but most of these visions 

emanate from the compositional source. In my view, extended performance pieces by 

classical composers such as Schubert’s song cycle Winterreise automatically become 

concept albums - pre-curated by the composers – when recorded. Eschewing the many 

tokenistic compilations of loosely related material which blithely bear the label, 

classical recordings which present repertoire in new ways are rare. One outstanding 

example is Henry V, William Walton’s film music arranged for symphony orchestra, 

narrator and choir (Walton, 1990). Another example, ‘Dvorák in America’ features 

Hiawatha Melodrama, combining the words of Henry Wadsworth Longfellow and 

arrangements of Anton Dvorák’s music (Dvorák, 2014). More recently, there is a 

reinterpretation of Winterreise as an ensemble piece with a klezmer/gipsy flavour 

(Schubert, 2019).10 

 

8.4 Album format 

Track 1: NEW MOON  Moonscape Framed: Prelude (Keeffe) / New Moon (Desplat) / 

‘A New Moon, at first a mere glimmer of the future, becomes a promise of things to 

come’ (Cook) / Fly Me to the Moon (Howard arr. Cook) / Ukrainian Folk Song medley 

(trad. arr. Cook). 

 

Track 2: WAXING MOON  ‘Only I discern - Infinite passion, and the pain Of finite 

hearts that yearn.’ (Browning) / Sonata for Horn and Piano, Mvt. II (Vignery) / Rusalka 

Song to the Moon (Dvořák). 

 

Track 3: FULL MOON  ‘The full moon reigns for three intense days; who can resist its 

power?’ (Cook) / Full Moon (Desplat) / Two Swans under Two Moons (Yu) / ‘It is the 

very error of the moon; She comes more nearer earth than she was wont, And makes 

men mad.’ (Shakespeare) / Nixe Binsefuss (Wolf) / Hunter’s Moon (Vintner). 

 
10 The original compositions are themselves curations: Schubert interpreting poems, Walton utilising 

elements of British and French musical culture, and Dvorák incorporating American folk idioms. 
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Track 4: BLUE MOON  ‘The gentle pulsing and flickering stars and nebulae made a 

kind of music, a sweet mesh of whispered tones and sighing harmonies which held me 

in its force like the earth holds the moon.’ (Aberjhani) / Moon Interlude (Gross) / Blue 

Moon-Moon River medley (arr. Cook) / Beau Soir (Debussy). 

 

Track 5: WANING MOON  ‘As powers wane, fulfilment begins to fade toward 

reminiscence, with its measures of contentment and regret.’ (Cook) / Nocturno 

(Debussy) / Nocturne, op. 7 (F. Strauss). 

 

Track 6: OLD MOON  Nacht und Traume (Schubert) / ‘Sable-vested night, eldest of 

things.’ (Milton) / Moonscape Framed: Postlude (Keeffe) / ‘I saw the new muine late 

yestreen Wi' the auld muine in hir arme.’ (Trad. Ballad: Sir Patrick Spens). 

  

8.5 Recording sessions 

My studio is neither large nor soundproof. Jeff and I recorded the horn pieces on a wet 

Sunday afternoon, ‘flying to the moon’ accompanied by the whoosh of passing cars on a 

wet road; at times, one can hear Jeff’s fingers on the valves. I recorded with Rada of an 

evening; her breathing is inherent to the phrasing in the songs, but one can also sense 

her presence at other times, filling and emptying her lungs during piano passages. And 

my piano solo recordings were in the early morning; I hoped that faint sounds of 

twittering birds might be construed as nightingales in Debussy’s Nocturne. There is also 

the occasional creak from the piano stool – only listening back did I realise how audible 

it was - and some minor clipping (waveform distortion) in the loudest moments for lack 

of recording expertise in a small space. To me, these extraneous sounds are akin to 

noises in a live performance: feedback from a microphone, a discrete cough in the 

audience, a rustle of music - we were real people, performing in a real place. 

 

8.6 Curated moments 

With the change of format, I dispensed with the trumpet – while being theatrical 

onstage, it was now superfluous; Fly Me to the Moon was rearranged for horn and 

piano, incorporating new registers and textures (Example 18).  
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Another inessential element in the Moonscape narrative, Sail to the Moon, fell by the 

wayside - with the additional benefit of reducing the program to the recording time of a 

single compact disc.  Instead, the brooding passion of the Vignery would open the 

Waxing Moon track.  

 

Most of the musical links and transitions of mood remain as described in the previous 

chapter. The primary re-curation resides in the choices of text and the interplay of the 

spoken phrases with the music. Each quotation contains keywords and concepts which 

not only track the lunar cycle but also move the story forward emotionally: 

 

NEW MOON: future, promise. 

WAXING MOON: passion, pain. 

FULL MOON: intensity, power, madness. 

BLUE MOON: The opening words, speaking of stars and nebulae, provide a briefly 

distant perspective; a serene contemplation of our insignificance in space, underscored 

by the sparse, high-pitched tones which open Gross’ music. This poetic excerpt also 

offers relief from the constant mention of the moon – mind you, later on this track, Rada 

sings the word ‘moon’ five times. 

WANING MOON: fading, reminiscence.  

Example 16 – A segment of Fly me to the Moon, re-arranged for horn and piano 
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OLD MOON: These last quotes are my personal favourites. Sable-vested night, eldest of 

things suggests the entropy of the universe, everything dwindling to nought, swallowed 

in darkness – Paradise Lost, indeed. Then, unexpectedly, there is another quotation, 

working in tandem with the pivotal moment of the Postlude to bring the cycle full-

circle, as did the reappearing visage of the New Moon in our performance at the David 

Williamson Theatre. The evocative words, describing a feeble, dying Old Moon in the 

compassionate arms of the New Moon with life before, bridge many dichotomies: 

old/young; male/female; dark/light; end/beginning; death/life. 

 

8.7 Presentation 

The final curated detail is the album cover, albeit virtual. As with the sleeve of a book, 

an album cover produces an impression of the contents (Figure 26).  

 

 

Figure 26 - Album cover idea by the performer/researcher 
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Chapter 9 – OUTCOMES & DISCUSSION 

This chapter addresses the general feedback from the Melbourne concerts, the ethics-

approved critiques from the four solicited observers at the events, and further reflections 

from the performer/researcher. 

 

9.1 General feedback 

Attendance at the Flip’d series was modest, about 25 to 30 persons in the audience for 

each event. I felt confident that a core audience of adventurous concert-goers, however 

small, would grow over time if I stuck with the concept. The box-office takings 

averaged AU$20-$25 per person. Some cash was posted directly into the slotted box. 

The least amount sealed in an envelope was AU$10, and the greatest was AU$100; 

some may have contributed nothing. 

The founder of the Lentil as Anything restaurant chain, which has been using the 

PWYW system for many years, noted that placing a dollar value on your product is 

putting a ceiling on patrons’ generosity (Camelleri, 2018). Nevertheless, I worried that I 

was introducing a measure of audience discomfort following the performance. For 

Moonscape, I decided to attach an envelope to the back of the programme - distributed, 

I remind you, as the audience moved from the auditorium to the foyer - and include a 

guide to PWYW pricing (Figure 27). 

Figure 27 - Payment guide and envelope 
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I realise, in retrospect, that an invitation to evaluate the performance while assigning 

monetary value could be a canny strategy. It is no surprise that the comments were 

appreciative and complimentary (Figure 28). Sarnia Dreaming: ‘extraordinary,’ 

‘beautifully curated’ and ‘Bravi a tutti!’ Moonscape: ‘mesmerising,’ ‘flowed very well’ 

and ‘lovely show.’  One note revealed that the richness of contextual elements early in 

the program drew them into the music – a strategy to bear in mind for the future: 

‘Straight indulged into the picturesque scenery of the Channel Islands, we gradually 

immersed ourselves into the fantastic music.’ If any of the musickers had negative 

evaluations, and indeed there would have been some, they did not surface here. (See 

Appendix IV for transcriptions.)  

 

9.2 Formal feedback 

As outlined in Chapter 4, several observers agreed in advance to provide written 

feedback about the Flip’d events. I sourced these critics from my circle of contacts and 

stressed that all the comments would be valuable: positive, negative or equivocal. 

Notwithstanding, I expect that a sense of fellowship in the arts tempered their responses 

to some degree.  All had some experience in both music and theatre: a young conductor, 

a classical musician, a community theatre director, and a chorister/ex-ballet dancer. 

Their ages ranged evenly across four decades, from mid-thirties to mid-sixties; two 

were male, and two were female – one came to both performances. (See Appendix V for 

transcriptions.) 

 

Figure 28 - Audience feedback notes 
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9.3 Reflections on Flip’d 

Analysing the feedback helped to free my thoughts from the ruts of familiar, well-worn 

paths. One surprise was the questioning of the repertoire. The third Moonscape critic 

(M3) felt that popular music was out of place because it comes with too much 

‘emotional baggage.’ In my view, all familiar music has degrees of emotional baggage; 

one listener’s Moonlight Sonata, another’s Moon River.  

It was unsettling to encounter this pre-conception which divided music into discrete 

categories with specific functions and contentious ranks of importance. That evening, I 

reached out to my performance collaborators, requesting by email their personal 

definitions of chamber music. Composer, poet and philosopher Barry McKimm was 

inspired to respond immediately, writing a mirrored etheree which reached my inbox at 

2:30 AM the next morning. 

 

 

Chamber Music  

by Barry McKimm11 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
11 Reproduced with the kind permission of the author. 

 

 

a 

small group 

gathering 

to play music 

of any genre 

for those so close to feel 

the meaning of song and sound 

sets all on a spirit journey 

a rapid way to reveal and share 

unfathomable heavenly questions 

which lie buried deep within our psyche 

but are freed by the beauty of sound 

pulled together by musicians 

by composers by players 

expressing stories 

of love and life 

till spirit 

journeys 

end 
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The lack of a printed guide did not upset anyone; attention and intrigue seemed to win. 

All observers commented on this aspect, and two said they lost track of time. S1: ‘As a 

tribute to the flow of the program I was surprised when I checked my watch at the end 

as the concert went for significantly longer than I had assumed.’ M1: ‘I did feel that 

time flew.’ 

Amongst a happy acceptance of the non-stop performance format were two useful 

criticisms. S1: ‘The spoken voice segments were a fraction too early after the final 

chord of the pieces.’ M3 found the entrances and exits disruptive: ‘I don’t think they 

worked.’ These observations serve to illuminate areas which matter in the scheme of 

things; balancing finite reserves of time and energy is an art in itself. 

 

The theatrical elements found appreciation. S1 said it was ‘fabulous to have the 

audience near the performers;’ but although M1 enjoyed the sense of occasion afforded 

by the darkness and the clear sightlines, felt ‘too far from the action at times.’ The level 

of intimacy is an important aspect to bear in mind, whether provided by lighting, 

physical proximity, or some other means. I feel the warmth of a human voice can draw 

in an audience, either singing or speaking. Breaking the ‘fourth wall’ is another device; 

Rada could have entered with her a capella folk song from behind the audience. 

 

There was a range of feedback about the payment system. S1: ‘First experience’ with 

PWYW, it added a ‘different element to the end of the concert.’ I sensed this vibe at the 

time, hence the PWYW guide on the back of the Moonscape programme. S2 said, ‘I 

believe that many were very generous’ but did not volunteer an opinion of the method – 

perhaps it would have been negative. M1: ‘In general…a good idea.’ M3 mentioned ‘an 

uneasiness when I encounter this approach.’  

 

S1 and S2 respectively described the program as ‘eclectic’ and ‘diverse.’ M3 said, 

‘Terrific idea…going on a strange journey.’ I had set out to incorporate a range of 

engaging elements within each program.  

 

Journal entry, 27th February 2019:  

 

I want the audience to feel goosebumps like I feel goosebumps. I want something about 

the order of events, the frame of reference, the immediacy of the occasion, and the 

myriad connections to trigger the synapses of those present.  
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Only S1 acknowledged the Sarnia Dreaming sound effects: ‘other recorded sounds.’ ‘In 

Moonscape, I knew the nasal colour of the ‘stopped’ horn notes would be unfamiliar to 

some, as noted by M2: ‘unexpected sound effects.’ The Yu was a great success, all 

kudos to Julian, with no mention of disappointment at not hearing Beethoven’s 

Moonlight Sonata movement nor Debussy’s Clair de Lune in full form. As to the off-

stage horn Prelude and Postlude, M3 thought the effect was ‘amazing.’ M2 said 

‘hauntingly beautiful.’ The impact was lost on M1, who arrived late. 

 

I intended the music to be the star of the night, hoping the context adequately informed 

the emotional journey of the music as it unfolded. M1 was ‘absorbed into the meanings 

of the moon.’ It was also my intention to create layers of meaning; some of the audience 

would penetrate these strata more than others, and some meanings would emerge only 

in retrospect.  

 

S1 commented that the contextual elements ‘lifted’ the performance above a purely 

aural experience. However, in the view of M3, the graphics in Moonscape were not ‘of 

equivalent artistic value’ to the musical performance. This awareness will inform future 

curations and has already influenced Moonscape II.  

 

It was interesting that S1 and M3 became involved to the point of contributing theatrical 

production ideas. S1: ‘fabulous if Bernard had walked out at the end to speak one final 

piece of dialogue.’ Regarding the concert as a show, M3 went so far as offering a 

substantial paragraph detailing a concept for characters, setting and general vibe: ‘It’s 

urban. They wouldn’t do Moon River’ - an intriguing angle.  

 

Nicholas Cook wrote of the role-playing involved in performance, whether overt or not; 

the ‘interstices and slippages between the persona, the player, and the person’ (Cook, 

2013, p. 259). Many highly skilled musicians can comport themselves adequately on 

stage but feel uncomfortable about theatricality. I chose the combination of ages, 

genders, and stage presence of my chamber ensembles carefully, but generally kept the 

character suggestions subtle, to be absorbed by osmosis within the primary 

communication, the music; the Sungpil/Benny persona in AALB, for instance.  

 

My observers enjoyed the vibrancy of the post-concert mixing and mingling - and 

networking. S1: ‘It was a shared experience, more so than in more traditional concerts.’ 

M2: ‘Great to catch up with some people I knew’ and ‘meet some new characters.’ M3: 
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‘A real celebration.’ This gathering could become more than a vehicle for processing 

the performance, gathering feedback, and connecting with the audience; it could 

become a place to form professional connections and find future collaborators. 

 

9.4 Further reflections 

The variety of formal and informal feedback discussed previously in this chapter attests 

to the range of syntheses of previous, current and anticipated experiences a performance 

can generate within an audience. Some responses remained within conservative 

parameters, politely observing the salient moments in the light of former concert 

experiences; others ventured deeper into an experiential territory and imaginative what-

if scenarios. However, the general results indicate a moderate to a high degree of 

engagement among the audience, an outcome seemingly commensurate with a 

memorable and thought-provoking concert curation. 

But by necessity, digital performance platforms replaced the in-person experience 

during the recent Covid-19 pandemic. Moreover, they are likely to retain a strong 

presence in the ‘new normal’ times ahead. Jonathan Green (2020), the editor of the arts 

and culture journal Meanjin, wrote in his editorial of the task ahead for the arts industry:  

In the trickle-down economy of the imagination, that will be the work of writers and all 

the other expressive departments of our cultural life. To find the sentences, phrases, 

notes and splashes of colour that can show us, day by day, just where we are. 

 

As societies adjust to rapid changes in their way of life, the challenge to artists is to seek 

creative solutions. They must rise to the occasion, adapting modes of performance and 

finding innovative business models which will sustain artists and artistic expression into 

the future.  Melbourne Digital Concert Hall (2020) is one such enterprise; philanthropy 

funds the production costs – arguably a form of Pay-What-You-Want - and the audience 

pay a fixed price, which goes to the performers. Perhaps, within the digital evolution of 

performing art, PWYW, directly from the consumer, may become one of many ‘new 

normals.’  

In light of the current and emerging arts-landscape, Moonscape II has been an exciting 

project. This prototype for initial dissemination in digital format opens new avenues for 

curating chamber music performance and moving culture forward.  
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Chapter 10 – CONCLUSION 

‘In the moment: Curating chamber music performance’ has brought focus to a process 

which lies behind every concert: the choice and presentation of repertoire. Chamber-

music performance can be purely a performing art, skilfully interpreting a program of 

composed music. But it can be much more than that; it can be art performance: 

provocative, stimulating and intriguing – it can be a creative curation. Moreover, as this 

research has hopefully demonstrated, curating chamber music performance can be a 

sophisticated and subtle art-form.  

The three research programs in this study constitute new works of art which celebrate 

the interconnectivity of ideas. The recordings are a testament to the curated 

performances as they existed in time, not formulas to be replicated exactly, but catalysts 

for future enterprises which maintain the contemporary relevance of our musical 

heritage. 

  

The concerts showed ways to challenge the status quo that artificially divides our 

cultural experiences: the prevailing binary agendas of ‘high-brow’ versus ‘low-brow,’ 

expensive versus affordable, and incomprehensible versus accessible. The outcomes 

demonstrated that borders between musical genres could be blurred using curatorial 

techniques to reveal thematic and stylistic intersections. Most significantly, audience 

feedback suggested there were heightened levels of engagement and awareness 

generated by the multi-modal layered meanings and fluent presentation formats – 

curatorial techniques that kept the audience in the moment.  

 

In the para-curatorial areas, three salient outcomes point to useful applications in future 

performance practice. Firstly, the short trial of a voluntary payment system offering 

live-performance access to a broad socio-economic range of society showed promise. 

Secondly, the lack of a printed upfront programme proved to be an effectual aid to 

audience engagement. Thirdly, the provision of social space and social time around an 

event contribute to the levels of audience involvement and their processing of the 

musical content. 

 

This scrutiny of curated presentation and performance has connotations for applications 

beyond chamber music settings. Symphonic concerts, for example, contend with similar 

challenges of perceived relevance, financial viability and levels of appreciation. Many 
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choral events suffer from stop-start formats and un-contextualised content. Beyond 

these examples, I believe there is a wide range of musical scenarios which could benefit 

from curatorial methods promoting audience engagement, inclusivity and 

understanding.  

 

Importantly, rather than a finale, this concluding chapter is akin to a musical caesura, an 

hiatus before further artistic research I intend to pursue. As stated in the introduction, 

the applied principles of curation are neither regional nor limited to genres of repertoire. 

Indeed, the final research project, Moonscape II, has scratched the surface of another 

realm of curation that is beckoning for further study. The recent online imperative 

caused by the Covid-19 pandemic has driven new perspectives and expectations from 

artists and audiences alike. Arts researchers need to be part of the future, exploring an 

artistic practice in an online world. 

It has never been more important for musicians to think deeply about what they do, how 

they do it and why they do it. If they are to regard themselves as artists, their task is to 

offer perspectives, perceptions and pathways of thought which contribute to cultural 

capital; a realm which is outside the vested interests of fake news, imposed value 

systems, and global greed. Art that is not thought-provoking is merely entertainment.  

 

Figure 29 - 'Concert Gallery' photographed by Janis Cook 
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Appendix I – PERFORMANCE LINKS 
 

AARON, ALEX, LENNY & BENNY 

1 – Ellis Island: https://research-

storage.griffith.edu.au/owncloud/index.php/s/Dgqj3pfQkpsD4ow 

2 – Transition to stage: https://research-

storage.griffith.edu.au/owncloud/index.php/s/x9TEhnlzOmJ9DKy 

3 – Threading: https://research-

storage.griffith.edu.au/owncloud/index.php/s/bttceYAQaUkPaq1 

4 – Shuffle and woodblock: https://research-

storage.griffith.edu.au/owncloud/index.php/s/tQGnMGwJqILFbta 

5 – Two codas: https://research-

storage.griffith.edu.au/owncloud/index.php/s/HA3Kjh5epLa2HPK 

SARNIA DREAMING 

6 – Google Earth: https://research-

storage.griffith.edu.au/owncloud/index.php/s/Doh2oVtK8DrDQ0o 

7 – Transition to Island Spell: https://research-

storage.griffith.edu.au/owncloud/index.php/s/x3LZ3WcXadbDkEn 

8 – The Undertone: https://research-

storage.griffith.edu.au/owncloud/index.php/s/yMf8S52jiZW83Ws 

9 – Transition to Aubade: https://research-

storage.griffith.edu.au/owncloud/index.php/s/eTCRoErpx4lYogS 

10 – Air: https://research-

storage.griffith.edu.au/owncloud/index.php/s/Qw682weEl1A63v1 

MOONSCAPE 

11 – Transition to folk songs: https://research-

storage.griffith.edu.au/owncloud/index.php/s/2KlVvbR1sspbI37 

12 – Two swans under two moons: https://research-

storage.griffith.edu.au/owncloud/index.php/s/HA3Kjh5epLa2HPK 

13 – Transition to Blue Moon: https://research-

storage.griffith.edu.au/owncloud/index.php/s/oUW6dzUWVDGWwfI 

14 – Transition to Beau Soir: https://research-

storage.griffith.edu.au/owncloud/index.php/s/Bei4WFpxiM8VRHl 

15 – Transition to Postlude: https://research-

storage.griffith.edu.au/owncloud/index.php/s/UI3yjlsQqfypAkm  
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Appendix II - SOURCES OF PERFORMANCE MATERIAL 
 

Printed music 

 

AARON, ALEX, LENNY & BENNY 

Bernstein, L. (2010). Music for piano, For Aaron Copland & Bell, Book and Rabbi.  

Leonard Bernstein Music Publishing. 

Bernstein, L. (1991). Prelude, fugue and riffs : for solo clarinet and jazz  

Ensemble, Riffs (Corr. ed.). Jalni Publications. 

Bernstein, L., Laurents, A., Sondheim, S., & Robbins, J. (1959). West Side Story : a  

new musical based on a conception of Jerome Robbins, Prologue.   

[Piano/vocal score]. Schirmer. 

Copland, A. (1949). Four piano blues, Blues 3 & 4. Boosey & Hawkes. 

Copland, A. (1957). Piano Fantasy, excerpts. Boosey & Hawkes. 

North, A. (1948). Revue : for clarinet with piano accompaniment. New York, NY:  

Mills Music. 

SARNIA DREAMING 

Farnon, R. (1946). Journey into melody. London, England: Chappell Music. 

Farnon, R. (1960). Seashore. London, England: Chappell Music.  

Ireland, J. (1912). Aubade. London, England: Novello. 

Ireland, J. (1915). The island spell. London, England: Stainer & Bell.   

Ireland, J. (1908). Phantasie trio. London, England: Augener. 

Ireland, J. (1940). Sarnia, I. Le Catioroc & II. In a may morning. Boosey & Hawkes.  

Ireland, J. (1920). Sonata for pianoforte, II. Non troppo lento, pp 12-15. London:  

Stainer & Bell. 

McKimm, B. (1998). Piccolo concerto, II. Air [Piano reduction]. Melbourne,  

Australia:  Yarra Yarra Music. 
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McKimm, B. (2016). Trio for flute, bassoon and piano, III. Rondo [Full score].  

[Unpublished manuscript]. 

MOONSCAPE 

Debussy, C. (1981) Songs 1880-1904 / Debussy, Beau soir. New York, NY: Dover. 

Debussy, C. (1971). Nocturne. Amsterdam, Netherlands: Broekmans & Van 

Koppel. 

Desplat, A. (2009). Twilight themes: New moon & Full moon [Piano arrangement].  

Hal Leonard. 

Dvořák, A., Kvapil, J., & Rusbridge, D. (1960). Rusalkas Lied an den Mond : für  

Gesang und Klavier. Bärenreiter. 

Gross, E. (1980). Moon interlude : for piano. Sounds Australian. 

Howard, B. Fly me to the moon, 150 of the most beautiful songs ever (2nd ed.), Hal 

Leonard.  

Keeffe, D. (2019). Moonscape framed. Australian Music Centre. 

Mancini, H. Moon river, 150 of the most beautiful songs ever (2nd ed.), Hal Leonard.  

Rodgers, R. (Arr. Previn, A.). Blue moon, Mammoth Folio 9 : 102 Piano Solos for 

the Cocktail Hour. Sydney, Australia – Albert Publications.  

Radiohead (2013). Sail to the Moon [Piano arrangement]. Warner/Chappell Music. 

Schubert, F. (1985). Fifty-nine favorite songs : from the Breitkopf & Härtel Complete 

works edition / Schubert, Nacht und Traume. New York, NY: Dover. 

Strauss, R. (1986). Nocturno, Op.7. South Carolina, USA: Thompson. 

Vignery, J. Sonata for horn and piano, II. Lento ma non troppo. Editions Andel.  

Vintner, G. (1942). Hunter’s Moon. London, England: Boosey & Hawkes. 

Wolf, H. (between 1900-1999). Gedichte von Eduard Mörike : für eine Singstimme  

und Klavier, Vol. 4, ‘Nixe Binsefuss’. Leipzig, Germany: Peters. 
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Yu, J. (2017). Cutetudes, No. 2. Two Swans under Two Moons. Shanghai Conservatory 

of Music Press. 

NB The traditional Ukrainian folk songs were arranged by the performer/researcher. 

 

Quotations for Moonscape II 

 

A New Moon, at first a mere glimmer of the future, becomes a promise of things to 

come. 

This sentence was composed by the performer/researcher, Janis Cook. 

 

Only I discern –  

Infinite passion, and the pain  

Of finite hearts that yearn. 

Browning, R. (1954). Browning, Two in the Campagna. Penguin Books.  

 

The full moon reigns for three intense days; who can resist its power? 

This sentence was composed by the performer/researcher, Janis Cook. 

 

It is the very error of the moon;  

She comes more nearer earth than she was wont,  

And makes men mad. 

Shakespeare, W. (1978). The complete works of William Shakespeare, 

‘Othello’, Act V, Scene 2. Abbey Library. 

 

The gentle pulsing and flickering stars and nebulae made a kind of music, a sweet easy 

mesh of whispered tones and sighing harmonies that hold me in its force like the earth 

the moon.  
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Aberjhani (1 Feb, 2016). Songs from the Black Skylark. Retrieved from   

https://aberjhani-songs-black-skylark-music-player.weebly.com/blog-bonus- 

story-tracks 

 

As powers wane, fulfilment begins to fade toward reminiscence, with its measures of 

contentment and regret. 

This sentence was composed by the performer/researcher, Janis Cook. 

 

Sable-vested night, eldest of things. 

Milton, J. The poetical works of Milton, Paradise Lost, Book II, p224. Oxford 

University Press. 

 

I saw the new muine late yestreen Wi' the auld muine in hir arme.  

Browning, D. (1951) Everyman’s dictionary of quotations and proverbs, p431 

 ‘Sir Patrick Spens’.  London: Dent & sons. 

 

Other sources 

Edison, T. (1903). Immigrants arrive at Ellis Island [Film]. Vimeo. Retrieved from 

https://www.bing.com/videos/search?q=ellis+island+video+edison&docid=6080

33546823862524&mid=DCF667BA4FE2027B8699DCF667BA4FE2027B8699

&view=detail&FORM=VIRE 

Hellman, L. (Writer), Milestone, L. (Director). Copland, A. (Composer). (1943). North 

Star [Film]. Samuel Goldwyn Productions. Retrieved from 

https://www.youtube.com/watch?v=Z1wpb3LrNTA 

The scenic images and sound effects were sourced from Shutterstock 

(https://www.shutterstock.com/) and Soundsnap (https://www.soundsnap.com). 
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Appendix III – PROGRAMMES 
 

 

AALB programme, front 
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AALB programme, inside left 
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AALB programme, inside right 
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Sarnia Dreaming programme, front 
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Sarnia Dreaming programme, inside left 
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Sarnia Dreaming programme, inside right 
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Sarnia Dreaming programme, back 
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Moonscape programme, front 
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Moonscape programme, inside left 
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Moonscape programme, inside right 
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Moonscape programme, back 
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Appendix IV - AUDIENCE FEEDBACK (transcription)  
 

SARNIA DREAMING 

a) It was extraordinary. Thoroughly enjoyed it. All the pieces of music & the 

story of Guernsey, loved it. Thank you. 

b) Thank you for a lovely thoughtful and beautifully curated program. It is hard 

to find programs put together with such care for how visual, sound & 

atmosphere can influence a performance. 

c) Wonderfully presented! So many memories hurtled back of our holidays in 

Guernsey & Sark. I clearly remember lying amongst the daisies on the 

hillside in the sunshine and imagining what Heaven would be like. 

d) Straight indulged into the picturesque scenery of the Channel Islands, we 

gradually immersed ourselves into the fantastic music. This was a great 

piano concert and we massively enjoyed the beauty of the masterpiece and 

the spirit of the songs. Thank you for your performance. 

e) Thank you so much for a wonderful concert. It was superb. Bravi a tutti. 

f) An excellent concert, as always! 

g) A beautiful concert, so cleverly composed. 

 

MOONSCAPE 

a) The concert was mesmerising. Such a lovely idea with the continuity and the 

moons in the background. 

b) I enjoyed the theme of the evening and thought it flowed very well. A lovely 

performance with a good range of pieces. 

c) What a great night. The flowing of the music from one piece to the next was 

great. Enjoyed working out what piece was where. 

d) Lovely show. 
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Appendix V – FORMAL FEEDBACK (transcription) 
 

SARNIA DREAMING RESPONSE No. 1 

Musical Content  

I really enjoyed the choice of music for this concert. A lot of it was unfamiliar to me, 

and the fact that there wasn’t a printed program had me racking my brain throughout 

trying to figure out the composers of the works. It was fabulous to see Australian 

content with Barry McKimm included in the concert.  

 

It did strike me as an unusual combination of instruments at first and I couldn’t think of 

many works that would include this selection of instruments, however I thought the 

program was very well thought out and the combination of works for instruments in the 

solo, duo and trio aspect really worked.  

 

Contextual Elements  

I thought these really added to the performance. Especially the combination of recorded 

voice elements, visuals, lighting and the other audio recordings. I think this lifted this 

performance out of a “traditional” chamber music performance into a more theatrical 

experience.  

 

Standard of Performance  

I thought overall the standard of performance was very high and very engaging. The 

performances seemed well rehearsed and nuanced for the most part. I thought a 

particular highlight was the Sea Shanty of Barry McKimm and the early John Ireland 

piano works in the program. 

  

Flow of Performance  

I loved the use of the spoken voice in the program. I felt just fractionally that the spoken 

voice segments were a fraction too early after the final chord of the pieces, and by too 

early I’m speaking in terms of 1 to 2 seconds. It certainly prevented the audience from 

clapping after each work and created a flow through the program, but I felt if we were 

having a great meal, we barely had time to savor the last mouthful before the next 

course was served. The flow of the pieces musically worked very well with a fabulous 
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mixture of works that complemented one another then also offered contrast and 

juxtapositions.  

 

As a dramatic touch, it would have been fabulous if Bernard had walked out at the end 

to speak one final piece of dialogue.  

 

As a tribute to the flow of the program I was surprised when I checked my watch at the 

end as the concert went for significantly longer than I had assumed.  

 

Lack of Printed Order of events  

I’m a big fan of not having a printed order of events available at the beginning of the 

event as I believe that the audience invests more in the performance and are more open 

to what is being presented to them. Since a lot of the music wasn’t familiar to me, I 

listened with a great amount of concentration trying to figure out who composed the 

works. It also created an element of surprise and wonder waiting for the next work to be 

performed and looking to see where the concert would lead. I felt I could surrender 

more to the program and be open to enjoying the performance rather than prejudging the 

material being presented or having preconceived ideas.  

 

Pay as you feel business model  

This was my first experience of a Pay as you feel business model. I had completely 

forgotten about this during the performance, but it added a different element to end of 

the concert, where my guest and I discussed about what we should pay for the 

experience. To be honest I’m still thinking about this element, as I wasn’t sure of the 

right way to approach it. Should I compare it other concerts and remember what I paid 

for that experience, or should I find a way to put a monetary value onto what I just 

experienced taking into account all of the technical elements and what comprises 

putting this concert on?  

 

The venue  

I was very pleasantly surprised by the venue as I didn’t know the venue at all before 

attending the concert. Thinking from a professional standpoint I was very impressed at 

the possibilities the venue presented for performance. The performance utilized many 

different elements, including lighting, projections, audio excerpts included in the 

performance alongside the acoustic performances. I wouldn’t say the venue struck me 
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as aesthetically appealing in the sense of some of Melbourne’s really “classically” 

beautiful theatres and concert halls, however the space was excellent for the 

performance. Acoustically it worked well for the instruments. It was also fabulous to 

have the audience near the performers.  

 

Pre-performance atmosphere in the foyer  

I was running slightly close to time for the performance, so I didn’t get to spend much 

time in the pre performance atmosphere.  

 

Post-performance atmosphere in the foyer  

This was a fabulous atmosphere in the foyer after the concert. I felt compelled to 

converse with strangers about the event and felt it was a shared experience, more so 

than in more traditional concerts. It was also fabulous to have a social aspect with wine 

and cheese.  

 

Any publicity you encountered  

The publicity seemed to follow more traditional lines of concert advertising with the 

postcard design I received. I think with the more eclectic style of this concert, that the 

audience word of mouth will be its strongest asset in helping to build audiences. 

  

SARNIA DREAMING RESPONSE No. 2  

On September 12th, 2019 the Melbourne audience was transported to Guernsey Island 

which lies east of the north eastern tip of France. This was a cleverly designed program. 

It revealed the charms of Guernsey Island, its inhabitants and its cultural life, together 

with musical compositions that had been inspired by aspects of life there. During the 

post-concert wine and cheese tasting session, the audience was abuzz with the intriguing 

manner that this performance had dovetailed Guernsey life with the mood of each 

musical piece.  

 

Each scene was set via slides screened onto the backcloth, with lighting changes, some 

poems and also included reminiscences of life on Guernsey Island, as related by 

Bernard Blestel. At various points he spoke with great charm about the topography, the 

villages and buildings, the food, the culture and more. 
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At the commencement, Andrew Macleod, Janis Cook and Brock Imison walked quietly 

on stage and allowed several slides to set the scene. A dark green, lush island was 

portrayed together with an evocative poem. Janis played dramatic piano music, and 

afterwards Andrew joined in on the flute and Brock provided bubbling depth on the 

bassoon. They are all highly experienced and masterful musicians who are current or 

former players with the Melbourne Symphony Orchestra. As the concert progressed, 

there was complete synchronisation of the Guernsey snapshots with matching musical 

choices. For example, when the slide changed to a sunny day with many colourful 

dinghies moored on the sand flats, the selected music brightened and the players’ 

musical prowess matched the mood, giving vivacity to the playful, cheerful music. At 

every point in the performance, each player gave superb renditions with light and shade, 

with mature interpretations and with full focus. 

  

Sarnia Dreaming was the program title. We learnt that Sarnia was the old name for 

Guernsey Island. The program details were not given to the audience at the outset but 

instead, we were led, as in a dream, from one musical experience to another. This 

enabled us to concentrate fully on all aspects of the unfamiliar music, whilst safely 

anchored by the background slides, poems and reminiscences. This was a wonderful 

and satisfying performance.  

 

After the performance the audience was given the opportunity to pay-as-you-feel. I 

believe that many were very generous. We were also given programs so we could see 

who had composed each piece, the lifespan of each composer, and how each musical 

work was positioned. Many pieces were by John Ireland, but works by Robert Farnon 

and Barry McKimm were interposed. The arrangement provided a varied musical 

content and fluidity to the performance.  

 

The only pity was that this high-quality performance was not enjoyed by a larger 

audience. There are many on the email list for Cook and Co Productions but too few 

had arrived on this occasion. On the other hand, the audience members will surely talk 

to their friends about this intriguing performance. It is to be hoped that many more will 

come to the October performance. 

 

 

 

 



108 
 

MOONSCAPE RESPONSE No. 1  

I remember this performance fondly. I was late after having trouble with public 

transport and a lot of the area being blocked off. Unfortunately, I missed the pre-concert 

mingling in the foyer. Having snuck in at the back, I was rather flustered and stressed 

for the first 10 minutes or so. 

  

It took me some time to acclimatise to the darkness in the auditorium. I think I would 

have preferred to sit a little closer to the front as I felt I was too far away from the action 

at times. A smaller venue would have afforded the performers and audience more 

intimacy. I did enjoy the angle of the seating though! This is fairly rare in classical 

venues and more like theatre venues.  

 

Apart from that I really enjoyed the fact that I couldn’t look at a programme and was 

forced to focus wholly on the action on stage. This is really a brilliant idea and very 

refreshing for me. Whether intentional or not, I did feel that time flew.  

 

Set out rather like a theatre piece, I was absorbed into the meanings of the moon, 

thinking about time flying, and the eclectic mix of musics, mixing classical, popular and 

jazz standards. I think the flow of repertoire and performers worked very well. I always 

enjoy hearing a French horn so that was a real aural highlight for me in amongst the 

more normal instrumentation of voice and piano. 

  

Beautiful and sensitive playing from Janis as per usual. Very obvious that there was a 

deep connection with the repertoire.  

 

I also enjoyed the sense of occasion created by near darkness in the audience. This is so 

rare now in concerts! And again, because there was no printed programme, I enjoyed 

not knowing where I was in the scheme of the whole performance, although of course 

the projected images did provide a visual timeframe.  

 

The visual projections of the waxing and waning moon worked well from a technical 

standpoint although there was a small glitch, maybe it was during Julian Yu’s 

piece…I’m not sure. 
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There was for me a high level of connection with most of the repertoire. I especially 

enjoyed the Full Moon repertoire. Am a big fan of Julia Yu. I’m not a huge fan of 

Rada’s voice in certain registers, although she does have a certain charisma.  

 

I can’t comment on the Pay as you feel model for this concert, I had a comp ticket. In 

general though, I do think this is a good idea, but only when you are not splitting the 

taking with a venue, ie like the MRC who take 50%. 

  

I loved the post-concert atmosphere. Great to catch up with some people I knew in the 

audience and meet some new characters.  

 

MOONSCAPE RESPONSE No. 2  

‘Moonscape’ was an evocative performance curated by Janis Cook. Janis provided the 

anchor and the glue to the concert, playing on the piano throughout the evening. She 

was accompanied by soprano, Rada Tochalna, and Jeff McGann on French horn and 

occasionally on the trumpet.  

 

As in the previous Flip’d concert, the audience enjoyed a mystery melodic tour. An 

arrangement of musical styles led us forwards. There were no verbal introductions or 

printed information but instead, programmes were available after the performance. 

While we enjoyed wine, cheese and conversation, we could decide how much we would 

pay for that most pleasurable concert.  

 

Pictures of the moon’s phases were projected onto the overhead screen and that 

sequential effect provided a simple framework for the musical offerings. Occasionally a 

poem relating to the moon would add to the mix. Each lunar phase featured two or three 

pieces by various composers, sometimes in contrasting styles. The phases – New Moon, 

Waxing Moon, Full Moon, Eclipse, Blue Moon, Waning Moon and Darkness – were 

framed by hauntingly beautiful French horn playing offstage, in the distance. These 

renditions of the Prelude and the Postlude were world premieres composed by David 

Keeffe. The Prelude tantalised us as to the music that would follow. The Postlude gave 

a calming close to the concert.  

 

As the performance proceeded, the audience was led through diverse musical genres. 

The immersive process has interesting outcomes. Each listener has the space to give 

their full attention to variations within the music. We were able to absorb the ebbs and 
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flows of the compositions, to appreciate the structural elements, and to feel the 

emotional impact. Hearing the interplay of melody from one performer to the other gave 

added sparkle. Most importantly, our minds were free to perceive different images, for 

instance, sections that sounded like rolling tidal waves, or when ethereal music 

suggested dappled moonlight dancing between the trees.  

 

All three performers gave accomplished renditions. Janis linked the varied sections with 

effortless ease transitioning from light, to shade or to a full-bodied sound. Her technique 

is flawless and she gave magical interpretation to the music.  

 

Rada Tochalna has a lovely, mellow soprano voice. She sang in Ukrainian, German and 

other languages. Rada has a broad range of styles and tonal colours. She also conveys a 

light-hearted sense of fun and playfulness with the music. 

  

Jeff McCann’s playing of the French horn included some quite unexpected sound 

effects. His was also an accomplished performance so the audience was able to fully 

enjoy the horn’s gentle and lyrical qualities. Jeff also played a syncopated Jazz piece on 

the trumpet.  

 

Julian Yu had composed expressive new music, ‘Two Swans under Two Moons’. 

During this he toyed with fragments of some popular themes and that added intrigue to 

his composition. Other composers included: Alexandre Desplat, Bart Howard, Jeanne 

Vignery, Anton Dvořák, Hugo Wolf, Eric Gross, Richard Rodgers, Henry Mancini, 

Claude Debussy, Franz Strauss, Franz Schubert plus some Ukrainian folk songs. Their 

compositions all related to the moon.  

 

The audience numbers rose significantly from the previous performance. There was an 

eight year old lad who sat entranced, for the entire performance. Children usually jiggle 

and fiddle but it was surely the variety of styles and musical interplay within this 

concert that kept his interest so long. All together this was a satisfying and enriching 

musical evening.  

 

MOONSCAPE RESPONSE No. 3  

Pay as You Feel Business Model                                                                      

Personally, there is an uneasiness when I encounter this approach, and I am unlikely to 

frequent, say, a restaurant that charges in that manner. I would much rather know the 
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price, work out if that fits with my financial priority preferences, then decide to attend 

or not. One thing though, it is a fresh approach, and if the game is disruption, or 

challenge, then maybe that’s fair enough. 

  

Venue  

Great venue, no negatives whatsoever. Ideal for that show.  

 

Pre-performance atmosphere  

A longer than anticipated trek to the theatre meant that I missed the pre-shop vibe. 

Consequently, no comment.  

 

Publicity  

The program was all I needed, info about the pricing model, the repertoire, the artists & 

credits. I liked the font.  

 

Post-performance atmosphere  

Post show, it was like a family gathering. Mostly people knew one another and there 

was lot of post-performance highs. Shame there wasn’t another fifty persons in the 

crowd to get a bit of a buzz happening. Not to worry, post-show was a real celebration.  

 

Lack of Order of Events  

Terrific idea created the feeling of going on a strange journey. Try that again for sure, 

but then how do you attract a house if you don’t describe the bill. 

  

Musical Content  

I so enjoyed the program. The inclusion of Moonscape framed & Two swans under two 

moons, worked so well, amazing really. Loved the Ukrainian medley, and the 

(somewhat) familiar contributions of Strauss, Debussy and Dvorak all continued the 

journey. Personally, I did not enjoy the inclusions of the pop music into the show. For 

me it spoiled the ride. From floating mysteriously with the swans to somewhere all too 

familiar, so under (my) government, we wouldn’t hear Fly me to the Moon, Blue Moon 

or Moon river, they just come with so much pop baggage.  

 

Flow of the Program The flow of the program was wonderful, drifting in the blue light, 

I didn’t want it to end.  
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Standard of Performance  

Careful here, remember please that I don’t know what I’m talking about. I have a 

feeling that all performances steadily got better as the night progressed. To my ears, 

everyone relaxed into the night quite early and got steadily better. I thought Jeff’s 

opening (off) was terrific, and then he wasn’t quite as strong when on stage for a short 

while and finished very strongly. I don’t know what that technique is,,,overblowing the 

notes,, great sound! Also, a number of fun pieces that I really enjoyed. Rada also had a 

strong opening. Sometimes I thought she was busy being a soprano rather than part of 

the show, but that’s ok I suppose. She looks great, sings great and everyone loves her so 

you can’t really do better than that.  

 

You know that my knowledge of music is not strong, but I will talk about your playing 

also. I loved the eyrie first piano piece and your solo after an exit, about item 7?? Early 

in the show I was not sure if I was getting everything straight, but that was far more 

likely due to my ears rather than anything else. I think I was conscious of you keeping 

things together once or twice with Jeff,,, but could be wrong there too! To my ears your 

playing was strong, elaborate, guiding and at times fun. Sort of think the night needed 

you to be that good,,, Hmm should of mentioned your solo after Rada was applauded,,, 

another highlight for me.  

 

Staging  

Exits and entrances – I don’t think they worked. I would just have people seated on 

stools upstage in the depths shadows, coming forward to perform. We had Jeff entering 

and spoiling an ending of yours, and sometimes exits seem to disrespect the next 

performance. I would rather fading in and out.  

 

Costumery – If everyone had the money, I would be interested seeing the cast in some 

really young cool street gear,,, ala NY or London or Tokyo or Paris. Plenty of attitude. 

Using colours and style rather than sparkles. I would try to get rid of shiny gold and 

glitter. I would like to see you in a hat. Rada in non-soprano uniform, Jeff with a facial 

tattoo, or a mask, or a long dirty dustcoat,,, is that New Orleans? The cast would be 

some performance hoods, coming in and out of the shadows to fight someone or team 

up with someone. It would be night. They would be confident that this was their corner 

of the world. It’s a street corner under the streetlight, it’s a dead-end lane where some 

guys meet up. Its urban. They wouldn’t do moon river.   



113 
 

Graphics: The idea of graphics is so alluring, but only if one condition is met. That the 

standard of the graphic representation was of equivalent artistic value to that of the 

music. It wasn’t, but that doesn’t mean that I don’t approve, I sure do, but it has to be as 

a serious project teaming image and sound together. I think that it can work, the 

possibilities are endless. Get someone onto the graphics again for the next show, but 

someone with access to tools and ideas and understands your music. 
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Appendix VI – ETHICS DOCUMENTS 
 

1. Ethics clearance 
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2. Guidelines for designated observers 
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Appendix VII – EVENT POSTCARDS 
 

 

 

 

Aaron, Alex, Lenny & Benny - POSTCARD 
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Sarnia Dreaming - POSTCARD 
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Moonscape - POSTCARD 

 




