
EMOTIONS IN THE MUSIC OF THE 18TH CENTURY

GRIEF  AND  JOY    



Cover image: Johannes Voorhout, Domestic Music Scene, 1674. 
© Wikimedia Commons.

GRIEF AND JOY: EMOTIONS IN THE 
MUSIC OF THE 18TH CENTURY
Edited by Rebekah Prince
Graphic design by Erika von Kaschke
2012
ISBN 978-1-74052-259-5

Partner organisations:



GRIEF  AND  JOY:
EMOTIONS IN THE MUSIC OF THE 18TH CENTURY

3



Table  of  Contents

1. About this book

2. Performance locations

3. Programme

4. Scope of the project

5. Musical emotions: Some ideas from history, 
philosophy and psychology

6. Early modern German perspectives on ‘moving the 
affections’

7. Hautboisten: The ‘radio’ of the 18th century

8. Programme notes

9. Contributors

10. Artist biographies

5

7

9

10

11

23

26

28

39

40

Page:

4



About  this  book

This work is a response to a partnership 
developed between the Australian 
Research Council’s Centre of Excellence 
for the History of Emotions (CHE), Perth 
Baroque, The Recorder and Early Music 
Society of Western Australia Inc., Country 
Arts WA, The University of Melbourne, 
the Government of Western Australia 
Department of Culture and the Arts, and 
Lotterywest, who worked together in 
2012 to produce a historically informed 
series of concerts grounded in historical 
research, reflective performance 

practice and scholarly insights into the 
philosophy and psychology of musical 
emotions. This collaboration aims to 
explore the significant role music had 
in the 18th century, and continues to 
have, in human culture as a means 
of experiencing and communicating 
emotion. It is part of CHE’s larger project 
to explore how societies think, feel and 
function, by focusing on the history of 
European development between 1100-
1800, and considering this influence on 
contemporary societies.
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Performance  locations

Featuring  Perth  Baroque  
TUESDAY 25 SEPTEMBER 2012, 8.00pm
Trinity College Chapel, The University of Melbourne
Spring Early Music Festival
Melbourne Conservatorium of Music

THURSDAY 27 SEPTEMBER 2012, 7.30pm 
Callaway Auditorium, The University of Western Australia
ARC Centre of Excellence for the History of Emotions 
(Europe 1100-1800)

FRIDAY 28 SEPTEMBER 2012, 7.30pm
Northam Town Hall
Recorder and Early Music Society of Western Australia
Opening Concert for 2012 Annual Workshop
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Johann Sebastian Bach
(1685–1750)

‘Sinfonia to an unknown Cantata’
BWV 971 – Italienisches Konzert – First movement 
Arrangement: Georg Corall

Johann Sebastian Bach
(1685–1750)

Cantata BWV 82 – Ich habe genung
Festo Purificationis Mariae

1. Aria – Ich habe genung
2. Recitativo – Ich habe genung!
3. Aria – Schlummert ein
4. Recitativo – Mein Gott!
5. Aria – Ich freue mich auf meinen Tod 

Georg Philipp Telemann
(1681–1767)

Concerto grosso B major
For 2 Flauti, Oboe , Violino, Strings and Basso continuo

1. Largo
2. Allegro
3. Dolce
4. Allegro 

INTERVAL

Johann Theodor Römhild
(1684–1756)

Cantata – Das neue Jahr ist kommen
Festo Circumcisionis Christi

1. Aria – Das neue Jahr ist kommen
2. Recitativ – Das erste, das wir denken
3. Aria – Mein Jesu

Georg Philipp Telemann
(1681–1767)

Concerto in A minor
For 2 Recorders, 2 Oboes, 2 Violins and Basso continuo

1. Adagio
2. Allegro
3. Affettuoso
4. Allegro Vivace 

Johann Sebastian Bach
(1685–1750)

Cantata BWV 56 – Ich will den Kreuzstab gerne tragen
Dominica 19 post Trinitatis

1. Aria – Ich will den Kreuzstab
2. Recitativo – Mein Wandel auf der Welt
3. Aria – Endlich, endlich
4. Recitativo – Ich stehe fertig und bereit
5. Choral – Komm, o Tod, du Schlafes Bruder

Programme
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Scope  of  the  project

Common physiological, cognitive and 
action mechanisms underlie human 
experience. These mechanisms are 
all influenced by the culture in which 
the human is embedded. Thought and 
action both affect and are affected 
by context and therefore beliefs and 
social structures inevitably change over 
time. Referred to differently across 
the centuries as passions, affections, 
sentiments, and feelings, it seems that 
emotional experience is associated with 
contextual and cultural expectation, 
along with mood, temperament, 
personality, and disposition. Emotions, 
therefore, represent strong features 
of human experience and have had 
a role in influencing social, political, 
and economic developments. In the 

Australian Research Council’s Centre of 
Excellence for the History of Emotions, 
we have programs that explore: what 
emotions have meant to different 
people over history; how emotions have 
influenced social and political change; 
how emotions have been understood and 
expressed through artistic performance. 
In the pages that follow we contextualise 
the work undertaken by our performance 
partners who have constructed an 
exciting and thematic programme of 
music.

Professor Jane Davidson, 
Deputy Director, 
ARC Centre of Excellence for the History 
of Emotions (Europe 1100-1800) and 
Performance Program Leader
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Musical  emotions:  Some  ideas  from  history,  
philosophy  and  psychology

Sandra Garrido
Jane Davidson
The University of Western Australia

From the mid-seventeenth century, we know that musicians aimed to persuade the 
audience of their emotional truth. Performers were expected to feel the emotions 
they wanted to convey to listeners. Composers focused on the capacity of music to 
move the emotions, and expressly sought to imitate the ‘passions’ or ‘affections’. This 
‘doctrine of affections’ was a revival of the ideas of antiquity and the idea that different 
emotions could be represented by particular tonalities, rhythms and motifs. In this 
movement, expressive musicality reached new heights, new styles of instrumental 
accompaniment were gaining momentum, and music moved from the church to the 
theatre. Furthermore, tonality was shifting from a modally based framework to the 
major-minor system that is still in use today.

As for the ancient Greeks, particular 
tonalities came to represent certain 
emotions. For example, E major was 
considered to be warm and intense, and 
keys with multiple flats were considered 
suggestive of increasing relaxation or 
despair. The achievement of expressivity 
was also based on linguistic models 
derived from Greek and Roman doctrines 
of oratory and rhetoric.

By the eighteenth century, with the 
development of the discipline of 
aesthetics, the role of music was not 
faring well, certainly not when ascribing 
meaning to emotional experiences. As 
Cook and Dibben explain, philosopher 
Emmanual Kant saw music as:

‘a play with aesthetic ideas…by which in 
the end, nothing is thought. The pleasure 
it creates is ‘merely bodily’, even though 
it is aroused by ideas of the mind, and 
consists merely in the feeling of health 
that is produced by an intestinal agitation 
corresponding to such play.’ (Cook & 
Dibben, 2010, p.47) 

Of course, we may well argue that 
bodily and mental operations are crucial 
to musical meaning and emotional 
experience. However, this criticism of 
music as a representational system led 
away from the strong associative link 
with language to a formalist move. This 
brought meaning within the musical 
materials and transitioned from the 
worldly and particular meaning of 
words and gestures to the spiritual and 
the content of music having a universal 
meaning.

The doctrine of affections was violently 
attacked by philosophers in the nineteenth 
century. For example, the Viennese critic 
Eduard Hanslick argued that, rather 
than being understood in terms of 
representation, musical meaning should 
be understood in terms of the intrinsic 
properties of the music itself. The issue 
of whether or not it is even possible for 
music to express emotion became the 
subject of much philosophical debate. 
Pieces of music, or performances of 
them, are commonly said to be happy, 
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sad, and so on. However, this poses a 
philosophical problem since music itself 
is not a psychological agent capable 
of expressing emotion. Therefore, 
philosophers of aesthetics argued that 
music, by nature, is actually unable to 
express anything. This is sometimes 
referred to as ‘formalism’, the idea 
that ‘pure’ music contains no meaning 
outside of its own formal features. 
The twentieth century composer Igor 
Stravinsky, for example, claimed that the 
idea that music is expressing any kind of 
emotion is merely an illusion.

Other theorists suggest that music 
is expressive in that it arouses 
corresponding emotions in the listener 
(arousal theory), embodies an agent or 
musical persona that expresses emotion 
(persona theory), or that it represents 
or symbolises certain emotional states 
(symbol theory) (Packalen 2008; Seitz 
2005). Leonard Meyer (1956) maintained 
that emotions were aroused in the 
listener when musical expectations 
inherent in the musical structure were 
unfulfilled. Thus, he suggests that 
emotions are conveyed when an expected 
resolution is delayed or when physical 
tension is created in some other way. 
Composer Paul Hindemith, on the other 
hand, claimed that music stimulates 
memories of emotions experienced in the 
past (Levinson, 1990a). These theories 
have been expanded upon by researchers 
in more recent years.

While formalism represented an extreme 
viewpoint, philosophers are still divided 
over the question of whether or not 
‘real’ emotions are involved in musical 
response. Theorists on this issue can be 
broadly divided into the cognitivist and 
emotivist camps. Of the cognitivists, Peter 
Kivy agrees that music can be expressive 
of definite emotions, but argues that they 
do not elicit corresponding emotions 
in the listener. Rather, listeners are 
emotionally aroused or excited by the 
beauty, magnificence or aesthetic 

desirability of the music, but mistake 
their emotive excitement for the emotions 
they perceive as being expressed in the 
music (Kivy, 2002, p. 129). Kivy proposes 
that although we can recognise emotions 
in music, we never actually feel them 
ourselves unless it is the features of the 
music, such as a fault, which arouse 
feelings in us. Rather, the object of 
musical emotion is the music itself, and 
the belief attached to it is the belief that 
the music is beautiful or magnificent or 
aesthetically desirable (p. 129). 

Although music can ‘represent’ or 
display emotions, it does not arouse the 
corresponding emotion in the listener. For 
example, if the music is representational 
of sadness, listeners may perceive 
the sadness in the music but will not 
experience sadness themselves. Instead, 
Kivy proposes that what they experience 
is ‘“excitement,” or “exhilaration,” or 
“awe”’ (p. 13). This is similar to other 
arguments by aestheticians such as Andy 
Hamilton (2007) and Rose Subotnik (1991) 
who argue that certain listeners engage 
with the ‘acousmatic’ or ‘structural’ 
features of the music rather than the 
emotions perceived.

Emotivists such as Jerrold Levinson 
(Levinson, 1990b), although not 
advocating an arousal theory as such, 
find it hard to accept the idea that the 
only emotion experienced in relation 
to music is ‘aesthetic awe’. He is 
unwilling to admit that ‘being moved’ 
is all we ever experience emotionally in 
relation to music (Levinson, 1996a). He 
argues that what we experience seems 
characteristic of ordinary life-emotions 
although they may not be ‘full-fledged’ 
(p. 308). Jenefer Robinson (1994) agrees 
that Kivy is wrong in thinking that his 
analysis of the one emotion, ‘being 
moved’, demonstrates that no other 
connection exists between emotions 
and music. She argues that there may 
be other ‘more primitive emotions 
aroused by the music, perhaps requiring 
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less developed cognitive mediation’ 
(p. 18). Other emotivists, such as Clive 
Bell (1913) and Edmund Gurney (1880), 
argued that a special set of aesthetic 
emotions are experienced, whereas 
others take our response to music to be 
weaker versions of ordinary emotions 
(Davies, 1997). Another argument is that 
what we experience are quasi-emotions. 
That is, the affective components of fully-
fledged emotions that we imagine to be 
fully-fledged (Walton, 1997). This brings 
into question the whole definition of 
emotion, since many general theories of 
emotion hold that emotions must have 
several components such as an object, a 
belief or set of beliefs, and a behavioural 
response, which accompany or even 
precede the affective experience (Rey, 
1980). In other words, emotions must 
be about something. For instance, in 
order to feel fear one must believe that 
there is something (the object) that is 
threatening. Thus, it is argued that since 
music lacks a ‘real’ object, there cannot 
be a real emotion present.

Zangwill (2007) claims that theories 
that promote the arousal of emotions 
as a main function of music have little 
plausibility because ‘the essential 
features of emotion preclude such 
essential relations between music 
and emotion’ (p. 391). Elsewhere, he 
states that ‘music, in itself, has nothing 
to do with emotion’ (Zangwill, 2004, 
p. 29). Kivy (1989) similarly claims 
that the behavioural manifestations 
usually associated with emotions are 
not observed in the concert hall (p. 
155), although he admits that linguistic 
descriptions of feeling sad could be 
called behavioural responses (p. 159). 

Levinson (1990b) also argues that feelings 
in response to music are objectless and 
therefore cannot be true emotions (p. 
314). He argues that they share some 
aspects of ordinary emotions, such as 
their characteristic affective states, but 
lack others, such as a specific intentional 

object. He states that the cognitive 
element of emotions, that is a belief 
directed towards a particular object, are 
absent in the case of music since there 
is no object towards which it can be 
directed. It is thus by the physiological 
and affective elements of an emotion 
that the particular emotion is recognised 
in the music. Therefore, his conclusion 
is that, lacking the cognitive element, 
what listeners experience are not ‘fully-
fledged emotions’. 

On the other hand, revisionists argue 
for an understanding of emotion that 
is broad enough to encompass what is 
experienced when listening to music. 
For example, Peter Mew’s (1985) view is 
that music can arouse emotion without 
the mediation of emotional objects. 
He believes that this makes music a 
‘fascinating counter example to the 
widely held philosophical view that the 
core emotions cited always take objects’ 
(p. 34). 

Donald Callen (1982) is also not 
convinced that all emotions must have 
objects. Callen discusses empathetic 
identification and imagination, pointing 
out that we can be grieved at the sadness 
of others without knowing the object 
of their sadness. In fact we generally 
believe it is ‘morally right or praiseworthy 
to be grieved in the presence of sadness’ 
(p. 383). Similarly, Georges Rey (1980) 
states that one may have beliefs and 
preferences without emotions and vice 
versa (p. 175).

In any case, whether or not our response 
to music is without either object or 
behavioural response is not completely 
agreed upon by philosophers. Walton 
argues that there are behavioural 
responses involved, since listeners may 
typically tap their feet, sway with the 
music, or display facial expressions of 
agitation or anguish (1997, p. 75). He 
compares this to the film-goer who 
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involuntarily flinches, despite knowing 
that the events on-screen pose no 
actual threat. Walton’s conclusion is 
that the listener’s imagination elicits 
the behavioural response which, in 
turn, causes them to imagine that 
they are actually feeling the emotion. 
He argues that since the situation is 
not real, the emotion must be only 
imagined. It does not seem clear how 
these imagined emotions differ from real 
emotions, given that there is an object, 
and there are affective and behavioural 
responses. It seems entirely possible, as 
Greenspan (1988) argues, that these are 
real emotions although induced by an 
imagined situation (p. 42). 

Greenspan (1988) also argues for a 
broader view of emotion that allows 
for attitudes weaker than absolute 
belief, such as imagining a particular 
event. She contends that the affective 
components of an emotion can be 
‘tamped down’, that emotions can be 
directed towards invented objects, and 
that some emotions may be pleasurable 
although involving a negative evaluation 
(p. 17). Greenspan posits that emotions 
defy easy categorisation into positive and 
negative because they can at times be 
mixed and layered with both ‘comfort’ and 
‘discomfort’ (p. 31), and therefore involve 
both positive and negative evaluations.  
While an evaluative component is 
involved, there may be simultaneously 
contradictory evaluations which oppose 
each other in affective quality. She cites, 
as an illustration, fear while watching a 
horror movie. The movie-watcher does 
not truly imagine that they are in any real 
danger, rather we see the film from the 
perspective of a character in the film, 
or possibly some invented character 
who is also viewing the events in the 
film. Robert Roberts (1988) agrees that 
emotions typically involve beliefs, but 
that this need not always be the case: 
‘Sometimes we experience an emotion 
despite not believing its propositional 
content’ (p. 183). 

Revisionist explanations of emotion 
such as Greenspan’s are persuasive. 
It is by no means certain, as many 
philosophers assert, that what we 
experience in relation to music are not 
true emotions. According to some, real 
emotions may be present even in the 
absence of an object and a set of beliefs 
directed towards that object. Although it 
may be an extreme viewpoint to argue 
that emotions can be redefined so as to 
exclude the need for an object, it does not 
seem too far-fetched to claim that real 
emotions can be experienced in relation 
to an imaginary object. Some argue that 
enjoyment of other art forms, such as 
literature, paintings and presumably 
films, cannot be compared to listening to 
music because there is no story involved 
in listening to ‘pure’ music (Budd, 1980; 
Kivy, 1989). However, it is arguable that 
even in the case of ‘pure music’ there 
may in fact be an object, although an 
imaginary one for at least some listeners. 
In addition, according to the work of 
Jenefer Robinson (1994; 2005, p. 387-
400) there is a growing consensus that 
our lower-level, less cognitive responses 
may be involved when listening to music.

Some researchers argue that the lack 
of consensus between philosophers on 
these points, which are fundamental to 
our understanding of music and emotion, 
may derive from the fact that they are 
based on the individual experiences of 
the philosophers rather than empirical 
evidence (Garrido & Schubert, 2010). 
Therefore, in music psychology and 
other fields, there is a growing interest 
in approaching these philosophical 
questions in a systematic, scientific 
way, and in examining the way in which 
individual personality differences affect 
emotional response to music (Garrido & 
Schubert, 2011).
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Recent theories

Music psychologists Patrik Juslin and 
Daniel Västfjäll (2008) summarise some 
of the recent theories regarding the 
mechanisms by which music may induce 
emotions. They list seven mechanisms 
that attempt to explain the underpinning 
emotional intentions and experiences of 
musicians and their listeners:

1. Brain stem reflexes
The brain stem is believed to be the 
most evolutionarily ancient section 
of the brain and is responsible 
for regulating many of the body’s 
physiological systems such as 
the central nervous, cardiac and 
respiratory systems. It is the origin 
of certain unconscious reflexes 
such as the ‘startle response’ and 
the physiological manifestations 
of emotion. Music is auditory 
information which gives rise to 
emotional responses because, 

evolutionarily, sounds signal 
information important to human 
survival. Emotion is induced when 
one or more fundamental acoustical 
characteristics of the music 
are taken by the brain to signal 
importance and urgency. Such 
responses reflect the impact of 
simple auditory sensations. Sounds 
that meet these criteria induce an 
increased activation of the central 
nervous system. Thus, as a form of 
auditory information, music is likely 
to elicit emotional response like any 
other environmental event.

This idea that music can influence 
emotion by its effect on physiological 
arousal such as heart rate, 
breathing and pulse, goes back to 
the Greek philosophy of using music 
in an arousing or calming fashion. 
When behaviourism was a dominant 
force in psychology, it was a 
particularly popular theory (Scherer 
& Zentner, 2001) which described 
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emotions as being characterised 
by different degrees of arousal or 
activation (Duffy, 1957). Empirical 
investigations of this theory, such 
as the study by Krumhansl (1997), 
have found emotion- specific 
changes to indices of physiological 
arousal in response to music. 
Research also indicates that since 
listeners’ arousal activation level 
gradually increases as they become 
habituated to the music, arousal is 
maximised by music which changes 
the emotions expressed as the 
music progresses (Schubert, 1996).

2. Rhythmic entrainment
Music is rhythmic information. 
Entraining to an external rhythm 
is a basic human tendency, and so 
music is likely to elicit emotional 
response as the perceiver entrains 
to speeding or slowing external 
rhythms. Emotions are induced 
when a powerful external rhythm 
interacts with internal bodily 
rhythms so that the internal rhythm 
adjusts to the external one and 
locks into a common periodicity. 
Entrainment does not occur 
instantaneously, and so involves a 
slower induction than a brain stem 
reflex. This has some similarity to 
the medieval theories about using 
rhythmic modes to regulate the 
pulse. 

3. Emotional contagion
This theory holds that emotion is 
induced as the listener perceives the 
emotional expression of the music 
and then ‘mimics’ this expression 
internally. This concept is related 
to empathy which has often been 
linked with emotional response to 
music in the philosophical literature 
(Levinson, 1996b). Empathy entails 
a mirroring of emotion, and the 
development of parallel and reactive 
emotions in response to those 

perceived in another person (Vreeke 
& Van der Mark, 2003). Walton 
(1999) argues that the tendency to 
mimic facial expressions and other 
expressive behaviour, more or less 
automatically, is nearly universal. 
At times, such mimicry can actually 
induce in a person the very mood 
or emotions of the person they 
are mimicking. Studies indicate 
that behavioural manifestations 
of emotional states can, at least 
to some extent, cause those 
states. This may be an important 
factor in emotional contagion 
(Darwall, 1997). Huron (2008) also 
suggests that we are evolutionarily 
programmed to respond to 
expressions of sadness with 
empathy, which usually works by 
‘evoking a parallel emotional state 
in the individual’ (p. 238). Molnar-
Szakacs and Overy (2006) argue that 
these aspects of musical experience 
are mediated by the mirror neuron 
system. Thus, aspects of the music 
to which our bodies automatically 
respond in a physiological sense 
(motor mimicry) may contribute 
towards actually inducing emotions 
when listening to music.

This may also explain why 
performers spend such a lot of time 
trying to achieve a tone and mode 
of expression which is as human 
as possible, since perception of 
emotion in music appears to be 
related to the perception of emotion 
in human expression (Juslin & 
Laukka, 2003a; Mithen, 2005). 
Thus, Juslin and Laukka (2003a) 
and Mithen (2005) argue that our 
perception of emotion in music is 
related to ancient communication 
skills which existed before or as 
part of the evolution of language. 
Emotion-specific patterns of 
acoustic cues can communicate a 
particular emotion which we tend to 
interpret as human emotions. This 
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is also known as the contour theory, 
the idea that the characteristics of 
the music may resemble human 
expressions of emotion.

Kivy (1989) makes the interesting 
suggestion that this tendency 
to attribute animate qualities to 
inanimate things may be part of our 
evolutionarily hard-wired survival 
mechanism, much as when we 
instinctively perceive a stick to be a 
snake. Children also demonstrate 
this tendency to animate and 
personify (Inagaki & Hatano, 
1987). This theory more than any 
other lends itself to the idea that 
music is a universal language. 
That is, that expressiveness can 
be recognised cross-culturally. 
Research indicates that the ability 
to recognise the musical expression 
of certain emotions appears to be 
universal. Balkwill & Thompson 
(1999) found that Western listeners 
were able to distinguish between 
expressions of joy, sadness 
and anger in Hindustani ragas. 

Often though, music from other 
cultures is difficult for outsiders to 
understand. Balkwill & Thompson 
(1999), therefore, propose a model 
in which listeners’ perceptions of 
emotion in music are based on 
a combination of universal and 
cultural cues.

The similarities between our 
understanding of music and of 
speech are also indicated by 
research on brain anatomy. Several 
parts of the brain are involved in the 
processing of language. It appears 
that some of the same brain 
regions are also concerned with 
our response to music. There is 
some evidence that musical syntax 
is processed in Broca’s area which 
is also involved in comprehension 
of spoken language (Maess, 
Koelsch, Gunter, & Friderici, 2001). 
It also seems that the perception 
of emotions in music takes place 
in the basal ganglia which are 
also involved in the perception of 
emotion in speech (Blood, Zatorre, 
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Bermudez, & Evans, 1999). Thus, 
it is plausible that our perception 
of emotion in music has a strong 
connection with our propensity 
to empathise with the emotions 
expressed by others. 

4. Evaluative conditioning 
According to this theory, emotion is 
induced because a piece of music 
often occurs at the same time as 
another positive or negative event. 
A piece of music may have occurred 
repeatedly together in time with a 
specific event that always makes you 
happy. Over time, with the repeated 
pairing, the music itself will evoke 
happiness in absence of the friendly 
interaction. This is related to 
another concept from behaviourist 
psychology known as classical 
conditioning. Physiologist Ivan 
Pavlov was studying the digestion of 
canines when he found that the dogs 
in his laboratory began salivating 
as soon as they saw his white-
coated assistants, even when there 
was no food present. In a famous 
experiment, Pavlov discovered that 
the dogs could be trained to respond 
similarly by pairing the presence of 
food with other stimuli such as the 
ticking of a metronome. This was 
achieved by continually presenting 
the dogs with food after they heard 
the metronome ticking. In a similar 
way, if a particular piece of music is 
continually paired with a particular 
occurrence or person, etc., the 
listener may develop a conditioned 
response to that music. That is, the 
emotions originally associated with 
that person or occurrence will be 
triggered by hearing the music.

5. Episodic memory 
Another mechanism by which 
emotions may be induced when 
listening to music is by evoking a 
personal memory of a specific event 

in a person’s life – the phenomenon 
of ‘Darling they’re playing our tune’ 
(Davies, 1997, p. 69; Kivy, 1989, p. 18). 
This has been supported by studies 
in which participants report that 
music activates memories of the 
circumstances surrounding a prior 
hearing of the music: memories 
associated with the content of the 
words; same or similar genre of 
music to other music connected 
to particular memories; or valence 
of the music matched emotions 
associated with a particular event 
or person (Garrido & Schubert, in 
press).

6. Visual imagery
Ian Cross (2007) has suggested 
that musical engagement may 
in fact underlie the evolutionary 
development of imagination. 
According to this theory, the 
emotion is induced as visual 
images are conjured up while 
listening to music. Listeners appear 
to conceptualise the musical 
structures through a metaphorical 
non-verbal mapping between music 
and image schemata – e.g., hearing 
a melodic movement as upward. 

Even in the case of ‘pure music’ 
with no words or stories involved, 
it is plausible that some listeners 
may conjure up an imaginary 
person or scene that enhances 
their emotional response. Since 
music is often imitative of human 
expression of emotion in various 
ways, such as in speech (Juslin & 
Laukka, 2003b), some listeners may 
imaginatively create a non-existent 
person who seems to be expressing 
the emotion, and experience an 
empathetic response towards that 
person (Levinson, 1990b). Even if 
the listener does not consciously 
imagine a story, picture or character 
in the same detail as one would 
when reading fiction, they may still, 
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at some level of consciousness, 
attribute the emotions expressed 
to some undefined, non-existent 
person.

The involvement of imagination in 
emotional response to music has, 
however, been a subject of much 
controversial debate between 
philosophers of aesthetics. Kivy 
(1989) claims that he himself enjoys 
music without any ‘imaginative 
contortions’ (p. 250). He admits 
that fictional works may arouse 
‘garden-variety’ emotions in us, 
but argues that absolute music 
with no programmatic content 
or lyrics, cannot (p. 169). On the 
other hand, Walton (1997) argues 
that ‘pure music’ is not so easily 
distinguishable from program 
music in any case. He states that 
‘music stands ready to take on an 
explicit representational function 
at the slightest provocation’ (p. 58). 
This ability to colour our perceptions 
of characters or scenes in a film 
or story is part of music’s very 
usefulness in films and advertising 
(Walton, 1999).

7. Musical expectancy
This is the argument that emotion is 
induced because a specific feature 
of the music violates, delays or 
confirms the listener’s expectations. 
Research suggests that many of the 
moments in which emotional chills 
and thrills in music are experienced, 
occur when the musical structures 
employed present the perceiver 
with clear expectations for 
musical continuation that are 
either thwarted or fulfilled (phrase 
boundaries, dynamic changes 
etc). Though the research base 
for this final mechanism has 
been developed over many years 
- principally by the late Leonard 
Meyer (1956, 1967) - it does have 

its problems, for it suggests that 
listeners should not experience an 
emotional reaction to familiar music 
since it has no surprises in store. 
However, this is clearly not the 
case, perhaps because processing 
mechanisms continue to give rise 
to generalised expectations even 
when the particular piece has a 
specific memory representation of 
what is coming. Research in fact 
indicates that liking of a piece of 
music increases as it becomes 
more familiar until it reaches a 
point of ‘overfamiliarity’ at which 
point liking begins to decrease 
(Evans & Schubert, 2008; Schubert, 
2010). 

An important study by John 
Sloboda (1991) was able to identify 
particular violations of musical 
expectations which seem to 
reliably induce certain emotions in 
listeners. He found that sequences 
and appoggiaturas (both of which 
can delay an expected harmonic 
resolution), consistently evoked 
tears in his participants. New and 
unexpected harmonies resulted in 
shivers or chills in the listeners.

This final mechanism helps to 
explain why individuals report 
experiencing an intense emotional 
reaction at the same place in a 
particular piece of music, even 
though they may give widely 
divergent interpretation of the 
meaning of that moment for them. 
In effect then, musical structures 
can provide a source for emotional 
experiences with the music, but 
the content of the experience is 
largely dependent on a combination 
of autobiographical associations, 
culturally shared patterns of 
association (which may be more or 
less salient to different listeners), 
and individual and situational 
factors. The lack of specificity has 
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been referred to as the music’s 
‘floating intentionality’. This idea 
could help us to explain how music 
affords the experience of shared 
purpose between individuals and 
groups even when there may be 
disagreements, or when music is 
experienced at a different time or 
in a different social and cultural 
context.

From these complex hypotheses, 
the authors offer mechanisms 
by which music affords affective 
experience. Each mechanism 
has the tendency to evoke certain 
emotions rather than others, but 
between them, account for a wide 
range of different emotions to 
music. The mechanisms may be 
more or less activated according to 
the type of musical stimulus and its 
context. 

Concluding thoughts

In all of the historical and theoretical 
twists and turns of these ideas about 
musical meaning and emotion, it is 
important to note that despite the 
different attributions and cultural 
knowledge in operation across history, 
the perceptual experience itself affords 
similar reactions. Thus, if we are 
attempting to account for the emotional 
experience attained when listening 
to or performing music, we need a 
theory to explain emotion induction 
and representation that embraces both 
cultural knowledge and basic perceptual 
mechanisms. There have been many 
theories over the centuries, but perhaps 
some of the richest are the most recent, 
as they attempt to account for both 
nature and culture.
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Early  modern  German  perspectives    
on  ‘moving  the  affections’

During the early modern period, the expression of emotions was considered 
fundamental to both the composition and performance of Western European ‘art’ 
music. The ultimate goal was to ‘move’ the audience’s emotions, the latter generally 
referred to at the time as the ‘passions’ or ‘affections’.  The work of the French 
philosopher René Descartes (1596–1650) on the nature of human passions – both their 
categorization and his explanations of related physiological processes – was notably 
influential in this regard, being widely drawn upon by those writing about music.
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German music theorists active during the 
second half of the 17th century and on into 
the 18th appear to have been particularly 
attracted by such theories. Their interest 
was due in large part to the extensive 
dissemination of Descartes’ treatise Les 
Passions de l’âme (The Passions of the 
Soul), first published in Amsterdam and 
Paris in 1649, but also to another of his 
works: the Musicae compendium (Utrecht, 
1650). Originally written in 1618, this volume 
is much less well known today and opens 
with an explanation of the nature of music, 
‘whose object is sound, whose end is to 
delight and move in us various affections.’ 

Among those Germans who referred to 
the Musicae compendium in their own 
published works was the widely-travelled 
writer on music, composer and performer 
Wolfgang Caspar Printz (1641–1717). In his 
Historische Beschreibung der Edelen Sing- 
und Kling-Kunst (Historical Description 
of the Noble Art of Singing and Playing, 
Dresden, 1690), Printz acknowledged his 
debt to Descartes, above all to his ‘rather 
short, but very good Musicae compendium’. 
A further major influence on Printz’s 
understanding of music in relation to the 
passions was the work of the German Jesuit 

Athanasius Kircher (1601–80). His Musurgia 
universalis (Universal Music-making, Rome, 
1650) contains well over a hundred pages 
dealing specifically with this topic and had 
appeared in German translation as early as 
1662. Hardly surprising then, that under the 
influence of both Descartes and Kircher, 
Printz’s Sing- und Kling-kunst includes the 
unequivocal statement that: ‘The outward 
and particular ultimate aim of music is the 
movement of human passions’. 

By the early 18th century, a veritable 
catalogue of German music theorists were 
agreeing wholeheartedly with Printz, most 
notably Johann Mattheson (1681–1764). 
Based in Hamburg, where he served for 
many years as secretary to two successive 
English ambassadors, Mattheson was also 
an active music director and composer. His 
considerable experience included working 
professionally as a tenor at Hamburg’s 
famed Goosemarket opera house and as 
the music director of Hamburg Cathedral. 
Among Mattheson’s numerous publications 
was a sizeable volume devoted to 
describing ‘The Perfect Music Director’ 
(Der vollkommene Capellmeister, Hamburg, 
1739) – an influential book that would have 
been well known to the composers featured 



in today’s programme. As others had done 
before him, Mattheson referred explicitly 
to Descartes, recommending him as 
‘particularly worthy of study, since he has 
done much in music’.

Central to his message in this book was 
Mattheson’s declaration that ‘everything 
that occurs without praiseworthy affections 
in music, means nothing, does nothing, and 
counts for nothing.’ And in order to help 
his readers understand the practicalities of 
this concept, Mattheson went further than 
most contemporary theorists in describing 
just how music might directly express the 
affections, famously even going so far as 
to attempt to align individual passions 
with specific key signatures, Italian tempo 
indications and dance types. In fact, in an 
earlier volume, Das neu-eröffnete Orchestre 
(The Newly-Opened Orchestra, 1713), 
Mattheson included an entire chapter 
devoted solely to the ‘Characteristics of 
Musical Tonalities and their Expression 
of the Affects’. This featured such gems 
as: ‘F# minor: although it leads to great 
distress, nevertheless is more languid 
and love-sick than lethal. Moreover, it 
has something abandoned, singular, 
and misanthropic about it.’ Mattheson’s 
characterizations of tempo indications and 
dance types were similarly colourful; the 
humble gigue, for example, was capable of 
expressing ‘four important affects: anger 
or eagerness, pride, simple-minded desire, 
and flightiness’.

Interestingly, few music theorists touched 
directly upon the role played by the 
choice of specific instruments in the 
musical expression of particular affects. 
Among those who did raise the topic  was 
Mattheson’s colleague, Johann Adolph 
Scheibe (1708–76).  Writing in his highly 
regarded music magazine Der critische 
Musicus in 1739, Scheibe stressed the 
importance ‘Of the choice and use of 
instruments’, noting that ‘one must 
choose instruments appropriate to the 
emotion which is being expressed … since 
sadness, joy, love, pity, horror, all have 
their proper material.’ It seems most likely 

that the question of which instruments 
corresponded to which passion was to 
some extent a matter of individual choice, 
as Scheibe failed to provide further details. 

This approach ties in with Mattheson’s 
own views, since although his rather more 
detailed explanations have sometimes been 
taken to represent a systematic ‘doctrine of 
the affections’, in fact, Mattheson was very 
clear that his descriptions of the musical 
portrayal of the passions were centred 
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firmly on his own personal experience. 
Indeed he took great pains to explain that 
‘the opinions about this material are almost 
innumerable … due to the differences in 
human temperaments. For this reason, 
someone of a sanguine disposition might 
find a specific key signature “cheerful 
and enlivening”, while a more phlegmatic 
person may find the same tonality “sluggish, 
miserable and distressing”.’ There can 
be no doubt, however, that early modern 

musicians gave considerable thought to 
every aspect of their compositions and 
performances, in the hope of assisting 
audiences to experience fully the emotional 
drama being expressed.

Georg Balthasar Probst, Auditus-L’Ouie-L’Udito-Das Gehör, 1750-1780. © Trustees of the British Museum.
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These musicians mainly found 
employment with the military, or with 
municipal, church or court musical 
establishments, but they could also be 
members of freelance bands.1

The title Hautboist clearly derives from 
hautbois – the French word for oboe. 
The German term Hautboisten, however, 
cannot be translated as simply ‘oboe-
players’. For not only did they perform on 
double reed instruments, such as oboes 
and bassoons, they were also able to play 
numerous other instruments. Thus the 
common English term in use today for 
an ensemble of Hautboisten, ‘oboe band’, 
fails to indicate the true versatility of 
these musicians.

In fact, the ability to play several wind 
and string instruments skilfully was 
a requirement for most professional 
musicians throughout much of the 18th 
century. Such flexibility was the rule 
rather than the exception prior to the 
specialisation that led to the era of 
virtuosos at the beginning of the 19th 
century. Well-known masters such as 
Johann Joachim Quantz (1697–1773), 
who himself was trained as an Hautboist 

before becoming flute teacher to King 
Frederick II, gave evidence of this 
practice:

‘The first instrument I had to learn was 
the violin, for which I seemed to have 
the greatest pleasure and skill. This was 
followed by the oboe and trumpet. I dealt 
mostly with these three instruments 
during my apprenticeship. I also was 
not spared the other instruments, such 
as cornets, sackbuts, horn, recorder, 
bassoon, German bass, cello, viola da 
gamba, and who knows how many more, 
all of which a real Kunstpfeifer must be 
able to play.’2 

Regardless of their employment 
positions, Hautboisten were often 
involved in liturgical music (e.g. elaborate 
cantatas with independent instrumental 
parts), for ceremonies such as weddings, 
consecrations, and marching with muted 
oboes in front of the mourners in funeral 
processions. Hautboisten’s secular 
engagements might have included 
performances for important visiting 
guests at courts or towns, as well as 
entertaining (e.g. subsequent to the 
sacred wedding ceremony, at a private 

Hautboisten:  The  ‘radio’  of  the  18th  century

Georg Corall
The University of Western Australia

Hautboisten [obo’ıst!n] is the collective name for members of a music profession 
that was common in German-speaking countries from the end of the 17th century 
until World War I.

1  See: Werner Braun, ‘The “Hautboist”; an Outline of Evolving Careers and Functions’, in Walter Salmen (ed.), The social 
status of the professional musician from the Middle Ages to the 19th century (New York: Pendragon, 1983).
2  Johann Joachim Quantz, Herrn Johann Joachim Quantzens Lebenslauf, von ihm selbst entworfen, 1754 edn,  
Historisch-Kritische Beyträge zur Musik (Berlin: in Verlag Joh. Jacob Schützens sel. Wittwe, 1754), vol. 1. Band, Erstes 
Stück. Available from: http://upload.wikimedia.org/wikipedia/commons/4/4c/Historisch-Kritische_Beyträge_zur_
Aufnahme_der_Musik_Bd.1.pdf. Accessed on 10 May 2012.
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feast, playing Tafelmusik [dining music], 
or dance music).

As a result of numerous employment 
options, and because of their extensive 
education on multiple instruments, the 
repertoire performed by Hautboisten 
included a vast variety of Gebrauchsmusik 
(utility music). However, as the intention 
was to create a suitable setting for any 
given occasion, it seems there was no 
clear differentiation between ‘art’ and 
‘entertainment’ music. Perhaps even 
Johann Sebastian Bach’s (1685–1750) 
cantatas could be considered ‘utility 
music’, since their key purpose was the 
liturgical persuasion of a congregation.

In his comprehensive monograph The 
Eloquent Oboe, Bruce Haynes calls 
Hautboisten ‘the radio of their time’,3  
indicating that among the ordinary people 
of the 18th century they were the most 
commonly heard musicians, and they 
made an important contribution to daily 
life. It seems that, similar to the radio 
playing in the background at a restaurant 
or shopping mall today, they created an 
appropriate atmosphere for occasions 
such as weddings and funerals, and 
communicated emotional messages to 
the parish.

Yet, unlike the ulterior motives 
supermarkets have for inundating us 

with ‘canned’ music (i.e. making us 
spend more money), Quantz urged 
musicians that ‘… music’s only purpose 
is to excite the Passions, and calm them 
again’, and later expressed that the goal 
is ‘to command the listener’s constant 
attention, and to lead him from one 
Passion to another.’4  

Philosophers in the 18th century 
distinguished between passions and 
emotions. Charles Batteux said in 1746:
‘When the impressions are lively and 
violent, then it is that they are properly 
called passions.’5 

It appears the passions were understood 
as strong emotions aroused by external 
stimulation, such as music. Naturally 
it is paramount that these stimuli are 
delivered in the most appropriate way, to 
ensure that the listener will feel engaged 
in the performance. 

Since Quantz was an Hautboist, his rules 
for a convincing performance seem to 
apply to Hautboisten as much as to other 
professional musicians of the time. The 
degree of influence the music had on the 
listener depended then, as it depends 
now, on whether the performers seek to 
evoke passions in the listener, or merely 
provide background entertainment. 

3  Bruce Haynes, The eloquent oboe: a history of the hautboy, 1640-1760 (Oxford: Oxford University Press, 2001), p. 158.
4 Johann Joachim Quantz, Versuch einer Anweisung die Flöte traversiere zu spielen (Wiesbaden: Breikopf und Härtel, 
Berlin 1752, reprint, Facsimile of Berlin Edition of 1752), p. 226&253.
5  Batteux, Charles, Les beaux arts reduits a un même principe, (Paris: Durand, 1746), p. 41-42
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J. S. Bach – 
Italienisches Konzert, BWV 971

Johann Sebastian Bach transcribed 
a number of Italian concertos (i.e. 
for solo instrument with orchestral 
accompaniment) for harpsichord without 
accompaniment (BWV 972-987). Whereas 
these are clearly based on original music 
by Italian masters, such as Antonio Vivaldi 
(1678–1741) and Benedetto Marcello 
(1686–1739), Bach’s Italian Concerto 
BWV 971 does not seem to be derived 
from an original work for orchestra. 
Yet, an analysis of the key signature and 
tessitura of the melody line in the second 
movement make it plausible to assume 
that Bach had a concerto for oboe and 
orchestra in mind.

It would be noble to attempt to recreate 
a type of original score true to Bach’s 
text and avoiding any personal impact 
on his composition. However, in the 
context of research on Hautboisten and 
other musicians during the 18th century, 
the arrangement of the first movement 
of BWV 971 for today’s performance 
purposefully avoids this. Rather, it seeks 
to adapt existing music for the needs of a 
particular occasion, which was common 
practice in the 18th century. Hautboisten 
customised music in this way, similar 
to how Bach ‘recycled’ his Brandenburg 

Concertos as Sinfonias or even entrance 
choruses of sacred cantatas.

The instrumentation for today’s 
arrangement is based on the pattern 
found, among other works, in Bach’s 
cantata BWV 35, Geist und Seele wird 
verwirret. Two equally strong groups of 
musicians are featured; on one side the 
string ensemble, and on the other side a 
group of double-reeds, the Hautboisten, 
with two oboes, one tenor oboe and one 
bassoon.

The choice of instrumentation for 
various solo and tutti passages in Bach’s 
composition was determined through an 
analysis of Bach’s melodies, allowing 
each instrument to demonstrate its 
idiomatic strengths. This arrangement 
also displays the common 18th century 
concept of consorts of collaborative 
individual players. Unlike the large string 
orchestras with small wind sections 
that have been the norm since the late 
19th century, wherein the double-reed 
instruments would merely provide colour 
to the greater orchestral texture, this 
configuration presents a convincing 
showcase of Hautboisten and the 
‘orchestra’ as entities of equal standing.

Programme  notes

Georg Corall
The University of Western Australia
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J. S. Bach – Ich habe genung, BWV 82

1 ARIA
Ich habe genung.
Ich habe den Heiland, das Hoffen der Frommen,
Auf meine begierigen Arme genommen;
Ich habe genung!
Ich hab ihn erblickt,
Mein Glaube hat Jesum ans Herze gedrückt;
Nun wünsch ich, noch heute mit Freuden
Von hinnen zu scheiden.
Ich habe genung!

2 RECITATIVO
Ich habe genung!
Mein Trost ist nur allein,
Daß Jesus mein und ich sein eigen möchte sein.
Im Glauben halt ich ihn,
Da seh ich auch mit Simeon
Die Freude jenes Lebens schon.
Lasst uns mit diesem Manne ziehn!
Ach! möchte mich von meines Leibes Ketten
Der Herr erretten!
Ach! wäre doch mein Abschied hier,
Mit Freuden sagt ich, Welt, zu dir:
Ich habe genung!

3 ARIA
Schlummert ein, ihr matten Augen,
Fallet sanft und selig zu!
Welt, ich bleibe nicht mehr hier.
Hab ich doch kein Teil an dir,
Das der Seele könnte taugen.
Hier muß ich das Elend bauen,
Aber dort, dort werd ich schauen
Süßen Friede, stille Ruh.

4 RECITATIVO
Mein Gott! wenn kömmt das schöne: Nun!
Da ich im Friede fahren werde
Und in dem Sande kühler Erde
Und dort bei dir im Schoße ruhn?
Der Abschied ist gemacht, Welt, gute Nacht!

5 ARIA
Ich freue mich auf meinen Tod,
Ach! hätt er sich schon eingefunden.
Da entkomm ich aller Not,
Die mich noch auf der Welt gebunden. 

I have enough.
I have taken the Saviour, the hope of the devout,
Into my eager arms;
I have enough!
I have seen Him,
My faith has pressed Jesus to my heart;
Now I wish this very day with joy
To depart from here,
I have enough!

I have enough!
My consolation is this alone,
That Jesus might be mine and I His own.
In faith I hold Him,
For I too see with Simeon
The joy of the other Life already.
Let us go with this Man!
Ah! would that from my body’s chains
The Lord might deliver me!
Ah! were my departure indeed here,
With joy I would say to you, 0 world:
I have enough!

Slumber, you tired eyes,
Close peacefully and blessedly!
World, I remain here no longer,
I have indeed no part in you
That could be of use to the soul.
Here I must put up with misery,
But there, there I shall see
Sweet peace, quiet repose.

My God! when will that lovely ‘Now!’ come
When I shall depart in peace
And rest in the sand of the cool earth
And there with You in Your bosom?
I have taken my Ieave: World, good night!

With joy I anticipate my death:
Ah! if only it had taken place already!
Then I shall escape from all the misery
That still binds me in the world.1 

1Translations of Bach’s works after: Alfred Dürr, and Richard Douglas Jones, The cantatas of J. S. Bach: with their librettos in 
German-English parallel text, illustrated, reprint edn (Oxford, New York: Oxford University Press, 2005).
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Johann Sebastian Bach – 
‘Ich habe genung’ – Cantata BWV 82

‘Ich habe genung’ – ‘I have enough’; or 
could it possibly be ‘I’ve had enough’, 
or perhaps ‘I am satisfied’? Translating 
lyrics into other languages is never an 
easy task, since the underlying meanings 
and emotions of individual words can 
deviate immensely in various cultures. 
When interpreting texts from earlier 
periods, this seems to be even more 
problematic. Not only might the general 
definition of a particular word have 
changed over time, but also its emotional 
affiliation in the social context. Therefore, 
even native speakers can find it difficult 
to accurately interpret the lyrics of earlier 
periods. A correct understanding of the 
text, however, is necessary for a true 
emotional performance.

The question arises again: what does ‘Ich 
habe genung’ actually mean?

This cantata by Johann Sebastian Bach 
is usually performed to evoke sadness 
about the misery of life and the wish 
to depart from this unpleasant world. 
Accordingly the first aria is often slow, 
intending to arouse emotions of, almost 
suicidal, depression. An understanding of 
the Christian faith in 18th century Europe’s 
everyday life, however, enables a more 
hopeful interpretation of the departure 
from this world. The anonymous poet’s 
text refers to the story of Simeon who, 
once he recognised Jesus as the Messiah, 
desired nothing more than death:

‘Lord, now lettest thou thy servant depart 
in peace, for mine eyes have seen thy 
salvation.’2  

Perhaps this context calls for a 
translation such as ‘I am satisfied and 
happy to die, since I saw and understood 

that the saviour is real’, rather than ‘I’ve 
had enough; I’m sick of it; just let me go’?

The difference in the underlying emotions 
is obvious. Whilst the people in Bach’s 
time may have viewed the world as a 
place of suffering, the referral to Simeon 
allows for a hopeful interpretation that 
anticipates a peaceful afterlife.

Each of the three arias in this cantata 
addresses the longing for death from 
different emotional perspectives. The 
first aria might demonstrate Simeon’s 
satisfaction as he realises that the 
Messiah has arrived and his beliefs 
are true. This is followed by a recitative 
expressing the 18th century Christian’s 
desire for death, securely anticipating 
the attainment of a joyful afterlife. The 
second aria appears to be a calm wish 
to fall asleep, into a peaceful death, to 
depart from this pitiful world. By contrast, 
the final aria displays an exuberant 
happiness and yearning for death.

This cantata was first performed on 2 
February 1727 and was heard on at least 
three other occasions in Bach’s lifetime. 
It was written for the feast of Purificatio 
Mariae, the Jewish cleansing ritual for 
women 40 days after giving birth. The 
second version of this cantata was for 
soprano in E minor, with a transverse 
flute playing the solo part rather than 
an oboe. In a later version Bach seems 
to have exchanged the bass singer 
for an alto, staying in C minor with an 
oboe as the solo instrument. The final 
presentation in 1746-47 was nearly 
identical to that of 1727, with the addition 
of an oboe da caccia in unison with the 
first violin for the middle aria.

2James Day, The Literary Background to Bach’s Cantatas, ed. Percy M. Young (London: Dobson Books Ltd., 1961).
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G. P. Telemann – Concerto Bb major

As Hautboisten were skilled on multiple 
instruments, it may be assumed that 
they were able to provide a variety of 
instrumentation for any given performance 
of Tafelmusik (dining music). The Concerto 
Grosso in Bb major by Georg Philipp 
Telemann is a composition that might have 
been used for such an event. It features 
one Violino concertato, one Hautbois solo, 
two Flauti and a four-part string consort 
including Basso continuo. Similar to J. S. 
Bach’s Brandenburg Concerto No. 2, four 
soloists are accompanied by an orchestra, 
each demonstrating their instrument’s 
specific strengths. Georg Corall’s edition 
of this work is based on an autograph by 
Christoph Graupner. The autograph is kept 
in the Hessische Hochschulbibliothek in 
Darmstadt.

The first movement introduces the soloists 
with their different timbres, followed by the 
second movement, a fugue, which demands 
highly developed skill on each instrument. 
The third movement opens and closes with 
an orchestral ritornello, excluding the oboe. 

Recorders and orchestra take up a simple 
accompaniment in the middle-part, while 
the solo violin plays arpeggios, and the solo 
oboe ‘sings’ an eloquent aria; similar in 
melodic structure and emotional impact to 
an aria in one of the many passion oratorios 
composed by Telemann. The last movement 
again demands virtuosic skill, showcasing 
each instrument in its own metier.
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J. T. Römhild –  
Das neue Jahr ist kommen

Apparently one of Johann Theodor 
Römhild’s (1684–1756) teachers was 
Johann Jacob Bach (1682–1722). Initially 
trained by the Stadtpfeifer (town pipers) 
in Eisenach, Johann Jacob Bach was 
later employed by the Swedish court 
as a military Hautboist. This illustrates 
the omnipresence of Hautboisten as 
professional musicians and music 
educators in the 18th century.

From 1697 Römhild was a student at the 
Thomasschule and later at the university 
in Leipzig. In 1708 he became Cantor in 
Spremberg and advanced to the position 
of Capelldirektor. After exploring some 

other positions, he followed the Duke of 
Spremberg to Merseburg where he was 
Hofkapellmeister until 1738 when his 
employer died. He further became the 
organist at the local cathedral and most 
likely had that position for the rest of his 
life.

Römhild’s cantata Das neue Jahr ist 
kommen is one of over 200 sacred works 
he composed. Rather than reflecting on 
the misery of life and the desire for the 
afterlife, this cantata communicates the 
joy of life and the beginning of a new year, 
which, because of God’s generosity, is 
bound to be a good one.

J. T. Römhild – Das neue Jahr ist kommen

1 ARIA
Das neue Jahr ist kommen
Wir fangen’s fröhlich an!
Gott teilet seinen Segen aus
Im Lande, Stadt und Haus.
Das danken Gott die Frommen
Und was nur danken kann.

2 RECITATIV
Das erste, das wir denken,
Soll eine Bitte sein:
Gott woll uns Herzen schenke,
Die bei dem Gnadenschein
Auch neuer Glanz bestrahlt,
Dein Herze, das in allem
Noch Gottes Wohlgefallen
Dir treue Pflichten zahlt.

3 ARIA
Mein Jesu, deinetwegen
Folgt nun ein gutes Jahr,
Du bist der Trost der Schmerzen,
Ein Manna meines Herzen,
Du schützest vor Gefahr.

The new year has arrived,
We’ll begin it merry!
God hands out his blessings
In the country, city and home.
The faithful thank this God,
As does everyone who can thank.

The first, which we think,
Shall be a request:
May God grant us the hearts,
Which will in graceful gleam
Shine in new resplendence;
Your heart, which yet
In God’s pleasure
Will pay you loyal duties.

My Jesus, for your sake,
Now follows a good year;
You are the consolation of pain,
A manna of my heart,
You protect from danger.
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G. P. Telemann – Concerto A minor

This short but entertaining concerto is for 
two recorders, two oboes, two violins and 
bass. Although the bass is un-figured in 
the autograph, which might suggest a 
performance with a wind band with two 
added strings but no harpsichord, one 
can assume that a keyboard instrument 
was used when this concerto was heard 
in a concert setting rather than outdoors.

In each movement, pairs of instruments 
form a single entity, conversing with the 
other two groups and occasionally joining 
for a tutti section, which creates a joyful 
eloquence.

Georg Philipp Telemann (1681-1767)
34



35



J. S. Bach – Ich will den Kreuzstab gerne tragen, BWV 56

1 ARIA
lch will den Kreuzstab gerne tragen,

Er kömmt von Gottes lieber Hand,
Der führet mich nach meinen Plagen
Zu Gott in das gelobte Land.
Da leg ich den Kummer auf einmal ins Grab,

Da wischt mir die Tränen mein Heiland selbst 
ab.

I would gladly carry the Cross-staff (Jacob’s 
staff):
It comes from God’s dear hand,
It leads me after my torments
To God in the Promised Land.
There I lay my sorrows all at once in the 
grave,
There my Saviour Himself wipes away my 
tears.

2 RECITATlVO
Mein Wandel auf der Welt
Ist einer Schiffahrt gleich:
Betrübnis, Kreuz und Not
Sind Wellen, welche mich bedecken
Und auf den Tod
Mich täglich schrecken;
Mein Anker aber, der mich hält,
lst die Barmherzigkeit,
Womit mein Gott mich oft erfreut.
Der rufet so zu mir:
Ich bin bei dir,
Ich will dich nicht verlassen noch
versäumen!
Und wenn das wütenvolle Schäumen
Sein Ende hat.
So tret ich aus dem Schiff in meine Stadt,
Die ist das Himmelreich,
Wohin ich mit den Frommen
Aus vielem Trübsal werde kommen.

My life in the world
Is like a sea voyage:
Sorrow, affliction, and distress
Are waves that cover me
And daily terrify me to death;

But my anchor that holds me
Is the mercy
With which my God often gladdens me.
He calls to me thus:
I am with you,
I will neither leave nor forsake you!

And when the stormy foaming
Comes to an end,
I shall disembark from the ship into my city,
Which is the Kingdom of Heaven,
Wherein with the devout
I shall come out of much tribulation.

3 ARIA
Endlich, endlich wird mein Joch
Wieder von mir weichen müssen,
Da krieg ich in dem Herren Kraft.
Da hab Ich Adlers Eigenschaft,
Da fahr ich auf von dieser Erden
Und laufe sonder matt zu werden.
O gescheh es heute noch!

Finally, finally, my yoke
Will be removed from me again.
Then I shall gain strength in the Lord.
Then I shall be like an eagle,
Then I shall mount up from this earth
And run without growing wear.
Oh may it happen this very day!
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J. S. Bach – Ich will den Kreuzstab gerne tragen, BWV 56

4 RECITATIVO
Ich stehe fertig und bereit,
Das Erbe meiner Seligkeit
Mit Sehnen und Verlangen
Von Jesus’ Händen zu empfangen.
Wie wohl wird mir geschehn,
Wenn ich den Port der Ruhe werde sehn.
Da leg ich den Kummer auf einmal ins Grab,

Da wischt mir die Tränen mein Heiland selbst 
ab.

I stand ready and prepared
To receive my inheritance of salvation
With longing and yearning
From Jesus’s hands.
How well will it happen to me
When I shall see the port of rest.
There I lay my sorrows all at once in the 
grave,
There my Saviour himself wipes away my 
tears.

5 CHORAL
Komm, 0 Tod, du Schlafes Bruder,
Komm und führe mich nur fort;
Löse meines Schiffleins Ruder,
Bringe mich an sichem Port!
Es mag, wer da will, dich scheuen,
Du kannst mich vielmehr erfreuen;
Denn durch dich komm ich herein
zu dem schönsten Jesulein.

Come, oh Death, thou brother of sleep,
Come and lead me forth;
Loosen my little ship’s rudder,
Bring me to a secure harbour!
Let whoever so wishes shun you:
You can rather delight me;
For through you I come therein
To the most Iovely Jesus.

Peter Apian, Introductio geographica, 1523 © Wikimedia Commons
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Similar to Bach’s cantata Ich habe 
genung, the so-called Kreuzstab Kantate 
requires, not only analysis of the text, but 
also an understanding of the 18th century. 
Ich will den Keuzstab gerne tragen seems 
to imply several different translations, 
since a Kreuzstab could mean, among 
other definitions, a cross-beam, a cross-
staff, or a bishop’s crosier.

Naturally one might envisage the cross of 
Jesus, suggesting that the interpretation 
is a willingness to carry the heavy burden 
of life. Indeed, musicologists today seem 
to promote this view;3  however, the 
poetry in later movements might allow 
a different understanding of the context, 
and therefore also of the emotion that 
should be expressed in this first aria.

It appears that one definition of a cross-
staff is a predecessor of a Jacob’s staff. 
This instrument was used from the 16th 
century onwards to measure distances 
and for navigation at sea until replaced by 
the sextant. Although the connection to 
Jesus’ cross can’t be denied, considering 
the cross-staff as a tool for a safe 
journey at sea allows for a more positive 
interpretation – the safe travel to the port 
of the afterlife. The many diatonic and 
slurred downward steps in the first aria, 

3. Alfred Dürr, and Richard Douglas Jones, The cantatas of J. S. Bach: with their librettos in German-English parallel text, 
illustrated, reprint edn (Oxford, New York: Oxford University Press, 2005).

Jakobsstab, Astronomische 
Instrumente ©Wikimedia Commons 

J. S. Bach – 
Ich will den Kreuzstab gerne tragen, 
BWV 56
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often referred to as sighs while carrying 
the heavy cross, might also signify waves 
at sea. In the midst of these notes the 
beginning of the theme, usually assumed 
to symbolise the cross of Christ, could 
also be an allegory for safe travel; its 
slow steady notes representing the 
navigational cross-staff.

The second movement, a recitative, 
provides a steady bass line whilst the 
cello plays a motif symbolising the waves 
at sea. This is an allegory of life; it is like 
a sea voyage with its ‘ups and downs’, 
which ends in the safe and heavenly port, 
leaving the troubles of life behind. The 
departure from life’s worries is made 
audible as the arpeggios in the cello part 
shift into an ordinary secco recitative. 

The third movement is an aria for 
the singer, one oboe and the bass 
instruments. The jolly pace emotionally 
engages the listener with the yearning 
for death and union with the Saviour. This 
aria is follow by another recitative, which 
towards the end takes up the busy slurred 
passages from the first movement, 
indicating that the voyage is not yet over. 
The concluding chorale confirms the 
belief that, through death, the sea voyage 
of life will end in the afterlife in heaven.
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Rebekah Prince holds a Bachelor of Science in Music Education from 
Roberts Wesleyan College, and a Master of Music in Horn Performance 
and Literature from the Eastman School of Music at the University of 
Rochester. While at Eastman she premiered her own transcription 
of Beethoven’s Trio Op. 70 for piano, violin and horn. She also taught 
horn in Rochester, NY at The Hochstein School of Music and Dance, 
and the Eastman School of Music’s Community Education Division. 
She has worked as a freelance musician in the US and Australia. In 
the field of psychology, Rebekah has worked with leading researchers 
Sandra Trehub at the University of Toronto Mississauga, and Stephen 
Tiffany at the University at Buffalo. She is currently a Research Officer 
in the School of Music at The University of Western Australia with Jane 
Davidson.

Jane Davidson is Callaway/Tunley Chair of Music at The University 
of Western Australia and Performance Program Leader and Deputy 
Director, ARC Centre for the History of Emotions (CHE). She has worked 
as an opera singer and a music theatre director, and has collaborated 
with groups such as Andrew Lawrence-King’s Harp Consort, Opera 
North, and the West Australian Opera Company. She is former Editor 
of Psychology of Music (1997-2001); former Vice-President of the 
European Society for the Cognitive Sciences of Music (2003-2006); and 
President of the Musicological Society of Australia (2010 and 2011). 
Jane is committed to bringing the results of the CHE’s historically-
informed research on performance to the classroom and community. 

Sandra Garrido completed her PhD at the University of New South 
Wales. She works as a researcher for CHE at the University of Western 
Australia and for the Conservatorium of Music at the University of 
Melbourne. Her broad research interest is in music psychology with a 
particular interest in understanding emotional response to music, the 
influence of personality on musical experience and the use of music to 
improve mental health. She is a member of the Empirical Musicology 
Group, the Australian Music and Psychology Society (AMPS) and the 
Musicological Society of Australia. She has published papers in journals 
including Music Perception and Musicae Scientiae as well as regularly 
reviewing for several journals.

Erika von Kaschke is the National Communications Officer at the 
ARC Centre of Excellence for the History of Emotions, Europe 1100-
1800. Erika has fifteen years experience in the various facets of 
communications craft. She has worked both internationally and in 
Australia. Her career started as a journalist and in the publishing 
industry. She has experience in strategic communications, radio, 
graphic design, editing, website content management, project- and 
events management. 



Artists:  all  performances

Georg Corall, Director Perth Baroque (Baroque Oboe) 
began his tertiary studies in recorder and harpsichord at 
the Hochschule der Künste, Berlin, and concluded studies 
of historical oboe instruments and recorder with Renate 
Hildebrand (Hamburg) at the Hochschule für Musik und 
Theater ‘Felix Mendelssohn-Bartholdy’, Leipzig. He also holds 
a teaching degree in historical woodwinds from the Hochschule 
für Musik, Hamburg. He completed his practical education at 
the Schola Cantorum Basiliensis (Switzerland) from 1996 to 
1998 in Baroque oboe with Michel Piguet, Baroque bassoon 
with Claude Wassmer, and harpsichord with Massimiliano 
Rasschietti. 

He is currently studying for a Doctor of Musical Arts degree at 
The University of Western Australia (UWA). Georg was awarded 
the John Hind Scholarship in his first year of study in Perth, 
and is UWA’s inaugural recipient of the Vice-Chancellor’s 
‘Harpsichord Scholarship’.

In addition to his own ensembles (Perth Baroque; les 
hautboïstes de prusse; CantatenBande Berlin) he has 
performed and recorded with musicians such as Hans-Martin 
Linde, Herman Max, Joshua Rifkin, Holger Eichhorn, and 
Gerhard Schmidt-Gaden; and ensembles such as Cappella 
Coloniensis, Orchester der Schola Cantorum Basiliensis, 
Aradia Baroque Toronto, Tölzer Knabenchor, Montréal 
Baroque, and Musicalische Compagney Berlin.

Stephanie Eldridge (Baroque Violin) commenced studies on the 
violin at the age of 4. She has travelled to music festivals around 
Australia, including the Tamworth Country Music Festival and 
the National Folk Festival in Canberra, performing with her 
sister Annette on cello. At the age of 14 she won the Australian 
‘No holds barred’ Fiddle championships and commenced study 
at the Victorian College of the Arts Secondary School, where 
she performed in venues such as Hamer Hall at the Melbourne 
Concert Hall, Iwaki Auditorium, Melbourne Town Hall, and 
Malthouse Playbox Theatre.

She then travelled to Perth to commence her tertiary education 
at The University of Western Australia under tutors Paul 
Wright, Margaret Blades and Semyon Kobets. Whilst in Perth 
she was awarded the Margarete Bello Prize for excellence 
in chamber music, and the WA youth music association and 
Woodside chamber ensemble of the year. After returning to 
Melbourne, she graduated from The University of Melbourne 
with a Bachelor of Music and continued her studies at an 
honours level on Baroque violin with Rachael Beesley. She 
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has since enjoyed performing around Australia with Ensemble 
Systolica, Dinner on Wednesday, Australian National Academy 
of Music, Ironwood Ensemble, La Compania and the Australian 
Brandenburg Orchestra.

Stephen Grant (Bass) was born in Montréal, Canada. He studied 
organ and voice in Canada before moving to Germany in 1987 
to begin singing professionally. There he established working 
relationships with some of Europe’s best-known early music 
ensembles — among them Sequentia, the Ferrara Ensemble, 
Ensemble Organum de Paris, and the Huelgas Ensemble – 
performing widely and making over 20 CD recordings. His 
interest in varied repertoires has led him to perform a broad 
range of music including opera (Cosi fan tutte, Orfeo, La Serva 
Padrona, Pimpinone, The Emperor of Atlantis), premieres of 
contemporary works by Saariaho (Paris), Fritsch (Bonn), and 
Staub (Göteborg and Saarbrücken), as well as lied and oratorio 
repertoire. He has collaborated with many of Australia’s finest 
musicians and ensembles, including Genevieve Lacey, Geoffrey 
Lancaster, Marshall McGuire, Greta Bradman, Ludovico’s Band, 
La Compania and Speak Percussion. He is part of the original 
cast of the Deborah Cheetham opera, Pecan Summer, which 
premiered in Australia in 2010. Stephen is the founder/director 
of the Melbourne-based vocal ensemble e21, and is currently 
Head of Voice and the Early Music Studio at the Melbourne 
Conservatorium of Music, The University of Melbourne.

Eva Grießhaber (Taille de hautbois and Recorder) studied 
recorder in Freiburg and Leipzig with Matthias Maute and 
Martin Hublow. In Leipzig she also specialised in historical 
double-reed instruments, studying baroque oboe with Renate 
Hildebrand. She completed her studies in Amsterdam with 
Alfredo Bernadini.

Eva is a permanent member of the recorder ensemble, 
Quartetto con Affetto, with whom she has recorded several 
CD’s, and is also a founding member of les hauboïstes des 
prusse, with a number of CD recordings to her credit. Along 
with an extensive performing career, Eva maintains a busy 
teaching schedule in her hometown of Düsseldorf, Germany.

This is Eva’s second visit to Australia following her visit in April 
this year, when she performed with les hauboïstes des prusse 
under the direction of Georg Corall for his first doctoral recital.
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Cynthia O’Brien (Baroque Violin) is regarded as one of 
Australia’s leading baroque violinists. She completed studies 
in Vienna and in Holland with Lucy van Dael. In 1978 she 
founded the baroque trio Capella Corelli, with the aim of 
establishing historical performance practice in Australia. 
She won a National Critic’s Circle Award for the trio’s first 
performance and has been repeatedly praised for her ‘superb 
musicianship.’ She founded the Australian Baroque Orchestra 
and was a member of the Australian Fortepiano Trio, the Wiener 
Akademie, Duo Amadeo Vienna and the Capella Accademica 
Vienna. She has performed in many countries in Europe, and in 
Russia and the USA. Cynthia completed modern violin studies 
in Sydney and at the University for Music in Vienna, as well as 
at the Accademia Chigiana Siena with Salvatore Accardo. On 
modern violin Cynthia has been a member of the Australian 
Contemporary Music Ensemble. She now lives in Vienna and 
Italy and frequently travels to Australia for concert and teaching 
engagements. Cynthia is currently completing a musicology 
degree at the University of Vienna.

Samantha Owens (Baroque Oboe) graduated with a Bachelor 
of Music in oboe performance (1991) and a PhD in historical 
musicology (1996). She currently holds a senior lectureship at 
The University of Queensland’s School of Music. As a modern 
oboist she has performed with the New Zealand Symphony 
and the Christchurch Symphony Orchestra, and has also 
played professionally with a number of baroque orchestras and 
chamber ensembles in both Australia and New Zealand. Her 
research is focused on early 18th century German court music 
and has appeared in a variety of international scholarly journals 
and with leading publishers, including as a contributor to the 
2nd edition of The New Grove Dictionary of Music and Musicians. 
In addition to holding an eighteen-month Alexander von 
Humboldt Fellowship (hosted by the Martin-Luther Universität 
Halle-Wittenberg), she has been awarded fellowships at 
the Herzog August Bibliothek in Wolfenbüttel, and at Clare 
Hall, University of Cambridge. She is currently an Associate 
Investigator with the ARC Centre of Excellence for the History 
of Emotions (Europe 1100-1800).

Simon Rickard (Baroque Bassoon) is a specialist in historical 
bassoons. He studied at the Koninklijk Conservatorium in 
The Hague and has performed and recorded with countless 
ensembles including Les Arts Florissanta, the Gabrieli 
Consort, Pinchgut Opera, Orchestra of the Antipodes, the 
Australian Brandenburg Orchestra, La Compañia, Opera 
Australia, Victorian Opera, the Australian Chamber Orchestra, 
and Latitude 37. During his time in Europe, Simon studied and 
performed baroque dance in London and Amsterdam. 
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Ruth Wilkinson’s (Recorder and Violone) musical expertise 
and passions are based on the performance of music from 
the 12th to the 18th century. Her performances have been 
praised for their musical integrity, imagination and brilliance.  
As a member of many of Australia’s early music ensembles 
including La Romanesca, Capella Corelli and Consort Eclectus 
she has toured extensively throughout Australia, Europe 
and South East Asia for Musica Viva. With Ludovico’s Band 
and Opera Victoria she recently completed a season of The 
Marriage of Figaro and a recorder recital with her colleague 
Samantha Cohen in the Melbourne Recital Centre. Ruth has 
recorded numerous CDs on Move and Larrikin labels and 
ABC Classics with her ensembles, and has also released a 
solo recording of French recorder music by Dieupart entitled 
Countess of Sandwich. A forthcoming recording of Handel’s 
recorder sonatas will be released later in 2012. 

Ruth’s playing commitments are complemented by 
the teaching of recorder and Historical Performance 
Practice at the Early Music Studio of The University of 
Melbourne. She has recently been appointed an honorary 
associate of the School of Music at Monash University. 
Through her teaching, Ruth has produced a generation of 
talented professional recorder players, including Genevieve 
Lacey, who are working in Australia, Europe and America. 
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Melbourne    performance

Rebecca Humphrey (Baroque Cello) moved to Melbourne, 
Australia in 2009. She is a founding member of Pleiades and 
performs with Eclectus Consort, the Australian Chamber 
Choir and studies viola da gamba with Miriam Morris. Prior to 
Melbourne, Rebecca lived in Philadelphia, Pennsylvania, where 
she was an active freelancer, performing as a core member of 
Tempesta Di Mare, and as a founding member of Belladonna 
Baroque Quartet, Aurelio and The Merion Trio. She spent much 
of her time playing in Washington DC with the Washington 
Bach Consort, in Baltimore with the Handel Singers of 
Baltimore, and in New York City with Rebel and Quicksilver 
while touring internationally with Belladonna. Rebecca lived in 
Switzerland for three years where she was the principal cellist 
for Kammerensemble Luzerne and in Basel with Capriccio 
Basel. Her recordings with Tempesta di Mare on the Chandos 
Label have received wide acclaim, and the group has toured 
extensively performing their CD, Handel’s ‘Flaming Rose’, 
featuring soprano Julianne Baird. 

John O’Donnell (Harpsichord and Organ) is the University 
Organist at Monash University. He was educated at the Sydney 
Conservatorium of Music, where he was appointed Lecturer 
in Academic Studies at the age of eighteen. In 1974 he was 
appointed Senior Lecturer in Music at the Victorian College of 
the Arts, where he subsequently served a term as Dean. He was 
appointed Senior Lecturer in Musicology at The University of 
Melbourne in 1990. In 1995 he became a freelance performer, 
combining this with the position of Choir Director at Ormond 
College from 2007 to 2010.

John tours Europe regularly, performing mostly on historic 
organs. He is the first person ever to perform Bach’s complete 
keyboard works in public. His recordings of the complete 
keyboard works of Johann Caspar Kerll and organ works 
of Bach have met with international acclaim, an album of 
the latter named ‘Best Recording of the Year’ (2000) in the 
International Record Review. 

He is keyboard player of Capella Corelli, musical director of 
the choir of the Canterbury Fellowship, founder/director of the 
celebrated Ensemble Gombert, and College Organist at Trinity 
College, The University of Melbourne.

During 2009 John conducted a highly acclaimed season of 
Handel’s opera Xerxes with Victorian Opera, for which he was 
nominated for a Green Room Award.
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Arun Patterson (Baroque Violin) completed his Bachelor’s 
degree with Zoe Black at The University of Melbourne. He 
is currently in his honours year specialising in early music 
performance practice, studying with Rachael Beesley and Julia 
Fredesdorff. He has enjoyed an active performance schedule 
on both modern and period instruments and is currently the 
concertmaster of the university’s Early Music Ensemble. Arun 
plays on a Hopf violin kindly on loan from The University of 
Melbourne.

Anna Webb (Baroque Viola) is an Honours graduate from the 
Elder Conservatorium in Adelaide, where she studied with 
Keith Crellin and William Hennessy. She performs extensively 
as a chamber musician and was a founding member of Zephyr 
Quartet, the Eyre Quartet and the Kegelstatt Ensemble. 
She appears regularly in the Adelaide Symphony Orchestra 
and the Adelaide Art Orchestra. Anna has a keen interest in 
historical performance practice. She plays baroque viola 
and baroque violin, and has been involved in projects with 
the Australian Brandenburg Orchestra, Ironwood Chamber 
Ensemble, Ludovico’s Band, Adelaide Baroque, and at the 
Dartington International Summer School in England. She 
also has experience in improvised performance and music 
theatre. She has appeared in the Adelaide, Barossa, Coriole 
and Port Fairy music festivals and in the International Guitar 
Festival in Darwin, the St Magnus Festival in Scotland and the 
Holland Dance Festival. She has toured Europe, Australia and 
the South Pacific with the Australian Youth Orchestra. She is 
highly regarded as a teacher of violin, viola and music theory, 
and as a director of ensembles and choirs. Anna also has a 
background in languages and linguistics, and qualifications in 
Arts and Education.
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Sally Boud (Baroque Viola) was born in Perth and studied 
viola performance at The University of Western Australia. 
After graduating she continued her studies overseas, most 
formatively with Gertrude Rossbacher in Berlin. Upon her 
return to Australia in 1999 Sally became a founding member 
of the Tankstream Quartet. The Quartet toured worldwide 
and was a prizewinner in many international competitions, 
including first prize at the Osaka International Competition and 
second prize at the Premio Paolo Borciani. With the quartet 
Sally studied with Alban Berg Quartet in Cologne. In 2006 the 
quartet was invited to return to Australia and take on the name 
and role of the Australian String Quartet, performing nationally 
and internationally and premiering works by many Australian 
composers, including Brett Dean, James Ledger and Elena 
Kats-Chernin. Sally left the quartet at the end of their 2011 
season to pursue a busy and varied freelance career and enjoy 
time with her family.

Michael Brett (Harpsichord and Organ) trained at the School of 
Music at The University of Auckland. He freelanced for classes 
and examinations in dance for many years before taking up 
a position as pianist at the New Zealand School of Dance in 
Wellington in 1999. In 2001 he moved to Germany where he 
was offered contracts in Berlin, Hamburg and Stuttgart, and 
after a short-term position at the John Neumeier School and 
Company of the Hamburg Ballet, he joined The Stuttgart Ballet 
in 2002. 

Michael relocated to Sydney in 2006 as Staff Pianist and Music 
Administrator for the Royal Academy of Dance in Australia, a 
position created especially for him. Since 2008, following two 
seasons as Guest Company Pianist for the West Australian 
Ballet’s productions of John Cranko’s The Taming of the Shrew 
and Director, Ivan Cavallari’s The Nutcracker, Michael has been 
Repetiteur and Lecturer at the Western Australian Academy 
of Performing Arts (WAAPA). Michael continues to freelance 
for the Royal Academy of Dance, West Australian Ballet, the 
McDonald College (Sydney) International Summer School 
and regular engagements overseas. He is also in the process 
of composing the music for the Commonwealth Society of 
Teachers of Dancing classical ballet syllabi. In his ‘spare’ time 
Michael is harpsichordist for Perth Baroque.

Perth  and  Northam  performances
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Elliot O’Brien’s  (Baroque Viola)  love for music began at age 
5, when he began studying the violin at Leeson Park School of 
Music in Dublin. He emigrated to Australia in 2008 to pursue his 
musical education and switched to viola in 2010. He is currently 
undertaking a Bachelor of Music Performance degree at the 
Western Australian Academy of Performing Arts and is taught 
by Tzvi Friedl.

 

Clare Tunney (Baroque Cello) completed a Bachelor of Music 
degree at The University of Western Australia (UWA) before 
moving to Europe in 1999 to pursue studies in baroque cello 
and viola da gamba in Germany and Switzerland. In the ensuing 
years she worked with numerous European orchestras and 
was a prizewinner at various international music competitions 
including the 2000 International Telemann Competition in 
Magdeburg, the Lenzewski Competition for New Music in 
Frankfurt, and was a finalist in the 2004 International Bach 
Competition in Leipzig. In 2006 Clare returned to Perth. She 
recently completed doctoral studies at UWA, for which she 
undertook a period of 12 months of research in Italy in 2009. 
She teaches cello privately, and is a tutor in music history at the 
Western Australian Academy of Performing Arts.
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