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Day 1: Monday 29 September, Rex Cramphorn Studio

8.30am Registration at The Rex Cramphorn Studio

9.15am Welcome 

9.30–10.30am SeSSion 1: KeynoTe  Chaired by Jane davidson

richard Wistreich: The Anatomy and Physiognomy of early Modern Vocal identity

10.30–10.45am Coffee

10.45am–12.30pm SeSSion 2:  WhAT iS iT To liSTen To The Singing oR SPeAKing VoiCe?     Chair: bob White

Jane davidson: Voicing emotion in early Modern Repertoire:  
A Psychological Approach
Glen McGillivray: listening for the Voice of Sarah: Sarah Siddons’ 
lady Macbeth and the eighteenth Century Audience
Penelope Woods: The Reverberate Voice: the distributed self on 
stage and in the audience in the seventeenth century

12.30–1.30pm Lunch

1.30–3.30pm SeSSion 3: QuAliTieS of VoiCe: SKill, Age, genDeR Chair: GiLLian russeLL

erin halyard: effeminates on the Stage and in the Street: 
nuancing handel’s move from opera to oratorio
Penny Gay: ‘her voice was ever soft, gentle, and low – an excellent thing in 
woman’ (King lear, 5.3): the vocal performances of 18th-century actresses
Fiona Mcandrew: The hidden Discourse: Multiple layers of dialogue in haydn’s Scena di Berenice
sam owens: ‘A hoarse and impure Voice’: Vocal Training at the Württemberg Court, 1680–1730

3.30–4pm tea

4–5pm located at The old School 
SeSSion 4A: The SACReD AnD The SeCulAR: heARing VoiCeS in ConTexT

Michael halliwell: ‘Schauerliche lieder’:  Schubert’s songs and his Contemporaries  
(with co-performer david Miller, aM)

5pm drinks [Located at rex Cramphorn studio]

Day 2: Tuesday 30 September, Rex Cramphorn Studio

9.00–10.30am SeSSion 4b: The SaCReD anD The SeCulaR:  Chair: Glen McGillivray  
heaRing voiCeS in ConTexT  

alan Maddox: “Sussurate furibunde!”: Performing the operatic storm topos in the sacred realm
Janice Stockigt: ‘The effect was of sorrow mixed with holy delight’:  
Music for holy Week in the Dresden Catholic court church 1710–1732
Sing D’arcy: Performing the ‘period interior’: considerations on architecture, music and emotions

10.30 – 10.45am Coffee

10.45am–12.15pm SeSSion 5: ConTexT: lighT anD DaRk, MoTion anD STillneSS      Chair: alan MaDDox

Bob White: audio Shakespeare 
Kathleen nelson: an eighteenth-century performance practice for holy Week chants in Spain
Jane hardie: Mover el ánimo:  an early Modern Spanish Jeronymite Processional,  
Sydney Rb add. Ms. 380
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Day 3: Wednesday 1 October, Rex Cramphorn Studio

9.00–10.30am SeSSiOn 8: HaRmOny/DiSCORD- SilenCe anD SOunD, pReSenCe  Chair: ian Maxwell 
anD abSenCe, inDiviDual anD SOCiety 

Mark Shepheard: the silent voice: portraying the singer in early modern italy
Stephen loo: the exhausted voice of / in Deleuze’s baroque House
Peter Tregear: “nicht im Spanien!” the Singing Self in Goethe & anna amalia’s erwin und elmire

10.30 – 10.45am Coffee

10.45am–12.45pm SeSSiOn 9:  Skill - QueStiOnS Of taSte &  HiStORiCizatiOn Chair: riChard wiSTreiCh

andrew lawrence-King, vox Dicentis, musica instrumentalis: Words outwith Song
ian Maxwell: the limits of re-enactment
daniela Kaleva: Revealing arianna: a performance-based study of ‘lamento d’arianna’ 
using historical sources pertaining to visual aspects of  characterization
Paul McMahon: Rhetorical devices in sacred and secular realms: 
the musico-dramatic structures of bach and Handel

12.45–1.30pm lunch

1.30–2.30pm  SeSSiOn 10:  panel DiSCuSSiOn  

andrew lawrence-King & Stephen Grant: to Sing or not to Sing? 
Questions about Samuel pepys’ Songbooks

2.30–3.30pm SeSSiOn 11: ClOSinG DiSCuSSiOn

The group will discuss key outcomes of the collaboratory and potential 
for future publications on the Voice and histories of emotion. 

Day 2: Tuesday 30 September, Rex Cramphorn Studio

12.15–1.15pm Lunch

1.15–2.15pm  SeSSion 6: KeynoTe CHAIRED By PEnELOPE WOODS 

William n. West: ‘Squeaking and Gibbering in every Degree’: extraordinary Voices 
in the Shakespearean Playhouse (with actors Briony Williams and Dean Vince)

2.30–3.15pm SeSSion 7a: non-linGuiSTiC VoiCe: GenReS & ConVenTionS

Rosalind Halton: Singing with the nightingale: a Scarlattian allegory for the vocal duet 
(co-performers Anna Sandström and nicole Smeulders)

3.15–3.30pm Tea

3.30–4.45pm SeSSion 7b: non-linGuiSTiC VoiCe: GenReS & ConVenTionS  CHAIR: WILL WEST
Jason Stoessel: Matthæus Herbenus, The Miraculous Voice, 
and Singing like animals in the early Modern era
Gillian Russell:  Hissing the King: the politics of vocal expression in 1790s britain

[cont’d]
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Session 1: Keynote

richard Wistreich

The AnATomy And Physiognomy of eArly 
modern VocAl idenTiTy

Coincidentally in 1600, two lavish books were published in 
northern Italy, each revolutionary: Julius Casserius’s huge 
Anatomical History of the Organs of Voice and Hearing with 
its famous detailed woodcut engravings of dissections and 
the comparably detailed musical score of Ottavio Rinuccini’s 
and Jacopo Peri’s Euridice – the earliest modern through-
sung play in music, which is nowadays considered to be the 
first genuine opera. Each in its own way was an attempt to 
represent in print that which could not, in fact, be recorded 
– the human voice. And although the ‘images’ of the voice 
which each of these books contains appear to us somehow 
easily and timelessly translatable, seeing as our own voices 
must surely be physically identical with those of people in 
1600, in reality both books were conceived and born within 
a set of paradigms about the voice quite different to our 
own, especially the ways in which the connections between 
voice and ‘identity’ were understood. This paradox is the 
starting point for an exploration of the question ‘how might 
an understanding of the medical, philosophical and social 
conceptions that shaped early modern vocality affect how we 
attempt to read its silent traces today?’

RICHARD WISTREICH is Professor and Director of Research 
at the Royal College of Music, London. He is an internationally 
renowned performer of both early and contemporary music. He 
has made concert, radio and television appearances worldwide, 
and recorded more than 100 CDs. In 1989 he co-founded the 
ensemble Red Byrd, dedicated to performing both old and new 
music, often side-by-side in the same concerts. Prior to his 
current appointment, he was Dean of Research and Enterprise 
at the Royal northern College of Music, Manchester. Richard is a 
scholar and teacher with wide-ranging research interests, and a 
particular interest in vocal music-making in Europe.

Session 2:  What is it to listen to the 
singing or speaking voice?

Jane davidson

Voicing emoTion in eArly modern 
rePerToire: A PsychologicAl APProAch 

The current paper draws together a desire to understand 
the technical and aesthetic theories that underpinned 
artistic practice of expressive singing across the early 
modern period, aiming to enrich and clarify modern day 
interpretations of that repertoire.  Emergent psychological 
theory relating to music and emotion is offered as a lens 
through which these interests can be explored. The aim of the 
paper, therefore, is to draw parallels between theories and 
practices allied to singing from the past with contemporary 
psychological work. Music psychologists have proposed that 
seven mechanisms may underpin emotional intentions and 
the experiences of performers and their audiences. These 
include brain stem reflexes, rhythmic entrainment, emotional 
contagion, evaluative conditioning, episodic memory, 
visual imagery, and melodic expectancy. By applying these 
mechanisms to instructions for vocalising and descriptions 
of the sung voice found in period treatises, the paper will 
explore potential interpretations of early vocal repertoire by 
the modern singer.

JAnE DAVIDSOn’s undergraduate studies were in music, 
dance and education. She undertook master of music degrees 
at Université Laval in Canada, City University and Guildhall 
School of Music and Drama, London. She holds a doctorate of 
philosophy also from City University. Paralleling a singing career, 
Jane worked as a postdoctoral fellow at Keele University, then 
held lecturing posts at City University followed by Sheffield 
University. Concurrently, she gained a postgraduate certificate 
in counselling and a master of arts in dance (University of 
Leeds).  Moving to Australia in 2006, she was Callaway/Tunley 
Chair of Music at UWA prior to becoming Professor of Creative 
and Performing Arts at the Melbourne Conservatorium of 
Music in March 2014. Since 2011 she has been Deputy Director 
of the Australian Research Council’s Centre of Excellence for 
the History of Emotions. She has served as President of the 
Musicological Society of Australia and been Vice President 
of the European Society for the Cognitive Sciences of Music. 
Widely published, her research interests are broadly in the 
area of psychology of music, embracing research from musical 
development through to reflective performance practice.  
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Session 2:  What is it to listen to the 
singing or speaking voice? [cont’d]

Glen mcGillivray

lisTening for The Voice of sArAh: 
sArAh siddons’ lAdy mAcbeTh And The 
eighTeenTh cenTury Audience

I would be like a listening-impaired lump, clutching 
a sad little clothespin bag of Shakespeare 
quotations, while Siddons made the rest of the 
[Romantic] audience resonate like harp strings 
(Judith Pascoe. The Sarah Siddons Audio Files. 
University of Michigan Press: Ann Arbor, 2011: 103).

Judith Pascoe reaches this melancholy realisation towards 
the end of her Quixotic attempt to recapture what the great 
eighteenth-century English actress, Sarah Siddons, may 
have sounded like. The shift in emphasis is significant; from 
wanting to discover how Siddons sounded, Pascoe realises 
that what was important was how she was heard. In any 
attempt to reconstruct or recover historical performances, 
the most elusive element is the historical audience; as 
Pascoe realizes, audiences are unavoidably of their/our 
own times. I am however, less interested in trying to hear 
Siddons’ voice; rather, I am intrigued by how she was heard 
by audiences in her own time. By focusing primarily on G.F. 
Bell’s annotation of a Siddons’ performance of Lady Macbeth 
in 1809 this paper will ask: how did it feel listening to the 
voice of Sarah Siddons? 

GLEn McGILLIVRAy has a BA (Hons) from the Flinders University 
of South Australia and a PhD from the University of Sydney. He 
is currently a senior lecturer in Performance Studies at Sydney 
University. Glen was a Chief Investigator with the ARC funded 
Ausstage Database of Live Performance in Australia (2007-2012), 
has published on archiving performance and on discourses 
of theatricality. He is currently an Associate Investigator with 
the CHE and his project is looking at the relationship between 
gesture and emotion in eighteenth-century English acting. 
Glen was the inaugural directing associate with the State 
Theatre Company of South Australia and worked subsequently 
as a director and dramaturg for fifteen years. He was artistic 
director of Australian Theatre for young People and Theatre of 
Desire, worked as a script assessor for the Australian national 
Playwrights’ Centre and was the Australia Council funded 
dramaturg at the Banff PlayRites colony in Alberta, Canada. 

Penelope Woods 

The reVerberATe Voice: The disTribuTed 
self on sTAge And in The Audience in The 
seVenTeenTh cenTury

In Shakespeare’s Troilus and Cressida Ulysses describes 
a kind of distributed social self that can only be known 
through the reverberation of its voice, heard and applauded 
by an audience. The presentation of a self that is constituted 
through its shared and heard voice can be approached 
in terms of the recent work done by nancy Selleck to 
established the interpersonal, or ‘distributed’ nature of 
self and community knowledge and experience in the early 
modern period (The Interpersonal Idiom in Shakespeare in 
Donne). The distributed social self cannot be known until 
its parts, including pre-eminently here the voice, have been 
heard, acknowledged and reflected back by the community. 
Ulysses says: 

‘no man is the lord of any thing,
Though in and of him there be much consisting,
Till he communicate his parts to others;
nor doth he of himself know them for aught,
Till he behold them formed in the’applause
Where th’are extended; who like an arch 
reverb’rates
The voice again, . . . ’ (3.3.115-121)

In this paper I consider what it means for the audience to 
‘reverberate’ the performer’s voice in the theatre spaces 
of the early seventeenth century in England. In doing this 
I identify tropes used to figure the passage of the voice 
through the air and into the ears, mind and heart of listeners 
and examine the extent to which a more phenomenological 
understanding of the experience of voice in the early 
seventeenth century might be possible. I also examine 
the flip-side of this suturing of self and voice in the early 
modern period- the particular aesthetic pleasure taken in 
the dis-embodied voice of the ‘echo’. Finally I consider what 
implications this new reading of voice and self and audience 
has for understanding of the significance of voice in early 
modern theatre performance.

PEnELOPE WOODS is a Post Doctoral Research Fellow in 
the ARC Centre of Excellence for the History of Emotions at 
the University of Western Australia where she specializes 
in the history of theatre audience affect. Penelope works 
on the recuperation of immaterial culture through material 
culture histories of space and objects to better understand 
the operation of social emotion. She is currently working on 
the book manuscript of her PhD research into spectatorship 
and architecture which was carried out in collaboration with 
Shakespeare’s Globe. Penelope has chapters on the operation 
of intimacy in seventeenth century indoor theatres (Moving 
Shakespeare Indoors, ed. by Andrew Gurr and Farah Karim-
Cooper, Cambridge University Press, 2014), on Shakespeare and 
Adaptation (Theatre and Adaptation, ed. by Margherita Laera, 
Methuen, 2014), and on young audiences today (Shakespeare in 
Practice: The Audience by Stephen Purcell, Palgrave Macmillan, 
2013).
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Session 3: Qualities of Voice:  
skill, age, gender

erin halyard

effeminATes on The sTAge And in The 
sTreeT: nuAncing hAndel’s moVe from 
oPerA To orATorio

In both Handel’s Orlando (1733) as well as in Giulio Cesare 
(1724) male characters portrayed at their premieres by 
castrati are accused of “effeminacy”. In Giulio Cesare 
Cleopatra, for instance, accuses Ptolemy in Act I Scene V 
of disdaining his duty in order to “cultivate your Amours […] 
like a young effeminate lover,” in the words of the original 
word-book. The librettist’s rendering of Ptolemy, and by 
extension, the castrato performing his role, as an effeminate, 
underscores with remarkable cogency contemporary English 
anxieties about Italian opera, castrati, and the evolving 
and increasingly public sexual identities of the fop and the 
so-called “molly”. The King’s Theatre at the Haymarket, 
for example, where many of Handel’s operas took place, 
apparently had a cruising area in the pit, or modern-day 
parterre, which was called “Fop’s Alley.” Public displays of 
exaggerated affectation by fops were “looked upon as an 
essential portion of the evening’s entertainments”, in the 
words of a diarist. This paper looks at the compositional, 
literary, and performative strategies of composer, librettist, 
and vocalist alike in their depictions of effeminacy on the 
operatic stage. Even though modern scholars are divided 
in how to interpret readings of effeminacy in the eighteenth 
century and of how to untangle the complex relationship 
of effeminacy with mollies and fops, this paper argues 
that contemporaneous descriptions of fops, with their 
exaggerated and jerky movements, might be understood to 
have been simulated by Handel in his musical settings for 
characters accused of effeminate actions. Giulio Cesare was 
produced at a time when xenophobic discussions about the 
effeminizing influence of Italian opera were at the height of 
their paranoia. Although previous discussion on Handel’s 
disengagement with the Italian opera have focussed the 
debate squarely on the mechanics of economy, this paper 
nuances the issue with a closer reading of how the more 
“manly” and morally instructive institution of the English 
oratorio was brought to bear in direct opposition to an 
Italian opera increasingly perceived as a corrupting agent of 
effeminacy and vice. 

ERIn HELyARD completed his BMus in harpsichord performance 
at Sydney Conservatorium of Music, earning First Class Honours 
and the University Medal. He completed his postgraduate 
work at McGill University in Montreal, where he received an 
MMus in fortepiano performance and a PhD in musicology. 
Erin is currently a Lecturer in Music at the Australian national 
University and is interested in the intersections of early 
capitalism and music, eighteenth-century audience behaviour, 
operatic production in London and Paris, eighteenth-century 
keyboard culture, historical performance practice, and Ancient 
Greek harmonic theory. Erin is a founder and artistic director of 
the acclaimed Pinchgut Opera in Sydney and is music director 
of Hobart Baroque. He is known widely as an opera conductor, 
keyboard soloist, teacher, and chamber musician and has 
toured widely in Australia and north America. He is currently 
involved in interdisciplinary research with AnU colleagues on the 
intersection of poetry, music, and visual art in French print of the 
1770s. 

Penny Gay

‘her Voice wAs eVer sofT, genTle, And low 
– An excellenT Thing in womAn’  
(King leAr, 5.3): The VocAl PerformAnces 
of 18Th-cenTury AcTresses

With women to be seen for the first time on the English stage 
after 1660, the question arises of the affective power of the 
adult female voice, as one aspect of the actress’s suite of 
skills. Many had musical training, and the phenomenon of 
the ‘singing actress’ first appeared around the end of the 17th 
century, though only in comedy. The tragedienne was not 
expected to sing in her roles, but often used the male tragic 
actor’s quasi-musical ‘tones’.

I aim to investigate commentaries on various actresses’ 
power to move audiences through their vocal performances. 
An aim of this investigation would be to establish if there 
were any training manuals or even implicit desiderata 
relating to women’s vocal performance in (stage) speech. The 
influence of contemporary English vocal music on actresses’ 
work offers an interesting perspective - possibly unique in 
Europe.

PEnny GAy is an Emeritus Professor in English and Drama 
at the University of Sydney. She has published extensively on 
Shakespeare in performance, particularly the comedies and 
the female roles; on Shakespeare in Australia; and on the 
18th-century theatre, particularly in relation to the novels of 
Jane Austen. Her books include As She Likes It: Shakespeare’s 
Unruly Women (1994),  Jane Austen and the Theatre (2002), and 
The Cambridge Introduction to Shakespeare’s Comedies (2008). 
An active choral singer, she is particularly interested in the 
role of vocal music in the ‘straight’ drama of the 18th and 19th 
centuries. 
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Session 3: Qualities of Voice:  
skill, age, gender [cont’d]

fiona mcandrew

The hidden discourse: mulTiPle lAyers of 
diAlogue in hAydn’s scenA di berenice

This paper references a performance of Joseph Haydn’s 
dramatic monologue, Scena di Berenice, in a recording studio 
in front of a live audience in August 2014. The particular 
intimacy afforded by the recording studio, led me to adopt a 
performance methodology diametrically opposed to standard 
practice on the larger operatic stage. By exploiting what 
Crispin (2014) calls the “dual-situatedness” of the artist in 
performance research, I was able to investigate the internal 
process of dealing with text and emotion and how the 
contemporary singer integrates historical performance ideas, 
particularly those of Diderot and those of the 20th century to 
give an effective yet personalized interpretation.

Analysis reveals what initially appears to be a “monologue” 
is in fact a dialogue where multiple layers come together 
in performance. These include, the relationship of the 
performer to other characters, the emotional world of 
the character, and levels of higher consciousness in 
performance, where they are neither the character nor 
themselves, in the ordinary sense. 

What is the link between this dialogic, the necessity 
of emotional recall and the achievement of higher 
consciousness? I suggest it is that they are different layers of 
the hidden performance process, all of which are necessary 
to render an interpretation of depth and transcendence of 
time and emotion. 

FIOnA McAnDREW is a native of Ireland but graduated from 
the University of Western Australia with First Class Honours in 
Psychology. She then undertook postgraduate training on the 
Opera Course at Guildhall School of Music & Drama. She has 
since enjoyed an international career as an operatic soloist in 
Europe and USA, including work with Dresden Semperoper, 
Wexford Festival Opera, and Teatro Comunale, Bologna. She 
has been a soloist in concert with the BBC Concert Orchestra, 
northern Sinfonia, UK; Ulster Orchestra, Belfast; Irish Symphony 
Orchestra; San Antonio Symphony, Texas; national Symphony 
Orchestra of Ireland and Dresden Sinfoniker at the Dresden 
Festival.  In 2012 Fiona moved to Perth for PhD study in the 
psychology of musical performance. Her research explores 
optimal aesthetic states of consciousness in professional 
performers on stage. She is also currently teaches voice and 
opera workshop at UWA’s School of Music. In March 2014 
she was invited by the ABC to make a studio recording of the 
Poulenc’s La Voix Humaine, which was broadcast nationally. 
In August 2014 she gave a solo recital for ABC Classic FM 
broadcast live as part of the Sunday Live concert series.

samantha owens

‘A hoArse And imPure Voice’: VocAl 
TrAining AT The würTTemberg courT, 
1680–1730

The wealth of archival material that survives documenting 
the cultivation of music at the Württemberg court (based in 
Stuttgart and Ludwigsburg) includes a collection of items 
concerning the employment of so-called Kapellknaben 
(literally chapel boys, but also sometimes including young 
women). These musicians-in-training played an important 
role in the resident musical establishment from at least 
as early as the fifteenth century and the administrative 
paperwork created by their presence allows for the tracking 
of the history of vocal training at the court. Particularly 
noteworthy among the extant sources are two written reports 
issued by successive court music directors detailing the 
talents and vocal capabilities of individual Kapellknaben. 
These produce a fascinating picture of the types of qualities 
prized (and not prized) in singing voices during the early 
modern period. In tracing the development of vocal training 
at the court, this paper will conclude by touching upon the 
question of how (and why) female vocalists began to replace 
the boys, until the point at which, during the second decade 
of the eighteenth century, Kapellknaben were no longer 
employed at the court primarily as vocalists.

SAMAnTHA OWEnS completed a PhD in Musicology at Victoria 
University of Wellington, where she also gained a Bachelor of 
Music in oboe performance. An Associate Professor in Music 
at the University of Queensland and a Fellow of the Australian 
Academy of the Humanities, she is currently also a member 
of the editorial advisory boards for the UK-based journals 
Eighteenth-Century Music and the Royal Musical Association 
Research Chronicle. Her research is primarily in the field of 
historical performance practice and performance cultures, 
focusing particularly on 17th- and 18th-century European court 
music, but also on the reception history of classical music and 
the influence of German musicians in new Zealand and Australia 
during the late 19th and early 20th centuries.
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Session 4: The Sacred and the 
Secular: hearing voices in context

michael halliwell

‘schAuerliche lieder’: schuberT’s songs 
And his conTemPorAries 
(WITH CO-PERFORMER DAVID MILLER, AM)

The early performance practice of the Lied has received 
much attention in recent years, but this has generally 
focused on technical aspects such as keys, tempi, notation, 
articulation etc., rather than the way that the voice was used. 
This presentation will address the polemic surrounding 
the representation of emotion in the early Lied and how 
this debate is reflected in two increasingly polarised early 
performing styles: a ‘declamatory’ vocal approach as 
opposed to a more ‘lyrical’ approach – the one regarded 
as more ‘emotional’ and the other more ‘musical’. The 
composer, through the performance of whose work this 
debate was initiated, is Schubert, and it is by means of an 
examination of the artistic relationship between Schubert and 
his first major interpreters, the celebrated operatic baritone 
Johann Michael Vogl (1768-1840), and the accomplished 
amateur baritone Carl Freiherr von Schönstein (1797-1876), 
that the major issues will be investigated.

The German Lied evolved in the late 18th century out of 
small-scale performances, usually in the home or other 
small venues. The volkstümliches Lied, often arising out of 
the Singspiels, were strophic songs with simple keyboard 
accompaniments and melodies. C.P.E Bach’s songs of the 
mid-18th century influenced later composers such as Haydn, 
Mozart and Beethoven in this genre. At the same time (late 
18th century) the poetic ballad form emerged, modeled on 
the popular ballads of England and Scotland and embraced 
by Schiller and Goethe. Composers who engaged with 
form include Zumsteeg, Reichardt, and Zelter. These two 
musical strands combined most importantly in the songs of 
Schubert. The performance of the Lied as it developed in the 
early 19th century was still strongly influenced by an 18th 
century aesthetic, but was increasingly challenged by the 
rise of musical Romanticism and a changing view of the way 
emotion could be represented in music; the development of 
the sonorous capacities of the new pianoforte was crucial 
in this process. Schubert’s songs epitomize this turbulence. 
There are several contemporary accounts by both performers 
and observers of the performance of Schubert’s songs in 
which these aesthetic questions were discussed. Lieder 
had been primarily sung by amateurs, and it is through 
Schubert’s desire that his songs be interpreted by someone 
of the professional stature of Vogl, that the compositional 
as well as performance demands was raised to an 
unprecedented level. While Vogl’s performances were greatly 
admired by some, there were others who objected to the 
excessive declamation and emotionalism, and the smoothly 
lyrical style of von Schönstein (the dedicatee of Die schöne 

Müllerin) was the model. Of course, these debates carried on 
right through the 19th century.

The presentation will take the format of a lecture/recital in 
which the issues raised in the spoken presentation will be 
demonstrated through the performance of selected Schubert 
songs.

Repertoire:

1. Scene und Arie des Orest – Gluck: Iphigenie auf Tauris

2. Ganymed (D 544)

3. Lied eines Schiffers an die Dioskuren (D 360)

4. Der Zwerg (D 771) (4.40)

5. Der neugieriger (D 795/6)

6. Der Lindenbaum (D 911/5)

7. Der Leiermann (D 911/24)

8. Der Doppelgänger (D 957/13)

9. Die Taubenpost (D 957/14)

10. Erlkönig (D 328)

MICHAEL HALLIWELL is equally at home in teaching opera, 
singing and the history of music. He has presented master 
classes in Cape Town, Singapore and Hong Kong, and has 
published widely in the field of music in literature. He is currently 
Associate Professor of Vocal and Opera Studies at the Sydney 
Conservatorium. Prior to this, he was principal baritone for 
many years with the netherlands Opera, the nürnberg Municipal 
Opera and the Hamburg State Opera; and he sang in many 
European cities including London, Munich, Berlin, Frankfurt, 
Brussels, Paris and Moscow. He took part in several world 
premieres and appeared frequently at major European festivals 
in opera, oratorio and song recitals. He has sung over fifty 
major operatic roles, including Don Giovanni, Papageno, Count 
Almaviva, Gugliemo, Posa, Germont, Gianni Schicci, Ford and 
Escamillo. 

DAVID MILLER, AM, is widely recognized as one of Australia’s 
leading pianists, chamber musicians and vocal accompanists. 
He has toured and recorded regularly for the ABC and 2MBS-FM 
and also served for several years on the Artistic Review Panel 
for Musica Viva Australia, touring for them with the original 
Song Company.  He is Chair of the Piano Accompaniment 
Unit at the Sydney Conservatorium, and in addition has 
conducted masterclasses and lectures for schools, universities, 
conservatoriums, music organizations and music conferences in 
many parts of Australia and Asia. On several occasions, he has 
been a panel member for the Mietta Song Recital Awards and 
a guest artist on the staff of the Australian national Academy 
of Music. He has also been the official pianist for the finals 
of the prestigious McDonald’s Operatic Aria and early in 2009 
coordinated the Collaborative Pianist Program at the Australian 
String Academy’s Summer School in Sydney. David is currently 
President of the Accompanists’ Guild of nSW and active in the 
promotion of piano accompaniment as an independent art form 
worthy of professional recognition and academic research.
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alan maddox

“sussurATe furibunde!”: Performing 
The oPerATic sTorm ToPos in The sAcred 
reAlm

The aria di tempesta or ‘storm’ aria, a topos common in 
Italian opera arias of the early and mid-eighteenth century 
as a metaphor for emotional turmoil, can also be found in a 
more unexpected sacred guise. Two examples are the solo 
bass motet Sussurate furibunde, probably by nicola Porpora 
(1696-1768), which I recently identified in the music archive 
of the Basilica of St Anthony in Padua, and its companion 
piece Dum furentes videt undas, each of which opens with a 
virtuosic aria on a ‘storm at sea’ text. This quintessentially 
operatic topos, associated in the theatre with chaotic 
emotions and distinctly worldly love triangles, seems at 
first sight incongruous when transposed into the sacred 
realm. Did that transposition result in a different kind of 
performance, both in terms of musical performance practice 
and in the broader performativity of the role of ‘singer’ in 
the church compared with the theatre? How might a church 
performance of the storm topos have been experienced and 
embodied by the singer and other participants in liturgical or 
devotional musicking? Consideration of these questions in 
the light of historical sources on singing, acting, rhetorical 
delivery, and liturgy can suggest some insights into the 
variety of creative practices in the early modern Italian 
theatre and church, and the implications of this for a more 
nuanced understanding of the consonances and dissonances 
between the modes of performance in the sacred and 
theatrical realms. 

ALAn MADDOx holds an Honours degree in international politics 
and a PhD in musicology from the University of Sydney. He also 
trained as a singer, working as a tenor with Opera Australia for 
several years, and as a freelance performer in Australia and the 
UK. He is currently Senior Lecturer in Musicology at the Sydney 
Conservatorium of Music, where he teaches music history and 
coordinates the undergraduate Musicology specialization. He 
is a member of the national Committee of the Musicological 
Society of Australia, an Associate Investigator with the ARC 
Centre of Excellence for the History of Emotions, and consultant 
musicologist to the Australian Brandenburg Orchestra. His main 
research interests are in early modern Italian vocal music, and 
Australian colonial music. Recent publications include articles 
on rhetoric in 18th-century opera seria and Italian sacred music, 
and on music and prison reform in the 19th-century penal colony 
on norfolk Island.

Janice stockigt

‘The effecT wAs of sorrow mixed wiTh 
holy delighT’: music for holy weeK in The 
dresden cATholic courT church 1710–1732

During the reign of the Elector of Saxony and King of 
Poland, August II (‘der Starke’) the male voices of Dresden’s 
distinguished Hofkapelle, visiting singers, the choristers 
(Kapellknaben) of the Catholic royal chapel, and the Jesuits 
from the Province of Bohemia were called upon to sing the 
music required for Holy Week.  Passion settings sung on 
Palm Sunday, the Miserere, music for Tenebrae services, 
hymns, and oratorios performed at the Holy Sepulchre – all 
contributed to the mournful affect of Dresden’s Catholic 
court church during Holy Week.  In 1718 the Superior of this 
royal chapel reported to Rome that on Good Friday ‘the royal 
Italian singers sang the Lamentations, the psalm Benedictus, 
and the Miserere to excellent music. The effect was of sorrow 
mixed with holy delight’, while in 1724 a new Superior would 
write that during Holy Week ‘the King’s musicians, both by 
their voices and their instruments, inflame the devotion of 
the people as they suffer with the dying Son of God’.  Drawing 
upon contemporary documentation and catalogues of music, 
the voices heard and the music sung in Dresden’s Catholic 
court chapel during Holy Week may be traced from 1710 
when Jesuit reporting from Dresden first began until the 
death of August II in 1733.

JAnICE (JAn) STOCKIGT is an Honorary Associate Professor and 
Principal Fellow in the Melbourne Conservatorium of Music at 
the University of Melbourne. She is a Fellow of the Australian 
Academy of Humanities. Her research interests include sacred 
music composed, collected, and performed in the Catholic court 
church of Dresden during the first half of the eighteenth century. 
These investigations led to the prize-winning monograph Jan 
Dismas Zelenka (1679–1745): A Bohemian Musician at the Court 
of Dresden (OUP, 2000), contributions (with Samantha Owens 
and Barbara Reul) to Music at German Courts, 1715–1760: 
Changing Artistic Priorities, (Boydell, 2011), a chapter in the 
recent book Exploring Bach’s B-Minor Mass (CUP, 2013) and, 
with Jóhannes Ágústsson, Records of Catholic Musicians, 
Actors and Dancers at the Court of August II, 1723–32: the 
Establishment of the Catholic Cemetery in Dresden – an article 
published earlier this year in the Royal Musical Association 
Research Chronicle 45.

Session 4: The Sacred and the 
Secular: hearing voices in context 
[cont’d]
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sing d’arcy

Performing The ‘Period inTerior’: 
considerATions on ArchiTecTure, music 
And emoTions

The past fifty years has seen the gradual consolidation of 
research and practice in relation to period performance 
brought ahead by the fruitful collaboration between the 
investigative fields of organology, musicology, anthropology, 
historiography and choreology. yet surprisingly an area 
central to the very act of performance – its spatial situation 
– has in many respects remained on the periphery of 
research. Our understanding of early modern music and the 
role the emotions played in its creation, performance and 
reception cannot and was not separated from the spaces 
that housed it and the interiors that underpinned their 
rhetorical and affectual programmes. The relative lateness 
of the incorporation of the spatial turn into the studies of 
musical performance perhaps owes in part to the recent 
developments in the framing of architectural historiography. 
Once the reserve of the heroic creators of monumental city 
markers, contemporary design historiography has turned 
inwards, viewing the interior as equal if not of greater 
significance to its exterior architecture. It is the interior that 
supports almost the entirety of our interactions, behaviour 
and culture. This has opened up new avenues of investigation 
as to how interior architecture, its spaces, its finishes and 
furnishings embodied and expressed the material and 
cultural paradigms of the time.

This paper proposes an analysis of the development of interior 
environments that supported the voice and its performance 
within the context of the Roman Catholic Church. The survey 
will incorporate the primary spaces of the Church – cathedrals, 
convents and chapels. The morphology and typology of the 
interiors, their acoustic and experiential qualities, as well as 
the affectual relation to music will be used to demonstrate 
the intrinsic and changing connections between architecture, 
music and emotion during the period in question.

SInG D’ARCy studied architecture at the University of Sydney, 
returning there to complete his doctoral studies in architectural 
history. In addition to architecture, he has had a long interest 
in early music performance having held numerous organist 
positions here in Sydney as well as in Seville, Spain. Sing is 
currently a lecturer in Interior Architecture at UnSW. He was an 
associate investigator with the CHE last year that resulted in a 
keynote address and workshop at the 2013 Cuenca Cathedral 
Organ Academy, Spain, and a forthcoming book chapter. In 
2009 he was a visiting scholar at the University of Seville, 
Art History Department. His research focuses on the nexus 
between architecture and music, in particular the role of the 
pipe organ in architectural space. He has published widely 
on the historiography of early-modern Spanish ecclesiastical 
architecture as well as regularly publishing on contemporary 
Australian interior design.  Sing sits on the editorial committee 
for the journal of the Interior Design/Interior Architecture 
Education Association as well as the Academic Committee for 
the 32nd conference of the Society of Architectural Historians 
Australia new Zealand.

Session 5: Context: light and dark, 
motion and stillness

Bob White

Audio shAKesPeAre

This paper will consider the unique experience of being 
a solitary auditor of Shakespeare’s plays, with no visual 
or bodily stimuli apart from what is heard. It draws on a 
childhood of never “seeing” plays but hearing them on 
radio, sometimes with text in hand to guide the inward eye, 
but more often without any cues other than the voice, and 
sound effects. Such an exploration might probe the notion 
of an “audience” in a more literal sense than is usually 
considered. What do we “see” when we only “hear”? John 
Keats suggested to his brother and sister-in-law living in 
America that if they agreed to read a nominated passage of 
Shakespeare at a pre-arranged time they would be as close 
as blind people touching in the same room. By eliminating all 
senses except sound, what do we apprehend of a play? What 
is gained and what is lost? The example I will use is Paul 
Robeson’s legendary performance of Othello which exists 
now only in audio form.

BOB WHITE MA (Adelaide), D.Phil (Oxford), FAHA: Chief 
Investigator for the Australian Research Council’s Centre of 
Excellence for the History of Emotions, and Leader of the 
Centre’s Meanings Programme. He has been an Australian 
Professorial Fellow and is Winthrop Professor of English at the 
University of Western Australia. He has published books and 
articles on Shakespeare and the Romantics, and among his 
recent works are Pacifism in English Poetry: Minstrels of Peace 
(2008) and John Keats: A Literary Life ( 2010) (which has been 
reissued in paperback). He is a past President of the Australian 
and new Zealand Shakespeare Association and a fellow of the 
Australian Humanities Academy. 
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Session 5: Context: light and dark, 
motion and stillness [cont’d]

Kathleen nelson

An eighTeenTh-cenTury PerformAnce 
PrAcTice for holy weeK chAnTs in sPAin

Printed in Madrid in 1777, the Arte, ó Compendio General 
del Canto-llano, Figurado y Organo by Francisco Marcos 
y navas  is a manual on the nature and performance of 
liturgical chant. The author covers a range of fundamental 
information and provides many notated chants including 
some that he himself had composed. He also reveals 
himself as a passionate devotee and advocate of fine 
musical practice in the church. The final part of his book 
gives fully notated chants for the Lamentations texts to be 
sung during Holy Week, and for the singing of the Easter 
vigil chant, the Bendición del Cirio, often now simply called 
the ‘Exultet’. These texts are associated with powerful 
moments in the liturgy: the Lamentations belonging to the 
darkness of the Tenebrae services, and the Exultet hailing 
and rejoicing in the coming of the light. Marcos y navas gives 
extraordinary, highly ornamented versions of these chants 
in measured notation. Using careful and thorough notation, 
Marcos y navas made a possibly unique record of the style 
of performance practice with which he was familiar, this 
practice representing a particular, expressive response to the 
events commemorated at Easter.

KATHLEEn nELSOn studied at the University of Adelaide and 
holds an undergraduate honours degree in performance and 
a PhD in musicology. She is on the staff of the University of 
Sydney’s Sydney Conservatorium of Music where she is currently 
Chair of the Musicology Unit and Director, Higher Degrees by 
Research. She has been a longstanding committee member 
of the MSA Sydney Chapter, and is on the Editorial Board of 
Musicology Australia. Kathleen’s principal research area is in 
the study of medieval and early modern liturgical manuscripts 
of Spain. Her recent research has emphasized investigation of 
chant for the Easter vigil text Exultet iam angelica. She also 
maintains research interests in Australian music history and 
early music history. Recent publications include A Musicological 
Gift: Libro homenaje in Honour of Jane Morlet Hardie, edited 
together with Maricarmen Gómez (2013), and “Percy Grainger 
and the ‘Musical Confucius’”, Musicology Australia (2011).

Jane hardie

moVer el ánimo:  An eArly modern sPAnish 
JeronymiTe ProcessionAl, sydney rb Add. 
ms. 380

To walk, to stand, to sing, to feel.  All can be subsumed 
under the words e-motion (from the old French esmovoir 
to set in motion/move the feelings, the old Spanish mover 
el ánimo to move the soul), and Processional (a book 
containing the music and rituals observed during religious 
processions). Following a brief description of the Sydney 
Jeronymite Processional this paper examines the proposition 
that within the Western Liturgy it is possible to think of the 
events enshrined in such a book as having the function of 
underlining meaning in specific and clearly defined ways.  
The contents celebrate special occasions; the participants 
move along preordained routes; pause at special places; 
sing music specific to an occasion; and commemorate 
special people.  notions of the body, architecture and space, 
the voice, and the emotions are central to its task.  This 
book contains liturgical chant and ritual instructions for 
processions on Palm Sunday and some Marian feasts, and 
concludes with music associated with that most solemn and 
emotional of moments, the period immediately following 
death. 

JAnE HARDIE: B.Mus, M.Mus (Melbourne), MSLS (Wayne State), 
Graduate Study (Cornell), PhD in Musicology (Michigan). Jane 
has been a Senior Fulbright Scholar at Harvard University, 
and is a Fellow of the Australian Academy of the Humanities 
(FAHA). She is currently an Honorary Associate at the Medieval 
and Early Modern Centre, University of Sydney. She has taught 
at the School of Library Science, University of Michigan, and 
the Music Department, University of Sydney, and the Sydney 
Conservatorium of Music. She is currently an elected member of 
the Directorium of the International Musicological Society (IMS), 
and sits on the Editorial Board of Parergon. Jane publishes 
widely in the following areas: Spanish Liturgical music and its 
sources 1450-1800, Codicology and manuscript studies.



11

program

Session 6: Keynote

William n. West

‘squeAKing And gibbering in eVery 
degree’: exTrAordinAry Voices in The 
shAKesPeAreAn PlAyhouse 
(WITH ACTORS BRIOny WILLIAMS  
AnD DEAn VInCE)

Early modern Londoners heard much more than the words 
written by Shakespeare and his fellow writers.  Modern 
attempts to define playing styles in the amphitheaters 
have not been very successful, in part because terms like 
“realistic” are such moving targets.  But we know that in 
addition to delivering rolling lines of verse and chopping 
prose, early modern players practiced some forms of 
vocalization that are marked as extraordinary.  We can 
say something about the distances between “normal” 
vocalization and “extraordinary” forms that players made use 
of—voices, that is, that are presented as effects, discordant 
voices that promise to unbind as well as to bring together in 
communication.  These extraordinary voices are sometimes 
represented sometimes by onomatopoetic interjections, 
and sometimes referred to as different kinds: roaring, 
squeaking, howling, great voices and little ones.  In this talk 
I want to explore the use of such discordant voices on early 
stages.  “Great” and “little” voices may function as obverses 
of each other, or poles between which the human voice and 
more broadly human relations are imagined to stretch, from 
domineering and aggressive willfulness to weak, exploitable, 
subordinated passivity.  While I am cautious about trying 
to re-create these kinds of voices, there are cues modern 
scholars can follow to say something about what Roland 
Barthes called the “grains” of these two different non-
normative voices.

WILL WEST studies, teaches, and thinks about early modern 
drama, poetry, and prose. At northwestern he has taught 
undergraduate courses on Shakespeare’s theories of theater; 
the book of love; poetics and aesthetics from Aristotle to Kant; 
and the story collection from ancient India to modern England. 
He has published extensively and is the author of Theatres and 
Encyclopedias in Early Modern Europe (Cambridge UP, 2002; 
pbk. 2006) and, more recently, has produced articles or chapters 
on intertheatricality, how performance reflects on its histories 
of performance (Oxford Twenty-First Century Approaches to 
Early Modern Theatricality, 2013; Theatre Journal, 2013); and 
humanism and the resistance to theology (in The Return of 
Theory in Early Modern Studies, 2011). He has co-edited (with 
Helen Higbee) Robert Weimann’s book Author’s Pen and Actor’s 
Voice: Writing and Playing in Shakespeare’s Theatre (Cambridge 
UP, 2000) and (with Bryan Reynolds) a collection of essays 
honoring Weimann, Rematerializing Shakespeare: Authority and 
Representation on the Early Modern Stage (Palgrave, 2005). With 
Jeffrey Masten, West is the co-editor of the journal Renaissance 
Drama (University of Chicago Press). He is currently at work on 
a book called Understanding and Confusion in the Elizabethan 
Theaters. 

BRIOny WILLIAMS is a graduate of the Flinders University Drama 
Centre in South Australia and HB Studio in new york. Her theatre 
credits include Four Places for Outhouse Theatre; The Graduate 
for Kay & McLean Productions; Speed The Plow, Julius Caesar, 
Spring Awakening and Marat/Sade for The State Theatre Co of SA; 
Actors At Work for The Bell Shakespeare Co; A Midsummer night’s 
Dream and Romeo and Juliet for The Australian Shakespeare 
Co; Macbeth for Wildfire Theatre; Rites of Memory and Desire, 
As you Like It, Customs, The Comedy Of Errors and Twelfth night 
for Theatre Of Desire; as well as her own solo cabaret Miss Polly 
Presents at The Butterfly Club. For Television, Briony was Joy 
“mum” Leonard in the multi award winning series Lockie Leonard 
and has appeared on House Husbands, Packed To The Rafters, 
Panic at Rock Island, neighbours, All Saints and Blue Heelers.  
Her film credits include Struck by Lightening, Guru Wayne and 
Martha’s new Coat.  She enjoys singing with her brothers in the 
trio Cousin Leonard and has been a proud member of Equity since 
1988.

DEAn VInCE graduated from WAAPA with a Bachelor of Arts 
(Musical Theatre) in 2002. His credits include: The Producers; 
Chess; Promises, Promises; Cats; Damn yankees; Chicago 
(Greenroom Award-Ensemble Performance); The Venetian Twins; 
and the world premieres of Dirty Dancing; Priscilla Queen of the 
Desert The Musical; and KInG KOnG. Dean can be heard on the 
Original Cast Recordings of both Dirty Dancing and Priscilla. 
Dean played Gangle in Andrew Lloyd Webber’s Love never 
Dies (Greenroom nomination) and also features in the hugely 
successful film version of the production. On television Dean has 
appeared in Cnnnn and on film in Japanese Story. He directed 
the nSW premier of John and Jen and was Assistant Director 
on Kiss of the Spiderwoman at the Darlinghurst Theatre. Most 
recently Dean appeared in Showboat with The Production Company 
and starred alongside Marina Prior in Harvest Rain Theatre 
Company’s Arena production of Cats.
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Session 7: Non-linguistic voice: 
genres & conventions

rosalind halton

singing wiTh The nighTingAle:  
A scArlATTiAn Allegory for The VocAl dueT 
(CO-PERFORMERS AnnA SAnDSTRöM AnD 
nICOLE SMEULDERS)

This study explores the portrayal of the nightingale in the 
Italian cantata repertoire, as an expert singer touching 
the emotions of human listeners. Beginning with a brief 
account of the nightingale’s distinctive song as symbol 
of melancholy from classical times, its significance as a 
theme in the chamber cantatas of Alessandro Scarlatti 
(1660-1725) will be illustrated, with a focus on two chamber 
duets that will be performed as part of this presentation. 

The baroque duet cantata occupies a special place in sung 
relationships, nowhere more so than in those of Alessandro 
Scarlatti. The Scarlatti family was one of singers and cantata 
composers. not only Domenico – the great keyboard composer 
– was noted for his singing and cantata compositions, but 
his two older sisters Flaminia and Cristina were acclaimed 
performers who travelled with the family in the early 1700s. 
Several of Alessandro’s chamber duets take the form of a 
dialogue of ‘companions’ who empathize with each other’s 
mixed fortunes in love; it is possible that these formed part 
of the Scarlatti sisters’ repertoire. But Alessandro Scarlatti’s 
most sought after chamber duet is also his most sombre: 
‘Questo silenzio ombroso’ (This gloomy silence’) headed in one 
source ‘in Urbino, 17 September, 1707’. The date coincides 
with a stay by the Scarlatti family in Urbino which came 
to an emotional climax in the turbulent but unsuccessful 
attempt by Cristina to be admitted to the convent of Santa 
Caterina. The duet focuses on the image of the ‘solitary 
nightingale venting her pain’: a poignant parallel to Cristina 
placed in isolation at the convent. The rapport between 
the caged singing bird and the young woman in emotional 
isolation is a subject set often by Scarlatti, taking on special 
significance at this critical time in the life of his family. 

In Questo silenzio ombroso, empathy through duet singing 
operates on at least three levels: that between the singers 
and their interweaving vocal lines; a complex and tenderly 
expressed relationship between composer – the family 
patriarch – and the characters whose music ends in stoic 
resignation, ‘the silence of death’; and finally, the harmony 
between the nightingale’s song and that of the sorrowing soul. 
Our study of this music through performance proposes to 
capture the metaphor of the cantata as a dialogue embodying 
the companionship of sisters through an unspoken ordeal, 
rather than as a duet with sacred overtones for soprano and 
countertenor (the obvious choice in modern interpretations). 
At the same time another vocal relationship is implicit – that 
between human singing and the song of the nightingale.

ROSALInD HALTOn is a harpsichordist and researcher in the 
field of Italian baroque music, and a graduate of the University 
of Otago and Oxford University (D.Phil.1980). She is currently 
Associate Professor at the University of newcastle, Australia 
and an Honorary Fellow of the Australian Academy of the 
Humanities. For many years the focus of her research has been 
the rich secular cantata repertoire of the great Sicilian composer 
Alessandro Scarlatti, contributing to the revival of his music 
through editions, performances, and research papers. In 1997, 
while based at the University of new England, Rosalind founded 
the ensemble chacona, with whom she recorded the 3 CD set 
Venere, Adone e Amore: Serenatas and Cantatas of Alessandro 
Scarlatti (ABC Classics, 2007). Her Scarlatti editions include 
two volumes for A-R Editions and many cantata editions online. 
She has also recorded award-winning discs of solo French 
harpsichord music and performed in many ABC live broadcasts.

AnnA SAnDSTRöM graduated B.Mus, University of newcastle, 
studying singing with Christopher Allan; Christ Church Cathedral 
Choir, newcastle chorister until 2002. Based in London 2008-2012, 
Anna sang in the Choir of Royal Hospital Chelsea and maintained 
a busy freelance solo and choral career including regular BBC 
broadcasts, solo festival appearances, and concerts in major 
venues throughout the UK and Europe including Cadogan Hall 
with Emma Kirkby, and services at Westminster Abbey. now 
resident in Sydney, Anna performs with her own renaissance 
group Camerata Antica, and with groups including The Song 
Company, St Mary’s Cathedral Choir, Cantillation, Hallelujah 
Junction, Pinchgut Opera, and Australian Baroque Brass. Recent 
highlights include an ABC Classic FM Sunday Live broadcast, 
Australian Brandenburg Orchestra production of Monteverdi’s  
L’Orfeo, Galatea in Handel’s Acis and Galatea, St James King 
Street. In 2014 she was part of the sextet with the Australian 
Chamber Orchestra and The Presets for their Timeline tour.  

nICOLE SMEULDERS is a graduate of the nSW Conservatorium of 
music. She has twice been recipient of the Lauris Elms’ Contralto 
Award and has had an extensive career as a soloist, particularly 
in oratorio. Performance repertoire has included Pergolesi’s 
Stabat Mater, Scarlatti’s Christmas Cantata, Caldara’s Vaticini di 
Pace (recorded live with the Sydney Consort for ABCFM), Mozart’s 
Requiem, Prokofiev’s Alexander nevsky, Tippett’s A Child of Our 
Time, JS and CPE Bach Magnificats, De Falla’s El Amor Brujo 
and numerous performances of the Haydn nelson Mass, Vivaldi’s 
Gloria and the Messiah. nicole works regularly as a chorister 
for Opera Australia performing in their most recent productions 
of Carmen and La Traviata on Sydney Harbour, as well as Aida, 
Turandot, Lakme and Fidelio. With Cantillation, she has performed 
on numerous CD’s and in concert. Recent engagements include 
Rameau’s Castor and Pollux and Haydn’s opera L’anima del filosofo 
at Angel Place Recital Hall, as well as The Last night of the Proms 
and The Crowd (with the ACO), at the Sydney Opera House. nicole 
has toured with other prominent ensembles, including the ACO 
Voices, the Song Company and most recently Hallelujah Junction.  
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Jason stoessel

mATThæus herbenus, The mirAculous 
Voice, And singing liKe AnimAls in The 
eArly modern erA

At the dawn of the premodern era, humanist, polyglot, 
singer and music theorist Matthæus Herbenus of Maastricht 
(1451–1538) composed his unique discourse “On the nature 
of song and the miraculous voice” (De natura cantus ac 
miraculis vocis, 1496). Matthæus discusses at length the 
angelic, human, animal and even his own voice, all within a 
discursive framework of rationality inherited from antiquity, 
revived in the middle ages and tinged with his own brand of 
cosmopolitan humanism. For Matthæus, the singing human 
voice can affect fellow rational humans psychosomatically 
and even sway the souls of savage beasts. yet Matthæus 
admits that the vocalisations of animals are not without their 
own useful effect on humans: the Capitoline geese warned 
the ancient Romans that the Gauls had breached the citadel, 
and dogs raise the alert when they perceive an intruder in 
their master’s realm. Matthæus’ contemporary, Clément 
Janequin composed several chansons that feature syllables 
representing animal vocalisations, including his Le chant des 
oiseaux and La chasse. The intrusion of nonsense syllables 
into these songs signals the presence of an established 
musical genre that obliged singers to sing literally like 
animals. These grammatically meaningless syllables 
entreat listeners to construe meaning out of a set of widely 
known cultural metaphors featuring anthropomorphised 
animals. Given that church authorities censured singers for 
an alleged lack of composure in their singing, the challenge 
for performers of even this secular repertoire must have 
been (and still is to a certain extent) to maintain a delicate 
balance between the perceived rational order of human 
music and beastly noise. How did early modern audiences 
receive these songs? I propose that Matthæus, when 
read against recent contributions from historical animal 
studies, provides a means for understanding how these 
commixtures of the human and the beastly vocalisations 
functioned as elaborate cultural conceits arising from a 
late medieval and early modern Christian worldview. 

JASOn STOESSEL received his doctorate in 2003 from the 
University of new England, Australia, for his research on 
the music and notational complexities of the late fourteenth-
century ars subtilior style. He lectures on music history, 
music theory and cultural studies at the same university, and 
is currently Adjunct Research Fellow in the School of Arts. 
He is also Associate Director of the Digital Image Archive of 
Medieval Music, University of Oxford. In 2013 he was Balzan 
Programme in Musicology research visitor at the Faculty of 
Music, University of Oxford, examining 13th- and 14th-century 
trans-Eurasian musical contacts. In 2014 he is a Research 
Associate with the Australian Research Council’s Centre of 
Excellence for the History of Emotions. His research focuses 
upon late medieval music and culture (including emotions), 
music and humanism in early fifteenth-century Padua, 
and digital musicology. It is strongly cross-disciplinary, 
looking a medieval trends in philosophy, literature, art and 
book production. His recent articles have appeared in Early 
Music, The Journal of Musicology, and Music and Letters.

Gillian russell

hissing The King: The PoliTics of VocAl 
exPression in 1790s briTAin

On October 29 1795, at the height of radical agitation for 
reform in Britain and agitation against the war with France, 
King George III was confronted and chased by an angry crowd 
on his way to the state opening of parliament in London.  His 
journey culminated in an incident – a stone broke one of the 
windows of the royal carriage – which George III interpreted as 
gunshot and an attempt on his life.  This event subsequently 
became the excuse for a government crackdown on rights 
of assembly and political expression, making October 29 
1795 a pivotal day in the crisis of the 1790s.  The putative 
‘plot’ against the King has overshadowed the significance 
of the protest against him as a manifold vocal performance, 
characterized by hissing, hooting and groaning.  This paper 
examines the role of vocal expression on the events of October 
29 and argues that consideration of the role of hissing in the 
Georgian theatre (and beyond) needs to be contextualised in 
terms of the theatricality of vocal political behaviour (and vice 
versa).

GILLIAn RUSSELL was recently appointed as Gerry Higgins 
Professor of Irish studies in the University of Melbourne.  
Previously she taught at the Australian national University, 
Canberra.  She has published widely on eighteenth-century 
and Romantic period culture in Britain and Ireland, with a focus 
on theatre, sociability, gender and print culture.  Her books 
include The Theatres of War: Performance, Politics and Society 
1793-1815 (1995); Romantic Sociability: Social networks and 
Literary Culture in Britain 1770-1840, co-ed. with Clara Tuite 
(2002) and Women, Sociability and Theatre in Georgian London 
(2007).  She is currently completing a book project with the title 
The Ephemeral Eighteenth Century: Print, Sociability and the 
Cultures of Collecting in Britain and Ireland.  Her paper for the 
Voice collaboratory relates to a project she is developing on Irish 
performance and voice. 
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Session 8: Harmony/Discord- silence 
and sound, presence and absence, 
individual and society

mark shepheard

The silenT Voice: PorTrAying The singer in 
eArly modern iTAly

In 1641, Andrea Sacchi painted a superb portrait of the 
castrato singer Marc’Antonio Pasqualini, probably the earliest 
surviving full-length portrait of a musician. Pasqualini is shown 
with his hands upon a keyboard, his mouth firmly closed; 
in stark contrast, the mythical satyr Marsyas—flayed alive 
for challenging the musical prowess of Apollo, who himself 
appears crowning Pasqualini—is shown with his mouth wide 
open, his screams of torment a clear contrast to the controlled 
silence of the singer, a musician renowned for the beauty of his 
voice. This paper explores the absence of the voice in portraits 
of singers from early modern Europe. Representations of 
people in the act of singing are far from uncommon: singer-
lutenists from the north-Italian courts; ribald musicians in 
Dutch taverns; perfectly balanced consorts of madrigalists, 
each with their own part. It is rare, however, to find formal 
portraits in which singers are shown with their mouths open 
in the moment of performance. This can largely be explained 
by the conventional distaste for the open mouth as an 
uncouth gesture, inappropriate to portraiture. Given the well-
documented emotional response to early modern singers—
and especially to the castrato voice—how, then, did artists 
convey the emotional power of the voice without depicting it in 
action? I will explore these issues with particular reference to 
portraits of castrati and other singers from seventeenth- and 
eighteenth-century Italy.

MARK SHEPHEARD completed his MPhil in Roman History & 
Archaeology at the University of Oxford and is currently in the 
final year of his PhD in Art History at the University of Melbourne, 
where he is also teaching Baroque art. His thesis is a study of 
portraits of musicians in early modern Italy and of the personal 
and professional relationships between musicians and painters in 
this period. His research interests include Italian seventeenth- and 
eighteenth-century painting, portraiture, and music iconography; 
he has published on aristocratic portraiture in eighteenth-century 
Rome and on the portraits of composer Luigi Boccherini. He is a 
director of the Melbourne Art network and the Melbourne Portrait 
Group—two organisations established to promote the study of and 
public engagement with art and at history in Victoria and beyond—
and for the past twelve years he has produced the Early Music 
Experience for the Melbourne radio station 3MBS Fine Music.

stephen Loo

The exhAusTed Voice of / in deleuze’s 
bAroque house

In The Exhausted, Gilles Deleuze’s essay on the playwright 
Samuel Beckett, the philosopher points out that the exhausted 
is not just one who is tired, but one who can no longer realize 
the possibilities that still exist for them. This paper ruminates 
on what is an architecture for the exhausted voice, and in 
corollary, how we voice architecture when it is exhausted (say 
by philosophy). A very different kind of image of architecture 
arrives from behind the exhaustion of words and the drying up 
of voices. To Cixous, the voice of exhaustion is breathless. It has 
no equivalence to writing-sense; it is disjunctive, abrupt, jerky, 
where combinatorial relations replace syntactic relations, with 
no time for whole object relations. In this paper, the scene for 
this performance of the exhausted voice of / in architecture is 
another Deleuzian diagram, this time his allegorical Baroque 
House in The Fold. In this 17th Century house, gestural 
movements of organismic bodies in the ‘theatre of visible’ 
downstairs, trigger vibrations and oscillations in the “pleats 
of matter” that travel upstairs to the cerebral souls residing in 
‘theatre of the voice’.

STEPHEn LOO is Professor of Architecture and Director of CxI 
(Creative Exchange Institute) at the University of Tasmania. He 
has published widely on language, affect and the biophilosophy of 
the contemporary subject, posthumanist ethics and experimental 
digital thinking. His recent publications include Deleuze and 
Architecture with Hélène Frichot; essays on the relationship 
between insects, instincts and ethics in Angelaki and Parallax, and 
a forthcoming monograph, with Undine Sellbach. He is currently 
working on an edited volume on Poetic Biopolitics with Peg Rawes 
and Tim Matthews. Stephen is Founding Partner of award winning 
architecture and interpretation practice Mulloway Studio, who is 
currently exhibiting at the 2014 Venice International Architecture 
Biennale. His artworks include A Whirlwind of Insects in the Body 
of a Girl, a performance with Undine Sellbach, University College 
London (2010) and Sydney Biennale (2012), and K2-02 with Michael 
yuen, SASA Gallery, Adelaide (2009).
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Peter Tregear

“nichT im sPAnien!” The singing self in 
goeThe & AnnA AmAliA’s erwin und elmire

The self-conscience attempts to invent a new German 
literature in the 1770s encompassed not just poetry, plays 
and novels but also opera. In the absence of a peculiarly 
German operatic tradition, the task took on not just 
nationalist overtones but also became the vehicle for much 
loftier ambitions. In 1769, for instance, Herder had declared 
it as a ‘noble purpose! Grand task’ in which the new German 
opera was to be ‘conceived on a human basis’ and integrated 
‘with human music, and declamation, and ornamentation, 
yet with sentiment.’ Such a vision of a remodelled operatic 
stage reflected the influence of the two broader political 
currents in Germany at the time: so-called Sturm und 
Drang and the cult of sentiment. J. W. von Goethe’s early 
writing shows the profound influence of both, above all in the 
work which brought him early fame: Die Leiden des jungen 
Werther (1774). Arguably a more sophisticated rendering 
of our struggle with our emotional selves that  Werther 
describes, however, is to be found in the stage works that 
he wrote immediately following; the first of which being the 
now almost entirely forgotten Singspiel ‘Erwin und Elmire’ 
(itself based on a ballad from Oliver Goldsmith’s novel, 
The Vicar of Wakefield). Here the conflicting forces not 
just between head and heart, but also between pragmatic 
social engagement and idealistic withdrawal from society 
in order to be ‘true to one’s self’ now appear in the form of 
a comedy, and a musical comedy at that. Using his patron 
Anna Amalia’s setting as its example, this paper argues that 
Erwin und Elmire presents a satirical investigation into, and 
ultimately a celebration of, the possibility of an emotional 
life well-negotiated, and thus well-lived. It explores the 
music-aesthetic and political contexts (including exploring 
what was meant by Goethe’s instruction that the work was 
to be set “not in Spain”) and suggests that through this work 
Goethe offers us a highly nuanced, and thus arguably more 
humane representation of the possibilities for emotional self 
realisation in the Age of Enlightenment. 

PETER TREGEAR is a graduate of the Universities of Melbourne 
and Cambridge. A Fellow of Fitzwilliam College, Cambridge from 
2000–2006, he worked for many years in the UK and Europe as 
a conductor and singer specialising in revivals and premieres 
of historic instrumental and operatic repertoire. In 2006 he was 
invited to return to Australia take up the position of Dean of 
Trinity College at the University of Melbourne where he also co-
founded a chamber opera company (IOpera) and a professional 
vocal ensemble (The Consort of Melbourne). In 2012 he moved 
to Canberra to take up the post of Professor and Head of the 
Australian national University School of Music.  Widely published 
in both scholarly and popular forums, his research interests 
include Australian music history and music of the Weimar 
Republic. Peter’s most recent publication was a Currency 
House Platform Paper entitled Enlightenment or Entitlement: 
Rethinking Tertiary Music Education.

Session 9:  Skill - Questions of taste & 
historicization

andrew Lawrence-King

Vox dicenTis, musicA insTrumenTAlis: 
words ouTwiTh song

The great variety of vocal sounds encountered today in 
Classical Music, rock, jazz & rap, commercial World Music 
& academic ethnomusicology should open our minds to 
possibilities for historical voice-productions outside the 
comfort zone of the modern Early Music scene. Written 
sources make it abundantly clear that the training and 
priorities of historical singers were utterly different from the 
experience of today’s collegiate choristers or conservatoire 
graduates. neither Kings College Cambridge nor Cecilia 
Bartoli offer a convincing model for the singing of the Three 
Tenors of the seicento, Caccini, Peri and Rasi. (All three 
were celebrated composers, as well as self-accompanying 
performers: Giulio Caccini Le nuove Musiche (1601), Jacopo 
Peri Le Varie Musiche (1609) – they also published rival 
settings of Rinucini’s libretto for Euridice (1600) – Francesco 
Razi Vaghezze di Musica (1608)).

Historical sources concentrate on more interesting topics 
than the modern obsession with the subject of vibrato. 
Caccini’s (1601) Platonic priorities are inspiring - la favella, 
e’l rithmo, & il suono per ultimo, e non per lo contrario 
(text, rhythm and sound last of all, and not the other way 
around). These priorities structured our investigations of 
“Text, Rhythm, Action!” over the past three years, as we 
experimented with new training methods and rehearsal 
methodology for advanced students and international 
professionals.

Peri (1600) shows that even within the sound-world of 
his time, the new style of dramatic music required a new 
approach, new modes of thought, whatever the current 
habits of vocal production. His analysis focuses on spoken 
declamation, a comparison made even more strongly in the 
anonymous guide for a music-theatre’s artistic director, Il 
Corago (c1630). Links between spoken and sung declamation 
also emerges in musical settings of Shakespeare texts, 
considered here alongside Hamlet’s advice on how to ‘speak 
the speech’.

Singers were advised to imitate actors. In the contrary 
direction, period treatises advise instrumentalists to imitate 
singers. Technical details of instrumental playing therefore 
offer insights into the vocal approach that was to be imitated. 
Indeed, historical priorities for instrumentalists strongly 
parallel Peri and Caccini’s advice to singers.

The words sung by Rasi in Monteverdi’s Orfeo make 
extravagant claims for the emotional effect singing could 
have on listeners, as well as exploring the psychological 
dangers for performers. Period commentary locates 
emotions in images, in the performer’s involuntary physical 
responses, and in the audience’s minds, in contrast to 
the 20th century focus on sound, the performer’s artistic 
choices, and performers’ “expressivity”.
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We may never know what seicento singers sounded like. But 
we can be reasonably confident of how they were trained and 
of their priorities in performance: sound was the last thing on 
their minds. The highest priority was to move the passions of 
their audience. If emotions themselves can be the object of 
historically informed performance, the authentic priority is the 
audience’s reception, not the singers’ sound.

AnDREW LAWREnCE-KInG is known as an opera & orchestral 
director and early harpist, and baroque gesture specialist. He 
holds an MA Cantab (Fluid Dynamics & Quantum Mechanics), 
studied Voice & Continuo at the London Early Music Centre 
and was awarded an honorary doctorate (Sheffield University) 
for contributions to Baroque Opera. He is an RyA Ocean 
yachtmaster, trains in 17th-century Rapier (School of European 
Swordsmanship), and is studying Hypnosis (Milton H. Erickson 
Foundation etc).  Andrew won the 2012 Golden Mask, Russia’s top 
theatrical award, for Anima e Corpo. He directed (stage & music) 
the first Spanish Oratorio (Spain, UK, Russia), and the first staged 
production in modern times of Stefano Landi’s La Morte d’Orfeo 
(1619) at St Petersburg Philharmonia. As harp soloist, he won the 
2011 Grammy in Dinastia Borgia directed by Jordi Savall: last year 
his duo recital with Jordi won Australia’s prestigious Helpmann 
Award.  Senior Visiting Research Fellow for CHE, he investigates 
Early Opera, Flow and Enargeia.

ian maxwell

The limiTs of re-enAcTmenT

How might the use of actors contribute our understanding of 
the history of emotions? In this paper, I argue that orthodox 
assumptions about the purported ‘neutrality’ or ‘naturalness’ 
of contemporary trained actors are misplaced, and lead to 
error. Instead, I will suggest that a rigorous methodology 
predicated upon an understanding of re-enactment as 
a kind of ethnographic encounter, framed by an effort 
to phenomenologically bracket tacit bodily and practical 
knowledges, will have the potential to significantly develop our 
understanding of the variability of human emotional being. 
Such a methodology will require that the actors involved are 
not to be understood as passive apparatus, but as collaborating 
investigators in a sustained hermeneutic investigative process.

IAn MAxWELL is an Associate Professor in the Department of 
Performance Studies at the University of Sydney. He is a graduate 
of the directing program at the Victorian College of the Arts School 
of Drama, and has written extensively about actor training, and the 
work of pioneering Australian theatre artists of the early 1970s. He 
is currently working on a book about acting and phenomenology, 
tentatively titled The Space Between.

daniela Kaleva

reVeAling AriAnnA: A PerformAnce-
bAsed sTudy of ‘lAmenTo d’AriAnnA’ using 
hisToricAl sources PerTAining To VisuAl 
AsPecTs of  chArAcTerizATion

Based on an extended edition of the lament by nicholas 
Routley, this paper explores historical approaches to 
characterisation of the solo chamber version of Lamento 
d’Arianna by O. Rinuccini and C. Monteverdi. The analysis 
considers scholarly research, the character’s development 
in Rinuccini’s libretto, and iconographic sources inspired 
by it. Based on this broader historical context and practice, 
more layers of signification emerge. Arianna is capable of 
transformation through her passions, which can be used to 
access the notion of the representational style and negotiate 
the tensions between the crafts of commedia dell’arte 
and rhetorical gesture in conjunction with seconda pratica 
music. These approaches give singer-actors and scholars 
the opportunity to experiment with the semiotic body of the 
performer in order to achieve a deeper reading of Arianna. 
Contextualising the rehearsal-performance continuum of 
practice-led research in new historical light reveals a different 
Arianna. Arianna’s lament does not voice mere emotional 
instability that finishes with a self-chastening statement but is 
an episode of transition from total despair to total surrender 
– a process that prepares her to ascend into the realm of the 
gods. Historically situated, Arianna’s embodied lament offers to 
audiences eloquently and poignantly the idea of transcendence.

DAnIELA KALEVA is a musicologist and mezzo-soprano. 
She teaches Music and Performing Arts at the University of 
South Australia. She studied classical voice with Dame Joan 
Hammond and Merlyn Quaife at the University of Melbourne 
and has performed, directed and produced performances with 
rhetorical gesture. Daniela’s research focuses on interdisciplinary 
approaches to music research, practice-led research and the 
output of music publisher Louise Hanson-Dyer. She completed 
her doctoral dissertation on melodrama technique in German 
stage genres at Monash University in 2004 She is currently the 
Secretary of the Musicological Society, South Australian Chapter, 
an Associate Member of the Hawke Research Institute, and an 
Affiliate Member of The J.M. Coetzee Centre for Creative Practice. 
Daniela is also an Associate Investigator of the ARC Centre for the 
History of Emotions (Europe 1100-1800).

Session 9:  Skill - Questions of taste & 
historicization [cont’d]
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Paul mcmahon                                                                                                                              

rheToricAl deVices in 
sAcred And seculAr reAlms:                                                                                 
The musico-drAmATic sTrucTures of bAch 
And hAndel

This paper considers the expressive role of the singing voice 
through the nexus between performance, emotion and the 
rhetorical declamation of recitativo in two significant, yet 
distinctly formulated works of 1724. It examines vocal writing 
in two principal tenor roles conceived for presentation in 
secular and sacred places: the Evangelist or narrator in 
the Johannes-Passion by Johann Sebastian Bach (1685–
1750), and Bajazet, the dominant role in George Frideric 
Handel’s (1685–1759) secular opera seria Tamerlano. In the 
Johannes-Passion, Bach adopted aspects of the Italianate 
style apparent throughout Handel’s opera seria, including 
recitativo semplice and the da capo aria form. Both genres 
assign roles to solo singers, and varied forms of instrumental 
accompaniment are integral to the dramatic context.

The intrinsic relationship between music and rhetorical 
ideology in the Baroque period obligated composers and 
performers to awaken the listener’s moods or passions. 
The aesthetic notion of the affections—emotional states or 
passions—was aligned with rhetorical ideology, or the art of 
persuasive language (Quintilian 1920). Eighteenth-century 
scholars including Mattheson (Harriss 1981), Tosi (Foreman 
1986) and Tartini (Downes 1961) discuss the rhetorical 
interpretation of recitativo through the singer’s capacity 
to ignite and quell the emotions of the audience. Within 
secular theatrical works, or music illustrating and invoking 
religious fervour, this manner of influencing the listener’s 
inner psyche became the primary objective of composers and 
performers in the Baroque age.

The research documented in this paper pursues 
understandings of rhetorical performance as artistic 
practice. The complex intensity of Bach’s liturgical recitativo, 
and the inherent pathos of Handel’s secular writing provide 
musico-rhetorical devices including sparse, improvised 
accompaniment, florid instrumental writing, sustained 
chordal structures, and the use of silence. The incorporation 
of melodic, harmonic and rhythmic configurations as a 
means of painting emotive text, and the poignant oratorical 
contouring of melodic pitch within the lower, middle and 
upper ranges of the voice are also apparent (Quintilian 1920). 
Furthermore, the musical notation employed by Bach and 
Handel offers singers rhetorical figures allowing rhythmic 
flexibility, variations in vocal timbre, deviations in tempo, 
and the syllabic inflection of text appropriate to an affective, 
declamatory style of delivery (Tosi 1723; 1986), Mancini (1777; 
Treitler 1998).

Through reflection on the composers’ musical language, 
this paper draws somewhat closer the parallel worlds of 
eighteenth-century compositions for the theatre, and music 
composed for divine worship. Exposing rhetorical practices 
underpinning the composition and performance of Handel’s 
operatic entertainment, the discussion underscores the 
dramatic sensibilities of Bach—whose vocal music dwelt 
recurrently within the sacred domain—while emphasizing 
Handel’s rhetorical style as the cornerstone of his operatic 
recitativo.

PAUL McMAHOn enjoys a multi-faceted career encompassing 
music performance, research and pedagogy. He is the recipient of 
several prestigious scholarships including a Churchill Fellowship, 
a Griffith University Postgraduate Research Scholarship, 
conference travel awards from the Society for Education, Music 
and Psychology Research (Sempre) and endowments from the 
Sydney Conservatorium of Music. Paul’s academic qualifications 
include a PhD, Master of Music (Performance), Graduate Diploma 
of Music and Bachelor of Creative Arts. His research interests 
include historical performance practice, vocal repertory and 
the role of affect and emotion in the performance of Baroque 
music. Paul is noted for his interpretation of the Evangelist role 
in the passion music of J. S. Bach, and he appears regularly as 
a soloist throughout Australia. Recent performances include 
collaborations with Richard Tognetti, Roy Goodman, Bernard 
Labadie and Masaaki Suzuki. Paul is currently a Lecturer in Music 
and Performance Convenor at the Australian national University, 
Canberra. 



Session 10:  Panel Discussion 

andrew Lawrence-King & stephen Grant 

To sing or noT To sing? quesTions AbouT 
sAmuel PePys’ songbooKs

Together with CHE colleagues from a wide range of 
disciplines, Stephen Grant and Andrew Lawrence-King are 
working towards a recording of songs from Samuel Pepys’ 
Three Songbooks. Amongst the large number of music 
books that Pepys bought and traded at London publishers, 
these manuscripts preserve his personal selection of songs, 
transposed down for his bass voice and with the figured 
bass realised in guitar tablature. All this was the work of his 
household musician, Cesare Morelli, who also contributed 
many of his own songs, including a setting of To be or not to be. 
As we might expect, Pepys carefully indexes, categorises and 
catalogues his favourite songs, whether Light, Grave or Sacred.

These books alone contain many hours of music, a daunting 
prospect for close study, and far too much for a concert or 
recording. Academic and artistic exploration must therefore 
address the delicate question of selection: which songs can we 
sing? And what was ‘singing’ for this amateur bass, enthusiast 
of the spoken theatre, student of the Italian trillo, who much 
preferred recitative songs to light airs? What performance 
contexts can we imagine in the 17th century, or today, for a 
French operatic love-duet transposed for one bass, or for 
a setting of the complete Litany for bass and guitar? Whilst 
performers search for answers, the aim of this panel is to 
discuss: What’s the Question?

AnDREW LAWREnCE-KInG’s biography is shown under Session 9.

STEPHEn GRAnT received a Graduate Diploma in Advanced Music 
Performance Studies from Concordia University in Montreal, 
Canada and is now a doctoral candidate at UWA. He holds the 
positions of Head of Voice and Head of Early Music Studio at 
the Melbourne Conservatorium of Music (MCM), University of 
Melbourne and has taught masterclasses in the US, Europe and 
Australia. The focus of his current research is on 17th c. vocal 
performance practice, focusing on the works of Heinrich Schütz. 
Stephen has performed internationally with major European 
Ensembles – Sequentia, Ensemble Organum (Paris), Ferrara 
Ensemble (Basel), collaborated in Australia with Andrew Lawrence-
King, Genevieve Lacey, Ludovico’s Band, is an associate artist with 
the ARC CHE and directs the vocal ensemble e21.  His solo and 
ensemble performances range from early music through to opera 
and contemporary music. He is a member of the MCM’s Executive 
Committee and also serves on the Theatre Board.
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Session 11: closing discussion

The group will discuss key outcomes of the collaboratory  
and potential for future publications on the Voice and 
Histories of Emotion. 
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