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Welcome

Conference curtain raiser

On behalf of the ARC Centre of Excellence for
the History of Emotions, and particularly its
UWA node, I extend a warm welcome to all
delegates to our 2013 conference ‘Sourcing
Emotions in the Medieval and Early Modern
World’.

A ‘Conference curtain-raiser lecture’ will be
held at 6.30pm on Wednesday 26th June at the
Theatre Auditorium at the University Club.
Entitled, “The Centre’s Programs in Practice:
/HDGHUVä5HİHFWLRQVDQG5HYLHZç this will be a
joint presentation from CHE’s program
leaders: Bob White (Meanings); David
Lemmings (Change); Jane Davidson
(Performance) and Stephanie Trigg (Shaping
the Modern), with an introduction from CHE’s
Director, Philippa Maddern.

The history of emotions is a rich, intriguing,
difficult and exciting new field. Its many
questions and problems cannot be properly
explored without the input of a great range of
disciplines – history of medicine and science,
art history, cultural studies, literature, drama,
religious studies, musicology, performance
practice, to name only a few. One of our
Centre’s major functions is to provide forums
where the many excellent scholars working
worldwide in these fields to elucidate the long
histories of emotions can meet in the best
spirit of collegiality for intensive crossdisciplinary discussions on all relevant subjects
– from broad methodological considerations to
the minutiae of medieval theories of the
passions, and everything in between!

Wine and nibbles will be available prior to the
lecture, in the foyer from 6pm. All welcome.

We wish you the best of lively collegial
interchanges while you are with us in Perth.
Thank you for coming to help make this project
a success; and once again, welcome!
Philippa Maddern
Director
ARC Centre of Excellence for the History of Emotions
(Europe 1100-1800)
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Thursday June 27 MORNING SESSIONS

Thursday June 27 MORNING SESSIONS

9.00 - 9.30 OFFICIAL OPENING

:HOFRPHWR&RXQWU\'U5LFKDUG:DOOH\
:HOFRPHWR&RQIHUHQFH'U0LFKDHO&KDQH\$2&KDQFHOORURI7KH8QLYHUVLW\RI:HVWHUQ$XVWUDOLD
&KDLU3KLOLSSD0DGGHUQ&+('LUHFWRU8:$

Diana Bryant
æ0DGDPDPLDDPDQWLVVLPDçVLJQVRIDIIHFWLRQLQWKHSULYDWHFRUUHVSRQGHQFHRI(OHRQRUD
Gä$UDJRQDDQG(UFROH,Gä(VWH  

David Rollo
$ODLQGH/LOOHäV'HSODQFWX1DWXUDH)HPLQLQH/RYHDQGWKH3OHDVXUHVRI5HDGLQJ

Margaret Dorey
5HDGLQJDFURVVWKHUHFRUGVH[SORULQJFRQİLFWZLWKLQ/RQGRQäV)RRG&RPSDQLHV

&KDLU'HQLV&ROOLQV&+($VVRFLDWH,QYHVWLJDWRU84

Andrew Mellas
+HU7HDUVRI.DWDQ\[LV7KH*HQGHULQJRI(PRWLRQLQ.DVVLDäV3RHWU\
Constant Mews and Carol Williams
0XVLFLVWKHìçH[DOWDWLRQRIWKHPLQGGHULYHGIURPWKLQJVHWHUQDOEXUVWLQJIRUWKLQVRXQGç
Kathleen Nelson

Giovanni Tarantino
7HDFKLQJWKH)HDU*LOEHUW%XUQHWäV$FFRXQWVRI&DWKROLF9LROHQFHDJDLQVW:DOGHQVLDQV 
Jill Burton
)DPLO\)HHOLQJâ/DG\$QQH&OLIIRUGDQGKHU,QKHULWDQFH

PERFORMANCE

David Lemmings
&RPSDVVLRQ$XWKHQWLFLW\DQGWKH2IIHQGHU(PRWLRQDOUHSUHVHQWDWLRQVRIWKH)DPLO\LQ
(LJKWHHQWKFHQWXU\&ULPLQDO7ULDOV

Seminar Room 3

Katie Barclay
*UHHG*DPEOLQJDQG)DPLO\7LHV(LJKWHHQWK&HQWXU\,QKHULWDQFH'LVSXWHV

CHANGE

5HSUHVHQWDWLRQVRIHPRWLRQVZLWKLQFRQıLFW
&KDLU'DYLG/HPPLQJV&KDQJH3URJUDP/HDGHU$GHODLGH

MORNING TEA 11.00 - 11.30

/RRNLQJIRU(PRWLRQVDQGWKHLU,PSDFWLQ(LJKWHHQWKFHQWXU\/HJDO3URFHVVHV
&KDLU8QD0F,OYHQQD&+(3RVWGRFWRUDO)HOORZ6\GQH\

,QVWUXFWLRQVIRUSHUIRUPLQJHPRWLRQVLQWKHWKHDWUH
&KDLU-DQH'DYLGVRQ&+(3HUIRUPDQFH3URJUDP/HDGHU8:$
Emilia Wilton-Godberfforde
'HVSDLUDQGWKHWKHDWULFDOGHSLFWLRQRISV\FKLFGLVWXUEDQFHVVXLFLGHLQVHYHQWHHQWKFHQWXU\
)UHQFKGUDPD
Glen McGillivray
7RZDUGVD&RPPXQLW\RI6HQWLPHQWLQWKHWK&7KHDWUH

0HOLVPDWDDQGPHDQLQJLQUHFLWDWLRQDOFKDQWIRU(DVWHU(YH

Jitka Stollova
(QFRGLQJHPRWLRQVLQWRVWDJHGLUHFWLRQVLQSULQWHG6WXDUWGUDPD

(DUO\DFFRXQWVRI$XVWUDOLD&KDLU-DFTXHOLQH9DQ*HQW&+(6HQLRU5HVHDUFK)HOORZ8:$

(PRWLRQVRIHDUO\FRORQLDOWUDYHOOHUV&KDLU6DUDK)LQQ&+($GPLQLVWUDWLYH2IįFHU8:$

Susan Broomhall
(PRWLRQDO&XUUHQWVLQWKH,QGLDQ2FHDQ92&&RUUHVSRQGHQFHDQG6KLSZUHFNVRQ$XVWUDOLDQ
Shores

Lesley Silvester
æ0D\RXUVKLSKDYHDVDIHSDVVDJHç6RFLDODQG(PRWLRQDO5HODWLRQVKLSV$ERDUG6L[WHHQWKDQG
6HYHQWHHQWK&HQWXU\6DLOLQJ6KLSV

Claire McLisky
/RFDWLQJHPRWLRQVLQWKFHQWXU\PLVVLRQDU\VRXUFHV$XVWUDOLDDQG*UHHQODQG
Nicole Starbuck
)URP6HQWLPHQWDOLVPWR6FLHQFH"1DYLJDWLQJ)HHOLQJLQWKH(QFRXQWHUVDQG(WKQRJUDSKLHV
RI)UHQFK5HYROXWLRQDU\9R\DJHUV
6

Seminar Room 1

Seminar Room 1

Auditorium or Seminar Room 2

Jennifer Carpenter
7KH(PRWLRQDO/DQGVFDSHRI+DGHZLMFKRI$QWZHUS

Jacqueline Van Gent
(QFRXQWHULQJHPRWLRQVFURVVFXOWXUDOFRQWDFWVKLVWRULFDOVRXUFHVDQG0RUDYLDQPLVVLRQV
Kate Gregory
(PRWLRQVRI(QFRXQWHULQ1RUWK:HVW&RORQLDO+HULWDJH
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LUNCH 1.00 - 2.00

Deborah Seiler
7UDQVFRQWLQHQWDODQG(PRWLRQDO+LVWRULDQVRI/DWH0HGLHYDO*HUPDQ\DQG(QJODQG

Case Study Room

Hannah Kilpatrick
3DWURQSULRU\DQGSUREOHPVZLWKDSRVWURSKHVHPRWLRQDOLPSDFWDQGIDLOXUHVRIPHDQLQJLQ
WKH)LQHVKDGHFKURQLFOH

MEANINGS

:KDWåV/RYH*RW7R'R:LWK,W"&KDLU5HEHFFD0F1DPDUD&+(3RVWGRFWRUDO)HOORZ6\GQH\

0HGLHYDOVDFUHGPXVLF

SHAPING THE
MODERN

PARALLEL SESSIONS

,QıXHQFHVRQ+LVWRULDQV&KDLU6SHQFHU<RXQJ&+(3RVWGRFWRUDO)HOORZ8:$

Joanne McEwan
ã5HWXUQLQJWRKHU0RWKHUäV+RXVHä5HSUHVHQWDWLRQVRI)DPLO\DQG(PRWLRQLQ(LJKWHHQWK
&HQWXU\6FRWWLVK,QIDQWLFLGH&DVHV

PERFORMANCE

11.30 - 1.00

Auditorium or Seminar Room 2

Case Study Room

PARALLEL SESSIONS

Darius von Guettner
7UDYHVW\DQGVNXOOGXJJHU\VRXUFLQJHPRWLRQVLQWKH&KURQLFD3RORQRUXP

Seminar Room 3

CHANGE

MEANINGS

9.30 - 11.00

SHAPING THE
MODERN
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Friday June 28 MORNING SESSIONS

Thursday June 27 AFTERNOON SESSIONS

9.00 - 10.00
PLENARY LECTURE Tim Carter )URP&RQFHSWLRQWR'HOLYHU\6RXUFLQJ 0XVLFDO (PRWLRQVLQ(DUO\%DURTXH,WDO\
Theatre Auditorium
Chair: Jane Davidson, CHE Deputy Director, UWA
10.00 - 10:30
MORNING TEA

2.00 - 3.00
PLENARY LECTURE Sarah McNamer æ/LWHUDWXUHDV6RXUFHIRUWKH+LVWRU\RI(PRWLRQç
Theatre Auditorium
Chair: Bob White, Meanings Program Leader, UWA
3.00 - 3:30
AFTERNOON TEA
5.00 - 6.00

10.30 - 12.00 PARALLEL SESSIONS

7KHSHUIRUPDQFHRIHPRWLRQLQPXVLFDIWHU
WKH5HIRUPDWLRQ
&KDLU)UDQFRLV6R\HU&+(3RVWGRFWRUDO)HOORZ$GHODLGH

:RUNVKRS

Denis Collins
(PRWLRQ7H[WDQG&RXQWHUSRLQWLQ0XVLFRIWKH&RXQWHU5HIRUPDWLRQ

Andrew LawrenceKing
0HDQLQJLQ0HORG\
3HUIRUPDQFHDQG
Personation
&KDLU-DQH'DYLGVRQ
&+('HSXW\'LUHFWRU
8:$

Alan Maddox
æ7KHDIIHFWLQJ0DQQHURIWKRVHZKRGHYRXWO\GHGLFDWHWKHLU9RLFHVWR
WKH6HUYLFHRI*RGçHPRWLRQDOH[SUHVVLRQLQWKHPXVLFDOVHUYLFHRI6W
$QWKRQ\RI3DGXDDURXQG
Stephen Grant
Heinrich Schütz and Affective Vocal Performance

Tanya Zhelezcheva
7KH$VFHVLVDQG3RHWLFVRI+DSSLQHVVLQWKH:RUNVRI7KRPDV7UDKHUQH
Daniel Derrin
:KDWäV6R)XQQ\DERXW+XPRXU"+LVWRULFDO6RXUFHVRI+XPRXULQ&KDSPDQäV$+XPRURXV
'D\äV0LUWK

Irena Larking
&KULVWäV%RG\%\$Q\2WKHU1DPH,V6WLOO$V6ZHHW(PRWLRQDOUHVSRQVHVWRWKHFRQVXPSWLRQ
RI&KULVWäVERG\LQODWHPHGLHYDODQGHDUO\PRGHUQ(QJODQG
Sarah Ann Robin
.QLYHVWR1XWFUDFNHUV*HWWLQJ0DUULHGLQVHYHQWHHQWKFHQWXU\(QJODQGDQG$PHULFD

(PRWLRQVLQSHUIRUPDQFHRI0RQWHYHUGLåV$ULDQQD
&KDLU5DSKDHOH*DUURG&+(3RVWGRFWRUDO)HOORZ8:$
Daniela Kaleva
3HUIRUPLQJWKH%DURTXH3DVVLRQV'HFRUXPDQGWKH6WURNHLQWKH3HUIRUPDQFHRIã/DPHQWR
Gä$ULDQQDäE\25LQXFFLQLDQG&0RQWHYHUGL
Andrew Lawrence-King
5HGHįQLQJ5HFLWDWLYH$FWLRQIRU$ULDQQD

(PRWLRQVRIHDUO\PRGHUQGLVFRYHULHV
&KDLU'LDQD%DUQHV&+(5HVHDUFK$VVRFLDWH8:$

5RXQGWDEOH&KDLU3HWHU+ROEURRN&+(4XHHQVODQG1RGH'LUHFWRU84

Matthew John Sparacio
7KLV3ODQWDWLRQZKLFKWKHGLYHOOKDWKVRRIWHQWURGHQGRZQH5HOLJLRQ
DQGWKH6HWWOHPHQWRIDQ(PRWLRQDO&RPPXQLW\LQ&RORQLDO9LUJLQLD


0DNLQJ)DFHV
Penelope Lee
Jessica Scott
Stephanie Trigg

Kathleen French
+DSSLQHVVDQGWKH'LVFRYHU\RIWKH1HZ:RUOG
Vivienne Westbrook
ã6KDUN’
8

Seminar Room 1

Seminar Room 1

PERFORMANCE

SHAPING THE
MODERN

Auditorium or Seminar Room 2

Helen Hickey
5HSRUWLQJ RQ 'LSORPDF\LQ0HGLHYDODQG(DUO\0RGHUQ(QJOLVK
%XUHDXFUDWLF5HFRUGV

Case Study Room

MEANINGS

Rebecca McNamara
7KH/DZRQ)HHOLQJ)LQGLQJ(PRWLRQVLQ0HGLHYDO(QJOLVK/HJDO7H[WV

Seminar Room 3

Merridee Bailey
5HDGLQJHPRWLRQVLQPHUFKDQWSUDFWLFHVLQODWHPHGLHYDODQGHDUO\
PRGHUQ(QJODQGF

Alexander Golozubov
7KH)UDQFLVFDQ$WWLWXGHWR-R\/DXJKWHUDQG)RROLVKQHVVLQWKH&RQWH[WRI)XUWKHU
'HYHORSPHQWRIWKH:HVWHUQ&KULVWLDQ7UDGLWLRQ

0DWHULDOLW\RIWKH6DFUDPHQWV&KDLU0HUULGHH%DLOH\&+(5HVHDUFK)HOORZ$GHODLGH

CHANGE

Seminar Room 3

CHANGE

(PRWLRQVLQ%XUHDXFUDWLF7H[WV
&KDLU*LRYDQQL7DUDQWLQR&+(3RVWGRFWRUDO)HOORZ0HOERXUQH

CONFERENCE DINNER, BANQUET HALL, UNIVERSITY CLUB
6.30 PRE-DINNER DRINKS 7.00 DINNER

Javier E. Diaz-Vera
(PERG\LQJVRFLDOHPRWLRQVWKHYHUEDODQGYLVXDOUHSUHVHQWDWLRQRI
VKDPHDQGUHJUHWLQPHGLHYDO(QJODQG

PERFORMANCE

Philippa Maddern
ã,WLVIXOOPHUU\LQKHDYHQäFRQQRWDWLRQVDQGFDWHJRULHVRIãPHUULPHQWä
LQODWHPHGLHYDO(QJODQG

Auditorium or Seminar Room 2

Mark Amsler
*UDPPDUDQG3UDJPDWLFVRI(PRWLRQLQWKHODWHU0LGGOH$JHV

SHAPING THE
MODERN

Case Study Room

MEANINGS

+DSS\+DSS\-R\-R\&KDLU.DWULQD2ä/RXJKOLQ&+(3RVWGRFWRUDO)HOORZ8:$
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LUNCH 12.00 - 1.00

3.30 - 5.00 PARALLEL SESSIONS
(PRWLRQVDQG/LQJXLVWLFV
&KDLU5RVV.QHFKW&+(3RVWGRFWRUDO)HOORZ84

SOURCING EMOTIONS

SOURCING EMOTIONS

Friday June 28 AFTERNOON SESSIONS

Friday June 28 AFTERNOON SESSIONS

1.00 - 2.00
PLENARY LECTURE Adrian Randolph $UWDQG$VNHVLV'RQDWHOORäV0DJGDOHQDVDQ(PRWLRQDO6RXUFH
Theatre Auditorium
Chair: Stephanie Trigg, Shaping the Modern Program Leader, Melbourne
PARALLEL SESSIONS

7KHRULHVRIKLVWRULFL]LQJHPRWLRQV
&KDLU5RVV.QHFKW&+(3RVWGRFWRUDO)HOORZ84

Stephen Spencer
:KHQZLVHUPHQLQWHUYHQHWKHVLJQLįFDQFHRIDOLWHUDU\WRSRVIRUGLVFHUQLQJGLVSOD\VRIDQJHU
LQVRXUFHVIRUWKH&UXVDGHV

Robin Kurilla
0DFKLDYHOOLDQG/RYHá([DPLQLQJ6RXUFHVRI0HGLHYDODQG(DUO\0RGHUQ(PRWLRQV

Michael Ovens
)HDUDQGFRXUDJHLQ&RGH['¸EULQJHU

Case Study Room

0HQ%HKDYLQJ%DGO\"$QJHUDQG&RPEDW
&KDLU*LRYDQQL7DUDQWLQR&+(3RVWGRFWRUDO)HOORZ0HOERXUQH

Thomas Mical
(HULH$UFKLWHFWXUH

Spencer Young
/RRNLQJIRU/RYHLQ$OOWKH:URQJ3ODFHV$YDULFHDQGWKH(PRWLRQVLQ7KLUWHHQWKDQG
)RXUWHHQWK&HQWXU\3DVWRUDO6RXUFHV

Penelope Woods
(PRWLRQV%DFNVWDJHWKHOLWHUDODQGLPDJLQDU\VSDFHRIWKHVHYHQWHHQWKFHQWXU\
7LULQJ+RXVH

Georg Corall
7KH(ORTXHQW+DXWER\
Katrina Grant
7HPSHVWXRXVVHDVORQHO\ZRRGVDQGJDUGHQVRIORYHWKHHPRWLRQDOV\PEROLVPRIVHW
GHVLJQVIRURSHUDLQWKH(DUO\0RGHUQSHULRG

Seminar Room 1

MEANINGS

(PRWLRQVDUWDQGREMHFWV
&KDLU.DWULQD2ä/RXJKOLQ&+(3RVWGRFWRUDO)HOORZ8:$
Shane McLeod
6RXUFLQJ(PRWLRQV5XQLFLQVFULSWLRQVPRQXPHQWVDQGODQGVFDSH
Glenys L Adams
&DSWXUHG(PRWLRQVWKHPHPRULDOL]DWLRQRI)LOLSSR1HULDQGWKH2UDWRULDQQDUUDWLYH
Jenny Smith
%LUGVDQG'LVVLPXODWLRQIURPWKH0HGLHYDOWRWKH5HQDLVVDQFH
10

2SHQ6RXUFHV"7KH&KDOOHQJHVRI0HGLHYDODQG(DUO\0RGHUQ0XVLFDO7H[WV
&KDLU6SHQFHU<RXQJ&+(3RVWGRFWRUDO)HOORZ8:$
Alana Bennett
æ)RUPXVLNHPHXHÀDIIHFFLRXQVç8VLQJSRSXODUOLWHUDWXUHWRUHFRQVWUXFWPHGLHYDO
SHUIRUPDQFHSUDFWLFH
Una McIlvenna
7KH+LJKVDQG/RZVRI3HUIRUPLQJ(DUO\0RGHUQ%DOODGV
Helen Dell
:KDWLVDQDXWKHQWLFSHUIRUPDQFHRIPHGLHYDOVRQJ"
0HPRULHVRI0HGLHYDODQG(DUO\0RGHUQ(PRWLRQ
&KDLU.DWLH%DUFOD\&+(3RVWGRFWRUDO)HOORZ$GHODLGH

Seminar Room 1

Hannah Lane
æ/äRUDJHGHVSDVVLRQVç([SUHVVLQJ(PRWLRQRQWKHWKFHQWXU\)UHQFK6LQJOHDFWLRQ+DUS

PERFORMANCE

7KHPDWHULDOKLVWRU\RIHPRWLRQVLQSHUIRUPDQFHLQVWUXPHQWVDQGVHWGHVLJQ
&KDLU3HQHORSH:RRGV&+(3RVWGRFWRUDO)HOORZ8:$

Katrina O’Loughlin
6RXUFLQJHPRWLRQVLQVSDFH7KH&DVHRIWKH(LJKWHHQWK&HQWXU\7XUNLVK%DWKV
Diana Barnes
(PRWLQJ6XEXUELD/RQGRQ&LWL]HQ&RPHG\RIWKHV

Auditorium or Seminar Room 2

PERFORMANCE

Auditorium or Seminar Room 2

Charlotte-Rose Millar
7KH'HYLOäV9LFWLPV(PRWLRQDOO\9XOQHUDEOH:LWFKHVLQ6HYHQWHHQWK&HQWXU\(QJODQG

SHAPING THE
MODERN

Judith Bonzol
æ3DVVLRQVRIWKH+HDUWç%HZLWFKPHQW3RVVHVVLRQDQG(PRWLRQDO5HVSRQVHVWR'HDWKDQG
'\LQJLQ(DUO\0RGHUQ(QJODQG

Seminar Room 3

6SDFHDQG(PRWLRQV&KDLU0HUULGHH%DLOH\&+(5HVHDUFK)HOORZ$GHODLGH

MEANINGS

(PRWLRQDO9XOQHUDELOLW\&KDLU-DFTXHOLQH9DQ*HQW&+(6HQLRU5HVHDUFK)HOORZ8:$

AFTERNOON TEA 3.30 - 4.00

Seminar Room 3

CHANGE

Mike Nolan
ã)XU\KDVDUPHGKLVWKRXJKWVVRWKLFNZLWKWKRUQVäWKHVDYDJHGHVWUXFWLYHDQJHURI*HRUJH
&KDSPDQäV%\URQ

Stephanie Trigg
ã(VSHFLDOO\GHOLFLRXVDQGH[TXLVLWHO\WHQGHUä&KDXFHU&ROHULGJH(PRWLRQDQG$IIHFW
Natsuko Akagawa
/D\HUVRIHPRWLRQDQGWUDGLWLRQHDUO\PRGHUQãZHVWäLQ-DSDQ
Sandra Garrido, Jane Davidson
0XVLF 0RRGUHJXODWLRQ0XVLFDO3UHVFULSWLRQVLQWKH0HGLHYDO (DUO\0RGHUQ:RUOG
11

5.30 - 6.30 PERFORMANCE WORKSHOP Daniela Kaleva (PERG\LQJWKH%DURTXH3DVVLRQV
&KDLU-DQH'DYLGVRQ&+('HSXW\'LUHFWRU8:$

4.00 - 5.30

5.30 - 7.30 Optional Trip to Shipwrecks Gallery at Fremantle
Bus departs UWA at 5.45. Gallery tour 6.30 -7.30 Numbers capped. Please rsvp to Sarah Finn, sarah.finn@uwa.edu.au

PARALLEL SESSIONS

MEANINGS

Case Study Room

MEANINGS

2.00 - 3.30

SOURCING EMOTIONS

SOURCING EMOTIONS

Saturday June 29 MORNING SESSIONS

Saturday June 29 MORNING SESSIONS

11.00 - 12.00
PLENARY LECTURE James Amelang The Sources of Mourning: Autobiography, Ritual, Sincerity
Theatre Auditorium
'DYLG/HPPLQJV&KDQJH3URJUDP/HDGHU$GHODLGH

12.00 - 1.30

Kelly Midgley
1LFNäV%RWWRP/RYH)ROO\DQG0HODQFKRO\LQ$0LGVXPPHU1LJKWäV'UHDP

Imogen Forbes-MacPhail
ã1R1RWKH\GREXWMHVWSRLVRQLQMHVWQRRIIHQFHLäWKäZRUOGä([WHQGLQJWKH&RPLFLQWR7UDJHG\
LQ6KDNHVSHDUHäVSOD\V

Brid Phillips
6WLUULQJWKHHPRWLRQVZLWKFRORXUH[SORULQJHPRWLRQDOUHSUHVHQWDWLRQVWKURXJKWKHPHGLXPRI
FRORXUIRUDXGLHQFHVRI6KDNHVSHDUHäV2WKHOOR

Bob White
'HVFULELQJHPRWLRQVLQGUDPDáUDVDV2U:K\GR,QGLDQVJHWPRUHRXWRI6KDNHVSHDUHWKDQ
:HVWHUQHUV"

Ross Knecht
7KH,UUHGXFLELOLW\RI(PRWLRQDO'LVFRXUVH$GRUQRRQ)HHOLQJDQG&RQYHQWLRQ

PERFORMANCE

5RXQGWDEOH0XVLFDO H PRWLRQVâUHDGLQJ DQGKHDULQJ" HDUO\PRGHUQ
PDQXVFULSWV&KDLU8QD0F,OYHQQD&+(3RVWGRFWRUDO)HOORZ6\GQH\
Led by Jane Davidson and
Kathleen Nelson
&RQVLGHULQJPHDQLQJDQGSDUWLDOQRWDWLRQFD
Andrew Lawrence-King
([SORULQJWKH3OD\RI'DQLHOWKFHQWXU\GUDPDE\VWXGHQWVDWWKHVFKRRORI%HDXYDLV
&DWKHGUDO
Denis Collins
(PRWLRQDQGHQLJPDLQHDUO\PRGHUQPXVLFPDQXVFULSWV
Alan Maddox
(DUO\PRGHUQPXVLFPDQXVFULSWVDVHPRWLRQDOPHGLDWRUVDQGREMHFWVRIGHVLUH
Tim Carter
)URP6FULSWWR3ULQWWR6FULSW(PRWLRQDQG0HDQLQJLQ 6RPH (DUO\0RGHUQ0XVLFDO
Sources

12

3HUIRUPLQJJHQGHULQPXVLFOLWHUDWXUHDQGDUW
&KDLU.DWLH%DUFOD\&+(3RVWGRFWRUDO)HOORZ$GHODLGH

PERFORMANCE

Timothy Flanagan
7KH-R\RI0DUW\UV

MORNING TEA 10.30 - 11.00

Seminar Room 3

MEANINGS 2

3KLORVRSKHUVDQG(PRWLRQV&KDLU)UDQFRLV6R\HU&+(3RVWGRFWRUDO)HOORZ$GHODLGH

Case Study Room

5HGHİQLQJJHQUHLQ6KDNHVSHDUH&KDLU3HWHU+ROEURRN&+(4XHHQVODQG1RGH'LUHFWRU84

MEANINGS

6KDNHVSHDUH&KDLU%RE:KLWH0HDQLQJV3URJUDP/HDGHU8:$

Tiffany Hoffman
6K\ORFNäV6K\&RQVFLHQFH6RXUFLQJ6K\QHVVLQ7KH0HUFKDQWRI9HQLFH

Auditorium or Seminar Room 2

PARALLEL SESSIONS

Patricia Alessi
3HUIRUPLQJDVRQHRIãWKH.LQJäV:KRUH>V@ä7UDQVODWLQJWKHHPRWLYHSHUIRUPDQFHSUDFWLFHVRI
0DU\æ0ROOç'DYLV
Jennifer Jones-O’Neil
&RUUHVSRQGHQFHVLQ7H[WDQG,PDJH6KDSLQJWKHSHUVRQDRI*HRUJH5RPQH\
Chenoa F Hunter
+RZ6LU'\QDGDQDQG/DG\7ULVWDQZHUHKXPLOLDWHGIRUFHGIHPLQLQLW\LQWKH%RRNRI6LU
7ULVWUDPGH/\RQHVDQG&DPHORW

13

LUNCH 1.30 - 2.30

PARALLEL SESSIONS

Auditorium or Seminar Room 2

Case Study Room

MEANINGS 1

9.00 - 10.30

professional learning workshop

education

SOURCES AND EMOTIONS
Professional Learning workshop
Date: Wednesday 26 June 2013
Time: 4.15pm to 6.15pm
Location: UWA Arts Faculty, Hackett Drive, CRAWLEY, WA 6009
EVENT DESCRIPTION

THE RESEARCH

History teachers often use sources to engage students. This
workshop looks at how focusing attention on the emotions
available in sources will connect with your students... after all,
who knows emotions better than a teenager!

•

ASSISTANT PROFESSOR NATSUKO AKAGAWA
University of Western Australia
Emotional engagement with heritage in the formation of
national and local identity, including a Subiaco case study.

•

WINTHROP PROFESSOR SUSAN BROOMHALL
ARC Centre of Excellence for the History of Emotion
How Australian place names reflect early Dutch emotional
responses to the Australian land.

•

DR KATE GREGORY
Battye Historian, State Library of WA

Catch up on current history research with discussion from four
researchers, focusing on sources revealing Australia’s emotional
history from explorers’ sea logs to a modern Subiaco case study.
The workshop includes presentations by four researchers, a panel
discussion, a small group practical activity, and question time.
This will be followed by refreshments and networking.

Emotions of Encounter on the Northwest colonial
frontier– a puzzle of fragmentary sources.

At 6.30pm there is a free public lecture by Winthrop Professor
Philippa Maddern, Director of the ARC Centre of Excellence for the
History of Emotions.
This workshop is run in conjunction with the Sourcing Emotions in
the Medieval and Early Modern World International Conference at
UWA, 27-29 June 2013.

> > > BOOK NOW

•

DR LESLEY SILVESTER
How journals and sea logs reveal tensions and emotions on
board sixteenth and seventeenth century sailing ships.

Cost $20. Bookings close 22 June 2013.
Teachers attending conference receive complimentary registration
to this PD (must email Sarah Finn to book place).
For further details email emotions@uwa.edu.au or call 6488 3858.

Click here to book and pay by credit card at http://www.
historyofemotions.org.au/sourcing-emotions-conference-2013/
teacher-pl-sources-and-emotions.aspx.
Email sarah.finn@uwa.edu.au to book and pay by cash or cheque.
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PLENARY SPEAKERS

AMELANG James

CARTER Tim

8QLYHUVLGDG$XWµQRPD

8QLYHUVLW\RI1RUWK&DUROLQD

The Sources of Mourning:
Autobiography, Ritual, Sincerity

From Conception to Delivery:
Sourcing (Musical) Emotions
in Early Baroque Italy

This talk focuses on how to interpret the relatively
abundant autobiographical sources on mourning
the dead in early modern Europe. After reviewing
the range of manifestations of grief found in
diverse sorts of personal documents, it then
explores some of the complexities probed in
genre-specific and cross-cultural studies in art
history and anthropology. Special attention will be
paid to the nexus between expression and
sincerity, understood as an especially problematic
requirement of cultural and religious modernity.

When Claudio Monteverdi’s (1567–1643) second
opera, Arianna, was performed in Mantua in 1608,
“there was no lady who failed to shed some little
tear” at the protagonist’s lament for being
abandoned by her lover, Theseus, on the desert
island of Naxos. That emotional response from (at
least part of) the audience was explicitly linked to
the rhetorical and dramatic skills of the commedia
dell’arte actress who played the role of Ariadne,
the renowned Virginia Andreini. Devising a musical
monologue was little different from devising a
spoken one: the process broke down into the
typical five canons of classical rhetoric: inventio,
dispositio, elocutio, memoria, and actio (or
pronuntiatio). The tearful ladies in the audience
were clearly moved by Andreini’s actio, but what
role did the performer play in the lament’s
elocutio, i.e., the choice of (musical) vocabularies
and syntaxes to persuade and move the listeners?
Other of Monteverdi’s music seems to place
elocutio more firmly in the hands of the composer,
who engages with a newly emerging semiotic for
musical expression by way of codified styles and
gestures that became fixed in later Baroque
Affektenlehre but for the moment was still in flux.
This leaves the performer(s) with less room for
maneuver, and places different demands on the
listener’s senses and sensibilities, or if you prefer,
involves a different play of what Aristotle would
have called ethos, pathos, and logos. What does all
this tell us about music in early seventeenthcentury Italy in terms of how it was conceived, and
how perceived (and by whom and for what
purpose)? And what broader lessons does this
offer for the other arts in a period when emotions
may have stemmed from constant sources, but
were certainly represented and aroused in different
ways?

-DPHV6$PHODQJKDVEHHQ3URIHVVRURI(DUO\
0RGHUQ+LVWRU\DWWKH8QLYHUVLGDG$XWµQRPDRI
0DGULGVLQFH+HKDVSXEOLVKHGVHYHUDOZRUNV
RQWKHXUEDQKLVWRU\RIHDUO\PRGHUQ(XURSHEHJLQ
QLQJZLWKHonored Citizens of Barcelona: Patrician
Culture and Class Relations, 1490-1714 3ULQFHWRQ
8QLYHUVLW\3UHVV DQGKDVWUDQVODWHGDQG
edited A Journal of the Plague Year: The Diary of
the Barcelona Tanner Miquel Parets, 1651 2[IRUG
8QLYHUVLW\3UHVV +HLVDOVRWKHDXWKRURIThe
Flight of Icarus: Artisan Autobiography in Early
Modern Europe 6WDQIRUG8QLYHUVLW\3UHVV 
DQGKDVFRHGLWHGVHYHUDOFROOHFWLRQVRIHVVD\V+LV
PRVWUHFHQWERRNLVParallel Histories: Jews and
Muslims in Inquisitorial Spain /RXLVLDQD6WDWH8QL
YHUVLW\IRUWKFRPLQJLQ :KLOHKLVPDLQSURMHFW
QRZLVWRįQLVKThe Oxford History of Early Modern
SpainKLVIXWXUHSODQVLQFOXGHSXEOLVKLQJDVWXG\
WHQWDWLYHO\WLWOHGWriting Cities RIGLYHUVHDVSHFWVRI
XUEDQGLVFRXUVHLQHDUO\PRGHUQ(XURSH
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7LP&DUWHUFRPSOHWHGKLV3K'LQDWWKH
8QLYHUVLW\RI%LUPLQJKDP 8. ZLWKDGLVVHUWDWLRQRQ
Jacopo Peri (1561-1633): His Life and Works ODWHU
SXEOLVKHGLQ +LVRWKHUERRNVLQFOXGHWKH
&DPEULGJH2SHUD+DQGERRNRQ0R]DUWäVLe nozze di
Figaro  Music in Late Renaissance and Early
Baroque Italy  Music, Patronage and Printing
in Late Renaissance Florence and Monteverdi and
his Contemporaries ERWK Monteverdi’s
Musical Theatre  DQG“Oklahoma!” The
Making of an American Musical (2007)+HZDVDOVR
WKHFRHGLWRUZLWK-RKQ%XWWRI The Cambridge
History of Seventeenth-Century Music  ,Q
KHPRYHGIURP5R\DO+ROORZD\8QLYHUVLW\RI
/RQGRQWREHFRPH'DYLG*)UH\'LVWLQJXLVKHG
3URIHVVRURI0XVLFDWWKH8QLYHUVLW\RI1RUWK&DUROLQD
DW&KDSHO+LOO+HKDVVHUYHGRQWKHERDUGVRIWKH
5R\DO0XVLFDO$VVRFLDWLRQDQGWKH$PHULFDQ
0XVLFRORJLFDO6RFLHW\DQGIURPWRKHZDV
3UHVLGHQWRIWKH6RFLHW\IRU6HYHQWHHQWK&HQWXU\
0XVLF+HFXUUHQWO\KDVVHYHUDOHVVD\VRQ0RQWHYHUGL
QHZO\SXEOLVKHGRULQWKHSUHVVKHKDVMXVW
FRPSOHWHGDFULWLFDOHGLWLRQRI.XUW:HLOOäVįUVW
PXVLFDOSOD\FRPSRVHGLQWKH8QLWHG6WDWHV Johnny
Johnson WRDWH[WE\WKH1RUWK&DUROLQD
SOD\ZULJKW3DXO*UHHQ DQGKHLVFRDXWKRULQJ ZLWK
WKHHFRQRPLFKLVWRULDQ5LFKDUG*ROGWKZDLWH DERRN
Orpheus in the Marketplace: Jacopo Peri and the
Economy of Late Renaissance FlorenceGUDZLQJRQ
DQHZO\GLVFRYHUHGVHWRIįQDQFLDODFFRXQWV
FRQFHUQLQJ3HULKLVIDPLO\DQGKLVFRPPHUFLDO
YHQWXUHV
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McNAMER Sarah

RANDOLPH Adrian

*HRUJHWRZQ8QLYHUVLW\

'DUWPRXWK&ROOHJH

Literature as Source for
the History of Emotion

Art and Askesis:
Donatello’s Magdalen as
an Emotional Source

Captured Emotions:
the memorialisation of Filippo Neri
and the Oratorian narrative

This paper seeks to raise productive questions
about the value of literary texts as sources for the
history of emotion. It begins by registering a
fundamental paradox: while literature is often
recognised as the most ample and articulate
archive of emotional expression in history, its
status as source is just as often considered
suspect; indeed, it is precisely the “literariness” of
literature that has seemed to render it an
untrustworthy witness to history. But what do we
mean by “history”? And might the “literariness” of
literature be taken more seriously as the history of
emotions continues to evolve as a discipline?
Focusing on certain medieval texts and contexts,
this paper examines key disciplinary assumptions
and suggests some ways forward.

The matted hair and linked eremitical wildness of
Donatello’s arresting wooden sculpture of the
Magdalen not only represent her as an ascetic
anchorite, but also instantiate a form of sculptural
askesis, in which the interplay between materiality
and symbolism asks viewers to test limits: to
probe, with the Magdalen, a mystical and
devotional boundary; to explore with the eye the
limits of conventional visuality and materiality; to
consider geographical limits; and to question the
sensitive, ecological and zoological boundary
defining the human itself.

The Oratorian’s founder Filippo Neri (1515-1595)
became known for his tearful states, tremors and
states of ecstasy stimulated by religious events or
rituals and relics, objects and paintings during the
sixteenth century. Filippo Neri’s response to the
installation of the altarpiece painting the 9LVLWDWLRQ
by Federico Barocci in 1586 for example has taken
on a legendary status. Witnesses reported seeing
him in a state of ecstasy or spending hours in front
of the painting lost in rapture. Filippo Neri’s public
display of emotion is very much connected to the
new form of spiritualism that emerged in the
post-Tridentine period in Italy. It fostered an
environment that encouraged emotional responses
to the cult of saints and relics connected to early
Christian Rome in order to legitimise the catholic
faith. The popularity of Filippo Neri and his
followers in the sixteenth century was largely
based on an ability to engage the lay person at a
more emotional level in spiritual matters that
reconnected with this past. The cult of Filippo Neri
in the seventeenth-century therefore was very
much about capturing this climate of spiritual
renewal. This paper will consider how the
Oratorians visually expressed an ongoing dialogue
with their saintly founder through an
interrelationship between a collection of relics,
objects and paintings and representational spaces
that were designed as a memorial to Filippo Neri
that would continue to dynamically engage the
faithful and stir the emotions.

ADAMS Glenys L
7KH8QLYHUVLW\RI0HOERXUQH

PAPER PRESENTERS

$GULDQ5DQGROSKZKRVHUHVHDUFKDQGWHDFKLQJIRFXV
RQWKH,WDOLDQPHGLHYDODQG5HQDLVVDQFHDUWLVWKH
/HRQ(:LOOLDPV3URIHVVRURI$UW+LVWRU\DQG
$VVRFLDWH'HDQRIWKH)DFXOW\IRUWKH$UWVDQG
+XPDQLWLHVDW'DUWPRXWK&ROOHJH)URP
KHVHUYHGDV'LUHFWRURIWKH/HVOLH&HQWUHIRUWKH
+XPDQLWLHV+HUHFHLYHGKLV%$IURP3ULQFHWRQ
8QLYHUVLW\LQD0$IURPWKH&RXUWDXOG,QVWLWXWH
RI$UWLQ8QLYHUVLW\RI/RQGRQDQGD3K'IURP
+DUYDUG8QLYHUVLW\LQ+HLVWKHDXWKRURI
Engaging Symbols: Gender, Politics, and Public Art
in Fifteenth-Century Florence <DOH8QLYHUVLW\3UHVV
 DQGDIRUWKFRPLQJERRNRQJHQGHUDQGWKH
H[SHULHQFHRIDUWLQįIWHHQWKFHQWXU\,WDO\Touching
Objects$QHZSURMHFWæ5HQDLVVDQFH+\EULGLW\ç
H[SORUHVUHSUHVHQWDWLRQVRIERGLHVWKDWGHI\
FDWHJRULVDWLRQDVKXPDQDQLPDORUSODQW+LVDUWLFOHV
DQGHVVD\VKDYHDSSHDUHGLQPDQ\FROOHFWLRQVDQG
VFKRODUO\MRXUQDOVLQFOXGLQJArt Bulletin, Art
History, Word & Image, knitische berichte,
FrauenKunstWissenschaftDQG Perspectives:LWK
0DUN-:LOOLDPVKHFRHGLWVWKHERRNVHULHV
,QWHUIDFHVStudies in Visual CultureZKLFKIRFXVHV
RQWKHWKHRUHWLFDOLPSOLFDWLRQVRIQHZPHGLDRQWKH
VWXG\RIYLVXDOFXOWXUH

6DUDK0F1DPHULVFXUUHQWO\DQ$VVRFLDWH3URIHVVRU
RI(QJOLVKDW*HRUJHWRZQ8QLYHUVLW\6KHUHFHLYHGKHU
GHJUHHVIURP+DUYDUG2[IRUGDQGWKH8QLYHUVLW\RI
&DOLIRUQLD/RV$QJHOHV+HUPRVWVLJQLįFDQWSXEOLFD
WLRQWRGDWHAffective Meditation and the Invention
of Medieval CompassionUHFHLYHGWKHæ%RRNRIWKH
<HDUçDZDUGIURPWKH&RQIHUHQFHRQ&KULVWLDQLW\DQG
/LWHUDWXUHLQ+HUFXUUHQWZRUNFHQWHUVRQWZR
PDMRUSURMHFWVDFULWLFDOHGLWLRQDQGWUDQVODWLRQRIWKH
,WDOLDQMeditations on the Life of ChristDQGDERRN
on The Poetics of Emotion in Middle English Literature6KHLVWKHUHFLSLHQWRID5KRGHV6FKRODUVKLSD
-XQLRU)HOORZVKLSDWWKH+DUYDUG6RFLHW\RI)HOORZV
WKH%RQQLH:KHHOHU)HOORZVKLSDQGUHVHDUFKIHO
ORZVKLSVIURP$PHULFDQ$VVRFLDWLRQRI8QLYHUVLW\
:RPHQWKH$PHULFDQ&RXQFLORI/HDUQHG6RFLHWLHV
DQGWKH1DWLRQDO(QGRZPHQWIRUWKH+XPDQLWLHV
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*OHQ\V/$GDPVFRPSOHWHGKHU%/LWW+RQVLQ$UW
+LVWRU\DWWKH8QLYHUVLW\RI0HOERXUQHLQ+HU
KRQRXUVWKHVLVZDVRQThe Cult of the Sacra Cintola
in Prato, Italy+HU3K'LVRQSpace, Memory,
Narrative: The Oratorians and the Memorialization
of San Filippo Neri in Rome, Florence and Naples.
$QDVSHFWRIKHUWKHVLVZDVSXEOLVKHGLQWKH&,+$
&RPLW«,QWHUQDWLRQDOGä+LVWRLUHGHOä$UW &RQIHUHQFH
3DSHUVæ&URVVLQJ&XOWXUHV&RQİLFW0LJUDWLRQDQG
&RQYHUJHQFHçLQ
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AKAGAWA Natsuko

ALESSI, Patricia

7KH8QLYHUVLW\RI:HVWHUQ$XVWUDOLD

7KH8QLYHUVLW\RI:HVWHUQ$XVWUDOLD

Layers of emotion and tradition:
early modern “west” in Japan

Performing as one of “…the King’s
Whore[s]”:
Translating the emotive performance
practices of Mary “Moll” Davis

Heritage is not something given or indeed static over
time; it is seldom neutral and the notion of
“authenticity” in heritage terms has always been
challenged. Donald Horne (1984:1) has argued that
“each society and each age has a different version of
what reality might be”. As such, I argue that heritage
requires to be understood as a construct, appositely
described as the “contemporary use of the past”
(Graham et al. 2000:2). Thus, implicit in the idea and
practice of heritage is a sense that “very selective
past material artefacts, natural landscapes,
mythologies, memories and traditions become
cultural, political and economic resources for the
present” (Graham and Howard, 2008:2). As the
consumers of the past, Steiner and Reisinger
(2006:309) believe that “people look to the past to
identify and understand themselves”. A primary
“use” of heritage, as Lowenthal (1998:2) has pointed
out, is its role in generating and maintaining a sense
of national identity so that heritage becomes “the
chief focus of patriotism”. The recognition of the
psychological underpinnings of heritage has
increasingly emphasised the importance of
understanding its very real but “intangible” roots
(Akagawa forthcoming; Smith and Akagawa 2009).
Heritage, it can be said, is not heritage without the
element of emotional reaction or engagement.
Understanding the link between heritage and identity
therefore requires an appreciation of how people
relate to the past, and, in particular, the traditions
that are seen as central to their sense of identity.
With accelerating economic development, the
intensification of global interaction, and the
increasing mobility of people, goods and information,
local identity is increasingly being challenged. In my
paper I will discuss how early modern Europe,
predominantly as embodied in the legacies
of sixteenth to eighteenth century Portuguese and
Dutch expansion in the East, is reflected and
imagined in what is considered as the heritage in
Japan today. The paper will specifically examine
how the emotional response and nostalgia regarding
this heritage of European origin with the celebration

of “tradition” in Japanese heritage and discourse
which historically has carried a strong emphasis on
national identity and “Japan-ness”.
1DWVXNRKDVD3K'0DVWHURI&XOWXUDO+HULWDJHDQG
0XVHXP6WXGLHV0DVWHURI%XVLQHVV$GPLQLVWUDWLRQ
*UDGXDWH'LSORPDRI(GXFDWLRQDQG'LSORPDRI
3RUWXJXHVH/DQJXDJHDQG&XOWXUHDQG%DFKHORURI
$UWV6KHLVDFRHGLWRURIIntangible Heritage
5RXWOHGJH SDUWRIWKHZHOOUHJDUGHG
5RXWOHGJHVHULHVRQKHULWDJH,WLVGXHWREH
WUDQVODWHGLQ$UDELFVXSSRUWHGE\6DXGL$UDELDQ
0LQLVWU\RI&XOWXUH$UWVDQG+HULWDJH6KHKDVDOVR
FRQWULEXWHGFKDSWHUVLQ0DQDJLQJ&XOWXUDO/DQGVFDSH
5RXWOHGJH DQGTheorising Heritage
5RXWOHGJHIRUWKFRPLQJ +HUIRUWKFRPLQJ
5RXWOHGJH PRQRJUDSKWHQWDWLYHO\HQWLWOHG
Heritage Conservation in Japan’s Cultural
Diplomacy: Heritage, National Identity and
National Interest ZLOOHVWDEOLVKDPDMRUIUDPHZRUN
IRUXQGHUVWDQGLQJWKHGHYHORSPHQWRIJOREDOKHULWDJH
GLVFRXUVHDQGSUDFWLFH6KHKDVVWXGLHGDQG
SUDFWLVHGWKH-DSDQHVHDUWVRIWHDFHUHPRQ\İRZHU
DUUDQJHPHQWDQGWUDGLWLRQDOIDEULFG\LQJWHFKQLTXH
DQG$LNLGRLQ-DSDQ6KHLVDYRWLQJH[SHUWPHPEHURI
WKH,QWHUQDWLRQDO6FLHQWLįF&RPPLWWHHRQ,QWDQJLEOH
&XOWXUDO+HULWDJHIRU,QWHUQDWLRQDO&RXQFLORQ
0RQXPHQWVDQG6LWHV
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3DWULFLD$OHVVLERUQLQ5HYHUH0$86$JUDGXDWHG
ZLWKKHU%DFKHORURI0XVLFLQ&ODVVLFDO9RLFH
3HUIRUPDQFH DQG%DFKHORURI$UWVLQ&XOWXUDO
6WXGLHVIURPWKH8QLYHUVLW\RI1RUWK&DUROLQDDW
&KDSHO+LOOLQ'HFHPEHUJDLQHGKHU0DVWHURI
0XVLFLQ2SHUD3HUIRUPDQFHLQ0D\IURPWKH
8QLYHUVLW\RI%ULWLVK&ROXPELDDQGEHJDQKHU3K'
&DQGLGDWXUHLQ0XVLF 5HVHDUFK3HUIRUPDQFH
3UDFWLFH LQ6HSWHPEHUDWWKH8QLYHUVLW\RI
:HVWHUQ$XVWUDOLDXQGHUWKHVXSHUYLVLRQRI:LQWKURS
3URIHVVRU-DQH'DYLGVRQ 8:$ :LQWKURS3URIHVVRU
6XH%URRPKDOO 8:$ DQG'U$ODQ0DGGR[ 6\GQH\
&RQVHUYDWRULXP 3DWULFLDLVDOVRDQDFWLYHRSHUD
VLQJHU6KHFXUUHQWO\VWXGLHVYRLFHZLWK'U-DQH
'DYLGVRQDQGLVFRDFKHGE\*HRUJ&RUDOO$QDUWLVWLF
OLVWFDQEHIRXQGDWZZZSDWULFLDDOHVVLFRP

Seventeenth-century English opera and its
premiering prime donne hold a unique position in
operatic history. They translated the idea of
“opera” in a different way than their Italian, French
or German counterparts, an approach which is
problematic to today’s interpreters. Spanning the
artistic genres – from opera to drama – these
women not only sang but also acted a huge range
of roles, encompassing a broad emotional palette.
With such an exceptional past, how can we begin to
translate the work of these women in establishing
the early operatic roles and their emotional artistic
repertoire for today’s operatic world – or, indeed,
the artistic world in general? The purpose of this
lecture-recital is to provide the first steps in
translating these beguiling early English prime
donne analogues and their corresponding
emotional repertoire via one of the first early
English female public performers, Mary “Moll”
Davis. By unpacking her training, place in society
and the influence of her gender, we can begin to
understand her unique performance career. What
is more, by offering the first complete artistic
canon for this performer, we will begin to explore
early English treatments of the female opera
singer (or, rather, female artist). By specifically
performing several operatic arias from her
repertoire, we can further delve into her voice and
the music she sang as well as the role types she
portrayed and the emotions assigned to them. This
lecture-recital will help to bridge the conceptual
gap for today’s female opera singer, providing the
understanding and traditions necessary in order to
approach singing this repertoire. Such a route may
enable the contemporary operatic singer to
reconnect to her preceding English prime donne
analogues.
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AMSLER Mark

BAILEY, Merridee

BARCLAY. Katie

8QLYHUVLW\RI$XFNODQG

7KH8QLYHUVLW\RI$GHODLGH

7KH8QLYHUVLW\RI$GHODLGH

Grammar and Pragmatics of Emotion
in the later Middle Ages

Reading emotions in merchant practices
in late medieval and early modern
England, c. 1450-1650

Greed, Gambling and Family Ties:
Eighteenth-Century Inheritance
Disputes

A major challenge for understanding behaviours,
emotions and attitudes of people in the past and
their representations and evaluations of real and
fictional events is the lexicon. We know that word
meanings change over time and across languages,
as illustrated by the shifts and vicissitudes since
the early fourteenth century of the meanings and
connotations of the English word “gay” as an
emotional descriptor and social category. If
language and semantics change and if language is
related to emotional sets and behaviours, then do
emotional lives change as well? Another challenge
relates to linguistic and cognitive theory. Like
contemporary philosophers and linguists, medieval
and early modern grammarians (aka linguists and
philosophers of language) theorised about the
sources of emotions and their relations to spoken
and written utterances. Historians of linguistics
and language change have charted some of this
material and can offer a distinct linguistic and
cognitive perspective on the complex history of
emotions. In this paper I discuss how of late
medieval grammarians, dictionary makers,
philosophers and theologians provide important
and sometimes defamiliarising windows on how
emotional discourses and emotional meanings
were constructed and theorised and how they have
changed. I illustrate a range of materials available
from the history of linguistics by exploring
pragmatic analyses of emotive utterances and
grammatical accounts of the Interjection as a word
class in medieval and early modern philosophical
and pedagogical grammars, vernacular drama and
devotional handbooks.

To what extent did emotional discourses
surrounding ethically complex merchant practices,
such as usury, affect the behaviour and conduct of
London’s merchants? Is it possible to uncover
emotions in the economic sphere by reading
across archival and literary sources? By searching
for the emotional states and experiences
associated with perceptions of greed, trust, the
sexual reputation of (women) merchants, and
honour, it is possible to demonstrate that there is a
significant underestimation of the role emotional
interactions play in financial activities. However,
which emotions were discussed in the archival and
legal records of merchants, and in the printed
tracts which circulated in London? In this paper I
will be looking for representations of emotions by
examining the language of merchant transactions
in Chancery cases, Guild records and in print
culture. This paper suggests that by searching for
representations of emotions and morality in
economic contexts that we can see how medieval
and early modern merchants were fully alive to the
emotions underpinning their actions.

While not always offering such juicy material as
homicide or adultery, civil suits often provided the
press with salacious insights into family life that
had the power to shock and awe. This paper will
explore high profile inheritance disputes between
family members in eighteenth-century Britain.
More than simply a mechanism for transferring
property between generations, inheritance
practices were of significant political importance.
Historians, such as Lloyd Bonfield and Eileen
Spring, have highlighted the ways that inheritance
practices became increasingly restrictive across
the eighteenth century in order to protect lineage
and family property at the expense of individual
rights, while Susan Staves has demonstrated that
the courts were increasingly unwilling to cede
control of property to women. As well as protecting
familial property from wastrel heirs and
remarrying widows, this shift was designed to
reinforce the political power of landed families,
during an era where, conversely, demands for the
expansion of democracy were growing. Yet, these
changes did not go uncontested. Inheritance suits
highlight the ways that questions of rightful
inheritance and property ownership were
discussed and explored within families and within
the public sphere. Such suits were represented as
highly emotionally charged, underscoring where
the press expected public sympathies to lie, as
well as demonstrating the continuing fear and
concern that conflict-ridden families created in an
era where the family continued to be understood
as the basis of social order. An exploration of the
emotions described – of sibling and parental love,
of loyalty to family, of selfishness and greed –
highlights the extent to which decisions around
inheritance were not simply viewed as
economically or dynastically rational, but
understood to be created through messy,
emotional debates between family members.

0HUULGHH%DLOH\LVD5HVHDUFK)HOORZZLWKWKH$5&
&+(DWWKH8QLYHUVLW\RI$GHODLGH+HUZRUNIRFXVHV
RQPHUFKDQWWKRXJKWDQGFRQGXFWDFURVVWKHODWH
PHGLHYDODQGHDUO\PRGHUQSHULRGLQSDUWLFXODUKRZ
PRUDOLW\DQGHPRWLRQVFDQEHVHHQZLWKLQPHUFDQWLOH
DFWLYLWLHV+HUSUHYLRXVZRUNRQPRUDOLW\DQGFRQGXFW
LQYHVWLJDWHGWKHVRFLDOLVDWLRQRIPHGLHYDOFKLOGUHQ
Socialising the Child in Late Medieval England, c.
1400-1600 %R\GHOO %UHZHU 

0DUN$PVOHUWHDFKHVPHGLHYDOVWXGLHVZULWLQJ
VWXGLHVDQGOLQJXLVWLFVDWWKH8QLYHUVLW\RI$XFNODQG
+LVERRNVLQFOXGH(W\PRORJ\DQG*UDPPDWLFDO
'LVFRXUVHLQWKH(DUO\0LGGOH$JHVDQGPRVW
UHFHQWO\$IIHFWLYH/LWHUDFLHV:ULWLQJDQG
PXOWLOLQJXDOLVPLQWKHODWHU0LGGOH$JHV
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.DWLH%DUFOD\LVDSRVWGRFWRUDOUHVHDUFKIHOORZZLWK
WKH$5&&HQWUHRI([FHOOHQFHIRUWKH+LVWRU\RI
(PRWLRQV8QLYHUVLW\RI$GHODLGH:LWK'DYLG
/HPPLQJVDQG&ODLUH:DONHUVKHLVFXUUHQWO\
ZRUNLQJRQDPRQRJUDSKWKDWH[SORUHVWKHUROHRI
HPRWLRQLQVRFLDOFKDQJHWKURXJKDQDQDO\VLVRI
UHSUHVHQWDWLRQVRIWKHIDPLO\LQWKHHLJKWHHQWK
FHQWXU\SUHVV6KHLVVLPXOWDQHRXVO\WU\LQJWR
FRPSOHWHDPRQRJUDSKSURYLVLRQDOO\WLWOHG
Performances of Masculinity: Men on Trial in
Ireland, 1800-1845WKDWH[SORUHVKRZPHQ
SHUIRUPHGWKHLULGHQWLWLHVLQDFRXUWURRPFRQWH[WDQG
WKHLPSOLFDWLRQIRUSRZHUUHODWLRQVKLSVLQ,ULVK
VRFLHW\.6KHLVWKHDXWKRURILove, Intimacy and
Power: Marriage and Patriarchy in Scotland,
1650-1850 0DQFKHVWHU83 DQGRIVHYHUDO
DUWLFOHVRQPDUULDJHDQGIDPLO\OLIHLQ6FRWODQGDQG
,UHODQG
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7KH8QLYHUVLW\RI6\GQH\

Emoting Suburbia:
London Citizen Comedy of the 1630s

“For musike meueþ affecciouns”:
Using popular literature to reconstruct
medieval performance practice

“Passions of the Heart”:
Bewitchment, Possession, and
Emotional Responses to Death and
Dying in Early Modern England

Although manuscripts may preserve written texts
from the Middle Ages, oral texts are lost as soon as
their performances cease. Many medieval
romances preserve within them musical and
narrative performances, however, we do not have a
reliable record of how they were performed or
arranged. In this paper I argue for the use of
popular literature in reconstructing musical and
narrative performance. I will examine a range of
medieval romances and, drawing comparisons to
contemporary musical evidence, explore how we
can go about reconstructing historical
performance practices. The hyperbolic tendencies
of popular literature are so effective at
communicating lost performance contexts because
of the use of language that deliberately presents
and evokes extremes of emotion. Emotions are
inscribed in musical performance and are also
used within romance narratives to describe the
reception of a performance, demonstrate the
abilities of a character or suggest a certain playing
style. The emotional vitality of these performance
passages gives reconstructors of historical
performance a tangible link to the past. When used
alongside surviving musical notation, musical
treatises, accounts of performances in historical
records, and iconography, these romances are, I
will argue, a highly valuable and informative source
for historical performance practice.

In the early modern period mortality rates were high,
especially for babies and young children. The loss of
a child was a common experience in early modern
England and most families would have been familiar
with the experience. But grief and sorrow over the
loss of family members, while just as intense then as
it is now, manifested differently in the early modern
period. In an environment where the existence of
witches was accepted as fact, attributing extreme,
severely debilitating, and painful symptoms to
supernatural causes is not at all surprising. Blaming
witches and demons for chronic illnesses and the
death of children, however, was more than a
scapegoating or coping mechanism, and the reasons
why witches were accused in some cases and not
others were complex.

Covent Garden was London’s first purpose built
suburb. It was land originally attached to
Westminster Abbey that Henry 8 appropriated after
the dissolution of the monasteries and gave to the
Earl of Bedford in the 1552. In the early
seventeenth century the third Earl of Bedford
determined to make his holdings profitable
through entrepreneurial urban development.
Bedford received a licence for the development on
February 1630/1. What emerged was an Italianate
open piazza bordered by Bedford House the Palace
built for the family a couple generations earlier, a
church designed by Inigo Jones, and rows of
terraced houses with overhanging porticos. The
design was geared not simply to expand housing in
the city, but to segregate urban space according to
social station. The Covent Garden development
was pitched specifically at the well-to-do country
gentry relocating to London in such numbers that
Charles I issued edicts in the 1630s ordering them
to return to their country seats and resume their
roles there. Citizen comedy performs some of the
ideological work necessary to make such rapid
social and spatial change emotionally palatable to
a heterogeneous urban population accustomed to
brushing shoulders with people of all ranks at the
theatre, marketplace or streets. Richard Brome’s
play 7KH:HHGLQJRI&RYHQW*DUGHQ (1632), for
example, opens at a Covent Garden building site. A
builder called Rooksbill and a Justice of the Peace
called Cockbrain discuss how to ensure that the
magnificent new buildings being erected are “well
tenanted and inhabited by worthy persons”. The
name Rooksbill and Cockbrain reference character
traits in age-old dramatic tradition, but Rooksbill
and Cockbrain are determinedly contemporary
figures anchored to a very specific moment in
history: the birth of suburbia, that is an idea of the
city as made up of planned self-contained yet
inter-linked communities. Brome makes use of the
genre of citizen or city comedy developed by the
previous generation of playwrights to map new
emotional topographies required by the urban

space and architecture of Covent Garden. This
paper will demonstrate how the emotional flows
that work to make the comic plot resolution seem
right are deeply imbricated in history.
'LDQD%DUQHVLVWKH6(UQHVW6SURWW)HOORZDW
8QLYHUVLW\RI0HOERXUQHDQGD5HVHDUFK$VVRFLDWH
ZLWKWKH&HQWUHIRUWKH+LVWRU\RI(PRWLRQVDWWKH
8QLYHUVLW\RI:HVWHUQ$XVWUDOLD6KHKDVSXEOLVKHGRQ
WKHFXOWXUDOKLVWRU\RIHDUO\PRGHUQZRPHQ6KHKDV
UHFHQWO\SXEOLVKHGDERRNFDOOHGThe Imprint of
Community: English Letters 1580-1660 $VKJDWH
 +HUFXUUHQWUHVHDUFKLQFOXGHVDERRN
SURYLVLRQDOO\HQWLWOHGThe Politics of Civility:
Historicising Early Modern Genres DQGDFR
DXWKRUHGERRNRQWKHKLVWRU\RIZRPHQäVOHWWHUV

This paper uses accounts of bewitchment and
possession to investigate the emotional
experiences of chronically sick and dying children
and their families in early modern England. These
accounts, mostly ignored by historians of medicine
and childhood, provide ample evidence that
children and their families experienced a range of
emotions, or passions, not just grief and sorrow.
Moreover, cases of possession are particularly
revealing about children’s experiences of illness
and approaching death, and the prevailing religious
culture meant that passions could be moderated
or enhanced, provoked or suppressed. While we
recognise the basic emotions that are revealed in
these accounts, the contemporary understanding
of the way the passions manifested in the body has
changed profoundly over time

$ODQD%HQQHWWUHFHQWO\FRPSOHWHGKHU+RQRXUVLQ
0HGLHYDODQG(DUO\0RGHUQ6WXGLHVDWWKH8QLYHUVLW\
RI:HVWHUQ$XVWUDOLD+HUGLVVHUWDWLRQH[DPLQHG
PXVLFLDQVSHUIRUPHUVDQGQDUUDWLYHWKHRU\LQD
UDQJHRI0LGGOH(QJOLVK2OG)UHQFKDQG$QJOR
1RUPDQURPDQFHV6KHKRSHVWRFRQWLQXHKHU
SRVWJUDGXDWHVWXGLHVLQ(DUO\0HGLHYDOOLWHUDWXUHDQG
SHUIRUPDQFHSUDFWLFH
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-XGLWK%RQ]RO LVDQ+RQRUDU\5HVHDUFK$VVRFLDWHLQ
WKH+LVWRU\'HSDUWPHQWDWWKH8QLYHUVLW\RI6\GQH\
+HUUHFHQWSXEOLFDWLRQVLQFOXGHæ$IİLFWHG&KLOGUHQ
6XSHUQDWXUDO,OOQHVV)HDUDQG$Q[LHW\LQ(DUO\
0RGHUQ(QJODQGçLQDiseases of the Imagination
and Imaginary Diseases in the Early Modern
PeriodHG<DVPLQ+DVNHOO 7XUQKRXW%HOJLXP
%UHSROV 6KHKDVDOVRSXEOLVKHGHVVD\VRQ
GHPRQLFSRVVHVVLRQZLWFKFUDIWDQGPHGLFLQHLQ
Parergon and Renaissance and Reformation
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$XVWUDOLDQ&DWKROLF8QLYHUVLW\

Emotional Currents in the Indian Ocean:
VOC Correspondence and Shipwrecks
on Australian Shores

“Madama mia amantissima”:
signs of affection in the private
correspondence of Eleonora d’Aragona
and Ercole I d’Este (1477-79)

Family Feeling—Lady Anne Clifford
and her Inheritance

The Emotional Landscape of Hadewijch
of Antwerp

This paper examines the use of affective language
within Vereenigde Oost Indische Compagnie (VOC)
correspondence, in relation to distressing and
traumatic moments of shipwreck upon the
Western Australian coast during the seventeenth
century. At least two VOC ships were known to have
been wrecked on the treacherous west coast, in
addition to several documented near-miss
episodes: the Batavia which struck Morning Reef
near Beacon Island in 1629 and the Vergulde
Draeck wrecked off Ledge Point, just over 100
kilometres north of Perth in 1656. Remains of two
further ships have been confirmed for the following
century: the Zuytdorp destroyed on the remote
coast between Kalbarri and Shark Bay in 1712, and
the Zeewijk which hit Half Moon Reef in the
Houtman Abrolhos islands in 1727. The fate of
several others VOC vessels which disappeared in
the same waters is yet to be confirmed. In this
paper I explore the uses and meanings of
particular affective language and descriptions of
emotional states as they were used by varied VOC
officials to reveal which emotions could be
expressed and by whom, as well as gauge the
effect of such expressions in the political,
economic and social contexts in which
correspondence, reports and logs passed through
the VOC administration on their way to Patria.

By the second half of the fifteenth century the
marriage alliance had become a fundamental part
of the process by which mutually-advantageous
political ties were forged between the ruling houses
of the Italian peninsula. These projected unions
were impersonal affairs in which the bride had little
or no involvement and no thought was given to
either the compatibility of the couple or the
possibility that they might be happy together. In July
1473, the arrival in Ferrara of Eleonora d’Aragona,
daughter of Ferrante I of Naples, as the bride of
Duke Ercole d’Este, signalled the beginning of one
such marriage, but one which defied the odds
against it. Despite its origins in blatant political
opportunism, the marriage between Eleonora and
Ercole appears from the outset to have been a
happy and loving partnership. Eleonora had early
shown herself to be a remarkable wife, bearing her
husband the first of six healthy children, while
enthusiastically and capably sharing with him the
administrative burdens of their state. Ercole had
welcomed his young wife great kindness,
consideration and respect, continuing to
demonstrate to her a sexual fidelity uncommon for
the age. The letters that passed between the couple
during separations made necessary by affairs of
state are a rich source of information about the
happy state of their marriage. Nowhere is this more
apparent than in the correspondence generated by
Eleonora’s visit to Naples in 1477 and during the
terrible events of the Pazzi War which erupted a
year later. In this paper I will examine the letters
exchanged by the couple in the years between 1477
and 1479 and present convincing evidence that
theirs was a very happy marriage, characterised by
mutual affection, loyalty and respect.

Lady Anne Clifford (1590–1676) spent most of her life
fighting to regain her inheritance. She achieved this
by default and mid-seventeenth century took
possession of her lands and properties in the North
of England, where she spent the last, most
productive decades of her life. This paper considers
Lady Anne’s emotions as an Early English woman
(daughter, wife and mother). Using documentary
resources, it notes her resistance to her male
relatives and the King of England and Scotland,
James I and VI, who were against furthering her
claims, and that she cared so much about her
inheritance that she was prepared in her first
marriage for her oldest child, a daughter, to become
a pawn in her marital battles.

The paper examines the emotional landscape of
the mystical writer, Hadewijch of Antwerp, and
seeks to situate that landscape in its context in the
Low Countries of the thirteenth century.
Hadewijch’s works are noted for their incorporation
of the powerful themes, images and vocabulary of
courtly love lyrics into a unique mystical theology.
“Love” (“Minne”) for Hadewijch shares many
characteristics of the personified “Love” of courtly
romance and lyric, and yet her work greatly
extends the creative possibilities available to Love
personified, by fusing together the traditional aims
and actions of courtly “Love” with a mystical
spirituality. Love is represented first and foremost
as a figure of immense power, who cannot be
resisted, who is able to enforce her will, who
demands submission. Yet, paradoxically, despite
Hadewijch’s passionate insistence on the
importance of serving Love at all costs, she is also
adamant that emotion, especially positive emotion,
is not to be trusted; being easily swayed by
emotion is for her a sign of spiritual immaturity.
Reason must be used to evaluate and control
emotion; noble reason is what saves people from
the deceptions of human feeling.

'LDQD%U\DQWREWDLQHGKHU%$ 6\G LQD'LS/LE
16: LQDQGKHU'LS$UWV+RQV, 6\G LQ
+HU3K' 6\G ZDVRQæ$IIHFWLRQDQG/R\DOW\LQ
DQ,WDOLDQ'\QDVWLF0DUULDJHWKH(DUO\<HDUVRIWKH
0DUULDJHRI(OHRQRUDGä$UDJRQDDQG(UFROHGä(VWH
á ç6KHKDVSUHVHQWHGSDSHUVDW56$LQ
ERWKDQG

'U-LOO%XUWRQ DQDVVRFLDWHSURIHVVRUZLWKDPDLQ
FDUHHULQODQJXDJHWHDFKHUHGXFDWLRQDQGDSSOLHG
OLQJXLVWLFV KDVUHFHQWO\EHJXQZRUNRQZRPHQHVWDWH
DQGLGHQWLW\IURPWKHHDUO\PRGHUQSHULRGWRWKH
WZHQWLHWKFHQWXU\+HUVFKRODUO\ZRUNLQWKLVEURDGDUHD
DOUHDG\LQFOXGHVDIRUWKFRPLQJUHYLHZDUWLFOHIRUEssays
in Criticism RQ7KRPDV+DUG\äVXVHRIGUHVV

6XVDQ%URRPKDOOLVD&,LQWKH$5&&HQWUHIRUWKH
+LVWRU\RI(PRWLRQVZKHUHKHUUHVHDUFKH[SORUHVWKH
HPRWLRQDOKLVWRU\RIPHGLHYDODQGHDUO\PRGHUQ
$XVWUDOLD
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Ultimately, Lady Anne outlived her rival claimants.
Everything she did afterwards functioned as
testament to her family bloodline. Her journals,
which she had begun in her youth, were in old age
augmented as public documents substantiating her
family claim. She restored properties and estates,
built almshouses, and erected monuments. The
monument erected near Brougham Castle, the
Countess’s Pillar, commemorates her last parting in
April, 1616, from her mother, Lady Margaret Russell,
Countess of Cumberland, the original inspiration for
Anne’s persistence. The Great Picture Lady Anne
commissioned for Appleby Castle presents a
strikingly different portrait of family feelings from her
presence recorded in the Wilton family picture, which
was commissioned by her second husband before
she removed to the North. Thus, Lady Anne Clifford
has left behind tangible evidence of what she cared
about. What did she feel? What, emotionally, did she
leave her descendants?

This paper will examine the different places in
which emotion is located, theorised, celebrated
and rejected in the works of Hadewijch, and
connect this emotional landscape to the social
community projected in the texts. It will then seek
to draw on analysis of a variety of thirteenthcentury texts from the Low Countries to situate the
emotional world constructed by Hadewijch within
its contemporary emotional environment.
-HQQLIHU&DUSHQWHULVD/HFWXUHULQ+LVWRU\DWWKH
$XVWUDOLDQ&DWKROLF8QLYHUVLW\ 6WUDWKįHOGFDPSXV 
6KHFRPSOHWHGKHU3K'LQ0HGLHYDO6WXGLHVDWWKH
8QLYHUVLW\RI7RURQWR6KHKDVUHFHQWO\EHHQ
FRPELQLQJKHUORQJVWDQGLQJUHVHDUFKLQWHUHVWVLQ
UHOLJLRXVDQGZRPHQäVKLVWRU\ZLWKUHVHDUFKLQWRWKH
KLVWRU\RIHPRWLRQLQWKH0LGGOH$JHV
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COLLINS, Denis
7KH8QLYHUVLW\RI4XHHQVODQG

Emotion, Text and Counterpoint in Music
of the Counter-Reformation

'HQLV&ROOLQVLV6HQLRU/HFWXUHULQ0XVLFRORJ\DQG
$FWLQJ+HDGRIWKH6FKRRORI0XVLFDWWKH8QLYHUVLW\
RI4XHHQVODQG+HKDVSXEOLVKHGZLGHO\RQ
5HQDLVVDQFHFRPSRVLWLRQDOWHFKQLTXHVHVSHFLDOO\
fugaFDQRQDQGUHODWHGLPLWDWLYHSURFHGXUHV+HKDV
UHFHQWO\FRPSOHWHGWKHDUWLFOHRQ&RXQWHUSRLQWIRU
2[IRUG%LEOLRJUDSKLHVLQ0XVLFDQGKLVHGLWHGERRN
RQPHWKRGRORJLHVRIPXVLFWKHRU\UHVHDUFKZLOOEH
SXEOLVKHGE\3HWHU/DQJLQ

The Counter-Reformation pointed to new-found
resolve in strengthening the church and its
teachings and in countering the challenges posed
by Protestant reformers. Musicians participated in
this undertaking by not only adhering to the
Council’s guidelines for the use of music in
liturgical contexts but also by exploring specific
emotional contexts suggested by textual material
through highly original uses of the resources of
modal counterpoint. The rich tradition of
polyphonic settings of motets and mass ordinary
movements served as vehicles for emotionally
driven explorations of late Renaissance religious
feeling. This study will focus on representative
works by Giovanni Pierluigi da Palestrina and
Tomas Luis da Victoria, and, starting with close
examination of texts chosen for musical settings
by these composers, will assess possible
emotional aspects that may have been foremost in
composers’ structural planning. Particularly useful
in this regard is the GEMS (Geneva Emotional
Musical Scale) model whose application to music
has been advanced in a number of studies by
Zentner et al. I will compare approaches by both
composers to specific emotional contexts,
demonstrating how each effectively uses the
techniques of counterpoint to underline the
emotional dimensions of the texts chosen. I will
examine especially how composers achieve
diversity in settings of mass ordinary movements
whose texts could be considered emotionally
neutral due to their repetition each time the mass
is celebrated. One fruitful avenue is to evaluate
how such imitation (or “parody”) masses derive
their emotional contexts from the texts of the
original compositions upon which they were based.
The results of this study will provide groundwork
for a more complete understanding of the
interconnections between music, emotion and
church doctrine in the late sixteenth century.
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7KH8QLYHUVLW\RI:HVWHUQ$XVWUDOLD

The Eloquent Hautboy

Roundtable: Musical (e)motions,
1100–1800: reading (and hearing?)
early modern manuscripts

*HRUJ&RUDOO EHJDQKLVWHUWLDU\VWXGLHVLQUHFRUGHU
DQGKDUSVLFKRUGDWWKH+RFKVFKXOHGHU.¾QVWH
%HUOLQDQGFRQFOXGHGVWXGLHVRIKLVWRULFDORERH
LQVWUXPHQWVDQGUHFRUGHUZLWK5HQDWH+LOGHEUDQG
+DPEXUJ DWWKH+RFKVFKXOHI¾U0XVLNXQG7KHDWHU
æ)HOL[0HQGHOVVRKQ%DUWKROG\ç/HLS]LJ+HDOVR
KROGVDWHDFKLQJGHJUHHLQKLVWRULFDOZRRGZLQGVIURP
WKH+RFKVFKXOHI¾U0XVLN+DPEXUJ+HFRPSOHWHG
KLVSUDFWLFDOHGXFDWLRQDWWKH6FKROD&DQWRUXP
%DVLOLHQVLV 6ZLW]HUODQG IURPWRLQ
%DURTXHRERHZLWK0LFKHO3LJXHW%DURTXHEDVVRRQ
ZLWK&ODXGH:DVVPHUDQGKDUSVLFKRUGZLWK
0DVVLPLOLDQR5DVVFKLHWWL,QDGGLWLRQWRKLVRZQ
HQVHPEOHV 3HUWK%DURTXHOHVKDXWER±VWHVGH
SUXVVH&DQWDWHQ%DQGH%HUOLQ KHKDVSHUIRUPHGDQG
UHFRUGHGZLWKPXVLFLDQVVXFKDV+DQV0DUWLQ/LQGH
+HUPDQ0D[-RVKXD5LINLQ+ROJHU(LFKKRUQDQG
*HUKDUG6FKPLGW*DGHQDQGHQVHPEOHVVXFKDV
&DSSHOOD&RORQLHQVLV2UFKHVWHUGHU6FKROD
&DQWRUXP%DVLOLHQVLV$UDGLD%DURTXH7RURQWR7¸O]HU
.QDEHQFKRU0RQWU«DO%DURTXHDQG0XVLFDOLVFKH
&RPSDJQH\%HUOLQ+HLVFXUUHQWO\VWXG\LQJIRUD
'RFWRURI0XVLFDO$UWVGHJUHHDW7KH8QLYHUVLW\RI
:HVWHUQ$XVWUDOLD 8:$ *HRUJZDVDZDUGHGWKH
-RKQ+LQG6FKRODUVKLSLQKLVįUVW\HDURIVWXG\LQ
3HUWKDQGLV8:$äVLQDXJXUDOUHFLSLHQWRIWKH
9LFH&KDQFHOORUäVæ+DUSVLFKRUG6FKRODUVKLSç

Scholars have investigated “music as speech” and
the “weapons of rhetoric” in musical execution in
order to understand the importance of text in
historically-informed performance practice (HIP).
This has led into the current vocal practice of
declamation in, for example, the cantatas of
Johann Sebastian Bach, who communicated his
emotional messages to the congregation in part
through the careful selection of a suitable
instrumental soundscape. Johann Mattheson
(1681-1764) referred to the oboe as “der gleichsam
redende Hautbois, Ital. Oboe” (the eloquent
hautboy, Italian oboe) and reckoned it to be one of
the instruments to most closely resemble the
human voice. The investigation of contemporary
treatises that provide commentary on articulation
and rhetoric, as well as documents dealing with
the balance of the forces available for Bach’s own
performances allow conclusions to be drawn on
sound balance and transparency in the
performance of Early Music on period instruments;
however, it appears that many present-day habits
in HIP may not withstand scrutiny. Currently much
attention is given to the close focus on articulation
and text delivery required by historically-informed
singers, whereas Early Music instrumentalists are
deemed to merely support the vocalist’s words.
Decades of personal experience in aiming to
reconstruct historical hautboy reeds, together with
a thorough analysis of wind instrument treatises
dating from the seventeenth and eighteenth
centuries reveal that “articulation” referred to the
attack of notes as means to imitate text rather
than merely defining the beginning and ending of a
“vocal” sound on an instrument.
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Musicology invests a great deal in music
manuscripts, not just as musical sources but also
as evidence of transmission and reception on the
one hand, and of compositional process or even
authorial (self-)expression on the other. There is
comfort in the illusion that when poring over, say,
a Mozart or Beethoven autograph, we are
somehow close to the source—the composer’s
voice—and whatever creative or other impulses
might lie behind it. For much of the Medieval and
early modern period, however, the “source”—
however it might be defined—is far more elusive.
We have very few composers’ autographs at least
until the mid seventeenth century, and the
relationship between manuscripts and their
immediate performing or other contexts is more
often fragile than not. Thus musicologists adopt a
sophisticated range of codicological and other
techniques to engage with these musical texts:
their construction, function, and context. But such
techniques are often silently motivated by similar
impulses to those lying behind the illusion that
offers such comfort for later periods: that we
might indeed find the source behind the source.
Stemmatics is one case in point; another is the
frequent attempt to invest scribes, or even their
products, with some kind of authorial presence in
addition to, or more often in lieu of, that of the
composer. These fallacies are often intentional—
i.e., they are adopted knowingly because they are
useful—but they also succumb to one or other
form of the intentional fallacy. What benefit
accrues from trying to recover the voices lying
behind these sources, and how does hearing
them impact our work as scholars and
performers? What happens when print culture
intervenes as a means to validate one voice in
preference to others? And how do manuscripts
post-print become differently valorised both
within the musical markets of the time and by
modern scholars? These are not all musicspecific questions, but seeking to answer them

through music may offer new ways of thinking
about these problems across a wide range of
fields. Each presenter will offer a 10-minute
presentation, then discussion will be opened to
the floor. Individual titles are as follows:
.DWKOHHQ1HOVRQ
&RQVLGHULQJPHDQLQJDQGSDUWLDOQRWDWLRQFD
$QGUHZ/DZUHQFH.LQJ
([SORULQJWKH3OD\RI'DQLHOWKFHQWXU\GUDPDE\
VWXGHQWVDWWKHVFKRRORI%HDXYDLV&DWKHGUDO
'HQLV&ROOLQV
(PRWLRQDQGHQLJPDLQHDUO\PRGHUQPXVLF
manuscripts
$ODQ0DGGR[
(DUO\PRGHUQPXVLFPDQXVFULSWVDVHPRWLRQDO
PHGLDWRUVDQGREMHFWVRIGHVLUH
7LP&DUWHU
)URP6FULSWWR3ULQWWR6FULSW(PRWLRQDQG
0HDQLQJLQ 6RPH (DUO\0RGHUQ0XVLFDO6RXUFHV
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7KH8QLYHUVLW\RI:HVWHUQ$XVWUDOLD

7KH8QLYHUVLW\RI0HOERXUQH

(with Sandra Garrido)

What is an authentic performance
of medieval song?

Music and Mood Regulation:
Musical Prescriptions in the Medieval
and Early Modern World
The powerful effects that music can have on mood
regulation and feelings of wellbeing have been
reported since at least the Ancient Greeks. Yet
during the eighteenth century, a dichotomy
emerged between the arts and sciences that
reduced interest in music as a tool for wellbeing.
Interest has gradually been re-kindled, ignited in
the first decades of the twentieth century when live
music was used in hospitals to “treat” soldier
survivors of the First World War. Nowadays, the
use of music in the fields of health and mental
health is becoming mainstream, with slogans such
as “sing for your life” and “a tune a day keeps the
doctor away” being associated with growing
numbers of community music groups. The
discipline of music therapy continues to occupy a
role of increasing prominence in multi-disciplinary
treatment teams within many medical settings.
The current paper reports references to the use of
music for mood regulation found in literature from
the medieval and early modern periods. Research
techniques of narrative synthesis are used to
illuminate the various mechanisms and types of
music that were believed to be involved in
influencing moods. The paper aims to re-connect
us to earlier behaviours and associations with
music and mood regulation. It will be argued that
modern empirical studies on music and mood can
be informed by both rich and often surprising
historical perspectives.

-DQH'DYLGVRQLV'HSXW\'LUHFWRURIWKH$5&&HQWUH
RI([FHOOHQFHIRUWKH+LVWRU\RI(PRWLRQVDQGWKH
,QDXJXUDO&DOODZD\7XQOH\&KDLURI0XVLFDQG
'LUHFWRURIWKH&DOODZD\&HQWUHIRU0XVLF5HVHDUFKDW
7KH8QLYHUVLW\RI:HVWHUQ$XVWUDOLD+HUFDUHHUKDV
VSDQQHGWKHXQLYHUVLW\VHFWRUFRQVHUYDWRU\HGXFDWLRQ
DQGWKHPXVLFSURIHVVLRQ+HULQWHUHVWVDUHLQPXVLF
SV\FKRORJ\PXVLFHGXFDWLRQPXVLFRORJ\PXVLF
WKHDWUHYRFDOSHUIRUPDQFHDQGFRQWHPSRUDU\
GDQFH6KHKDVSXEOLVKHGH[WHQVLYHO\DQGVHFXUHGD
UDQJHRIUHVHDUFKJUDQWVLQERWK$XVWUDOLDDQG
RYHUVHDV$VDSUDFWLWLRQHUVKHKDVZRUNHGDVDQ
RSHUDVLQJHUDQGDPXVLFWKHDWUHGLUHFWRU
FROODERUDWLQJZLWKJURXSVVXFKDV2SHUD1RUWK 8. 
'UDPPDSHUPXVLFD 3RUWJXDO DQGWKH:HVW
$XVWUDOLDQ2SHUD&RPSDQ\6KHZDV(GLWRURIWKH
LQWHUQDWLRQDOMRXUQDO3V\FKRORJ\RI0XVLF 
 9LFH3UHVLGHQWRIWKH(XURSHDQ6RFLHW\IRUWKH
&RJQLWLYH6FLHQFHVRI0XVLF  DQG
3UHVLGHQWRIWKH0XVLFRORJLFDO6RFLHW\RI$XVWUDOLD
 6KHUHFHQWO\FRPSOHWHGVHUYLFHZRUNLQJ
DVDPHPEHURIWKH5HVHDUFK(YDOXDWLRQ&RPPLWWHH
RIWKH([FHOOHQFHLQ5HVHDUFKLQ$XVWUDOLD (5$ IRU
ERWKWKHWULDOHYDOXDWLRQLQDQGPDLQ
DVVHVVPHQWLQ

I have been a student of medieval music for many
years, as a singer and instrumentalist, academic
researcher and director of a medieval group. In all
these roles I have long pondered the issue of
authentic performance in medieval song. Directors
of medieval ensembles, particularly of the English
school, have made it a primary aim to reconstruct,
in their own performances, the practices of
medieval musicians. That is, for them, the meaning
of authenticity. My question is: how does a singer
reconstruct an emotion? You can research the
history of a song’s emotion, based on text, melody,
mode and rhythm, although this is, of course, far
from straightforward. You can also consider the
context of the song’s original performance and
make informed decisions on the emotional weight
and flavour of particular genres and registers. But
something more is required for that emotion to be
transmitted to an audience. The emotion of a
performed song is not wholly the emotion of its
source. Unlike the visual arts, the song does not
exist until someone sings it. In performance the
singer’s own emotions need to be engaged in the
song. How is this done? A song is a meeting place
for many: the composer, the poet, the discourses
within which it is made and lastly, the singer. It is
also a meeting place between the operations of
music and those of language. But the singer,
coming in at the end and drawing all these
together, can only respond emotionally from his or
her own place. That is another kind of authenticity.
My paper considers the different kinds of
authenticity involved in the making of medieval
song, and asks how or even whether they can be
made compatible.
+HOHQ'HOOFRPELQHVKHUUHVHDUFKLQWRPHGLHYDO
PXVLFZLWKGLUHFWLQJDQGSHUIRUPLQJZLWKDPHGLHYDO
PXVLFHQVHPEOH7URYHUHVVH+HUFXUUHQWUHVHDUFK
LQYHVWLJDWHVWKHQRVWDOJLDXQGHUO\LQJUHFHQW
UHFHSWLRQVDQGLQYHQWLRQVRIPHGLHYDOPXVLF
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0DFTXDULH8QLYHUVLW\

8QLYHUVLGDGGH&DVWLOOD/D0DQFKD

What’s So Funny about Humour?:
Historical Sources of Humour in
Chapman’s A Humorous Day’s Mirth

Embodying social emotions: the verbal
and visual representation of shame and
regret in medieval England

'DQLHO'HUULQWHDFKHV(QJOLVKDQGPHGLDVWXGLHV
FRXUVHVDW0DFTXDULH8QLYHUVLW\+LVUHVHDUFK
H[DPLQHVHDUO\PRGHUQUKHWRULFDOSUDFWLFHVDVWKH\
FRQQHFWZLWKWKH$ULVWRWHOLDQ$XJXVWLQLDQDQG
(SLFXUHDQWKHRULHVRIPLQGDQGHPRWLRQWKDWHDUO\
PRGHUQZULWHUVGUHZRQ+HKDVSXEOLVKHGRQVXFK
WRSLFVLQYDULRXVMRXUQDOVDQGKLVERRNRhetoric and
the Familiar in Francis Bacon and John Donne
DSSHDUHGHDUOLHUWKLV\HDU$VDQDVVRFLDWH
LQYHVWLJDWRUZLWKWKH&+('DQLHOLVGHYHORSLQJDQHZ
UHVHDUFKSURMHFWWRLQYHVWLJDWHLQWHUVHFWLRQVEHWZHHQ
UKHWRULFDQGHDUO\PRGHUQWKHRULHVRIKXPRXU

Looking for “humour” in the textual remains of
early modern drama presents some major
historiographical problems. For one thing, the
OED’s first instance of the word “humour”,
meaning that which excites “amusement, oddity,
jocularity, facetiousness, comicality, and fun” and
the faculty of perceiving such amusements, is
dated at 1682. What then exactly are humour
studies scholars looking at when they encounter
the word before that date and how did its
connection with fluids and temperaments develop
into this “comic” humour? Is “humour” indeed
even a useful critical term, when words like “wit”
or “mirth” could be (and have been) examined
instead? In addition, how can historians ask
questions about the meaning and rhetorical uses
of comic humour without relying almost entirely on
what they or someone else happens to find funny?
This paper presents an analysis of George
Chapman’s under-discussed city comedy
$+XPRURXV'D\äV0LUWK (written 1597, published
1599) which addresses some of those questions.
Chapman brings the temperamental humours and
“comic” humour together at several levels
including the lexical. His play (and the genre of
“humours comedy” it helped to initiate) makes the
development of comic humour from within
concepts of fluid balance, temperament, and whim
understandable. The paper will argue that, on the
basis of this, the use of the word “humour” to
describe a range of related comic emotional
phenomena, such as wit, mirth, jest, and iocus –
by historians interested in their rhetorical uses – is
less anachronistic than it seems on face value. The
broadly Aristotelian idea of the “emotion” of
humour as an innocuous perception of the
unseemly provides some idea of what early
modern writers may have thought was operating
underneath the related concepts we gather under
comic humour. Changing moral sentiments in the
cultural history of the “unseemly” may hold a clue
to working out what was meant to be funny and
why.
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-DYLHU('¯D]9HUDLV$VVRFLDWH3URIHVVRULQ
+LVWRULFDO/LQJXLVWLFVDQG6RFLROLQJXLVWLFVDWWKH
'HSDUWPHQWRI0RGHUQ/DQJXDJHV8QLYHUVLGDGGH
&DVWLOOD/D0DQFKD 6SDLQ +LVUHVHDUFKIRFXVHVRQ
WKHVWXG\RIFRQFHSWXDOPHWDSKRUDQGPHWRQ\P\
IURPDYDULDWLRQLVWSHUVSHFWLYHLQFOXGLQJKLVWRULFDO
VRFLROLQJXLVWLFDQGGLDOHFWDODSSURDFKHV+HKDV
SXEOLVKHGRQWKHPXOWLPRGDOH[SUHVVLRQRIHPRWLRQV
LQKLVWRULFDOYDULHWLHVRI(QJOLVKLQDZLGHYDULHW\RI
MRXUQDOV LQFOXGLQJIntercultural Pragmatics,
Metaphorik.de, Review of Cognitive Linguistics and
Onomázein DQGPXOWLDXWKRUHGYROXPHV+HKDV
HGLWHGWKHYROXPHMetaphor and Metonymy Across
Time and Cultures: Perspectives on the
Sociolinguistics of Figurative Languages 0RXWRQ
 DQGFRHGLWHGSensuous Cognition:
Explorations into Human Sentience - Imagination,
(E)motion and Perception 0RXWRQ $WWKH
PRPHQWKHLVįQLVKLQJDYROXPHRQWKHHPRWLRQDO
H[SUHVVLRQVRIWKH$QJOR6D[RQVDQGZRUNLQJLQD
ODUJHVFDOHSURMHFWRQFRQFHSWXDOYDULDWLRQLQ:RUOG
(QJOLVKHV

Using a corpus of Old English texts, in this
presentation I will propose a reconstruction of the
figurative expressions (Lakoff and Johnson 1980,
Lakoff 1987) used by Anglo-Saxon speakers in
order to conceptualise linguistically such social
emotions as shame and regret. Thereafter, I will
analyse how these same emotions are represented
in a visual corpus of medieval English human
images from different sources (especially from the
Bayeux Tapestry; Foys 2003). Different to basic (or
private) emotions, social emotions are elicited by
social situations, normally when other human
agents are present or imagined (Hareli and
Parkinson 2009). Furthermore, social emotions
serve to regulate social behaviours and,
consequently, can be effective instruments of
social control. This is especially true in the case of
collectivist cultures such as, for example, Medieval
Europe (Hofstede 1991). Using these two sources
(texts and images), I will describe here some of the
different ways social emotions are represented in
these two modalities and the role of embodiment
in these representations. Medieval English
representations of social emotions, I will argue
here, illustrate the growing tension between the
ancient symbols of Germanic shame culture and
the new standards brought by Christian guilt
culture. Whereas in the first case there is a strong
preference for emotional expressions that
emphasise the social role of the corresponding
emotional experience in Anglo-Saxon society, in
the second case shame-related emotions are
conceptualised on the basis of their physiological
effects on the individual. Medieval
conceptualisations of social emotions illustrate the
evolution from culture-specific emotional
expressions (such as, for example, Old English
SHAME IS AMPUTATION) to embodied representations of
quasi-universal nature (as in Middle English SHAME
IS REDNESS IN THE FACE, an expression shared by a
wide variety of languages and linguistic families).
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7KH8QLYHUVLW\RI7DVPDQLD

7KH8QLYHUVLW\RI1RWUH'DPH$XVWUDOLD

Reading across the records:
exploring conflict within London’s
Food Companies, 1660-1710

The Joy of Martyrs

In 1709, the Butchers’ Company took action
against two of their members for serving meat at a
company dinner “not wholsom or fit to be eaten” in
protest against being forced to take up the role of
steward. The two men were also accused of having
“abused the said Company by giving them
opprobrious Language”, insulted other members
by declaring that the bad meat was “good enough
for them [the members of the Livery]” and called
“the Wardens and Company a parcel of broken
dogs” before refusing “to Permit many of the said
Livery to come into their Hall to Dine there, so that
they were forced to Provide for themselves a
Dinner elsewhere at their own Charges”.
Historians of trade regulation and control would
not be surprised at the highly charged emotional
nature of the Butchers’ conflict. Although the
ability of London’s trade guilds to effectively control
their trades in the seventeenth century has been
an ongoing area of scholarly debate, the
understanding that guild relations were an area of
ongoing tension and dispute is of long standing. Yet
studies of trade conflict rarely address the problem
of attempting to trace such disputes in the
administrative and legal record. If only the records
for the Butchers’ court of assistants for 1709 were
consulted, for example, the explosive nature of the
Butchers’ dispute disappears. Teasing out the
emotional nature of the dispute requires gathering
evidence from a range of connected sources. This
paper examines the utility of court records in
tracing emotional conflict in the London Food
trades. Focusing on disputes within the Butchers’
and Fishmongers’ Companies, it explores how
different sources interrelate and how the Courts of
Assistants’ records, which are often perfunctory
and formulaic, can point us to other sources for
exploring emotionally explosive conflicts that could
arise.

'U0DUJDUHW'RUH\FRPSOHWHGKHUGRFWRUDOWKHVLV
Unwholesome for Man’s Body?: Concerns about
food quality and regulation in London c1600 –
c1740DWWKH8QLYHUVLW\RI:HVWHUQ$XVWUDOLD in
2FWREHU+HUDUWLFOHæ&RQWUROOLQJFRUUXSWLRQ
5HJXODWLQJPHDWFRQVXPSWLRQDVDSUHYHQWDWLYHWR
SODJXHLQVHYHQWHHQWKFHQWXU\/RQGRQçZDV
SXEOLVKHGLQUrban HistoryLQ$SULO:KLOHD
9LVLWLQJ)HOORZZLWKWKH6FKRRORI+LVWRU\DQG3ROLWLFV
DWWKH8QLYHUVLW\RI$GHODLGHLQVKHFRQWULEXWHG
DFKDSWHUæ5HFNOLVV(QGDQJHUPHQW")HHGLQJWKH
SRRUSULVRQHUVRI/RQGRQçWRWKHYROXPHExperiences
of Poverty in Late Medieval and Early Modern
EuropeSXEOLVKHGE\$VKJDWHLQ1RYHPEHU
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In the discussion “Of Modes of Pleasure and Pain”
from his 1HZ(VVD\V, Leibniz remarks that
attempts to formulate distinctions between the
emotions always remain insufficient. The reason
for this, he explains, is that any such analysis must
reckon with the fact that any one state seems to
relate to a great many others which are quite
heterogeneous: “Languages do not have terms
which are specific enough to distinguish
neighbouring notions… for during the deepest
sorrow and amidst sharpest anguish one can have
some pleasure, e.g. from drinking or from hearing
music, although displeasure predominates; and
similarly in the midst of the most acute agony the
mind can be joyful, as used to happen with
martyrs”. According to Leibniz, a classic example
of the emotions frustrating and even resisting any
scrutiny can be found in the efforts of Stoic
philosophers who “took the passions to be beliefs”
and in so doing set cognitive strictures upon the
manifold of experience. For his part, against such
a mediated definition of the emotions, Leibniz
contends that the object of any such inquiry should
instead be upon certain “endeavours – or rather
modifications of endeavour – which arise from
beliefs or opinions and are accompanied by
pleasure of displeasure”. This paper carefully
evaluates the grounds of Leibniz’s criticism in the
1HZ(VVD\V and suggests that his concerns there
might yet be addressed by a consideration of
broader themes expressed in Stoic logic and
metaphysics. It is argued that these themes not
only resemble the very point that Leibniz himself
sought to make there in his critique of Locke, but
so to that they adduce important affinities in
Leibniz’s own philosophical theodicy – themes
which are evident in the understanding of the
relation between language and reality put forward
by both Leibniz and the Stoics.

7LP)ODQDJDQFRPSOHWHGKLV3K'XQGHUWKH8.äV
Overseas Research Students $ZDUGV6FKHPHZLWK
DWKHVLVRQWKHFRQFHSWRID%DURTXHDHVWKHWLFWREH
IRXQGLQ0RGHUQ(XURSHDQSKLORVRSK\+LVUHVHDUFK
DQGSXEOLFDWLRQVLQYHVWLJDWHWKHZD\VLQZKLFKWKH
+LVWRU\RISKLORVRSK\UHPDLQVVLJQLįFDQWIRU
FRQWHPSRUDU\WKRXJKW%HIRUHPRYLQJWR:HVWHUQ
$XVWUDOLDKHWDXJKWYDULRXVO\DW'XQGHH*UHHQZLFK
DQG:ROYHUKDPSWRQ
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7KH8QLYHUVLW\RI6\GQH\

“No, No, they do but jest, poison in jest,
no offence i’th’world”:
Extending the Comic into Tragedy in
Shakespeare’s plays

Happiness and the Discovery
of the New World

Shakespeare’s plays (especially the so-called
“problem plays”) are often notoriously difficult to
categorise neatly into the genres of simple tragedy
or comedy, and themselves frequently internally
question generic conventions. In this paper I will
explore how an analysis of primary sources
(including eyewitness reports of performances,
early paratextual material, contemporary treatises
on humoral theory, and the playtexts themselves)
can help us grapple with the issue of genre and
enable us to understand how the plays manipulate
audience reactions to produce a confusing blend of
emotion which is difficult and often disturbing to
define. Using these sources, I will suggest that
Shakespeare’s plays are based upon a conception
of genre which differs widely from the simplistic
Aristotelean dichotomous division into comedy and
tragedy, but which finds other parallels in
contemporary Renaissance treatises (Wright,
Burton). In Shakespeare’s plays, I argue, comedy
and tragedy are not structurally or thematically
different from each other, but rather represent two
different emotional reactions to a single
fundamental situation—the loss of control. On a
small scale, this disorder provokes comic mirth,
and on a larger scale, tragic despair. Although
other critics (Brook, Brucher, Patrides) have
explored the convergence of comic and tragic
emotion at moments of heightened tension, these
critics represent an excess of tragedy converting
into comedy, whereas I propose a model in which
tragedy is the extreme of an initially “comic”
situation. Shakespeare’s plays are often
preoccupied with interrogating scenarios which
take place in the intermediate phase in which the
disorder has spiralled out of the realm of the
comic, but not quite tipped over into the tragic; or
in which a particular emotional reaction is
misapplied—when, for instance, Titus laughs at his
sons’ death, attempting to deal with the overplus of
disorder and destruction by reverting to a “comic”
coping mechanism.

,PRJHQ)RUEHV0DFSKDLOLVDQ+RQRXUVVWXGHQWDQG
)RJDUW\6FKRODUDWWKH8QLYHUVLW\RI:HVWHUQ
$XVWUDOLDZKHUHVKHKDVZRQSUL]HVLQOLWHUDWXUH
FODVVLFVDQGKLVWRU\6KHKDVUHFHQWO\UHWXUQHGIURPD
\HDUDEURDGZKLFKVKHVSHQWZRUNLQJDVDFXSFDNH
FKHIVWXG\LQJ/DWLQ,WDOLDQDQG)LQH$UWVDQGOLYLQJ
DVD7XPEOHZHHGDW6KDNHVSHDUHDQG&RPSDQ\+HU
SULQFLSDOUHVHDUFKLQWHUHVWVDUHLQFRPSDUDWLYH
OLWHUDWXUHJHQUHKLVWRU\WKHKLVWRU\RILGHDVDQG
OLWHUDU\LQİXHQFH6KHZLOOKDYHSUHVHQWHGKHUZRUN
ERWKDWDQDWLRQDODQGLQWHUQDWLRQDOOHYHO .DODPD]RR
$1=$0(06 

The encounters of Europeans with the inhabitants
of the Americas challenged their preconceptions of
what it meant to be human. As they attempted to
understand the new in terms of the known,
especially Biblical and Aristotelian preconceptions
about human nature, they became involved in a
series of contradictions – religious, philosophical
and legal – in which theories about man’s right to
happiness were contested. The unashamed
nakedness and apparently communal life of some
of the Indians seemed to indicate that they lived in
a prelapsarian state of innocence, and validate the
Augustinian theory that political authority only
developed as a result of the Fall. In this instance,
religious belief was in accord with the influence of
the classical tradition, which predisposed
travellers to interpret the societies they
encountered in terms of a golden age where
people lived without laws. On the other hand,
Christianity taught that the only true happiness
occurs in the After Life and therefore the Indians
should be converted. There were also tensions
between religion and classical philosophy. For
Aristotle, slaves provided the leisured existence

necessary to achieve eudaimonia, and his theory of
natural slavery (which implies that there are
degrees of humanity) could be used to justify the
economic exploitation which destroyed the
apparently idyllic way of life. This came into conflict
with Biblical teaching that all men are created in
God’s image. Encounters with more hierarchical
societies provoked discussion about the application
of natural law which recognised the rights of
pagan rulers to their dominions, but the imposition
of the Doctrine of Submission in Spanish controlled
territories denied the concept of natural law and
became a justification for tyranny. These tensions
were reflected in the journals, letters, paintings
and engravings in which Europeans recorded their
responses to cross-cultural encounters. This
paper will focus on the writings of Peter Martyr in
'H2UEH1RYR and Richard Hakluyt in 7KH3ULQFLSDO
1DYLJDWLRQV9R\DJHV7UDIįTXHVDQG'LVFRYHULHVRIWKH
(QJOLVK1DWLRQ, as well as the paintings of John
White and Jacques Le Moyne and the early
engravings of Theodore de Bry, to analyse the
optimism and wonder experienced by the first
Europeans. It will then trace the growing
disillusionment and anger in Bartolomé de las
Casas’ 7KH'HYDVWDWLRQRIWKH,QGLHV and the later
engravings of de Bry as they recorded the
devastating repercussions of the cross-cultural
encounters they represented.
.DWKOHHQ)UHQFKLVZRUNLQJWRZDUGVD3K'WKHVLVDW
7KH8QLYHUVLW\RI6\GQH\7KHWKHVLVHappiness:
Positive Psychology and Shakespearean Comedy
H[SORUHVDWWLWXGHVWRKDSSLQHVVLQWKHHDUO\PRGHUQ
SHULRG6KHLVFXUUHQWO\FRQVLGHULQJWKHTXHVWLRQ
UDLVHGE\SRVLWLYHSV\FKRORJLVWVRIWKHUHVSRQVLELOLW\
RISRZHUVWUXFWXUHVWRSURYLGHIRUWKHKDSSLQHVVRI
JURXSVDQGLQGLYLGXDOV.DWKOHHQLVDOVRWHDFKLQJ
VHQLRU(QJOLVKDW3\PEOH/DGLHV&ROOHJHLQ6\GQH\
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1DWLRQDO7HFKQLFDO8QLYHUVLW\æ.KDUNLY3RO\WHFKQLF
,QVWLWXWHç

(with Jane Davidson)

The Franciscan Attitude to Joy, Laughter
and Foolishness in the Context of
Further Development of the Western
Christian Tradition

Music and Mood Regulation:
Musical Prescriptions in the Medieval
and Early Modern World
The powerful effects that music can have on mood
regulation and feelings of wellbeing have been
reported since at least the Ancient Greeks. Yet
during the eighteenth century, a dichotomy
emerged between the arts and sciences that
reduced interest in music as a tool for wellbeing.
Interest has gradually been re-kindled, ignited in
the first decades of the twentieth century when live
music was used in hospitals to “treat” soldier
survivors of the First World War. Nowadays, the
use of music in the fields of health and mental
health is becoming mainstream, with slogans such
as “sing for your life” and “a tune a day keeps the
doctor away” being associated with growing
numbers of community music groups. The
discipline of music therapy continues to occupy a
role of increasing prominence in multi-disciplinary
treatment teams within many medical settings.
The current paper reports references to the use of
music for mood regulation found in literature from
the medieval and early modern periods. Research

techniques of narrative synthesis are used to
illuminate the various mechanisms and types of
music that were believed to be involved in
influencing moods. The paper aims to re-connect
us to earlier behaviours and associations with
music and mood regulation. It will be argued that
modern empirical studies on music and mood can
be informed by both rich and often surprising
historical perspectives.
6DQGUD*DUULGRFRPSOHWHGD3K'LQ0XVLFDWWKH
8QLYHUVLW\RI1HZ6RXWK:DOHVLQRQWKH
SKHQRPHQRQRIZK\SHRSOHOLVWHQWRVDGPXVLF6KH
QRZZRUNVDVD3RVWGRFWRUDO5HVHDUFK)HOORZIRU
ERWKWKH0HOERXUQH&RQVHUYDWRULXPRI0XVLFDWWKH
8QLYHUVLW\RI0HOERXUQHDQGWKH$5&&HQWUHRI
([FHOOHQFHIRUWKH+LVWRU\RI(PRWLRQVDWWKH
8QLYHUVLW\RI:HVWHUQ$XVWUDOLD6KHKDVDOVROHFWXUHG
LQ0XVLF3V\FKRORJ\DWWKH8QLYHUVLW\RI1HZ6RXWK
:DOHV
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$OH[DQGHU*ROR]XERYJUDGXDWHGIURP91.DUD]LQ
.KDUNLY1DWLRQDO8QLYHUVLW\LQDQGUHFHLYHGKLV
3K' &DQGLGDWHRI6FLHQFH IURP.18LQ3KLORVRSK\
LQDQGGRFWRUDOGHJUHH 'RFWRURI6FLHQFHV 
IURP+66NRYRURGD.KDUNLY6WDWH3HGDJRJLFDO
8QLYHUVLW\LQ+LVFXUUHQWSRVLWLRQLV3URIHVVRURI
WKH&XOWXUDO6WXGLHV'HSDUWPHQW1DWLRQDO7HFKQLFDO
8QLYHUVLW\.KDUNLY8NUDLQH+HZDVDSDUWLFLSDQWRI
WKH)XOEULJKW6FKRODU3URJUDP DFDGHPLF
\HDU &(8)HOORZVKLSVSURJUDPV)HOORZVKLS
SURJUDPRIWKH,QVWLWXWHIRU$GYDQFHG6WXGLHV
8QLYHUVLW\RI(GLQEXUJKHWF+HLVWKHDXWKRURIWKH
monograph Teologiya smexa kak fenomen zapadnoj
kultury >Theology of Laughter as Phenomenon of
the Western Culture@ .KDUNLY DQGPDQ\
DUWLFOHV

St. Francis of Assisi combined the features of saint,
martyr and fool. Each from these ones was present
in the image of Jesus Christ in one way or another.
In the first two cases Christ himself was model for
all subsequent saints and martyrs. He had been
perceived as buffoon and fool only by the
unbelieving and ignorant consciousness until
recent time. St. Francis imitates Christ, as far as
this is possible, in the many important episodes of
his life and sermon, in his corporal suffering he
reaches obtaining of stigmas. But, in contrast to
Christ, he can be imagined as smiling, joyous and
laughing. He sings, dances and preaches to
animals. He enriched the concept of fool by the
holy naiveté, sincerity and very personal relation to
God, preserving to a certain degree the carnival
nature of this personage. At the same time St.
Francis felt true and perfect joy through the
self-humiliation and the suffering. This theme was
especially developed in the letters by St. Clare,
treatises by St. Bonaventure, Peter John Olivi and
in others Franciscan writings. Byzantine iurodivyje
disturbed the world very much and violated various
rules and regulations. But this phenomenon
proved to be localized in the history. In the
postmodern discourse not this personage, but
Christ, Christocentric and joyous vision of the
Christianity and the Catholic saint, who embodied
this vision, were actualized. Naturally the
Franciscan tradition was renewed. Besides, joy and
laughter has been considered more and more in
the modern world as some universal medicine and
practical means for the illness’ recovery. But from
other side Christ has become too human and his
carnivalization has become possible. It has been
result of “the Death of God” and other phenomena
in so-called religious postmodernism.
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Tempestuous seas, lonely woods,
and gardens of love: the emotional
symbolism of set designs for opera
in the Early Modern period

Emotions of Encounter in
North West Colonial Heritage

Heinrich Schütz and Affective Vocal
Performance

The history of set design for Early Modern opera
continues to be studied only at the margins of
research into visual culture. Too often it slips down
the gaps between the disciplines of art and
architectural history, music history and theatre
history. In addition, because we have almost no
proper sets left, only drawings or engravings, the
significant visual and emotional impact of set
designs is more difficult to understand and, as a
result, the significant role that sets played in
theatrical productions is often underestimated.
However, a close reading of various sources
including libretti, audience accounts and studying
the images of the designs that we do have reveals
that the sets were more than just decoration. Set
designs would often symbolise the emotions of a
scene. For instance, a stormy sea would be a
metaphor for the tempestuous feelings of a
spurned lover; a wood or a wilderness might
provide a visual illustration of a character losing
their way, both literally and metaphorically, or be a
place suited to intimacy, soliloquy, or dreaming;
and a garden would often represent freedom from
the emotional restrictions of courtly life and be a
setting for love trysts. This paper will discuss the
way in which set designs were used as visual
representations of the emotional states of
characters in Early Modern opera. I will also
explore the idea that the sets, in addition to the
music, acted as emotional triggers for the
audience to feel different emotions and therefore
allowed them to have a more immersive
experience. I will focus in particular on the operas
of early eighteenth-century Rome when there was
an unusually high level of interaction between
patrons, musicians, composers, and authors of the
libretti, and the artists or architects who designed
the sets.

.DWULQD*UDQWZDVDZDUGHGKHU3K'æ7KH7KHDWULFDO
%DURTXH*DUGHQ7KHUHODWLRQVKLSEHWZHHQ*DUGHQV
DQG7KHDWUHIURPçE\WKH8QLYHUVLW\RI
0HOERXUQHLQ+HUUHVHDUFKLQWHUHVWVLQFOXGH
%DURTXHVHWGHVLJQJDUGHQV(DUO\0RGHUQIHVWLYDOV
HSKHPHUDODUFKLWHFWXUHDQGWKHUHODWLRQVKLS
EHWZHHQ%ULWDLQDQG,WDO\LQWKHHLJKWHHQWKFHQWXU\
6KHLVWKHHGLWRUDQGZHEPDVWHURIWKH0HOERXUQH$UW
1HWZRUNDQGDOVRDIRXQGLQJHGLWRURIWKHRQOLQHDUW
KLVWRU\MRXUQDOemaj

This paper begins to analyse and describe
emotions of encounter that can be discerned in
North West colonial heritage. This research looks
for evidence about how the North West was
perceived by Europeans in the early period of
European exploration and colonisation, until about
the 1870s. What was the experience of encounter
with the landscape, environment and culture of the
North West region like for Europeans? What was
collected and recorded of the North West in early
encounters and why? What can we reconstruct
from the Aboriginal perspective? Using a range of
sources such as historical documents, material
objects and heritage sites, the paper will tease out
some affective histories associated with this body
of evidence. It is hoped that this will provide a
foundation for further research that seeks to
understand an emotional heritage of the North
West region

Heinrich Schütz’s work stands out as being
representative of the best of German seventeenth
century vocal music. He is seen as a composer
primarily concerned with “the word and its
depiction in music” (Linfield, Grove), though the
direct relationship of musical gesture to affective
discourse and rhetoric has been questioned and
further clarified by both Varwig (2009) and Butt
(2011). They postulate a more indirect and yet
all-pervasive influence of the rhetorical
underpinnings on his music. But whether we
understand the compositional process as being
deeply and conceptually, or more simply and
directly, a reflection of rhetorical processes and an
attempt to convey textual and emotional meaning
in music, it remains to the performer of Schütz’s
(and other’s) music to bring the particular
combination of words and music and their
complementary or conflicting structures into live
performance. If, as singers and players, we
attempt to bring about powerful, communicative
performances that work towards affective and
effective realisations of the music before us, how
do we translate that language of composition, with
its rhetorical devises and different levels of
meaning into those “characteristics responsible
for moving the affections”? (Kircher, 1647). Can we
find elements in the musical scores of Schütz that
point the way for performers and how are they
realised beyond the meaning implied on the page?

'U.DWH*UHJRU\LVWKH%DWW\H+LVWRULDQDWWKH6WDWH
/LEUDU\RI:HVWHUQ$XVWUDOLDZKHUHVKHSURYLGHV
OHDGHUVKLSIRUWKHGHYHORSPHQWRIWKH%DWW\H/LEUDU\
FROOHFWLRQVDQGVHUYLFHV6KHZDVSUHYLRXVO\+LVWRULDQ
ZLWKWKH1DWLRQDO7UXVWLQ:HVWHUQ$XVWUDOLDIRUIRXU
\HDUVZRUNLQJRQFRQVHUYDWLRQLQWHUSUHWDWLRQDQG
FXOWXUDOKHULWDJHSURJUDPVDFURVVWKH6WDWH.DWH
KDVD3K'LQ$UW+LVWRU\IURPWKH8QLYHUVLW\RI
0HOERXUQH  +HUSRVWGRFWRUDOUHVHDUFKLQ
&XOWXUDO+HULWDJHDW&XUWLQ8QLYHUVLW\FXOPLQDWHGLQD
FRDXWKRUHGERRNZLWK$QGUHD:LWFRPEFrom the
Barracks to the Burrup: the National Trust in
Western Australia 8QLYHUVLW\RI1HZ6RXWK:DOHV
3UHVV 6KHKDVZRUNHGDVDVRFLDOKLVWRU\
FXUDWRUH[KLELWLRQFRRUGLQDWRUDQGKDVDEDFNJURXQG
LQDUWPXVHXPVZLWKįYH\HDUVRQWKH6WDWH
&RPPLWWHHRI0XVHXPV$XVWUDOLD :$ WKHQDWLRQDO
RUJDQLVDWLRQIRUWKHPXVHXPVVHFWRU6KHLVQRZD
7UXVWHHRIWKH:HVWHUQ$XVWUDOLDQ0XVHXP

6WHSKHQ*UDQWRULJLQDOO\IURP0RQWUHDO&DQDGDLV
+HDGRI9RLFHDQGWKH(DUO\0XVLF6WXGLRDWWKH
0HOERXUQH&RQVHUYDWRULXPRI0XVLF8QLYHUVLW\RI
0HOERXUQH+HLVDQVLQJHUFRQGXFWRUDQGRUJDQLVW
ZLWK\HDUVRISHUIRUPLQJH[SHULHQFHLQ$XVWUDOLD
(XURSHDQG1RUWK$PHULFD
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HICKEY, Helen

HOFFMAN, Tiffany

7KH8QLYHUVLW\RI0HOERXUQH

0F*LOO8QLYHUVLW\

Reporting (on) Diplomacy in
Medieval and Early Modern English
Bureaucratic Records

Shylock’s Shy Conscience: Sourcing
Shyness in The Merchant of Venice

The word GLSORPDF\, in the 2[IRUG(QJOLVK
'LFWLRQDU\, is “the management of international
relations by negotiation; the method by which
these relations are adjusted and managed by
ambassadors and envoys”. The earliest example of
this usage is found in 1796 in a quotation from
Burke. This paper examines some of the
discourses and pedagogies that govern so-called
diplomatic writing in late medieval England and
France. It concentrates on Anglo-French relations
during the Hundred Years War, relations that
display all of the symbols of “modern” diplomatic
interchange: visits, gift-exchange and
correspondence. Diplomatic texts enjoy a special
place in sourcing emotion as they are expected to
display particular kinds of emotion or to elicit
particular emotional responses. Examining
samples of medieval “diplomatic” letters, it
questions how we might read and trust sources
from which emotion is culturally and scripturally
prescribed or suppressed.

+HOHQ+LFNH\LVDQ(DUO\&DUHHU5HVHDUFKHUDWWKH
8QLYHUVLW\RI0HOERXUQH6KHUHFHLYHGKHU3K'IURP
WKH8QLYHUVLW\RI0HOERXUQHZKHUHVKHZURWHRQWKH
WKHRUHWLFDO(YHU\GD\LQWKHSRHWLFDQGEXUHDXFUDWLF
ZULWLQJRI7KRPDV+RFFOHYH6KHKDVDIRUWKFRPLQJ
DUWLFOHRQOHJDOSHUVRQKRRGDQGWKHLQTXLVLWLRQVRI
LQVDQLW\LQ+RFFOHYHäVSeries in Theorizing Legal
Personhood in Late Medieval EnglandHGLWHGE\
$QGUHHD%RERFDQG.DWKOHHQ.HQQHG\2QHRIKHU
FXUUHQWSURMHFWVIRFXVHVRQ&KULVWäVWHDUVDQG
HPRWLRQWKURXJKWKHKLVWRULRJUDSK\RISainte larme
LQ)UDQFHDQG(QJODQG

Appropriating its own set of cultural meanings, the
name “Shylock” possesses a certain elemental
power in its capacity to move beyond The Merchant
RI9HQLFH and into modern English usage as a noun,
“an extortionate usurer,” often pejoratively linked
to the Jewish faith (2('). Despite its popular
afterlife, however, the origins of the name Shylock
continue to remain a mystery. Scholars have
puzzled over its derivation, excavating its source
either in the Hebrew language or through biblical
genealogy. This paper adds to the ongoing
controversy by locating the significance of
Shylock’s name within the affective state of
shyness it most directly connotes. The essay
examines a multitude of source documents
ranging from ancient moral philosophical writings
as well as renaissance medical, political, and
religious treatises to produce a composite
understanding of early modern shyness as a moral
virtue linked to notions of Christian conscience and
humility. In view of the complex conceptual
development elucidated by the source history of
the emotion, I argue that 7KH0HUFKDQWRI9HQLFH
seeks to establish racial and religious difference
through the Christian affective experience of
shyness and the related moral emotions of
shamefastness and modesty. Shylock, as I further
suggest, will inevitably come to experience the
sense of moral consciousness, restraint, and
undue social humility attributable to the Christian
quality of shyness as a consequence of his
conversion. However, the state of bashfulness that
his name conveys is effectively forced upon him by
prominent members of the Venetian elite who seek
to garner social power by turning the
disempowering religious emotion they wish to
escape oppressively back upon others in callous
and manipulative ways.

7LIIDQ\+RIIPDQLVDVHQLRUOHYHOGRFWRUDOFDQGLGDWHDW
0F*LOO8QLYHUVLW\+HUGLVVHUWDWLRQZKLFKZDV
JHQHURXVO\IXQGHGWKURXJKD66+5&JUDQWH[DPLQHV
WKHKLVWRULFDODQGFRQFHSWXDOGHYHORSPHQWRIWKH
HPRWLRQDOVWDWHRIVK\QHVVDQGIRFXVHVFORVHO\RQ
6KDNHVSHDUHDQUHSUHVHQWDWLRQVRIWKHHPRWLRQ6KH
KDVUHFHQWO\SXEOLVKHGVRPHRIKHUZRUNLQWKH
IRUWKFRPLQJVWXG\Embodied Cognition and
Shakespeare’s Theatre: The Early Modern BodyMindHGLWHGE\$XVWUDOLDQDQG1HZ=HDODQGVFKRODUV
-RKQ6XWWRQ/DXUHQFH-RKQVRQDQG(YHO\Q7ULEEOH

%HUQDW3LQWRU7RPE5HOLHIZLWKD%LVKRS*LYLQJD)XQHUDO%OHVVLQJ&LUFD
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HUNTER, Chenoa F

JONES-O’NEIL, Jennifer

7KH8QLYHUVLW\RI6\GQH\

7KH8QLYHUVLW\RI%DOODUDW

How Sir Dynadan and Lady Tristan were
humiliated: forced femininity in the
Book of Sir Tristram de Lyones and
Camelot 3000

Correspondences in Text and Image:
Shaping the persona of George Romney

Hazing and temporary humiliation reinforces
hegemonic masculinity and instances such as
Launcelot’s prank at Sir Dynadan’s expense during
the Tournament of Surluse in Malory’s Morte
'DUWKXU have received critical attention (from Lynch
and Armstrong among others). Dynadan is stripped
then forced into a dress and subjected to public
(but temporary) humiliation. Putter and others
have interpreted such episodes of masculine drag
as not historically anomalous (in the context of
tournaments) and often functioning as assertion of
masculinity due to the element of “play”. This
paper explores the effects and implications of
extended humiliation in an amplified version of
forced gender performance as occurs in Barr and
Bolland’s &DPHORW. Tristan – usually the
master of disguise – is reincarnated as a woman.
Lady Tristan, like Sir Dynadan, is forced into female
garb but unlike Malory’s supposed “japer”, Tristan
cannot simply step out of the attire of gender
performance once the court has tired of the hilarity
of his humiliation. Tristan is a man permanently
trapped in a woman’s body and disgusted with his
state. His emotional torment is heightened by the
presence of the reincarnation of Isolde (a woman).
Tristan cannot bring himself to consummate their
mutual passion, so emotionally “unmanned” is he
by his female form. Butler’s performativity is
employed to investigate Tristan’s crisis of bodily
identity. While the comic series queers Tristan’s
body and knightly position, it is argued that
disruption of hegemonic masculinity is curbed as
Lady Tristan is consistently robbed of opportunities
to earn Malorian “worship”. Isolde’s transgressive
passion ultimately softens Tristan’s resolve to exert
agency through abstinence. He becomes the weak
woman “for love of Isolde”.

&KHQRD+XQWHULVDSRVWJUDGXDWHVWXGHQWUHVHDUFKLQJ
JHQGHUWKHHDUO\PRGHUQDQGPHGLHYDODQG
PHGLHYDOLVPLQFRQWHPSRUDU\UHWHOOLQJVRIWKH7ULVWDQ
DQG,VHXOWOHJHQG6KHLVFXUUHQWO\WXWRULQJDXQLWRQ
ORYHDQGGHVLUHLQHDUO\PRGHUQLW\+HUUHVHDUFK
LQWHUHVWVDOVRLQFOXGHWKHGLJLWDOKXPDQLWLHV
P\WKRORJ\DQGIRONORUH2OG)UHQFKOLWHUDWXUHYLVXDO
VWRU\WHOOLQJDQG$UWKXULDQOHJHQG

The English artist George Romney has attracted
renewed attention in recent years including the
significant exhibition *HRUJH5RPQH\á
originating at the Walker Gallery in Liverpool and
then travelling widely. Included in the exhibition was
a Self-Portrait which figured prominently, both
gracing the cover of the catalogue, and used by a
number of reviewers as demonstration of the quality
of Romney’s achievement. Jonathon Jones, for
example, writing for 7KH*XDUGLDQ described the
painting as “an extraordinarily negative self-portrait,
as Romney looks hard and cold into the mirror and
finds himself wanting”. Similarly, a Romney
biographer, David Cross, refers to this portrait as
one where the artist “fearlessly exposed his own
psychological frailties, his moodiness and
defensiveness”. While Alex Kidson the curator of the
exhibition suggests that this is “one of the greatest
self-portraits of the eighteenth century” because
the work is “fearless in self-exposure. With total
honesty, Romney presents himself as moody and
suspicious, defensive and withdrawn”. This
characterisation of the artist, as mentally troubled
and deeply moody, is very generally accepted and it
this particular self-portrait which is used in concert
with early biographical sources to substantiate the
claim. These biographies have been examined
elsewhere in relation to both the writers’
motivations and the veracity of their accounts but
they have not, to this point, been investigated as to
how they, along with the self-portrait itself, take
part in the contemporary discourse of masculine
sensibility. This paper examines the dialectic
engagement of the artist and the biographers with
the contemporary literature on sensibility,
melancholia and hypochondria.

-HQQLIHU-RQHV2ä1HLOOLVWKH'HSXW\'HDQ$UWV
+XPDQLWLHVDQG6RFLDO6FLHQFHVDWWKH8QLYHUVLW\RI
%DOODUDW+HUUHVHDUFKLVEDVHGLQHLJKWHHQWKFHQWXU\
%ULWLVKDUWDQGH[WHQGVWRWKHYLVXDOH[SUHVVLRQRI
LGHDVPRUHEURDGO\6KHKDVSXEOLVKHGRQWKH
GUDZLQJVRI*HRUJH5RPQH\DQGFRQWULEXWHGHVVD\V
WRH[KLELWLRQFDWDORJXHVDQGUHYLHZVLQFOXGLQJD
FKDSWHULQWKHUHFHQWO\SXEOLVKHG&DSWXULQJ)ORUD
\HDUVRI$XVWUDOLDQERWDQLFDODUW*RUGRQ0RUULVRQ
>HWDO@

$QRQ\PRXV )UDQFH 9LUJLQDQG6DLQW-RKQ&LUFDDQGFLUFD
k:DOWHUV0XVHXP
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KALEVA, Daniela
7KH8QLYHUVLW\RI6RXWK$XVWUDOLD
,1',9,'8$/3$3(5

:25.6+236<0326,$

Performing the Baroque Passions:
Decorum and the Stroke in the
Performance of “Lamento d’Arianna”
by O. Rinuccini and C. Monteverdi

Embodying the Baroque Passions
Emotions are drivers of action and reaction with a
rich palette of psychophysiological expression.
Their manifestation in everyday life is natural and
very often involuntary. Their representation on
stage, specifically during the Baroque period when
aesthetics demanded from the actor to move the
spectator, could be viewed as deliberate
amplification that brings them to live for the eyes
of the viewer. Systematising them and
externalising them consciously is a process of
discovery of meaning and of the intermedial
dynamics between various symbolic systems in
theatre performance. This performance-based
workshop aims to allow participants to experience
the embodiment of Baroque passions and is based
on Dr Kaleva’s paper “Translating Text into Motion:
Performance Analysis for Singers and Directors”,
in Music Research: New Directions for a New
Century. M. Ewans, R. Halton and J. A. Phillips eds,
London, Cambridge Scholars Press, 2004, pp.
216-227. Dr Kaleva will lead participants
(interested conference delegates with and without
experience in acting/performance) into the
different stages of embodying emotions according
to the practice of gesture documented in treatises
concerned with rhetorical delivery from antiquity
through to the Baroque period summarised by
Dene Barnett in The art of gesture (1987). The
workshop will begin with drills for hands, arms
and legs according to Gilbert Austin’s Chrinomia
(1806) and enactment of the physical
representation of the main passions through the
symbolic spatiality of the human body. Working
with passions such as grief, surprise, terror,
anger, contempt, jealousy, aversion,
disparagement, shame and welcome, participants
will create a script of their own. The workshop will
finish with the resultant performances.

“Lamento d’Arianna” is the only extant fragment
from the opera Arianna (1608, Mantua) by Ottavio
Rinuccini (text) and Claudio Monteverdi. Written in
the monodic style of recitative, the piece is wellknown as a showcase of prodigious word- and
tone-setting that explores an array of emotions in
the depiction of Arianna’s state of mind after
Theseus abandons her on the Island of Naxos. The
lament has been disseminated as a fragment in
various versions and formats, and in that process it
has lost its connection to the larger narrative of the
opera and staged performance practice. The human
passions were central to the aesthetics of
humanism and focus of music composition during
the Baroque period. The rhetorical visual portrayal
of the passions can be an access point into a
different layer of understanding of how the passions
may have affected the musical setting of the text.
This performance-based paper explored
Monteverdi’s setting of Rinuccini’s text by identifying
the passions and their intrinsic kinaesthetic
characteristics according to rhetorical treatises, and
then comparing them to the rhythmic, melodic and
harmonic phrasing of Monteverdi’s music.
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0RQDVK5HVHDUFK7UDYHO*UDQW$ZDUGZKLFKDOORZHG
KHUWRFRQGXFWDQGSUHVHQWKHUUHVHDUFKLQ*HUPDQ\
DQGLQWKH8QLWHG.LQJGRP7KHZRUNRI$XVWUDOLDQ
PXVLFSXEOLVKHU/RXLVH+DQVRQ'\HULVDQRWKHUIRFXV
RI'DQLHODäVUHVHDUFKLQFOXGLQJWKHWRSLFVRI$XVWUDOLDQ
PXVLFKHULWDJHFROOHFWLRQVFRQFHUWSURJUDPPLQJ
SDWURQDJHSXEOLVKLQJDQGFUHDWLYLW\'DQLHODDOVR
UHFHLYHGWKH'HQH%DUQHWW(VWDWHVFKRODUVKLSZKLFK
HQDEOHGKHUWRVWXG\JHVWXUHZLWK+HOJD+LOO2$0
'DQLHODKDVGLUHFWHGDQGSHUIRUPHGLQUHVHDUFKEDVHG
SURGXFWLRQVZLWKJHVWXUH6KHLV6HFUHWDU\RIWKH
0XVLFRORJLFDO6RFLHW\6RXWK$XVWUDOLDQ&KDSWHUDQG
DQ$VVRFLDWH0HPEHURIWKH+DZNH5HVHDUFK,QVWLWXWH

'U'DQLHOD.DOHYDLVDPXVLFRORJLVWDQGYRLFH
VSHFLDOLVW6KHVWXGLHGFODVVLFDOYRLFHZLWK'DPH-RDQ
+DPPRQGDQG0HUO\Q4XDLIHDWWKH8QLYHUVLW\RI
0HOERXUQHDQGFRPSOHWHGKHUGRFWRUDOGLVVHUWDWLRQ
RQDQDO\WLFDOPHWKRGRORJ\IRUPHORGUDPDWHFKQLTXH
FRPELQHGVSRNHQWH[WPXVLFDFWLQJDQGYLVXDO
HIIHFWV XQGHUWKHVXSHUYLVLRQRIWKHODWH(PHULWXV
3URIHVVRU$QGUHZ'0F&UHGLHDQG$VVRFLDWH
3URIHVVRU&UDLJ'H:LOGHDW0RQDVK8QLYHUVLW\
'DQLHODäVUHVHDUFKIRFXVHVRQPXOWLGLVFLSOLQDU\
DSSURDFKHVWRPXVLFUHVHDUFKSHUIRUPDQFHDQDO\VLV
DQGSHUIRUPDQFHEDVHGUHVHDUFK'DQLHODZDVD
UHFLSLHQWRIWKH*HUPDQJRYHUQPHQWVFKRODUVKLS
:HLPDUHU.ODVVLNDQGWKH.LQJäV&ROOHJH/RQGRQ
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KILPATRICK , Hannah

KNECHT, Ross

7KH8QLYHUVLW\RI0HOERXUQH

7KH8QLYHUVLW\RI4XHHQVODQG

Patron, Priory, and Problems with
Apostrophes: Emotional impact and the
failures of meaning in the Fineshade
manuscript.

The Irreducibility of Emotional
Discourse: Adorno on Feeling
and Convention

Recent investigation into the effects of patronage
and other secular influence on mediaeval historical
writing has, on the whole, focused on titles and
privileges: a monk writing an account emphasising
his house’s relationship with a revered historical
figure, for example, or affirming his lord’s right to
disputed lands. The resulting text has a thesis, a
directed focus, shaping both the story and the
meaning that it delivers.

+DQQDK.LOSDWULFNFRPSOHWHGDPHDQGHULQJ
XQGHUJUDGXDWHGHJUHHDWWKH8QLYHUVLW\RI$GHODLGH
UDQJLQJIURPDQFLHQWP\WKRORJ\WRPRGHUQODQJXDJHV
DQGOLWHUDWXUHVKHIRXQGKHUVHOIPRVWLQWULJXHGE\
ODWHPHGLDHYDO(QJODQGZLWKLWVVHGXFWLYHEOHQGRI
IDPLOLDULW\DQGFXOWXUDODOWHULW\7KURXJKRXW+RQRXUV
DW0HOERXUQHZLWK6WHSKDQLH7ULJJDQG0DVWHUVDW
WKH8QLYHUVLW\RI2WWDZDZLWK$QGUHZ7D\ORUVKH
IRXQGWKDWKHUVWURQJHVWLQWHUHVWVOLHLQ
KLVWRULRJUDSK\DQGPDQXVFULSWVWXGLHVLQWKHVWRULHV
SHRSOHWHOODERXWWKHPVHOYHVLQKRZWKH\VKDSH
WKHPDQGWKHPDWHULDOLW\RIKRZWKHVHVWRULHVFDPH
WREHWROG

MS BL Cotton Cleopatra D IX ff. 84-90, however,
provides a glimpse of a patron-priory collaboration
that actively hampers the clarity of the text. Written
shortly after the civil war of 1322, the chronicle and
accompanying documents, originating from the
Northamptonshire priory of Fineshade, show
evidence of direct and indirect influence from the
priory’s patrons: the Engayne family provided the
documents and first-hand accounts of the war, and
the chronicler seems to be influenced also by the
various misfortunes of Engaynes on both sides of
the conflict. Close reading of the text and context
suggests that emotional influence hinders the
attempt to create meaning from recent events,
rather than driving it: as the chronicle approaches
the crucial events, the careful narrative structure
breaks down, corresponding to a collapse of the
moral certainty with which the chronicler handles
his material.

This paper is prompted by Theodor Adorno’s
arresting claim in a discussion of letters and
conversation that true intimacy requires “the
delicate connecting filigree of external forms in
which alone the internal can crystallise”. For
Adorno, ceremonial forms of address and
correspondence, dismissed in the modern age as
hollow or inauthentic convention, facilitate
emotional relationships. Far from being opposed to
the emotions, ceremony and convention are
necessary for their cultivation. In the paper, I
propose that Adorno’s insight may be instructive to
those of us working the history of emotions. It
suggests that we should not distinguish between
what we perceive as genuine emotion and mere
convention or rhetorical commonplace in our
sources, but that we should attend to the
necessary work that such conventions and
commonplaces do in cultivating affective
communities. The paper will briefly look to the
Lisle Letters in order to examine the ways in which
the formal apparatuses of the letter (VDOXWDWLR
H[RUGLDetc.) work to forge emotional bonds and
negotiate affective relations.

5RVV.QHFKWLV3RVW'RFWRUDO5HVHDUFK)HOORZDWWKH
84QRGHRIWKH$5&&HQWUHIRUWKH+LVWRU\RI
(PRWLRQV+HUHFHLYHGKLV3K'IURP1HZ<RUN
8QLYHUVLW\LQ+LVUHVHDUFKIRFXVHVRQ
6KDNHVSHDUHDQGHDUO\PRGHUQOLWHUDWXUHZLWK
DGGLWLRQDOLQWHUHVWLQWKHHDUO\PRGHUQGLVFRXUVHRI
WKHSDVVLRQVWKHSKLORVRSK\RIODQJXDJHDQGWKH
KLVWRU\RISHGDJRJ\+HLVFXUUHQWO\DWZRUNRQD
PDQXVFULSWWHQWDWLYHO\HQWLWOHGæ7KH*UDPPDU5XOHV
RI$IIHFWLRQ/DQJXDJHDQG3DVVLRQLQ(DUO\0RGHUQ
(QJOLVK/LWHUDWXUHçRQWKHLQWHUVHFWLRQVRIHPRWLRQ
JUDPPDUDQGVFKRROLQJLQOLWHUDU\WH[WV

The Fineshade manuscript allows a microstudy on
the impact of major national events on one family
and one local community – and on the act of
writing history, of converting complex, painful
events into a meaningful story. The fortunes and
misfortunes of the Engayne family are reflected
curiously in the chronicler’s stylistic choices, and
in the selection of documents included with the
chronicle; but his silences and his failures of style
are still more telling. As a whole, the manuscript
and its context raise nuanced questions about
emotional impact on action and composition, how
we can access this today, and the inevitable blind
alleys in our knowledge.
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KURILLA, Robin

LANE, Hannah

8QLYHUVLW¦W'XLVEXUJ(VVHQ

$XVWUDOLDQ1DWLRQDO8QLYHUVLW\

Machiavelli and Love –
Examining Sources of Medieval
and Early Modern Emotions

“L’orage des passions”: Expressing
Emotion on the eighteenth century
French Single-action Harp

In this paper, a socio-constructionist concept of
emotion serves as a guideline to approach the
questions of where to look for emotions in the
extant sources and how we “read” across multiple
source types to create a composite understanding
of the emotions of a particular time period. The
specific notion of emotion employed here was
developed and tested in an extensive
historiographic, cross-cultural, and foundational
theoretic study concerning the relations among
emotion, conflict, and communication. Combined
with a Heideggerian viewpoint, it facilitates a
distinction between the rather practical
embodiment and the rather theoretical reification
of emotions. These levels of experience and
“enactment” respectively present an axis to assess
and coordinate different types of sources such as
novels, scientific theories, religious texts,
sculptures, paintings, folklore, mythology, diaries,
court files, acting receipts and theories etc. In
order to structure the heterogeneous material, a
narrative approach highlights the different levels of
interpretation within the discussed sources. Two
examples illustrate the contours of this theoretical
framework and its methodological implications.
Firstly, we follow German sociologist Niklas
Luhmann on his exploration of the medieval roots
of the romantic ideal of love and their development
in the early modern world, revisiting the scope of
Luhmann’s system-theoretical perspective from a
socio-constructionist point of view. Secondly, we
address Machiavelli’s mechanistic model of an
emotional psychagogy as a means to analyse
social discourses and processes and at the same
time as a part of the social discourses and
processes analysed by Machiavelli. This latter
concern leads to a discussion of the technological
and social changes as well as the developments in
terms of the history of ideas on the way to
modernity that influenced Machiavelli’s conception
of emotion.

5RELQ.XULOODVWXGLHGFRPPXQLFDWLRQVFLHQFH
SV\FKRORJ\DQGPDUNHWLQJLQ(VVHQ *HUPDQ\ 6DQ
6HEDVWL£Q 6SDLQ DQG'HQSDVDU ,QGRQHVLD ,Q
KHUHFHLYHGKLVPDVWHUäVGHJUHH.XULOODZDVDVD
IUHHODQFHZULWHULQWKUHHODQJXDJHVIRUIRXU\HDUV
EHIRUHVWDUWLQJWRZRUNDVDVFLHQWLįFDVVLVWDQWDWWKH
IDFXOW\IRUFRPPXQLFDWLRQVFLHQFHDWWKH8QLYHUVLW\
(VVHQ'XLVEXUJLQ+HKDVH[SHULHQFHDVD
JXHVWOHFWXUHUDWLQWHUQDWLRQDOXQLYHUVLWLHVLQSODFHV
OLNH%DOL$PVWHUGDPDQG%HLMLQJ,Q'HFHPEHU
.XULOODFRPSOHWHGKLV3K'RQHPRWLRQ
FRPPXQLFDWLRQDQGFRQİLFWZLWKWKHįQDOSUHGLFDWH
RIVXPPDFXPODXGH+HLVDQDVVRFLDWHPHPEHURI
WKH,QWHUQDWLRQDO6RFLHW\IRU5HVHDUFKRQ(PRWLRQV
,65( 
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The single-action harp was introduced to France in
the mid-eighteenth century. The instrument’s
popularity reached its zenith in pre-revolutionary
Paris as evidenced by the large number of method
books and original compositions published for the
instrument during this time. One of the first
published references to this instrument was an
entry for Diderot’s iconic (QF\FORS«GLH (1751–1772)
where the author states that the instrument is
“most suited to expressing tenderness and pain
than the other emotions of the soul”. Through
reading across key contemporaneous pedagogical,
literary and musical sources, with a particular focus
on those of influential harpist, writer and pedagogue
Stéphanie-Félicité de Genlis (née Du Crest 1746–
1830), this paper interrogates how these emotions
were performed and expressed on the single-action
harp. Recent scholarship has focused on the
instrument’s social and gender role, in particular its
radical feminisation, in which Genlis has been
positioned as a major influence. This paper builds
on this research to consider the gendered nature of

emotions as expressed on the single-action harp as
well as contextualising the instrument’s unique
mode of musical-emotional expression within the
new musical aesthetic of the late eighteenth
century, the JDODQWH and HPįQGVDPHU styles.
+DQQDK/DQHLVD0HOERXUQHEDVHGKDUSLVWZKRVH
SHUIRUPDQFHSUDFWLFHHQFRPSDVVHVERWKPRGHUQDQG
HDUO\KDUSV6KHLVFXUUHQWO\D3K'FDQGLGDWHLQ
0XVLFDWWKH$XVWUDOLDQ1DWLRQDO8QLYHUVLW\
UHVHDUFKLQJKLVWRULFDOSHUIRUPDQFHSUDFWLFHIRUWKH
HLJKWHHQWKFHQWXU\VLQJOHDFWLRQKDUS6KHLVWKHįUVW
$XVWUDOLDQPXVLFLDQWRZRUNH[WHQVLYHO\ZLWKWKLV
LQVWUXPHQWDQGSHUIRUPHGWKHįUVW$XVWUDOLDQ
VLQJOHDFWLRQKDUSDQGIRUWHSLDQRGXRFRQFHUWLQ
ZLWKSLDQLVW-DPHV+XQWLQJIRUGXQGHUWKHQDPH
L’Accord Parfait+DQQDKLVDUHFLSLHQWRIWKH
$XVWUDOLD&RXQFLOIRUWKH$UWV-XPS0HQWRULQJ*UDQW
WRXQGHUWDNHDPHQWRUVKLSZLWKWKHHPLQHQWHDUO\
KDUSLVWDQGUHVHDUFKHU'U$QGUHZ/DZUHQFH.LQJLQ
WKHDUWRIFRQWLQXRSOD\LQJIRUWKHEDURTXHDQG
VLQJOHDFWLRQKDUSV
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Christ’s Body By Any Other Name Is Still
As Sweet: Emotional responses to the
consumption of Christ’s body in late
medieval and early modern England

Redefining Recitative:
Action for Arianna

During the late medieval period the Mass was the
central sacrament of communal worship. The
belief in transubstantiation and the observance of
this ritual was understood to have healing
properties – both spiritual and physical – and
transformative power, the two of which are closely
linked. Lay observers of the Mass were expected to
be moved by the presence of Christ – both
corporally and actually – in such a way that would
bring them to repentance, even to tears. As a
result of the English Reformation during the
mid-sixteenth century, the Mass was made illegal
and was replaced by Holy Communion, a service of
remembrance rather than a sacrificial meal. At the
same time, the accoutrements of the service, as
well as the physical environment of the church,
also changed. Yet, it was still expected that
communicants would be moved to repentance, and
even tears. Unlike late medieval communal
worship, communal worship after the Reformation
elevated the role of the Scriptures and the various
ways in which it was presented within the parish
church. Like Holy Communion, the Scriptures were
another way in which the faith community of the
parish could consume Christ’s body, not only
through the sense of taste and touch, but also
through the sense of sight and sound. Thus,
through the consumption of the Scriptures
individuals were also expected to be moved to
“good affection”. Matthew Milner (2011) uses the
phrase “affective piety” to describe the emotional
impact on and response of individuals during acts
of worship. Milner acknowledges that church
furnishings were important but it is not explored.
This paper seeks to build on Milner’s work and
demonstrate that in order to more fully understand
“affective piety” we need to explore the expected
emotional responses in conjunction with the
physical environment in which such practices took
place.

,UHQD/DUNLQJLVFXUUHQWO\FRPSOHWLQJKHU3K'LQ
+LVWRU\DWWKH8QLYHUVLW\RI4XHHQVODQG6KH
JUDGXDWHGIURPWKH8QLYHUVLW\RI$XFNODQGZLWKD
0DVWHUV )LUVW&ODVV+RQRXUV LQ+LVWRU\H[SORULQJ
VHYHUDODVSHFWVRIUHOLJLRXVGLVVHQWLQODWHPHGLHYDO
DQGHDUO\PRGHUQ(QJODQG+HU3K'WKHVLVFRQWLQXHV
WKHWKHPHRIUHOLJLRXVSUDFWLFHLQ(QJODQGH[SORULQJ
WKHFRPSOH[LQWHUDFWLRQEHWZHHQUHOLJLRXVSUDFWLFH
WKHREMHFWVWKDWZHUHXVHGLQZRUVKLSDQGWKH
HQYLURQPHQWRIWKHSDULVKFKXUFKLQZKLFKFRPPXQDO
ZRUVKLSZDVFRQGXFWHGDQGKRZWKLVFKDQJHG
EHWZHHQFá
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For modern audiences, Recitative is the boring,
unrhythmic bit in-between the nice tunes.
Musicologists define Recitative as rapid vocal
declamation over a static bass. Most of today’s
Early Music performers believe that early
seventeenth-century recitative should be
rhythmically free and liberally ornamented. But the
anonymous circa 1630 guide for a musical
theatre’s artistic director, Il Corago, contradicts all
these modern views, offering radically revised
definitions. Of course, seicento music-dramas are
not “opera”, but a Show (rappresentatione), a
Spectacle or Harmonic Actions (c.f. Monteverdi’s
Orfeo, a Story in Music). Il Corago’s Recitative
includes any kind of dramatic monody, even
tuneful airs. And any repeated rhythmic unit is
sufficient to define a temporary moment of Aria
within the all-embracing concept of musica
recitativa as Music for Acting. Il Corago considers
an actor’s spoken declamation and a singer’s
Recitative as virtually identical, just as Peri did
three decades earlier. The earliest writings on
recitative and continuo all support an approach
based on spoken text, strong rhythm, and
avoidance of ornamentation. Historical Action,
whether for speech or music, is more than today’s
Early Music practice of Baroque Gesture. The
whole body is involved, especially the face and the
eyes. Visible signs of each affetto are understood
within a tradition of rhetorical delivery on stage, in
the courthouse or from the pulpit. These same
signs appear also in countless paintings and
sculptures. Their emotional force combines the
elegant poses of a painting and the graceful
movements of a dancer with the strength of a
swordsman. Thus pneuma, the divine inspiration of
life itself, is both (like oriental chi) the flow of
energy within the performer’s body, and also the
mystic breath of emotional communication with
the audience. We report on workshops in Helsinki,
London and Melbourne that apply these principles
to Monteverdi’s Lamento di Arianna.

%DURTXHRSHUDDQGRUFKHVWUDOGLUHFWRU(DUO\+DUS
YLUWXRVRDQGLPDJLQDWLYHFRQWLQXRSOD\HU$QGUHZ
/DZUHQFH.LQJLVRQHRIWKHZRUOGäVOHDGLQJ
SHUIRUPHUVRI(DUO\0XVLFDQGWKHPRVWUHFRUGHG
KDUSLVWRIDOOWLPH8QGHUKLVGLUHFWLRQDSURGXFWLRQRI
&DYDOLHULäVAnima e CorpoUHFHQWO\ZRQWKH*ROGHQ
0DVN5XVVLDäVWRSRSHUDWLFDZDUGLQIRXUFDWHJRULHV
LQFOXGLQJ%HVW2SHUDDQG%HVW&RQGXFWRU$VKDUS
VRORLVWKHZRQWKH*UDPP\IRU%HVW6PDOO
(QVHPEOH3HUIRUPDQFHLQDinastia Borgia directed
E\-RUGL6DYDOO$QGUHZLVDOVRVRXJKWDIWHU
SHUIRUPDQFHWHDFKHUVFKRODUZRUNLQJIRUVXFK
LQVWLWXWLRQVDV$NDGHPLHI¾U$OWH0XVLN%UHPHQWKH
(VFXHOD6XSHULRUGH0XVLFDGH&DWDOXQ\DLQ
%DUFHORQDWKH6LEHOLXV$FDGHP\DQG+HOVLQNL6WDGLD
)LQODQGWKH*XLOGKDOO6FKRRORI0XVLFDQG'UDPD
/RQGRQ$V6HQLRU9LVLWLQJ5HVHDUFK)HOORZIRUWKH
$XVWUDOLDQ&HQWUHRI([FHOOHQFHIRUWKH+LVWRU\RI
(PRWLRQVKHLVLQYHVWLJDWLQJPHGLHYDOPXVLFGUDPD
DQGHDUO\RSHUD
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(with Stephanie Trigg and Jessica Scott)

Meaning in Melody:
Performance and Personation

Making Faces

This paper draws out some connections between
CHE’s research in the )DFHVRI(PRWLRQ project and
some of the work of its Education and Outreach
program. The )DFHV project examines the
movement and expression of emotion on the
human face, from 1100-1800, and into later periods
as well, through the Shaping the Modern
program. At its 2012 collaboratory at the University
of Melbourne, a number of presentations reminded
us that the face of emotion is often a moving face,
not just a static index of emotion. During this
collaboratory, we also conducted a number of
video interviews with participants, capturing
scholars speaking about their research in a forum
that is often more dynamic and immediate than a
formal paper, and more suitable to share with a
less specialised audience. Being recorded on film
for possible dissemination and wider consumption
via the web can be a nerve-wracking and a
downright emotional experience for some
scholars. Whether it is because of the political
context of public scrutiny of humanities research
or the temperament that often characterises the
scholar (i.e. ambitious, driven, self-critical, and
hyper-conscious of nuance); being still and
appearing in command of one’s ever-evolving work
is not easy. This may be even more pronounced for
individual scholars within CHE, given the challenge
of re-examining histories so well-known to
scholars, yet possibly disorientating in its newness.
Through a collage of sound, images and the
embodied face, a dynamic moment in time is
captured and an image and history — both
individual and collective — is constructed. In this
paper we will describe the process, and
experience, of conducting video interviews, from
both sides of the camera. We will show some of
our recorded material, illustrating examples of
both edited and unedited content, hoping to
demonstrate the value and usefulness of these
interviews for:

In seventeenth-century performance, physical
gestures have meanings that are recognised partly
by intuition (for gestures derived from instinctive,
natural movements) and partly by knowledge (of
gesture as an artificial code of mutually
understood conventions). Similarly, we can hear
“gestures” in an actor’s voice – high or low
register, contrasting timbres, rising or falling
inflections, a catch or a tremor in the voice – from
which we intuit or decode fundamental meaning
and emotional colouring. In the “reciting style” of
seventeenth-century song, musical pitches are
derived from that spoken declamation. Baroque
musicians therefore speak of “musical gestures”,
referring to memorable turns of melodic phrase,
that seem to convey in sound the meanings and
the passions of each word they set. Re-examining
Morelli’s musical notation of Betterton’s spoken
declamation preserved in the Pepys MS (its
implications for dramatic timing were discussed at
the CHE November conference), we now focus on
these “musical gestures”: inflections of pitch,
whether spoken or sung. Just as Hamlet instructs
the Players to “suit the [physical] Action to the
Word”, so seventeenth-century treatises demand
the “semblance and meaning” of words also in the
“harmonic action” of music. Musical structures
(cadences, dissonance/resolution, voice-leading)
correspond to basic physical posture. As an
outstretched arm catches the attention of the eye,
musical gestures strike the ear with exclamations,
questions and “word-painting”. In complex
inter-relations, three vectors of meaning - text,
sound and physical gesture – operate within three
fields of performance – presentation, passion and
personation and via two modes of delivery –
speech and song. Comparing differences across
these variables in live demonstrations, actor,
singer, guitarist and director seek a common core
of performable meaning.

(a] the Centre, as we make complex ideas
accessible, disseminate our research and engage
new audiences to think about the histories of
emotions;

UHVLGHQFLHVDWWKH$XVWUDOLD&RXQFLOäV-DSDQVWXGLR
DQG*HUWUXGH&RQWHPSRUDU\$UW6SDFHV0HOERXUQH
)XUWKHUWRKHUSUDFWLFHVKHKDVEHHQDWXWRUOHFWXUHU
LQVFXOSWXUHDW50,7DQGD&RRSHUDWLYH0HPEHURI
$UWHU\DQDUWLVWVWXGLRFRPSOH[VLQFH,QUHFHQW
\HDUV3HQHORSHKDVFRPSOHWHGDPDMRUSXEOLFDUW
FRPPLVVLRQVIRU0HOERXUQHäV0&*DQG$UWV9LFWRULD
&LW\RI0HOERXUQHWKHPRVWUHFHQWFHOHEUDWLQJWKH
WK\HDU$QQLYHUVDU\RI9LFWRULDQ:RPHQãV
6XIIUDJH3HQHORSHLVFXUUHQWO\0DQDJHURI
3URIHVVLRQDO'HYHORSPHQWDQG3XEOLF3URJUDPVDW
7KH'D[&HQWUHZKHUHKHURWKHUUROHVLQFOXGH
FXUDWLQJHGXFDWLRQVSHFLDODFTXLVLWLRQVįOP
GRFXPHQWDULHVDQGWKHHWKLFVFRPPLWWHH,Q$XJXVW
3HQHORSHFRPPHQFHGZRUNLQJSDUWWLPHDVWKH
(GXFDWLRQDQG2XWUHDFK2IįFHUDW7KH&HQWUHIRUWKH
+LVWRU\RI(PRWLRQV

(b) the community, as we create “sources” for the
history of emotions in the field of the moving
image; and
(c) scholars, as we provide a space to share,
examine and reflect upon their work.
3HQHORSH/HHVWXGLHGYLVXDODUWVá)LQH$UWV
6FXOSWXUH +RQRXUV DW50,7LQWKHHDUO\V6KH
KDVKDGPXOWLSOHVRORH[KLELWLRQVDQGSDUWLFLSDWHGLQ
RYHUJURXSH[KLELWLRQVERWKQDWLRQDOO\DQG
LQWHUQDWLRQDOO\3HQHORSHKDVEHHQUHFLSLHQWRIDUW

The presentation will include live examples by
actor, singer and guitarist.

56

57

SOURCING EMOTIONS

SOURCING EMOTIONS

LEMMINGS, David

MADDERN, Philippa

MADDOX, Alan

7KH8QLYHUVLW\RI$GHODLGH

7KH8QLYHUVLW\RI:HVWHUQ$XVWUDOLD

7KH8QLYHUVLW\RI6\GQH\

Compassion, Authenticity and the
Offender: Emotional representations
of the Family in Eighteenth-century
Criminal Trials

“It is full merry in heaven”;
connotations and categories of
“merriment” in late medieval England.

“The affecting Manner of those who
devoutly dedicate their Voices to the
Service of God”: emotional expression
in the musical service of St Anthony of
Padua around 1700

As Bob White has pointed out, the study of texts in
emotions history is more than usually beset with
“false friends”; those terms or phraseologies
which seem to mean one thing to a modern
audience, but which, on further consideration,
involve wide-ranging categories and connotations
all too easy for a modern reader to overlook or
misunderstand. Texts such as these cannot be
simiply “read”; they must be subject to a
continuous process of translation.

Studies of the expression of emotion in
seventeenth- and early eighteenth-century
European music have typically focused on either the
compositional rhetoric of German sacred music and
French Airs, or the performative rhetoric of Italian
opera. More difficult to access in musical terms is
the emotional world of Catholic liturgical music,
constrained as it was by the established repertoire
of Gregorian chant and by liturgical traditions. A
rare window into this emotional world is provided by
the well-preserved musical and administrative
archive of the Basilica of St Anthony of Padua. The
Basilica was an important centre of music theory
and performance in this period, when expressive
trends in both the visual arts and music moved from
counter-reformation austerity to baroque emotional
intensity. This paper reports on a study of previously
un-researched manuscripts of Passion music
associated with the Basilica around 1700. The
emotionally charged narrative of the Passion, and
its unique tradition of dramatised narration in chant
dialogue and liturgical ceremony, invited a dramatic
musical setting, yet one that had to be framed
within the strict requirements of long-standing
liturgical practice. F.A. Calegari’s innovative settings
of Christ’s words in quasi-theatrical recitative,
rather than in chant or even polyphony, provide a
rare opportunity to assess the ways in which
emotion was embodied in and projected through
manuscript archival sources for an important
school of Italian sacred music of the period.

'DYLG/HPPLQJVLV3URIHVVRURI+LVWRU\DWWKH
8QLYHUVLW\RI$GHODLGHDQG/HDGHURIWKHæ&KDQJH
3URJUDPçLQWKH$XVWUDOLDQ5HVHDUFK&RXQFLO&HQWUH
IRUWKH+LVWRU\RI(PRWLRQV+HKDVSXEOLVKHG
H[WHQVLYHO\RQWKHVRFLRFXOWXUDOKLVWRU\RIODZDQG
WKHOHJDOSURIHVVLRQVLQHLJKWHHQWKFHQWXU\%ULWDLQ
+HLVWKHHGLWRURICrime, Courtrooms and the
Public Sphere in Britain, 1700-1850 $VKJDWH 
7RJHWKHUZLWK.DWLH%DUFOD\DQG&ODLUH:DONHUKHLV
FXUUHQWO\ZRUNLQJRQDPRQRJUDSKWKDWH[SORUHVWKH
UROHRIHPRWLRQLQVRFLDOFKDQJHWKURXJKDQDQDO\VLV
RIUHSUHVHQWDWLRQVRIWKHIDPLO\LQWKHHLJKWHHQWK
FHQWXU\SUHVV

Hideous murders, gruesome assaults and devious
frauds were perennially popular topics for
storytellers, balladists and eventually the press,
playing on people’s deepest fears as well as their
curiosity about the lives of others. Accounts of
familial crime and justice (spousal murder,
infanticide, exploitation of servants) were
particularly popular and continuously used as
evidence of the flawed condition of society. At the
same time, all sorts of criminal behaviour were
interpreted in the context of the family upbringing
of offenders, while the effects of crime and
punishment on the family, including that of the
wrongdoer’s family, were topics of increasing
discussion. Such conversations were often highly
emotive: they drew particularly on emotional
investments in the intimate relations of families,
playing on the anxieties that parents had for their
children, and about the authenticity of loving
marriages, as well as the overall significance of
the family for shaping a sense of early modern
identity. But the emotions they asked of their
audiences were not straightforward. Some
accounts created fear and asked the public to
condemn the criminal, but some also asked for
compassion, drawing on the ever-present concern
that criminality could arise in any family. The
gender, class and race of the criminal were
essential to how they were represented, with the
middle-class press showing greater sympathy for
those that were like themselves, simultaneously
“othering” those of different backgrounds, and
reinforcing social divisions that were then used to
delineate between those who deserved political
power and those that did not. Moreover, such
responses had practical implications for the
treatment of offenders by the court and the
administration of justice, helping to determine
punishment or the nature of the penal system. It
the argument of this paper that emotional
representations of the family created by the press
were therefore central to the shaping of criminal
justice and to the construction of middle-class
identity.

Even apparently simple adjectives, in English—
wrathful, happy—are not exempt from these
difficulties. In this paper, a survey of the various
genres in which the word “merry” appears in
late-medieval England—from dictionaries through
lyrics, letters, story collections, and devotional
literature, to wills and court testimonies reveals
connotations and categories of meaning that
convey a profound and sobering set of
significances to the superficially simple term
“merry”.
:LQWKURS3URIHVVRU3KLOLSSD0DGGHUQLV3URIHVVRULQ
0HGLHYDO+LVWRU\DWWKH8QLYHUVLW\RI:HVWHUQ
$XVWUDOLDDQG'LUHFWRURIWKH$5&&HQWUHIRUWKH
+LVWRU\RI(PRWLRQVLQ(XURSH6KHKDV
SXEOLVKHGH[WHQVLYHO\RQWKHVRFLDOFXOWXUDOIDPLO\
DQGJHQGHUKLVWRU\RI(QJODQGF+HU
PRQRJUDSK9LROHQFHDQG6RFLDORUGHU(DVW$QJOLD
UHFRQFHSWXDOLVHGWKHVWXG\RIODWH
PHGLHYDOYLROHQFHLQVRFLHW\6KHLVFXUUHQWO\ZULWLQJ
XSWKUHHSURMHFWVRQWKHKLVWRU\RIQRQQXFOHDU
IDPLOLHVLQ(QJODQGRQFKLOGKRRGDQGWKH
OLYHVRI(QJOLVKFKLOGUHQDQGRQWKH
ZRUNLQJVRIHPRWLRQLQ(QJOLVKKRXVHKROGVODZ
FRXUWVDQGGHYRWLRQDOSUDFWLFHVF
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'U$ODQ0DGGR[LVD/HFWXUHULQ0XVLFRORJ\DWWKH
8QLYHUVLW\RI6\GQH\+LVUHVHDUFKIRFXVHVRQUKHWRULFLQ
HDUO\PRGHUQ,WDOLDQYRFDOPXVLFDQGRQ$XVWUDOLDQ
FRORQLDOPXVLF$VDVLQJHU$ODQZRUNHGZLWK2SHUD
$XVWUDOLDDQGDVDIUHHODQFHSHUIRUPHULQ$XVWUDOLDDQG
WKH8.+HLVDQ$VVRFLDWH,QYHVWLJDWRUZLWKWKH$5&
&HQWUHRI([FHOOHQFHIRUWKH+LVWRU\RI(PRWLRQVDQG
PXVLFRORJLVWWRWKH$XVWUDOLDQ%UDQGHQEXUJ2UFKHVWUD
5HFHQWSXEOLFDWLRQVLQFOXGHDUWLFOHVRQUKHWRULFDQG
SHUIRUPDQFHSUDFWLFHLQHLJKWHHQWKFHQWXU\GUDPPD
SHUPXVLFDDQGRQPXVLFDQGSULVRQUHIRUPLQWKH
QLQHWHHQWKFHQWXU\SHQDOFRORQ\RQ1RUIRON,VODQG
59

SOURCING EMOTIONS

SOURCING EMOTIONS

McEWAN, Joanne

McGILLIVRAY, Glen

7KH8QLYHUVLW\RI:HVWHUQ$XVWUDOLD

7KH8QLYHUVLW\RI6\GQH\

“Returning to her Mother’s House”:
Representations of Family and Emotion
in Eighteenth-Century Scottish
Infanticide Cases

Towards a Community of Sentiment in
the Eighteenth Century Theatre

When Isabel Walker was reprieved from execution
for murdering her child in Dumfries in 1738, news
reports credit her sister, who travelled to London
to appeal on her behalf, with securing the pardon.
Commenting on her sister’s actions, the London
(YHQLQJ3RVW noted that “such another instance of
generous friendship can scarce be shown”. While
physical support from family members was
undoubtedly a very important resource for
pregnant women in eighteenth-century Scotland,
what is often common and perhaps more
interesting when allegations of child-murder did
arise are references to family and family
relationships without the corresponding presence
of family members. When Margaret Crooks was
tried for child-murder in Edinburgh in 1718, for
example, she told the court that she had concealed
her pregnancy at the request of the child’s father,
who said he would go to the country with her but
didn’t. When she was nearing the time of her
delivery she went to her mother’s house, but her

mother was not home. Three days later she took
the child, which she delivered alone and said was
stillborn, three miles from her mother’s house and
buried it. In this sad tale, Margaret found herself in
a very precarious legal situation because she had
been let down firstly by the absence of the father of
her child, and secondly by the absence of anyone at
her mother’s house. These relationships,
therefore, play a significant role in her explanation
of events and ultimately in the construction of her
story. This paper will examine the various
representations of family in Scottish infanticide
narratives, and argue that they functioned as
important emotional framing devices.
-RDQQH0F(ZDQLVDQ(DUO\&DUHHU5HVHDUFKHUDW7KH
8QLYHUVLW\RI:HVWHUQ$XVWUDOLDZKHUHVKHWHDFKHV
+LVWRU\DQG*HQGHU6WXGLHV+HUUHVHDUFKIRFXVHVRQ
JHQGHUDQGFULPHLQHLJKWHHQWKDQGHDUO\QLQHWHHQWK
FHQWXU\%ULWDLQ
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*OHQ0F*LOOLYUD\LVDVHQLRUOHFWXUHULQWKH
'HSDUWPHQWRI3HUIRUPDQFH6WXGLHVDWWKH8QLYHUVLW\
RI6\GQH\+HLVFXUUHQWO\ZULWLQJDERRNRQWKH
FXOWXUDOWUDQVIRUPDWLRQRIWKHWKHDWULFDOPHWDSKRU
IURPWKHVL[WHHQWKWRWKHWZHQW\įUVWFHQWXU\WLWOHG
The Idea of Theatre5HFHQWSXEOLFDWLRQVLQFOXGH
æ7KH3LFWXUHVTXH:RUOG6WDJHçLQPerformance
Research  æ7KH'LVFXUVLYH)RUPDWLRQRI
7KHDWULFDOLW\DVD&ULWLFDO&RQFHSWçLQMetaphorik.de
 DQGæ.LQJ&DWH6WDUGRP$XUDDQGWKH6WDJH
)LJXUHLQWKH6\GQH\7KHDWUH&RPSDQ\äV3URGXFWLRQ
RIRichard IIçLQTDR  .+LVHGLWHGFROOHFWLRQ
Scrapbooks, Snapshots and Memorabilia: Hidden
Archives of Performance, ZDVSXEOLVKHGLQE\
3HWHU/DQJ

Continuing my investigation of the relationship
between eighteenth century acting techniques and
the manifestation of affect in audiences, this paper
will use anthropologist Arjun Appadurai’s notion of a
“community of sentiment” in order to understand
how what appears to us today as highly stylised
acting techniques nonetheless seemed to create
embodied emotional responses in early modern
audiences. Appadurai argues that the
communication of affective states, such as the act of
giving and receiving praise, is not dependent upon
the communication of the internal “states” between
the people concerned but involves, rather, “the
public negotiation of certain gestures and
responses” (A Appadurai, ‘Topographies of the self:
praise and emotion in Hindu India’, in CA Lutz and L
Abu-Lughod (Eds), Language and the politics of
emotion, Cambridge University Press, Cambridge,
1990, p. 94). This paper intends to sidestep the
inside out/outside in debate that preoccupied acting
theorists in the nineteenth century and
subsequently, largely in response to Diderot’s
Paradoxe sur le Comèdian. The question of whether
an actor “really” feels an emotion is, to a certain
extent, irrelevant as it relies on a theory of
emotional transaction that predicated upon
sympathetic identification with the “internal” state
of another. Rather, I shall argue that the contract
between eighteenth century actors and their
audiences had, as Appadurai states, the objective to
create a chain of communications in feeling, not by
unmediated empathy between the emotional
“interiors” of specific individuals but by recourse to
a shared, and relatively fixed set, of public gestures’
(Ibid., p. 107). Further, as neuroscientist Susana
Bloch’s “Alba Emoting” (Bloch, Susanna. ALBA
EMOTING: A Psychophysiological Technique To Help
Actors Create and Control Real Emotions. Theatre
Topics, 3.2, 1998, pp. 121-138) techniques suggest, a
fixed repertoire of eye, breathing, facial and postural
techniques can produce somatic effects in an
actor’s body. This suggests that the codified acting
techniques of eighteenth century actors not only
allowed emotions to be “read” but to be felt also.
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The Highs and Lows of Performing
Early Modern Ballads

Sourcing Emotions: Runic inscriptions,
monuments, and landscape

Locating emotions in eighteenth century
missionary sources: Australia and
Greenland

My research looks at the use of song in accounts of
public executions across Europe from the sixteenth
– nineteenth centuries. Printed on cheap
pamphlets, ballads were hawked both at the
execution itself and on busy street corners,
markets and fairs. They were often set to the tune
of other well-known songs and the tune was
usually indicated just below the title. This
technique of setting words to familiar music,
known as contrafactum, not only allowed listeners
and singers to easily perform the new song, but
also would have conjured up multiple emotional
connotations associated with the earlier tune.
Ballads are therefore rich sources for investigating
emotional responses to crime and the penal
system in early modern society. Despite this,
historians have been slow to research the musical
side of ballads, preferring instead to treat them
merely as poetic treatments of historical events.
This paper will explore the methodological
challenges of turning these printed, textual
sources into performative acts. I discuss the
obstacles I face – especially as a non-musician
– when trying to reconstruct the original setting of
the ballads. I reveal the detective work involved in
identifying the tune indicated on the ballad
(especially if no tune is provided) and the
sometimes difficult task of locating a reliable
musical score. But the paper is also a discussion
of the benefits of overcoming these challenges and
treating news-ballads as performative texts. I
demonstrate how ballad-writers cleverly exploited
the emotional associations of the earlier, wellknown tunes to make these new songs about
execution sombre, poignant or even joyful.

Whilst the nature of the writing tools and inscribed
material has ensured that the text found on
runestones is usually brief and lacking in overtly
“emotional” language, they still provide a window to
emotions in Viking Age and Medieval Scandinavia.
Indeed, for much of this period runestones contain
are the only available texts, especially in eastern
Scandinavia. The emotional aspect of the
runestones can be studied through the text itself,
the decoration on the stones, the size of the stones,
their position in the landscape, and the survival of
the stones. The difficulty of inscribing the stones
with text (and decoration) increases the likelihood
that each word was carefully considered.
Consequently, any words that did have a possible
emotional resonance are likely to be highly
significant. Surviving runestones are usually large
and they were often found in very public places,
such as along roads and near churches and bridges.
Thus the stones and their inscriptions were publicly
accessible monuments within the Scandinavian
landscape. The naming of locally known people and
their deeds on these public monuments suggests a
sense of pride by those commissioning the stones
(usually family members). Finally, the survival of
many intact stones to the present day may indicate
that they became an important feature of the local
landscape, ensuring their survival long after those
named on the stones were forgotten. This paper will
touch on all of these aspects of runestones with a
focus on the stones that mention Knútr the Great
and England.

As emissaries of an evangelical “heart religion”,
eighteenth century Christian missionaries were
explicitly interested in emotions. With conversion to
Christianity conceptualised as a “change of heart”,
missionaries set out to change the emotional
worlds of converts and replace “heathen” with
“Christian” emotions; in colonial contexts this
project coincided with secular attempts to control
and manipulate the behaviour of Indigenous (or
other colonised) peoples. Sources such as
missionary diaries, letters, reports and pamphlets
bear witness to the density and volume of
missionary discourse on emotion, but also present
problems for the historian interested in going
beyond discourse to understand the emotional
dynamics of such situations. While rich in detail on
the emotional lives of European missionaries and
their perceptions of Indigenous emotions, these
sources were also written along formulaic, even
“propagandistic” lines, in order to secure funding
and support for mission projects. Yet despite their
limitations, this paper contends that missionary
texts have much to tell us about emotions in
colonial contexts. How did missionaries perceive
emotions, both their own and those of others? How
did the emotional dynamics of their interactions
with Indigenous peoples affect broader political,
social and cultural realities? And how did the power
configurations of different colonial contexts affect
the way emotions were conceived of, expressed and
recorded in missionary sources? Using examples
taken from case studies of European missionaries
in early colonial Australia and Greenland, this paper
explores how we can read missionary texts both
along and against the grain in order to better
understand the emotional economies of eighteenth
century Christian missions.

6KDQH0F/HRGFRPSOHWHGKLV3K'DW7KH8QLYHUVLW\
RI:HVWHUQ$XVWUDOLDLQ6HSWHPEHU+LVGRFWRUDO
WKHVLVLVXQGHUFRQWUDFWZLWK%UHSROVWREHSXEOLVKHG
LQDV The Beginnings of Scandinavian Rule in
England: The Viking Great Army and Early Settlers,
c. 865-900+HDOVRKDVD0DVWHURI9LNLQJDQG(DUO\
0HGLHYDO6FDQGLQDYLDIURP8SSVDOD8QLYHUVLW\+HLV
D&+($VVRFLDWH,QYHVWLJDWRUIRUDSURMHFWZKLFK
H[DPLQHVWKHæ(QJODQGçUXQHVWRQHVIRXQGLQ6ZHGHQ
1RUZD\DQGQRUWKHUQ*HUPDQ\

8QD0F,OYHQQDLVD3RVWGRFWRUDO5HVHDUFK)HOORZ
ZLWKWKH$5&&HQWUHIRUWKH+LVWRU\RI(PRWLRQV
EDVHGDWWKH8QLYHUVLW\RI6\GQH\+HUUHVHDUFK
LQYHVWLJDWHVWKHXVHRIVRQJLQDFFRXQWVRISXEOLF
H[HFXWLRQVDFURVVSUHPRGHUQ(XURSHIRFXVLQJRQ
WKHHPRWLRQDOHIIHFWVRIWKHXVHRIIDPLOLDUWXQHVDV
PXVLFDOEDVLVIRUWKHEDOODGV
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HDFKFRQWH[W6KHKROGVD3K'LQKLVWRU\IURPWKH
8QLYHUVLW\RI0HOERXUQH
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The Law on Feeling: Finding Emotions
in Medieval English Legal Texts

Her Tears of Katanyxis:
The Gendering of Emotion
in Kassia’s Poetry

5HEHFFD)0F1DPDUDLVD3RVWGRFWRUDO5HVHDUFK
$VVRFLDWHIRUWKH$5&&+(DWWKH8QLYHUVLW\RI
6\GQH\6KHUHFHLYHGKHU'3KLOIURPWKH8QLYHUVLW\RI
2[IRUGZKHUHVKHZURWHRQEXUHDXFUDWLFOHJDODQG
SROLWLFDOODQJXDJHLQWKHOLWHUDWXUHRI&KDXFHU
7KRPDV8VNDQG7KRPDV+RFFOHYH+HUFXUUHQW&+(
SURMHFWFRQVLGHUVWKHHPRWLRQVUHODWHGWRVXLFLGHLQ
PHGLHYDO(XURSHIRFXVLQJRQOHJDOUHFRUGVDQG
FKURQLFOHV6KHKDVSXEOLVKHGLQNew Medieval
LiteraturesRQWKHXVHRISROLWLFDODQGOHJDOODQJXDJH
LQ7KRPDV8VNäVThe Testament of LoveDQGKDVD
IRUWKFRPLQJDUWLFOHLQExemplariaRQPHWKRGRORJLFDO
DSSURDFKHVWRWKHKLVWRU\RIHPRWLRQVLQPHGLHYDO
WH[WV

Though testimony by females and other marginal
members of society can make its way into legal
reports and petitions, the documents of medieval
English secular law are recorded most often via
the voice of the clerk, coroner, sheriff, or judge. In
my search for emotions related to suicide in the
Middle Ages through a study of legal texts and
chronicles, I have become more intrigued by the
question of who is making these judgments and
reports, and how this inflects the way emotions are
conveyed. I ask in this paper how the medium of
legal records (and their authors) contributes to our
assessment of how emotions were understood to
function and how they were regulated in medieval
society. What if we were to read the emotional
portrayals of and reactions to cases in the legal
records as an endorsement by the authoritative
discourses of legal and administrative
professionals of what might constitute appropriate
emotions for particular situations? The law was
used by the Crown for such purposes as
maintaining peace and eliminating corruption; was
it also used to regulate emotions? Circulating
amongst Crown and local officials, these
documents were as useful for reporting legal
decisions as they were for teaching about the law
and the position of the Crown on certain issues.
Can we read these texts as “didactic” in this
sense? Drawing from Eyre and Assize records,
coroners’ rolls, Crown writs, and goal delivery
records, this paper will ask what our reading of
legal texts for emotions can tell us about the
regulation of emotion in the Middle Ages, and what
this might mean for the medium of legal sources
as a repository for history of emotions research.

$QGUHZ0HOODVLVD'RFWRURI3KLORVRSK\FDQGLGDWH
ZLWKLQWKH6FKRRORI/DQJXDJHVDQG&XOWXUHVDWWKH
8QLYHUVLW\RI6\GQH\+LVWKHVLVLQYHVWLJDWHV
FRPSXQFWLRQLQ%\]DQWLQHSRHWU\EHJLQQLQJZLWKWKH
DXWRELRJUDSKLFDOSRHWU\RI*UHJRU\WKH7KHRORJLDQ
DQGHQGLQJZLWK6\PHRQWKH1HZ7KHRORJLDQäVK\PQV
RIHURWLFORQJLQJIRUWKHGLYLQH+HKDVSXEOLVKHGD
QXPEHURIDUWLFOHVLQSHHUUHYLHZHGMRXUQDOVDQGLVD
PHPEHURIWKH$XVWUDOLDQ%\]DQWLQH&KRLU

In ninth century Byzantium, Kassia became the
one female author whose writings ushered her into
the pantheon of Eastern Christendom’s
hymnographers. Surfacing from the margins as a
figure unburdened by a sense of divine mission or
the desire to enunciate doctrine Homerically, her
hymns display a poignantly humane element,
dramatising the adventure of human freedom
within a theological space.
Kassia’s magnum opus, her “troparion” on the
sinful woman who anoints Jesus a short while
before his passion, is not only a poetically beautiful
and musically complex hymn that is chanted days
before Pascha; it is a profound dramatisation of the
emotion of NDWDQ\[LV (compunction). .DWDQ\[LV for
Byzantine Christianity was an intriguing chapter in
the history of emotions: it bespoke an
unconditional surrender of one’s free will; it
precipitated the abolition of the psychological
armour that resists the numinous; and it gave birth
to the experience of the divine. This paper will
investigate how this emotion is represented and
gendered in Kassia’s poem, with brief allusion to a
comparable composition by Romanos the Melodist.
In transcribing this emotion into the literary genre
of Hymnography, Kassia portrayed NDWDQ\[LV as a
yearning for the divine emerging from the finitude
and ephemerality of the human existence.
Retelling a biblical event, she delicately inflected
the narrative within the matrix of her personal
existence. The emotion dramatised in the poem
was distilled from the heart of a broken woman,
not a hymnographer in a privileged position.
However, Kassia’s poem was also composed for
performance within the sacred space of the
church, as part of the Lenten Triodion. While the
NDWDQ\[LV of her protagonist exhibits a gendered
nature, it is intertwined with the journey of
salvation and the theatre of the Byzantine rite.
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(Co-written with Carol Williams, to be
presented by Carol Williams)

Eerie Architecture

Music is the … “exaltation of the mind derived
from things eternal bursting forth in sound”
The musical aesthetic of Thomas Aquinas, though
austere, reveals an intense sensitivity to the
affective power of music. As a result he found
himself, like Augustine, caught between
responding positively and negatively to the use of
music in the liturgy. On the one hand “vocal
praise arouses the interior affection of the one
praising and prompts others to praise God” [ST II
ii question xci, article 1 ad 2] but music could also
“move the soul to pleasure rather than create a
good disposition in it”. [ibid. article 2 ad 4] While it
has been assumed that the expression of emotion
has little place in our understanding of chant of
the medieval church, the work of Guy of St Denis
can be seen to develop a contrary case. Was his
exposé of the expressivity of modes in specifically
named chants an outcome of the influence of
Aquinas? This paper investigates the impact of
Aquinas’ 3DVVLRQVRIWKH6RXO on Parisian chant

theory of the late thirteenth and early fourteenth
centuries.
&RQVWDQW0HZVWRRNXSDSRVLWLRQDW0RQDVK
8QLYHUVLW\DV/HFWXUHULQWKH'HSDUWPHQWRI+LVWRU\LQ
6LQFHWKHQKHKDVEHHQLQYROYHGLQGHYHORSLQJ
WKH&HQWUHIRU6WXGLHVLQ5HOLJLRQDQG7KHRORJ\DQGLQ
SURPRWLQJVWXGLHVLQUHOLJLRQPRUHJHQHUDOO\ZLWKD
VWURQJLQWHUHVWLQLQWHUIDLWKZRUN+HKDVKDGVSHOOV
RIVWXG\DWWKH,QVWLWXWHIRU$GYDQFHG6WXG\
3ULQFHWRQLQDQGDQGDW6W-RKQäV&ROOHJH
&DPEULGJHDQGDOVRWDXJKWLQ3DULVDWWKH(FROH
SUDWLTXHGHVKDXWHVHWXGHV 9HVHFWLRQ DQGLQWKH
(FROHGHVKDXWHVHWXGHVHQVFLHQFHVVRFLDOHV
%HWZHHQDQG&RQVWDQWZDVRQWKH$5&
&ROOHJHRI([SHUWV+LVLQWHUHVWVDUHLQVLWXDWLQJWKH
KLVWRU\RIPHGLHYDOSKLORVRSK\DQGUHOLJLRXVWKRXJKW
ZLWKLQWKHEURDGHUIUDPHZRUNRIPHGLHYDOFXOWXUH
DQGVRFLHW\
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7KRPDV0LFDOFRPSOHWHGKLVSURIHVVLRQDO0$UFKDW
+DUYDUG*6'ZLWKDWKHVLVRQæ%ODGH5XQQHU
8UEDQLVPIRU&\EHU&LW\7RN\RçDQGKLVGRFWRUDWH LQ
DUFKLWHFWXUDOWKHRU\ DW*HRUJLD7HFKDQG(PRU\
ZKLFKH[DPLQHGWKHLQİXHQFHRI1LHW]VFKHãV(WHUQDO
5HFXUUHQFHLQ*HRUJLRGH&KLULFRãVæ0HWDSK\VLFDOç
8UEDQLVP+LVZRUNRQæ0DGQHVVDQG/DQGVFDSHç
ZLWK(*6$WSURSRV3UHVVLVIRUWKFRPLQJLQ

It is common and necessary for architecture to
create order, and to manifest this order through the
presence and regulation of structures. Specifically,
that which is experienced, and the functions that are
imagined, work within aesthetically determined
structures. It is no accident that in the late
seventeenth century and early eighteenth century in
the UK. The necessity of structure is tied to both the
senses and also rationalism / empiricism, and the
conviction of the structures of sense, of emotion,
and of the geometry of the world deserves careful
analysis, in that there are overlaps and parallelisms
that could too easily be glossed over into
equivalencies. Fortunately, the experience of the
everyday is always punctured by eccentric deviations
and interruptions to this shroud of normative
continuity, and we seek to identify these
displacements as eerie displacements, under most
conditions. This paper seeks to identify, with
precision, the role and presence of these odd,
unusual, and the proto-uncanny experiences of the
eerie within the Baroque Architectural imagination,
discourse, drawing, and building practices. The
structures can be seen to produce feelings and
experiences of the eerie, and simultaneously their
design ordering itself falls on the far side of
mannerist distortion and dislocation, producing the
eerie in the cold stones and hazy light of construct
red spaces, both imperial and ecclesiastical, as
spaces of meaning and sensation. The paper will
also look briefly at how the eerie can and as
normalised or naturalised as part of the experience
of the world, and no longer located outside the
everyday as a supernatural or occurrence or form of
alterity. This paper seeks to define, using the
philosophical underpinnings from Hume to Hegel, a
theory of the emotional state of the eerie, legible in
the architectural imaginations of Wren and
Hawksmoor, as well as aspects of the eerie
reception of their work today.
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Nick’s Bottom: Love, Folly, and
Melancholy in A Midsummer Night’s
Dream

The Devil’s Victims:
Emotionally Vulnerable Witches in
Seventeenth-Century England

The aim of this paper is to provide a detailed
character analysis of Nick Bottom in $0LGVXPPHU
1LJKWäV'UHDP. I will argue primarily that Bottom is
not a wholly comical figure; in fact, he has the
most emotionally complex journey of any character
in the play.

the idea of love, viewing it as no more than a
performance. Bottom’s shock at Titania’s interest
in him demonstrates another facet of his low
self-esteem, and marks the beginning of a
poignant emotional transformation. However,
Bottom and Titania’s encounter also reveals the
most problematic facets of the play. Titania’s
feelings for Bottom were the result of a malicious
spell; thus, they were never real. Throughout the
play, love is depicted as shallow, fickle, and easily
manipulated. Yet, through Bottom’s story,
Shakespeare reminds us that love also has the
potential to cause divine inspiration.

I will propose that Bottom exhibits symptoms of
having a low self-esteem. His dissatisfaction at
playing the tragic hero in “Pyramus and Thisbe”
stems from a latent pessimism that he will fail at
the role. His outspoken folly is used to
overcompensate for this suppressed cynicism.
Furthermore, if Bottom’s encounter with Titania
was a dream, it must be questioned why he
imagined himself with an ass head. Considering
the predominantly negative depictions of the ass in
the Early Modern period, it is likely that Bottom is
deriding himself at a subconscious level. Bottom’s
reaction to Titania’s advances also warrants
analysis. Initially, he appears to be cynical about

.HOO\0LGJOH\LVLQKHUWKLUG\HDURIVWXG\LQJD
%DFKHORURI$UWVPDMRULQJLQ(QJOLVKDQG0HGLHYDO
DQG(DUO\0RGHUQ6WXGLHVDWWKH8QLYHUVLW\RI
:HVWHUQ$XVWUDOLD+HUPDLQSDVVLRQVDUHOLWHUDWXUH
WKHDWUHDQGKLVWRU\$IWHUFRPSOHWLQJKHU
XQGHUJUDGXDWHGHJUHHVKHKRSHVWRFRQWLQXH
VWXG\LQJWKHVHWKUHHDUHDVDWDSRVWJUDGXDWHOHYHO
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One of the key issues in seventeenth-century
English witchcraft is to understand the point at
which (and the conditions under which) men and
women were believed to succumb to witchcraft.
These crucial moments have been overlooked in
much modern scholarship. Rather than looking at
accused witches as a homogenous group, this
paper attempts to highlight some of the
constructed individual experiences and feelings of
people who were portrayed as witches. If we
examine all extant seventeenth-century English
witchcraft pamphlets it becomes clear that, far
from appearing randomly, devils were often
portrayed as targeting potential witches at
moments of extreme emotional disturbance. A
close study of these pamphlets demonstrates that
in the first half of the century devils often appeared
to their victims after they expressed rage, hatred
or envy. Sometimes these violent outbursts were
unnecessary as a witch’s disposition was enough
for a devil to view her as a suitable target. This
paper will explore all cases of devils appearing to
potential witches immediately after moments of
great emotional disturbance. It will argue that
rage, envy, hatred and greed were viewed as the
primary reasons for men and women succumbing
to witchcraft. As well as looking at the emotional
experiences of witches and the imagined
experiences of their devils, it will also examine how
readers and writers viewed these emotional
outbursts. The belief that devils appeared to
potential witches at times of emotional crisis
appears far more frequently in pamphlets from the
first half of the seventeenth century. This paper will
attempt to speculate as to why some groups of
witchcraft pamphlets emphasised the emotional
fragility of potential witches and some did not.
Ultimately, this paper will argue that witches were
often depicted in popular print as people who were
unable to control their emotions and that this
apparent deficiency made them more vulnerable to
the devil’s influence.

&KDUORWWH5RVH0LOODULVD3K'&DQGLGDWHLQWKH
&HQWUHRI([FHOOHQFHIRUWKH+LVWRU\RI(PRWLRQVDQG
LVEDVHGDWWKH8QLYHUVLW\RI0HOERXUQH+HUUHVHDUFK
LQWHUHVWVIRFXVRQHDUO\PRGHUQ(QJOLVKZLWFKFUDIW
GLDEROLVPSRSXODUSULQWDQGHPRWLRQDOH[SHULHQFH
6KHKDVSXEOLVKHGRQWKHUROHRIWKHIDPLOLDULQ
(QJOLVKZLWFKFUDIW DQGZLWFKFUDIWPRUHEURDGO\ DQG
KDVUHFHLYHGWZRSUL]HVIRUKHUSXEOLVKHGZRUN
&KDUORWWH5RVHLVVXSHUYLVHGE\3URI&KDUOHV=LND
DQG'U&DWKHULQH.RYHVL
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Melismata and meaning in recitational
chant for Easter Eve

“Fury has armed his thoughts so thick
with thorns”: the savage, destructive
anger of George Chapman’s Byron

Sourcing emotions in space:
The Case of the Eighteenth Century
Turkish Baths

Fear and Courage in Codex Döbringer

Recitational chants tend to be simple and often
syllabic. They are also formulaic and may display
the same musical material adapted and repeated
according to the prosody of the texts. There are,
nevertheless, opportunities for variety and
elaboration in recitational chants. Medieval
examples show particular points in the structure of
recitation tones which attracted elaboration and
variation. One such point occurs at the opening (or
“intonation”) of tones. At these intonations,
melismata (groups of notes sung to one syllable)
were sometimes employed. Within settings of long
texts where the same tone had to be repeated
numerous times, there was scope for considerable
variety, as well as repetition, amongst the
intonations. One such long text with examples
exhibiting this practice is the lengthy second
section of the Easter vigil’s([XOWHWLDPDQJHOLFD. In
this paper I develop a new perspective in my
research into the medieval chant for ([XOWHWLDP
DQJHOLFD by considering intonations as a locus of
meaning in examples from the later middle ages.
In addition, I will consider melismatic intonations
employed in chant for the Lamentations of
Jeremiah of Easter Eve or Holy Saturday. Examples
for discussion will be mainly chosen from Spanish
sources.

George Chapman’s companion plays – The
&RQVSLUDF\RI&KDUOHV'XNHRI%\URQ and The
7UDJHG\RI&KDUOHV'XNHRI%\URQ – are unique in
Jacobean Theatre in that the main focus in both
plays is on the dramatic significance of the main
protagonist’s emotional state; Chapman
investigates the Duke of Byron’s almost
uncontrollable anger, to which we are introduced
with his entrance and which is maintained
throughout to the conclusion of the second play.
The audience is shown how anger dominates his
actions and his relationships, leading to his
conspiring against the King of France, Henri IV,
and to his eventual downfall and execution as a
traitor. The study of Byron’s rebellion is so much
concerned with courtly plotting and intrigue, but
with how a character is defined by a particular
emotion. The context for the examination of
Byron’s anger is strictly political with little
attention paid to the personal or domestic spheres.
His anger is substantial, public and provocative; it
is also demonstrative and essential to his identity
as presented to us within the drama. Byron’s
RXWZDUG displays therefore make him vulnerable in
the controlled and undemonstrative, LQZDUG
environment of the Court. In this paper the political
ramifications of the Duke’s public and necessarily
oppositional displays of emotion will be
considered, along with the contrast between
undisguised anger and the intentional (and
politick) suppression of emotion within a Court
environment that privileges subterfuge, intrigue,
manipulation and betrayal.

Space would certainly seem to have emotional
energies: in the eighteenth century, certain spaces
were alive with affective power. Landscape, gardens,
grottos, ruins, all have a special emotional resonance
for the Romantics. But other spaces also display
emotional significance in the writing and art of the
period. Public spaces like theatres, the court, coffee
houses, cathedrals and assembly halls are sites of
social and emotional intensity, and private spaces
like the cabinet, closet and bedchamber feature in
the emotional imaginary of poetry and the novel.
Together with these physical sites there are
experiential fields that claim attention; the “space of
reading”, for instance, which is both a physical
relation between the reader and her book, and a
space of engagement for the imagination and
emotions. This paper is a tentative exploration of how
to think about thinking about emotions in space. It
explores these significant spaces of feeling in the
eighteenth century. Then using one of the most
suggestive and popular spaces of early modern travel
and fiction - the Turkish bath or seraglio - I would
like to investigate what it might mean to “source”
emotions in space and how it might be done. Does
one look for traces (sources), evidence (sources) or
authority of representation (sources)? Can one
effectively map the exchanges of emotional energies
that seem to occur in space, or is it right only to look
for emotional agents? How might we explore the
emotional dynamics and ecologies of space?

This paper will discuss how we can source
emotions from the fencing treatises of fourteenth
and fifteenth century Europe.
Typicallyovershadowed by the fencing treatises of
the sixteenth

.DWKOHHQ1HOVRQLVDVVRFLDWHSURIHVVRULQPXVLFRORJ\
DWWKH6\GQH\&RQVHUYDWRULXPRI0XVLFWKH8QLYHUVLW\
RI6\GQH\6KHUHVHDUFKHVPHGLHYDOVRXUFHVRIFKDQW
DQGLQUHFHQW\HDUVKDVEHHQIDVFLQDWHGE\FKDQWVIRU
WKH(DVWHUYLJLOäVExultetLQ,EHULDQDQG)UHQFK
VRXUFHV

'U0LNH1RODQLVDOHFWXUHULQ(QJOLVK/LWHUDWXUHDW
/D7UREH8QLYHUVLW\0HOERXUQHZKRVHPDLQDUHDRI
LQWHUHVWLV(DUO\0RGHUQGUDPD
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century and their discussions of anger and honour,
I will argue that these earlier treatises provide a
valuable insight into therelationship between
emotions and combat in the late medieval period.
This paper will focus on fear and courage in the
anonymous longsword gloss of “Codex Döbringer”,
MS 3227a, c.1389. This text can be considered
representative of the medieval tradition of
swordsmanship where the purpose of technique
was to manipulate emotion in both oneself and
one’s opponent in order to attain victory. This paper
will be divided between a discussion of how we can
source emotions from medieval and renaissance
fencing manuals in general, and how we can
source the emotions of fear and courage within the
master technique of the Schielhau (“Squinting
Strike”) as described in Codex Döbringer. I will
argue that these manuscripts are opaque to a
simple reading of the written text, and that a
three-fold interpretation of image, performance,
and text is required in order to fully elucidate their
meaning.
0LFKDHO2YHQVLVD3K'FDQGLGDWHZRUNLQJZLWKLQWKH
įHOGRI0HGLHYDODQG(DUO\0RGHUQ6WXGLHVDWWKH
8QLYHUVLW\RI:HVWHUQ$XVWUDOLD+LVSULPDU\UHVHDUFK
LQWHUHVWLVWKHLQWHUVHFWLRQRIIHQFLQJDQG
HSLVWHPRORJLFDOFXOWXUHGXULQJWKH0LGGOH$JHVDQG
WKH5HQDLVVDQFH

.DWULQD2ä/RXJKOLQMRLQHG&+(DV3RVWGRFWRUDO)HOORZ
EDVHGDW7KH8QLYHUVLW\RI:HVWHUQ$XVWUDOLD6KHKROGV
D%$DQG3K'IURP0HOERXUQH8QLYHUVLW\+HUUHVHDUFK
LQWHUHVWVLQFRORQLDODQGSRVWFRORQLDOOLWHUDWXUHDQGDUW
OHGKHUEDFNLQWRWKHHLJKWHHQWKFHQWXU\DQGZRPHQäV
WUDYHOQDUUDWLYHVIRUKHU3K'UHVHDUFK,QVKHZDV
D9LVLWLQJ6FKRODUDW&KDZWRQ+RXVH+DPSVKLUHáD
UHVHDUFKFHQWUHIRUHDUO\ZRPHQäVZULWLQJDQGLQ
D9LVLWLQJ)HOORZDWWKH+XPDQLWLHV5HVHDUFK&HQWUHDW
WKH$18+HUUHVHDUFKIRU&+(LQYHVWLJDWHV
LQWHUQDWLRQDOIULHQGVKLSDQGLQWHOOHFWXDOVRFLDELOLW\LQ
WKHHDUO\PRGHUQSHULRGáRUWKHæ5HSXEOLFRI/HWWHUVç
DVDQHPRWLRQDOFRPPXQLW\
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Stirring the emotions with colour:
exploring emotional representations
through the medium of colour for
audiences of Shakespeare’s Othello

Knives to Nutcrackers: Getting Married
in seventeenth-century England and
America

Alain de Lille’s De planctu Naturae:
Feminine Love and the Pleasures of
Reading

“O beware, my lord, of jealousy.
It is the green-eyed monster which doth mock
The meat it feeds on.”
2WKHOOR, 3.3.169-171

Getting married was a specific punctuation: a
marker; symbolic of a transition in status. It
brought religious fulfillment and celebration;
stabilised economic necessities; and was one of
several rituals which communal life revolved upon.
Many of the sources which survive are legal
documents. These are doubtlessly fruitful but
reveal just one small part of the day. Studying the
object allows an historian to make the immaterial
dimensions into the material: to understand the
importance of emotions, of the transient
expressional forms of those emotions, the
temporary spaces that those expressions existed
within: and, to understand the fundamental
emotion of the wedding day: love. People
commissioned physical “things” to mark this event
and to express love, whether these were knives,
bowls, rings or shoehorns. Marriage was an
incentive for a person to produce such an object,
regardless of status: whether the wedding was an
opulent feast of fabrics and food, a private indoor
ceremony conducted at night or the spoken
promises of two poor persons in a meadow.
Emotion and intent were expressed through the
very physicality of the thing, as well as material,
function and design. The survival of these objects
allows us to understand the significance of love in
the period, both in terms of public displays and as
highly personal, intimate experiences.

In his 'HSODQFWXQDWXUDH (ca. 1175), Alain de Lille
makes love a feminine category allegorised
through the female character Venus. In this he
clearly makes a strategic choice: “amor” is a
masculine noun and, since classical antiquity, it
was habitually personified in the figure of Cupid. By
conflating the most ostensibly deleterious emotion
with the female body in this way, Alain appears to
align himself with the traditional, ultimately
Augustinian distrust of both women and carnal
delight. Interpreted in these terms, the 'HSODQFWX
emerges as a conventional work of misogyny that
argues the need for stringent clerical regulation
over the affective relationships binding men and
women: Venus, representing the fallen, debased
love of post-lapsarian humanity, is balanced
against — and, finally, defined and controlled by
— the male character Genius, the representative of
the contemporary clergy who intervenes at the end
of the text to level an anathema against any who
should fall under the influence of the classical
goddess. And yet there is a great deal that
undermines this neatly gendered opposition. First,
as is clear even from the above, the love that Venus
represents is common to all humanity. Certainly,
Alain’s Nature and the authorial surrogate
recognise as much, if only in highly pejorative
terms, accusing male followers of Venus of
affective hermaphroditism — men who succumb to
“venereal” emotions figuratively become women.
However, this hermaphroditism manifests itself
elsewhere in the text. Both Nature and the
narrator equate hermaphroditism with opulent,
flashy rhetoric, yet themselves use precisely the
verbal exuberance they criticise. This occasions a
relocation and reformulation of love itself, as this
feminised yet universal emotion is now manifested
in the pleasure gained from the text: to follow
Venus is also to enjoy the linguistic texture of
Alain’s writing and the literary artifact now
becomes a legitimate, though still “female” vehicle
for pleasure.

Colour is widely used in early modern literature and
drama as an indicator of emotional states, or in
connection with the expression of emotion. Yet the
symbolic valency of colours in any period is
decidedly varied and context dependent. This means
it can be challenging to read the emotional
significance of colour, or to read the nature of
emotions through their associations with colours.
The application of fixed associations can also limit a
sense of their potential emotional significance. For
example, green could symbolise constancy or
fertility in the early modern setting, but could also
be linked to unrequited love (as in Desdemona’s
Willow Song) and jealousy (“the green-eyed
monster”, as Iago calls it.)Similarly, much critical
attention to Othello has concentrated on the
representation of black and white in relation to early
modern racial ideology, yet these shades may also
denote mourning, unhappiness, hatred, good and
evil, and even, in Elizabethan times, physical defect.
Consider the tonal layers of emotional significance
when Iago talks of “an old black ram […] tupping
your white ewe”. My paper on Othello seeks to
extend the awareness of the play’s emotional range
through acknowledging the polyvalent and shifting
associations within its early modern discourse of
colour and also to develop new depths of emotional
understanding through the coloured lens. As a point
of cultural comparison and contrast, I shall examine
the apparent emotional significance of colour in the
1995 film version directed by Oliver Parker.

6DUDK$QQLVD3K'VWXGHQWLQKHUWKLUGRIIRXU\HDUV
RIVWXG\6KHDWWDLQHGKHUXQGHUJUDGXDWHDQG
PDVWHUäVGHJUHHVDW/DQFDVWHU8QLYHUVLW\6DUDK
$QQäVVXSHUYLVRUVDUH'U6DUDK%DUEHUDQG'U
&RULQQD3HQLVWRQ%LUG

%ULG3KLOOLSVFRPSOHWHGERWKXQGHUJUDGXDWHDQG
PDVWHUVGHJUHHVDWWKH8QLYHUVLW\RI:HVWHUQ
$XVWUDOLDDQGKDVUHFHQWO\FRPPHQFHGKHUGRFWRUDWH
VWXGLHVLQHDUO\PRGHUQOLWHUDWXUHDWWKLVYHQHUDEOH
LQVWLWXWH+HULQWHUHVWVLQFOXGHWKHH[SUHVVLRQRI
HPRWLRQVDQGWKHFURVVRYHURIKLVWRULFDODQGOLWHUDU\
VRXUFHVIURPWKHFODVVLFDOSHULRGWKURXJKWRWKHHDUO\
PRGHUQZKHUHWKLVH[SUHVVLRQFDQEHIRXQG
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'DYLG5ROORLV3URIHVVRURI(QJOLVKDWWKH8QLYHUVLW\RI
6RXWKHUQ&DOLIRUQLDVSHFLDOLVLQJLQWKH)UDQFRSKRQH
OLWHUDWXUHRIPHGLHYDO(QJODQG+HKDVSUHYLRXVO\DOVR
WDXJKW)UHQFKLQFOXGLQJ\HDUVDV$VVLVWDQWDQG
$VVRFLDWH3URIHVVRUDW'DUWPRXWK&ROOHJH+HLV
DXWKRURIIRXUERRNVPRVWUHFHQWO\Kiss my Relics:
Hermaphroditic Fictions of the Middle Ages
&KLFDJR DQG$ODLQGH/LOOHäV De planctu
Naturae: A New Translation from the Latin
IRUWKFRPLQJ 
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Transcontinental and Emotional:
Historians of Late Medieval Germany
and England

“May our ship have a safe passage”:
Social and Emotional Relationships
Aboard Sixteenth- and SeventeenthCentury Sailing Ships

This paper explores how modern historians are
both influenced by historical emotional realities
and how, in turn, that influences the history they
write. The focus will be on late medieval England
and Germany – two countries that are rarely dealt
with in a comparative manner in modern historical
research, especially in terms of the late medieval
period. The reasons for this lack of what would
certainly be a fruitful comparison stem from
history itself. That is, the history of each country
has formed how historians are trained and that in
turn is reflected in the history they write. The
emotional aspect to this is unmistakable upon
closer inspection: two different and, at times even
contrasting, historical landscapes create distinct
emotional landscapes. Thus, this paper explores
how emotions, as both transmitted and
transmuted through a history that is evidently
non-static, are at the very core of historians
themselves. The boundaries between the historical
emotional landscape, hidden from plain view, and
the modern emotional landscape, wherein the
historian is consciously situated, meet to reveal a
distinct line of emotional transmission. As an
exploratory comparison of the historic and the
modern, the English and the German, and the
historian and the history, this paper shows just
how integral emotions are

In 1488, the Portuguese explorer Bartholomeu Dias
sailed around the southern coast of Africa. He was
the first European to do so and it had the farreaching consequence of opening the way for the
establishment of profitable trade between Europe
and the East Indies. The Dutch, the English and the
Portuguese all formed large trading companies and
the sixteenth and seventeenth centuries saw
increasing amounts of traffic on the high seas as
they all competed for the lucrative trades in spices,
ivory and slaves, as well as beginning the
colonisation of the world in the east. The people on
the ships were initially nearly always men,
merchants and traders with their retinue and those
necessary to sail the ships, navigators, pilots and
ordinary seamen. The seaways from Europe to the
East, via the Cape of Good Hope were considered at
the time to be the roughest in the world. A voyage
could take a year and a half at least, to get there and
back again. Many ships that began the voyage never
returned, due to either shipwreck or enemy action.
This paper will focus on the relationships on board
the ships of these early travellers and how emotions
influence their behaviours and activities. Journals,
sea logs and personal diaries reveal the tensions
and emotions that filtered through those on board.
These sources will be examined to identify both the
catalysts for personal conflict among these
travellers, and the consequence of disharmony on
both passengers and crew.

Making Faces

This paper draws out some connections between
CHE’s research in the )DFHVRI(PRWLRQ project and
some of the work of its Education and Outreach
program. The )DFHV project examines the
movement and expression of emotion on the
human face, from 1100-1800, and into later periods
as well, through the Shaping the Modern
program. At its 2012 collaboratory at the University
of Melbourne, a number of presentations reminded
us that the face of emotion is often a moving face,
not just a static index of emotion. During this
collaboratory, we also conducted a number of
video interviews with participants, capturing
scholars speaking about their research in a forum
that is often more dynamic and immediate than a
formal paper, and more suitable to share with a
less specialised audience. Being recorded on film
for possible dissemination and wider consumption
via the web can be a nerve-wracking and a
downright emotional experience for some
scholars. Whether it is because of the political
context of public scrutiny of humanities research
or the temperament that often characterises the
scholar (i.e. ambitious, driven, self-critical, and
hyper-conscious of nuance); being still and
appearing in command of one’s ever-evolving work
is not easy. This may be even more pronounced for
individual scholars within CHE, given the challenge
of re-examining histories so well-known to
scholars, yet possibly disorientating in its newness.
Through a collage of sound, images and the
embodied face, a dynamic moment in time is
captured and an image and history — both
individual and collective — is constructed. In this
paper we will describe the process, and
experience, of conducting video interviews, from
both sides of the camera. We will show some of
our recorded material, illustrating examples of
both edited and unedited content, hoping to
demonstrate the value and usefulness of these
interviews for:

(a) the Centre, as we make complex ideas
accessible, disseminate our research and engage
new audiences to think about the histories of
emotions;
(b) the community, as we create “sources” for the
history of emotions in the field of the moving
image; and
(c) scholars, as we provide a space to share,
examine and reflect upon their work.
$VZHOODVEHLQJWKHDGPLQLVWUDWRURIWKH0HOERXUQH
QRGHRIWKH&+(-HVVLH6FRWWLVDYLGHRDUWLVW
SURJUDPPHUDQGSURGXFHUZKRZRUNVDFURVVWKH
VSHFWUXPRIVFUHHQFXOWXUHLQ0HOERXUQH6KHLVD
IRXQGLQJPHPEHURIDXGLRYLVXDODUWFROOHFWLYH7DSH
3URMHFWVHGLWRURI3LFWXUH6NHZVFUHHQFXOWXUHEORJ
DQGKDVZRUNHGDWWKH$XVWUDOLDQ&HQWUHIRUWKH
0RYLQJ,PDJHLQERWKWKH'LJLWDO6WRU\WHOOLQJDQG
$&0,LQWKH5HJLRQVFRPPXQLW\įOPPDNLQJ
SURJUDPV,QVKHZLOOODXQFKWKH&KDQQHOV
9LGHR$UW)HVWLYDOLQ0HOERXUQH

'HERUDK6HLOHUFRPSOHWHGERWKKHU%$ +RQV DQG
0$LQ0(06DWWKH8QLYHUVLW\RI:HVWHUQ$XVWUDOLD,Q
ODWHVKHPRYHGWR*HUPDQ\WRVWDUWKHU
GRFWRUDWHDWWKH8QLYHUVLW\RI%DPEHUJXQGHUWKH
VXSHUYLVLRQRI.ODXVYDQ(LFNHOV %DPEHUJ DQG
3KLOLSSD0DGGHUQ 8:$ ZLWKKHUGLVVHUWDWLRQIRFXV
EHLQJRQIULHQGVKLSEHWZHHQXSSHUFODVVPHQLQ
(QJODQGDQG*HUPDQ\FF+HUUHVHDUFK
LQWHUHVWVLQFOXGHJHQGHU PDVFXOLQLWLHVLQSDUWLFXODU 
VH[XDOLW\DQGVRFLDOKLVWRU\LQWKHODWHUPHGLHYDO
SHULRG
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/HVOH\6LOYHVWHUFRPSOHWHGKHU0$LQ0HGLHYDODQG
(DUO\0RGHUQ6WXGLHVDW8:$LQIROORZHGE\KHU
GRFWRUDWHDW8:$LQ+HUPRVWUHFHQWSXEOLFDWLRQ
ZDVUHOHDVHGLQODWHDFKDSWHULQWKHFROOHFWLRQ
Experiences of Poverty in Late Medieval and Early
Modern FranceDQGHGLWHGE\$QQH06FRWW $VKJDWH
 6KHKDVFXUUHQWO\VXEPLWWHGDSDSHUIRUWKH
ZRUNVKRS([SHULHQFHVRI&KDULW\WREHKHOGDW8:$LQ
)HEUXDU\+HURWKHUUHVHDUFKLQWHUHVWVLQFOXGH
WKHKLVWRU\RIHPRWLRQVDVVRFLDWHGZLWKPXVLFDQG
VRQJVRIWKHVHDWKHHPRWLRQDOKLVWRU\RIJHQHDORJ\
DQGWKHV\PEROLFDQGVHQWLPHQWDOVLJQLįFDQFHRI
PXVHXPREMHFWVDQGDUFKDHRORJLFDODUWHIDFWV
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Birds and Dissimulation from the
Medieval to the Renaissance

“This Plantation, which the divell
hath so often troden downe”:
Religion and the Settlement of an
Emotional Community in Colonial
Virginia, 1607-1622

When wiser men intervene: the
significance of a literary topos for
discerning displays of anger in sources
for the Crusades

This paper examines the role of emotions –
specifically fear – in the development and early
stages of English settlement at Jamestown. More
so than any other factor, the Protestant belief
system transplanted by the first settlers to Virginia
helps explain the hardships the English
encountered in the New World while influencing
English perceptions of self and other. Out of this
transplanted Protestantism emerged a discourse
of fear that revolved around the agency of the Devil
in the temporal world. Reformed beliefs of the
Devil identified domestic English Catholics and
continental imperial rivals from Iberia as agents of
the diabolical. These fears travelled to Virginia,
where the English quickly ‘satanised’ another
group, the Virginia Algonquians, based upon
misperceptions of native religious and cultural
practices. I argue that English belief in the diabolic
nature of the Native Americans played a significant
role during the “starving time” winter of 16091610. In addition to the acknowledged agency of
the Devil, Reformed belief recognised the reality of
providential actions based upon continued
adherence to the English’s nationally perceived
covenant with the Almighty. Early settlers of
Virginia viewed the myriad tribulations experienced
by the young colony as concrete evidence of God’s
displeasure. A religiously-infused discourse of fear
came to both epitomize and shape the first two
decades of Jamestown’s existence.

In recent years, historians have convincingly
demonstrated that anger features in two mutually
compatible ways in historical narratives of the
twelfth century: on the one hand, as socially
dangerous and sinful; on the other, as a righteous
sentiment, which could signal the renegotiation of
social relationships. An important consequence of
these studies has been the identification of a
semantic distinction in the terminology of anger,
between ira (legitimate wrath) and furor (insensate
fury). This paper explores whether anger was
represented as an appropriate emotion for
Christian combatants to display in twelfth- and
thirteenth-century narrative texts pertaining to the
Crusades. In other words, did crusading provide a
context in which it was legitimate, or perhaps even
praiseworthy, for participants to direct their wrath
against the enemies of Christendom? By
discussing this question, I hope to demonstrate the
significance of a literary topos – the intervention of
wiser men – for interpreting descriptions of
crusader anger, before briefly considering whether
authors were seeking to depict an alien, barbaric
Muslim enemy via their distribution of two rage
terms, IXURU and rabio.

Dissimulation was often used to displace emotions
in late medieval and early modern discourses
around correct language, translation and
behaviour. This paper examines one dissimulation
trope, the bird, across multiple sources, with a
view to better understanding contemporary ideas
of art and of plain speaking.

-HQQ\6PLWKKROGVDQ0$LQ+LVWRU\IURPWKH
8QLYHUVLW\RI0HOERXUQHZLWKDWKHVLVRQWKHKLVWRU\
RILURQ\LQ(QJODQGIURPWKHVWRV6KHLV
LQWHUHVWHGLQWKHKLVWRU\RILGHDVLQWKLVSHULRG
SDUWLFXODUO\LQFKDQJHVLQFRPPRQPHWDSKRUVDQGLQ
WKHQRWLRQRIVHULROXGHUH-HQQ\LVHPSOR\HGLQ
YDULRXVSDUDDFDGHPLFFDSDFLWLHVDQGLVH[SORULQJ
LGHDVIRUDGRFWRUDWHRQWKHKLVWRU\RIPHWDSKRULQ
WKHODWHįIWHHQWKDQGHDUO\VL[WHHQWKFHQWXULHV

The rhetorical trope of the bird was used in many
medieval sources, whether in a group of birds
representing emotional communities, as in
Chaucer’s Parliament of Fowls, or a single bird
used as a mouthpiece for the poet in expressing
emotions about authority, as in Lydgate’s The
Churl and the Bird. Different kinds of birds evoked
different emotions: white birds stood for the
redeemed soul and black for the guilty, the owl for
wisdom, the daw for foolishness. When not
specified, “a bird” in general, or in genus, often
represented nonhuman wisdom, sometimes taking
on the persona of the holy fool.
In medieval discourse, a popinjay or parrot
signified a beautiful or praiseworthy person, with
reference to the bird’s beauty and rarity. It was
considered to have been born in heaven and there
to have learned not only how to speak but also how
to think. After 1492, the growing popularity of
parrots as luxury pets led to their becoming a
symbol for worthless but decorative courtiers. An
example is John Skelton’s Speke, Parrott of 1521,
in which the pampered bird laments the decadence
in which it lives and the chaotic nonsense spoken
around it: a new version of Lydgate’s bird as
metaphor for the court poet himself. Thus,
contemporary emotional responses to artifice and
luxury are combined with older connotations of
dissimulation and of nonhuman wisdom.

6WHSKHQ6SHQFHULVD3K'FDQGLGDWHDW4XHHQ0DU\
8QLYHUVLW\RI/RQGRQ+LVWKHVLVFRQVLGHUVWKH
UHSUHVHQWDWLRQDQGIXQFWLRQRIHPRWLRQVLQWKH
WZHOIWKDQGWKLUWHHQWKFHQWXU\VRXUFHVIRUWKH
&UXVDGHV

0DWWKHZ-RKQ6SDUDFLRLVFXUUHQWO\D3K'VWXGHQWDW
$XEXUQ8QLYHUVLW\ $ODEDPD86$ IRFXVLQJRQ
FRORQLDO$PHULFDQKLVWRU\ZLWKPLQRUįHOGVLQPRGHUQ
DQGHDUO\PRGHUQ(XURSHDQKLVWRU\+HUHFHLYHGERWK
KLV%DFKHORUäVDQG0DVWHUäVGHJUHHVIURP9LUJLQLD
7HFK 9LUJLQLD86$ 

The combination of positively received and
negatively received concepts within the one
rhetorical symbol is a useful way to explore how
meanings, and the emotions invoked by those
meanings, changed over time.
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From Sentimentalism to Science? :
Navigating Feeling in the Encounters
and Ethnographies of French
Revolutionary Voyagers

Encoding emotions into stage directions
in printed Stuart drama

This paper investigates evidence of emotions in
French records of cross-cultural contact, through
a comparison of the encounters between
Tasmanian Aboriginal people and two scientific
expeditions of the French Revolutionary era: the
first led by Bruni d’Entrecasteaux (1792 and ’93)
and the second led by Nicolas Baudin (1802). These
expeditions occurred at different ends of the
French Revolution, of the transformation of natural
history, and of what William Reddy calls the
“erasure of sentimentalism”; not surprisingly,
perhaps, there are significant differences in their
accounts of the Tasmanians they encountered.
Scholars have shown that an emotional economy
was always central in cross-cultural encounters,
but its significance in this case has not previously
been the particular subject of analysis. In this

paper I source and assess the changing or
continuing influence of feelings such as gratitude,
intimacy and fear by comparing the
“anthropological” instructions that were given to
each expedition and the ethnographies that the
voyagers produced, in the context of the culture
and politics of Revolutionary France.
1LFROH6WDUEXFNLVDOHFWXUHULQ+LVWRU\DWWKH
8QLYHUVLW\RI$GHODLGHDQGDQ$VVRFLDWH,QYHVWLJDWRU
ZLWKWKH&HQWUHRI([FHOOHQFHIRUWKH+LVWRU\RI
(PRWLRQV6KHVWXGLHVWKHHLJKWHHQWKWRQLQHWHHQWK
FHQWXU\KLVWRU\RI)UHQFKH[SORUDWLRQLQWKH3DFLįF
DQGLVSDUWLFXODUO\LQWHUHVWHGLQWKHUHODWLRQVKLS
EHWZHHQWKHVRFLHW\FXOWXUHDQGSROLWLFVRI
5HYROXWLRQDU\)UDQFHDQGWKHFURVVFXOWXUDO
HQFRXQWHUVDQGDWWLWXGHVRI)UHQFKYR\DJHU
QDWXUDOLVWVLQWKH3DFLįF

As a result of what Margaret Jane Kidnie calls
“current critical orthodoxy”, the interest in
performance of early modern plays inspired
scholars to place greater emphasis on paratexts.
They shed light on the practical side of stagecraft,
but also draw attention to the very process of
transforming theatrical material into print. Anthony
Hammond claims that Jacobean playwrights took
different media into consideration when writing
concise, actor-oriented, and instructive stage
directions for scripts used in rehearsals, and
elaborating them in printed forms of their texts to
help readers imagine the action on the stage. I will
show that the upsurge of highly visualised forms of
drama, particularly of masques, in the Stuart period
posed new challenges in this respect and inspired
playwrights to resort to purely literary techniques –
previously unused tropes and schemes – when
writing stage directions to make the future
readership emotionally involved in their work.

-LWNDÉWROORY£LVFXUUHQWO\FRPSOHWLQJKHU0$LQ
(QJOLVK/LWHUDWXUHDW&KDUOHV8QLYHUVLW\3UDJXH6KH
LVDOVRZRUNLQJRQDeSURMHFWæ5LFKDUG,,,LQ
7XGRU/LWHUDWXUHDQG$UWçIXQGHGE\WKH)DFXOW\RI
$UWVDW&KDUOHV8QLYHUVLW\
,QVKHREWDLQHGWKH%DNDOD6FKRODUVKLSWR
FRPPHQFHKHU3K'DW2[IRUGRU&DPEULGJHLQ
$XWXPQ6KHKDVD%$LQ(QJOLVK6WXGLHV
GLVWLQFWLRQ DQGD%$LQ-RXUQDOLVP GLVWLQFWLRQ ERWK
DW&KDUOHV8QLYHUVLW\

Using plays by James Shirley and William
Davenant, I will demonstrate that playwrights
began to draw on ekphrasis to set the action on the
stage against a linguistically highly elaborate and
visualised background. Writing directions that were
simultaneously aesthetically pleasing, descriptive,
and informative offered new possibilities for
engaging readers and evoking the desired
emotional reactions in them. Accordingly,
character lists ceased to be mere summaries of
roles and were extended into more comprehensive
descriptions of the characters’ psychological
profiles (as in the case of Shirley’s 7KH3ROLWLFLDQ).
This mirrored the strategies of character
exposition in prose, and helped readers to identify
with, or set against, particular characters even
before they familiarised themselves with the play. I
will argue that these trends prove the potential of
Stuart drama to span the gap between
performance and printed text, and to seek new
ways of addressing readers long before the closure
of theatres during the Civil War made such
strategies essential.
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7KH8QLYHUVLW\RI0HOERXUQH

7KH8QLYHUVLW\RI0HOERXUQH

Teaching the Fear: Gilbert Burnet’s
Accounts of Catholic Violence against
Waldensians (1688)

“Especially delicious and exquisitely
tender”: Chaucer, Coleridge, Emotion
and Affect

*LRYDQQL7DUDQWLQRLVD3RVWGRFWRUDO5HVHDUFK)HOORZ
RIWKH$5&&HQWUHRI([FHOOHQFHIRUWKH+LVWRU\RI
(PRWLRQVDWWKH8QLYHUVLW\RI0HOERXUQH$IRUPHU
+DQV.RKQ0HPEHURIWKH6FKRRORI+LVWRULFDO
6WXGLHVDWWKH,QVWLWXWHIRU$GYDQFHG6WXG\LQ
3ULQFHWRQ  DQGDIRUPHU5HVLGHQW)HOORZRI
WKH.¦WH+DPEXUJHU.ROOHJDW5XKU8QLYHUVLW\
%RFKXP  KLVSXEOLFDWLRQVLQFOXGH
Republicanism, Sinophilia and Historical Writing:
Thomas Gordon (1691?-1750) and his ‘History of
England’ %UHSROV ã0DUWLQ&OLIIRUGDQGæ$
7UHDWLVHRI+XPDQH5HDVRQç  $(XURSH:LGH
'HEDWHäLQPhilosophy and Religion in
Enlightenment BritainHG5XWK6DYDJH 2[IRUG83
 SSã$OWHUQDWLYH+LHUDUFKLHV0DQKRRG
DQGXQEHOLHILQHDUO\PRGHUQ(XURSHäLQ
Governing Masculinities: Regulating Selves and
Others in the Early Modern PeriodHGV6XVDQ
%URRPKDOODQG-DFTXHOLQH9DQ*HQW $VKJDWH 
SSLo scrittoio di Anthony Collins
(1676-1729): i libri e i tempi di un libero pensatore
0LODQ)UDQFR$QJHOL 

In the period 1660-85, with the exception of short
interludes in 1662 and 1672, English Catholics did
not enjoy freedom of worship, and their property
was at risk. In the Whig-dominated years after
1678 England fell into the grip of an “anti-popish”
hysteria. Some 200,000 people are reported to have
attended the burning of an effigy of the pope at
Temple Bar in 1679. Sets of playing cards depicting
Catholic atrocities were also issued. The antiCatholic prejudice was further exacerbated on the
accession to the throne in 1685 of James II, the
first openly Catholic monarch in England since
Mary I had died in 1558.
In this paper I plan to focus on Gilbert Burnet, a
major political propagandist for William and Mary,
and his blood-dripping accounts of the Catholic
persecution of the Piedmontese Waldensians. In
April 1686, a joint Catholic French and
Piedmontese army had been dispatched to crush
the resistance of the Waldensians. About 3,000 of
the 14,000 pre-1685 Waldensians converted to
Catholicism, but most fought and died or were
forcibly exiled. The 1655 massacre of the
Waldensians had als prompted a national
campaign on their behalf in England, and churches
were painted red to visually symbolise the
bloodshed. But in neither case was the outcry
about Catholic violence against the only “visible”
church upholding the apostolic faith accompanied
by condemnation of English Protestant violence
against Catholics in England (and, above all, in
Ireland). It served instead as a further justification
for anti-Catholic persecution. A politically topdown intolerant attitude towards Catholics came to
spread among the English “mobs”, playing on their
deep-seated fears and xenophobia. AntiCatholicism ultimately shaped the British
Protestant “emotional community” far beyond the
merely political aims of the anti-popish
propaganda actors.
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The most common narratives in Chaucerian
reception history use broad brushstrokes to
contrast discrete phases of Chaucerian readership
and interpretation. We customarily say that in the
sixteenth century, for example, Chaucer was prized
as a courtly poet; in the eighteenth century, as a
bawdy or satirical poet; and in the nineteenth
century, as a poet of sentiment. Coleridge
described his “unceasing delight in Chaucer” as an
“exquisitely tender” poet, a reading that would
have been unrecognisable a hundred years earlier,
and that is now marked primarily by its own
historicity as a “romantic” construction, or reading,
of Chaucer. Such shifts are usually read through
the history of taste and changing fashions in
medievalism and the readerly constructions of
different Chaucers. But this reception history
might also function as an important source for the
history of emotions; and the representation in
critical discourse of changing patterns of affect
and feeling in response to literary texts. In this
paper I will use Coleridge’s reading of Chaucer to
test ways in which the history of emotions and the
study of these longer patterns of Chaucerian
reception might inform and illuminate each other.
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Making Faces

Encountering emotions: cross-cultural
contacts, historical sources and
Moravian missions

This paper draws out some connections between
CHE’s research in the )DFHVRI(PRWLRQ project and
some of the work of its Education and Outreach
program. The )DFHV project examines the
movement and expression of emotion on the
human face, from 1100-1800, and into later periods
as well, through the Shaping the Modern
program. At its 2012 collaboratory at the University
of Melbourne, a number of presentations reminded
us that the face of emotion is often a moving face,
not just a static index of emotion. During this
collaboratory, we also conducted a number of
video interviews with participants, capturing
scholars speaking about their research in a forum
that is often more dynamic and immediate than a
formal paper, and more suitable to share with a
less specialised audience. Being recorded on film
for possible dissemination and wider consumption
via the web can be a nerve-wracking and a
downright emotional experience for some
scholars. Whether it is because of the political
context of public scrutiny of humanities research
or the temperament that often characterises the
scholar (i.e. ambitious, driven, self-critical, and
hyper-conscious of nuance); being still and
appearing in command of one’s ever-evolving work
is not easy. This may be even more pronounced for
individual scholars within CHE, given the challenge
of re-examining histories so well-known to
scholars, yet possibly disorientating in its newness.
Through a collage of sound, images and the
embodied face, a dynamic moment in time is
captured and an image and history — both
individual and collective — is constructed. In this
paper we will describe the process, and
experience, of conducting video interviews, from
both sides of the camera. We will show some of
our recorded material, illustrating examples of
both edited and unedited content, hoping to
demonstrate the value and usefulness of these
interviews for

(a) the Centre, as we make complex ideas
accessible, disseminate our research and engage
new audiences to think about the histories of
emotions;
(b) the community, as we create “sources” for the
history of emotions in the field of the moving
image; and
(c) scholars, as we provide a space to share,
examine and reflect upon their work.
6WHSKDQLH7ULJJLV&,LQ&+(DQGSURJUDPOHDGHUIRU
6KDSLQJWKH0RGHUQ+HUPRVWUHFHQWERRNLVShame
and Honor: A Vulgar History of the Order of the
Garter 8QLYHUVLW\RI3HQQV\OYDQLD3UHVV 
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-DFTXHOLQH9DQ*HQWLVDKLVWRULDQDQGWHDFKHVLQ
*HQGHU6WXGLHVDQGLQ0HGLHYDODQG(DUO\0RGHUQ
6WXGLHVDW7KH8QLYHUVLW\RI:HVWHUQ$XVWUDOLD6KHLV
DOVRD5HVHDUFK)HOORZZLWKWKH$5&&HQWUHIRUWKH
+LVWRU\RI(PRWLRQV (XURSH DW8:$DQGD
9LVLWLQJ3URIHVVRUDW8PH§&HQWUHIRU*HQGHU
6WXGLHV8PH§8QLYHUVLW\LQ6KHKDV
SXEOLVKHGRQ6ZHGLVKPDJLFWKHERG\DQGHPRWLRQV
JHQGHUDQGFRORQLDOPLVVLRQHQFRXQWHUVLQ$XVWUDOLD
DQGWKH$WODQWLFDQGJHQGHUDQGHPRWLRQVLQWKH
1DVVDX2UDQJHIDPLO\6KHLVWKHDXWKRURIMagic,
Body and the Self in Eighteenth-Century Sweden
%ULOO$FDGHPLF3XEOLVKHUV DQGFRHGLWRU ZLWK
6XVDQ%URRPKDOO RIGoverning Masculinities in the
Early Modern Period: Regulating Selves and Others
$VKJDWH +HUQHZUHVHDUFKSURMHFWæ(DUO\
PRGHUQFRORQLDOLVPREMHFWVDQGHPRWLRQVç
LQYHVWLJDWHVWKHOLQNVEHWZHHQHDUO\PRGHUQFRORQLDO
HQFRXQWHUVREMHFWVDQGHPRWLRQVLQGLYHUVHįHOGV
VXFKDVWKH'XWFKDQG6ZHGLVK(DVW,QGLD
&RPSDQLHV0RUDYLDQPLVVLRQVDQG/LQQDHXV
VWXGHQWVäFROOHFWLRQV7KHSURMHFWSD\VSDUWLFXODU
DWWHQWLRQWRWKHUHSUHVHQWDWLRQRIHDUO\PRGHUQ
FRORQLDOHQFRXQWHUVLQFXUUHQWPXVHXPH[KLELWLRQVLQ
WKH1HWKHUODQGV6ZHGHQDQG$XVWUDOLD

This paper will discuss how emotions were
expressed, adapted and perhaps even understood
as a driving social force in cross-cultural
encounters at Moravian missions along the
Atlantic rim in the eighteenth century. The
emotional regimes of Moravian missions came to
impact later directly on Australia when Moravians
set up missions from the mid-nineteenth century
in Victoria and Queensland and indigenous people
had to engage with their social, gendered and
emotional practices which have left a lasting
legacy to this day.
In this paper I am particularly interested in
exploring the variety of extant early modern
sources for Moravian emotions such as paintings,
diaries, letters, material objects and the spiritual
biographies of converts. How do these genres
produce similar or different narratives of emotions
and how do we read them? Do we gain a deeper
understanding of the complex nature of crosscultural encounters and their emotional narratives
if we expand our sources beyond the traditional
textual genres (letters, diaries, travel descriptions)
to include visual material and material objects?
And how can we reconcile the study of emotions
with the gendered nature colonial encounters?
While I will restrict my paper to a discussion of
Moravian missions, I find it worthwhile to ponder
the possibilities of extending this perspective to
include other “emotional communities” which
were similarly involved in cross-cultural
encounters such as East India Companies and
especially the Dutch VOC/ WIC and the Danish East
India Company whose spheres of influence overlap
politically with many of the early Moravian
enterprises.
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0RQDVK8QLYHUVLW\

Shark

Describing emotions in drama - rasas

(Co-written with Constant Mews, to be
presented by Carol Williams)

Travesty and skullduggery:
sourcing emotions in the
Chronica Polonorum

or

Music is the …”exaltation of the mind
derived from things eternal bursting
forth in sound”

Why do Indians get more out of
Shakespeare than Westerners?
The 2[IRUG(QJOLVK'LFWLRQDU\ gives the first recorded
usage of the work “sharke” in a report of a
“marveilous straunge fishe” that was caught
accidentally in mackerel nets and brought into
London, where it was wondered at and then eaten, in
1569. It is thought that this would have been the first
sight of a shark on English soil and the only marine
context for the word “sharke” in the language at the
time, but the work of poets like Richard Brathwait
(1588-1673) demonstrates how quickly the shark
became absorbed into the culture. Brathwait was
one of the earliest poets in the language to use
“shark” across its several different meanings. In The
Sequesteres Sonnet from 7KH&DSWLYHFDSWDLQ (1665), it
is “State sharks [who] collect the rent of Subject”
(19). In his $7DUSDXOLQ from The honest ghost (1658)
the fishy and the fleshy shark are elided to describe
the man who preys on other men but seldom prays to
heaven. The pun on preying and praying serves to
endorse the damnable nature of the «sharke”,
thereby reflecting unfavourably upon the real shark in
the process. In Charles Cotton’s (1630-1687)
Scarronides (1667) Sharks are “greedy fishes” that
Aeneas asks Jove to protect him from as he finds
himself in the middle of a tempest at sea. In William
Diaper’s (d. 1717) 1HUHLGHVRU6HD(FORJXHV (1712)
sharks may be considered as friendly to men only
when compared to women: “Fierce Sharks by gentle
Usage are reclaim’d/But Female Pride is savage, and
untam’d”. (55-57). This paper explores the
representation of sharks as ruthless man-eaters in
early modern culture and its impact on subsequent
representations to the present day. By considering
alternative ways of representing sharks in art it is
hoped that more positive attitudes may be fostered
towards them in the wild.

Bishop Vincentius of Cracow wrote the Chronica
3RORQRUXP in the late twelfth century and his work
was readily accessible to the learned elites in the
ages to follow. The first native chronicler of Poland,
Vincentius was learned in Roman law and steeped
in classical tradition and wrote a work which gave
his recently Christianised countrymen an ancient
heritage and placed their roots within the
framework of universal history. This paper will
explore the use of emotions by Vincentius focusing
on the public display of emotions.
'DULXV9RQ*XHWWQHUVWDUWHGKLVDFDGHPLF
HQJDJHPHQWDVDKLVWRULDQRIWKH0LGGOH$JHVDQGKLV
UHVHDUFKDQGWHDFKLQJFRQFHQWUDWHGRQFXOWXUDO
DVSHFWVRIUHOLJLRXVZDUIDUHFUXVDGLQJPLOLWDU\
RUGHUVDQGLGHQWLW\,QWKHUHFHQW\HDUVKLVLQWHUHVW
VKLIWHGWRZDUGVJOREDOKLVWRU\ RUWUDQVQDWLRQDO
KLVWRU\RUZRUOGKLVWRU\ PDLQO\DVDUHVXOWRIEHLQJ
LQYROYHGLQLQWHUGLVFLSOLQDU\UHVHDUFKDQGWHDFKLQJ
VXEMHFWVZKLFKH[DPLQHKLVWRU\IURPDJOREDO
SHUVSHFWLYH+HLVLQWHUHVWHGLQWKHFRPPRQSDWWHUQV
ZKLFKHPHUJHGDFURVVDOOFXOWXUHVLQDVSHFWVRI
ZRUOGKLVWRU\ZKLFKKDYHGUDZQSHRSOHRIWKHZRUOG
WRJHWKHUDQGWKHH[DPLQDWLRQVRIWKHVHSDWWHUQV
ZKLFKUHYHDOWKHGLYHUVLW\RIWKHKXPDQH[SHULHQFH
3UHVHQWO\KHLVZRUNLQJRQWKHįUVWFULWLFDO(QJOLVK
HGLWLRQRIWKHChronica Polonorum

One important link between the ancient and
modern is the Indian theory of rasas in
performance art which dates back to before the
time of Plato. The sophistication, flexibility and
subtlety of this approach puts to shame the
western equivalent, Aristotle’s rather crude
division of genres between epic, lyric and drama,
and comedy, tragedy and pastoral. For example, in
the Indian aesthetic theory of rasas the single
western term “tragedy”, said to be the medium
inducing “pity and fear” in the audience and
providing a catharsis, can be articulated and
expressed through not just one but a range of
emotional states, each with its own set of specific
conventions. The crucial text is Bharata’s The
Natyasastra: A Treatise on Hindu Dramaturgy and
Histrionics, often shortened to Natya Shastra,
written in Sanskrit sometime between 200 BC and
200 AD. This paper contemplates the observation
made by John Russell Brown on visiting India:

The musical aesthetic of Thomas Aquinas, though
austere, reveals an intense sensitivity to the
affective power of music. As a result he found
himself, like Augustine, caught between
responding positively and negatively to the use of
music in the liturgy. On the one hand “vocal praise
arouses the interior affection of the one praising
and prompts others to praise God” [ST II ii question
xci, article 1 ad 2] but music could also “move the
soul to pleasure rather than create a good
disposition in it.” [ibid article 2 ad 4] While it has
been assumed that the expression of emotion has
little place in our understanding of chant of the
medieval church, the work of Guy of St Denis can
be seen to develop a contrary case. Was his exposé
of the expressivity of modes in specifically named
chants an outcome of the influence of Aquinas?
This paper investigates the impact of Aquinas’
3DVVLRQVRIWKH6RXOon Parisian chant theory of the
late thirteenth and early fourteenth centuries.

“… it seems at first that when watching some Asian
performances theatre scholars feel strangely at
home and Shakespeare scholars, in particular, can
get the impression that they are closer than usual
to the kind of experience that his plays gave to
audiences when they were first performed”.

&DURO:LOOLDPVLVDPHGLHYDOLVWDQGHDUO\PXVLF
SHUIRUPHUDVVRFLDWHGZLWKWKH&HQWUHIRU0HGLHYDO
DQG5HQDLVVDQFH6WXGLHVDW0RQDVK8QLYHUVLW\
5HFHQWO\KHUWHDFKLQJKDVIRFXVHGRQWKH$UWKXULDQ
WDOHVXVLQJWKHPWRFRQVLGHUWKHįQHOLQHEHWZHHQ
KLVWRU\DQGP\WKKHUUHVHDUFKLVPDLQO\GRQH
FROODERUDWLYHO\ZLWKWKHFXUUHQWSURMHFWGLUHFWHGWRDQ
HGLWLRQDQGWUDQVODWLRQRIWKHTractatus de tonisRI
*X\RI6DLQW'HQLV

%RE:KLWHLVD&,LQWKH$5&&HQWUHRI+LVWRU\RI
(PRWLRQVDQG:LQWKURS3URIHVVRURI(QJOLVKDW8:$
+LVUHFHQWERRNJohn Keats: A Literary Life ( 
KDVEHHQUHLVVXHGLQSDSHUEDFN

'U9LYLHQQH:HVWEURRNLVDQ$VVRFLDWH3URIHVVRUDW
1DWLRQDO7DLZDQ8QLYHUVLW\DQGD9LVLWLQJ5HVHDUFK
)HOORZDWWKH&HQWUHIRUWKH+LVWRU\RI(PRWLRQV+HU
SULPDU\DUHDRIUHVHDUFKLVWKHH[SORUDWLRQRIWKH
DIWHUOLYHVRIWH[WVįJXUHVDQGLVVXHV+HUFXUUHQW
UHVHDUFKSURMHFWH[SORUHVWKHZD\VLQZKLFKVKDUNVKDYH
EHHQXQGHUVWRRGWKURXJKWLPHDFURVVFXOWXUHVDQGLQD
ZLGHUDQJHRIPHGLD
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Despair and the theatrical depiction of
psychic disturbances: suicide in
seventeenth-century French drama

Emotions Backstage: the literal and
imaginary space of the seventeenth
century Tiring House

Research for this paper is part of a larger project
which traces the representation of suicide in early
modern French theatre and locates this within the
society of the time. Looking at writings which
approach the subject from theatrical, legal,
theological and medical perspectives, I examine
how these texts find differing and complex ways of
expressing or, indeed repressing, transhistoric
issues at the heart of human experience ; namely
desire, desperation, defiance, attitudes towards
death and the after-life, and the power structures
in which individuals exist. In this paper, however, I
will be focusing on the depiction of suicide as
spectacle within the genre of tragedy. Suicide,
more than any other mode of dying, is a histrionic
display in which the individual seeks to express
his/her feelings by attempting to formulate, order
and act out his/her own departure. The choice to
die can be invested with a range of meanings- the
decision to take one’s own life can be viewed as
deeply personal or part of a collective movement,
an act of desperation or a lucid and noble instance
of rebellion. My critical approach concentrates, by
means of close textual readings, on the aesthetic
experience, namely, how the emotions of the stage
characters are rendered by the playwrights and
how the enactment of suicide in tragedy is
designed to elicit a powerful response from the
audience. Suspended between poles of utter
despair and the possibility for escape, the
contemplation of suicide often pivots around
juxtaposed contradictory perspectives, emotions
and means of expression. In case studies of three
plays (Racine’s Phèdre; L’Hermite’s La Mariane and
La Calprenède, La Mort de Mithridate), I intend to
unravel the differing emotions expressed in the
face of willing one’s own death.

'U(PLOLD:LOWRQ*RGEHUIIRUGH0$ 2[RQ 0$
'LSORPDLQ,QWHUSUHWLQJDQG7UDQVODWLRQ  8QLYHUVLW\
RI%DWK 03KLO3K' &DQWDE LVFXUUHQWO\DUHVHDUFK
IHOORZDW&ODUH+DOODWWKH8QLYHUVLW\RI&DPEULGJH
ZKHUHVKHWHDFKHVIRUWKH)UHQFKGHSDUWPHQW
(PLOLD:LOWRQ*RGEHUIIRUGHZRUNVRQ)UHQFKWKHDWUH
LQWKHHDUO\PRGHUQSHULRG+HUERRNMendacity and
the Figure of the Liar in Seventeenth-Century
French ComedyLVWREHįQLVKHGWKLVVSULQJ+HU
QHZSURMHFWH[DPLQHVVXLFLGHLQVHYHQWHHQWKFHQWXU\
GUDPD6KHKDVSXEOLVKHGDUWLFOHVRQ0ROLªUH5RWURX
DQG7ULVWDQ/ä+HUPLWHDQGLVFXUUHQWO\ZRUNLQJRQD
FKDSWHURQ%HUQDUG/DP\DQG3LHUUH1LFROHIRUDQ
HGLWHGFROOHFWLRQHQWLWOHGGuilty Pleasures: Theater,
Piety and Morality in Seventeenth-Century France
She is Australian!
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“my business here was to see the inside of the
Stage and all the Tiring-roomes and Machines;
and endeed it was a sight worth seeing. But to see
their clothes and the various sorts, and what a
mixture of things there was, here a wooden leg,
there a ruff, here a hobby-horse, there a Crowne,
would make a man split himself to see with
laughing” (19 March 1666).

As a liminal and exclusive space of restricted
access the tiring house had a potent force for the
playgoing imagination. The entrance to the elite
boxes on stage at the indoor theatres pre and post
restoration led through the tiring house. This
arrangement strongly proposes the cultural caché
of this exclusive glimpse behind the scene. Samuel
Pepys’ diary accounts of his visits backstage offer
first hand testimony of the erotic voyeurism
afforded by the glimpse of undressed or predressed actors for instance, which subsequently
informs the emotional engagement with the
performance. In this paper I work back from these
post-restoration accounts to explore the
significance of the space of the tiring house in the
intellectual and emotional experience of the
seventeenth century playgoer.

“… she tooke us up to the Tireing-rooms […] where
Nell was dressing herself, and was all unready;
and is very pretty” 5 October 1667
This paper proposes that an understanding of
emotion and playgoing in the seventeenth century
requires consideration of the space in which this
affective social exchange took place. The space of
performance is a significant source of evidence of
the emotion of early modern performance. Whilst
the material and performance space of the early
modern English theatre has received sustained
critical attention, the space of the Tiring House
(what is known as “backstage” in modern theatre
auditoria) has not. The backstage and dressing
space of the theatre exists in three distinct ways.
Firstly it performs a function as the “off-stage”
world of the play. The early modern tiring house
was situated immediately on the other side of the
stage, divided only by the backstage wall or IURQV
scenae. Performers “entered” the Greek camp, a
lunatic asylum, Friar Laurence’s cell, for instance,
by exiting the stage through a door of the IURQV
scenae. The tiring house existed also as a material
space for the everyday professional work of the
actor, containing costumes, staged properties and
promptbooks as well as personnel to help with
dressing, applying makeup, and remembering
lines and props. This material space would have
been highly regulated in order to scaffold the
smooth running of performances. Finally, the tiring
house existed as a provocative site of
transformation in the imagination of the audience.

3HQHORSH:RRGVLVD5HVHDUFK$VVRFLDWHZLWKWKH
&HQWUHRI([FHOOHQFHIRUWKH+LVWRU\RI(PRWLRQV
ZRUNLQJRQDXGLHQFHDQGHPRWLRQLQHDUO\PRGHUQ
SHUIRUPDQFHKLVWRU\DQGFROODERUDWLQJZLWK8.DQG
$XVWUDOLDQWKHDWUHVRQUHVHDUFKLQWRDXGLHQFHDQG
HPRWLRQLQWKHDWUHVSHFWDWRUVKLSWRGD\3HQHORSHDOVR
ZRUNVRQFURVVFXOWXUDOSHUIRUPDQFHDQGWKH
LQWHUQDWLRQDOWKHDWUHWRXUERWKQRZDQGKLVWRULFDOO\
3HQHORSHFROODERUDWHGZLWK6KDNHVSHDUHäV*OREHDQG
4XHHQ0DU\8QLYHUVLW\RI/RQGRQRQD3K'SURMHFWRQ
VSHFWDWRUVKLSUHFRQVWUXFWLRQDQGDXGLHQFHV6KHKDV
DIRUWKFRPLQJFKDSWHURQVHYHQWHHQWKFHQWXU\
DXGLHQFHVLQæ7KH,QGRRU7KHDWUH$XGLHQFH3LW\DQG
:RQGHUçLQMoving Shakespeare IndoorsHGLWHGE\
$QGUHZ*XUUDQG)DUDK.DULP&RRSHU &DPEULGJH
8QLYHUVLW\3UHVV DQGDIRUWKFRPLQJFKDSWHURQ
\RXQJDXGLHQFHVWRGD\LQæ7KH6KDNHVSHDUH
$XGLHQFH'HEDWHDQG3URYRFDWLRQçLQShakespeare
in Practice: The AudienceE\6WHSKHQ3XUFHOO
3DOJUDYH0DFPLOODQ 
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4XHHQVERURXJK&RPPXQLW\&ROOHJH

Looking for Love in All the Wrong
Places: Avarice and the Emotions in
Thirteenth and Fourteenth Century
Pastoral Sources

The Ascesis and Poetics of Happiness in
the Works of Thomas Traherne

This paper focuses on the role of the emotions in
pastoral writings on avarice during the thirteenth
and fourteenth centuries. In the wake of Lateran IV
and the “pastoral revolution” that followed, late
medieval moralists concentrated a great deal of
their efforts on the deadly sin of avarice in the
proliferating literature they provided for those
responsible for preaching and other duties of
pastoral care. Frequently identified (with biblical
warrant, under the rubric of “the love of money”)
as the root of all evils, this sin seemed ubiquitous
and uniquely disruptive of the social fabric. This
paper explores the implications of this source type
for the history of emotions from two angles. First,
it looks at the ways in which moralists appealed to
emotions through a variety of techniques (such as
the use of exempla) aimed at eliminating
avaricious behaviours. Second, it explores how
avarice itself was linked to the emotions, including
the implications of this vice upon various emotional
communities (for example, the family). Together,
these two perspectives enable a deeper
understanding of the attention paid in these
sources to emotional regulation as part of the
effort to eradicate vice from Latin Christian society.

6SHQFHU<RXQJUHFHLYHGKLV3K'LQPHGLHYDOKLVWRU\
DWWKH8QLYHUVLW\RI:LVFRQVLQ0DGLVRQLQ'HFHPEHU
+HKDVVLQFHKHOGSRVLWLRQVDWWKH8QLYHUVLW\RI
1RWUH'DPHWKH3RQWLįFDO,QVWLWXWHRI0HGLDHYDO
6WXGLHVDQGWKH8QLYHUVLW\RI:HVWHUQ$XVWUDOLD
ZKHUHKHLVFXUUHQWO\D5HVHDUFK$VVRFLDWHZLWKWKH
$5&&HQWUHRI([FHOOHQFHIRUWKH+LVWRU\RI(PRWLRQV
+HLVWKHHGLWRURICrossing Boundaries at Medieval
UniversitiesZKLFKDSSHDUHGZLWK%ULOOLQDQG
WKHDXWKRURIScholarly Community at the Early
University of Paris: Theologians, Education and
Society, 1215-1248IRUWKFRPLQJZLWK&DPEULGJH
8QLYHUVLW\3UHVV

7DQ\D=KHOH]FKHYDWHDFKHV&ROOHJH:ULWLQJDQG
,QWURGXFWLRQWR/LWHUDWXUHFRXUVHVDW4XHHQVERURXJK
&RPPXQLW\&ROOHJHVLQFHWKH)DOOVHPHVWHU6KH
REWDLQHGKHUGRFWRUDWHIURP1RUWKHDVWHUQ8QLYHUVLW\
LQ-DQXDU\+HUVFKRODUO\ZRUNIRFXVHVRQWKH
SUREOHPRIWKHXQįQLVKHGLQWKHZRUNVRI7KRPDV
7UDKHUQHDQGH[WHQGVWRLVVXHVUHODWHGWRWKHGLJLWDO
KXPDQLWLHV

Thomas Traherne’s works which have come to us
after a series of chance discoveries are only now
being read more fully for the first time. His works
draw their audiences with a characteristic
emphasis on joy. They lie on the verge of the
transition between unrestrained enthusiasm
evident in the sect of the enthusiasts and the
self-imposed sobriety of the enlightenment. I
argue that Traherne’s exuberant joy is an ascetic
discipline rather than an attempt to avoid the
harsh reality of life: to be happy, one needs to
focus on God’s created world; one cannot
contemplate on anything which falls in the realm
of negativity. This ascetic feat is complicated by
personal and social norms: on the other hand the
display of emotion comes with reservation on the
part of Traherne and on the part of his eighteencentury readers. Yet Traherne’s exuberance has a
dangerous and more popular cousin in the sect of
the enthusiasts which Traherne’s brother, Philip,
has attempted to address in his revision of Poems
of Felicity. I argue that Traherne’s works
demonstrate that early modern emotions of joy
could circulate in manuscript form among a
limited group of scribes and that the public
discourse would not admit wider circulation
because joy was presumably already appropriated
by the sect of the enthusiasts. If Traherne did want
to publish his works, his challenge—perhaps an
impossible one—lay in removing the social stigma
of exuberant joy, a challenge with which he does
not seem address adequately. Finally, I will
demonstrate that the stylistic devices which
Traherne uses in order to encode the infinite
potential of joy include admiration, repetition, and
untraceable thematic trajectories. I will show that
the textual manifestation of joy is evident in a
proliferation of unfinished and copious texts.

0RXUQHUVWK&HQWXU\1HGHUODQGLVK
k7KH0HWURSROLWDQ0XVHXPRI$UW
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Sourcing Emotions Conference Presenters and Sessions List

DAVIDSON, Jane
ZLWK

The University of
Western Australia

Roundtable: ‘Musical (e)motions, 1100–1800: reading
(and hearing?) early modern manuscripts’

Plenary Speakers

Kathleen Nelson

The University
of Sydney

“Considering meaning and partial notation ca. 1100.”

Andrew Lawrence-King

The University of
Western Australia;
Guildhall School of
Music & Drama,
London

“Exploring the Play of Daniel, 13th-century drama, by
students at the school of Beauvais Cathedral.”

Denis Collins:

The University of
Queensland

“Emotion and enigma in early modern music
manuscripts.

Alan Maddox

The University
of Sydney

“Early modern music manuscripts as emotional
mediators and objects of desire.”

Tim Carter

The University of
North Carolina

“From Script to Print ... to Script: Emotion and
Meaning in (Some) Early Modern Musical Sources.

DAVIDSON, Jane
(with Sandra Garrido)

The University of
Western Australia

‘Music and Mood Regulation:
Musical Prescriptions in the Medieval and Early
Modern World

Friday 28 June @ 4.00pm

DELL, Helen

The University of
Melbourne

What is an authentic performance of medieval song?

Friday 28 June @ 4.00pm

DERRIN, Daniel

Macquarie University

What’s So Funny about Humour?: Historical Sources
of Humour in Chapman’s A Humorous Day’s Mirth

Friday 28 June @ 10.30am

DÍAZ-VERA, Javier E.

Universidad de
Castilla-La Mancha

Embodying social emotions: the verbal and visual
representation of shame and regret in medieval
England

Thursday 27 June @ 3.30pm

DOREY, Margaret

The University
of Tasmania

Reading across the records: exploring conflict within
London’s Food Companies, 1660-1710

Thursday 27 June @ 11.30am

FLANAGAN, Tim

University of Notre
Dame Australia

‘The Joy of Martyrs’

Saturday 29 June @ 9.00am

FORBES-MACPHAIL,
Imogen

The University of
Western Australia

‘No, No, they do but jest, poison in jest, no offence
i’th’world’: Extending the Comic into Tragedy in
Shakespeare’s plays

Saturday 29 June @ 11.30am

FRENCH, Kathleen

The University
of Sydney

Happiness and the Discovery of the New World

Thursday 27 June @ 3.30pm

GARRIDO, Sandra

The University of
Western Australia

‘Music and Mood Regulation:

Friday 28 June @ 4.00pm

AMELANG, James

Universidad Autónoma

The Sources of Mourning: Autobiography, Ritual,
Sincerity

Saturday 29th June, 10.30am

CARTER, Tim

University of North
Carolina

From Conception to Delivery: Sourcing (Musical)
Emotions in Early Baroque Italy

Friday 28 June @ 9.00am

McNAMER, Sarah

Georgetown University

“Literature as Source for the History of Emotion”

Thursday 27 June @ 2.00pm

RANDOLPH, Adrian

Dartmouth College

Art and Askesis: Donatello’s Magdalen as an
Emotional Source

Friday 28 June @ 1.00pm

Paper Presenters

Saturday 29 June @ 9.00am

ADAMS, Glenys L

The University of
Melbourne

Captured Emotions: the memorialization of Filippo
Neri and the Oratorian narrative

Friday 28 June @ 2.00pm

AKAGAWA, Natsuko

The University of
Western Australia

Layers of emotion and tradition: early modern ‘west’
in Japan

Friday 28 June @ 4.00pm

The University of
Western Australia

Performing as one of ‘…the King’s Whore[s]’:
Translating the emotive performance practices of
Mary “Moll” Davis

Saturday 29 June @11.30am

University of
Auckland

Grammar and Pragmatics of Emotion in the later
Middle Ages

Thursday 27 June @ 3.30pm

The University of
Adelaide

Reading emotions in merchant practices in late
medieval and early modern England, c. 1450-1650

Thursday 27 June @ 3.30pm

BARCLAY. Katie

The University of
Adelaide

Greed, Gambling and Family Ties: Eighteenth-Century
Inheritance Disputes

Thursday 27 June @ 9.30am

BARNES, Diana

The University of
Western Australia

Emoting Suburbia: London Citizen Comedy of the
1630s

Friday 28 June @ 4.00pm

BENNETT, Alana

The University of
Western Australia

“For musike meueþ affecciouns”: Using popular
literature to reconstruct medieval performance
practice

Friday 28 June @ 4.00pm

BONZOL, Judith

The University
of Sydney

“Passions of the Heart”: Bewitchment, Possession,
and Emotional Responses to Death and Dying in Early
Modern England

Friday 28 June @ 2.00pm

The University of
Western Australia

Emotional Currents in the Indian Ocean: VOC
Correspondence and Shipwrecks on Australian
Shores

Thursday 27 June @ 9.30am

BRYANT, Diana

Independent Scholar

“Madama mia amantissima”: signs of affection in the
private correspondence of Eleonora d’Aragona and
Ercole I d’Este (1477-79).

Thursday 27 June @ 11.30am

(with Jane Davidson)

BURTON, Jill

University of South
Australia

Family Feeling—Lady Anne Clifford and her
Inheritance

Thursday 27 June @ 11.30am

GOLOZUBOV,
Alexander

National Technical
University “Kharkiv
Polytechnic Institute”

The Franciscan Attitude to Joy, Laughter and
Foolishness in the Context of Further Development of
the Western Christian Tradition.

Friday 28 June @ 10.30am

CARPENTER, Jennifer

Australian Catholic
University

The Emotional Landscape of Hadewijch of Antwerp

Thursday 27 June @ 11.30am

GRANT, Katrina

Independent Scholar

Friday 28 June @ 2.00pm

COLLINS, Denis

The University of
Queensland

Emotion, Text and Counterpoint in Music of the
Counter-Reformation

Thursday 27 June @ 3.30pm

Tempestuous seas, lonely woods, and gardens of love:
the emotional symbolism of set designs for opera in
the Early Modern period

GRANT, Stephen

Thursday 27 June @ 3.30pm

The University of
Western Australia

The Eloquent Hautboy

Friday 28 June @ 2.00pm

Melbourne
Conservatorium of
Music, The University
of Melbourne

Heinrich Schütz and Affective Vocal Performance

CORALL, Georg

GREGORY, Kate

State Library of
Western Australia

Emotions of Encounter in North West Colonial
Heritage

Thursday 27 June @ 11.30am

ALESSI, Patricia

AMSLER, Mark
BAILEY, Merridee

BROOMHALL, Susan
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HICKEY, Helen

The University of
Melbourne

Reporting (on) Diplomacy in Medieval and Early
Modern English Bureaucratic Records

Thursday 27 June @ 3.30pm

McGILLIVRAY, Glen

The University
of Sydney

Towards a Community of Sentiment in the 18th C.
Theatre

Thursday 27 June @ 11.30am

HOFFMAN, Tiffany

McGill University

Shylock’s Shy Conscience: Sourcing Shyness in The
Merchant of Venice

Saturday 29 June @ 9.00am

McILVENNA, Una

The University
of Sydney

The Highs and Lows of Performing Early Modern
Ballads

Friday 28 June @ 4.00pm

HUNTER, Chenoa F

The University
of Sydney

How Sir Dynadan and Lady Tristan were humiliated:
forced femininity in the Book of Sir Tristram de
Lyones and Camelot 3000

Saturday 29 June @11.30am

McLEOD, Shane

The University of
Western Australia

Sourcing Emotions: Runic inscriptions, monuments,
and landscape

Friday 28 June @ 2.00pm

McLISKY, Claire

The University of
Ballarat

Correspondences in Text and Image: Shaping the
persona of George Romney

Saturday 29 June @11.30am

University of
Copenhagen

Locating emotions in 18th century missionary
sources: Australia and Greenland

Thursday 27 June @ 9.30am

JONES-O’NEIL,
Jennifer

McNAMARA, Rebecca

The University of
South Australia

Individual Paper: Performing the Baroque Passions:
Decorum and the Stroke in the Performance of
‘Lamento d’Arianna’ by O. Rinuccini and C. Monteverdi

Friday 28 June @ 10.30am

The University of
Sydney

The Law on Feeling: Finding Emotions in Medieval
English Legal Texts

Thursday 27 June @ 3.30pm

KALEVA, Daniela

MELLAS, Andrew

The University of
Sydney

Her Tears of Katanyxis: The Gendering of Emotion in
Kassia’s Poetry.

Thursday 27 June @ 9.30am

Workshop / symposia: Embodying the Baroque
Passions

Friday 28 June @ 5.30pm

Monash University

Music is the …”exaltation of the mind derived from
things eternal bursting forth in sound”

Thursday 27 June @ 9.30am

KILPATRICK, Hannah

The University
of Melbourne

“Patron, Priory, and Problems with Apostrophes:
Rhetorical structure and the failures of meaning in
the Fineshade manuscript.”

Thursday 27 June @ 9.30am

MEWS, Constant
(Co-written with
Carol Williams,
to be presented by
Carol Williams)

KNECHT, Ross

The University
of Queensland

The Irreducibility of Emotional Discourse: Adorno on
Feeling and Convention

Saturday 29 June @ 9.00am

MICAL, Thomas

The University of
South Australia

Eerie Architecture

Friday 28 June @ 4.00pm

KURILLA, Robin

Universität
Duisburg-Essen

Machiavelli and Love – Examining Sources of
Medieval and Early Modern Emotions

Friday 28 June @ 4.00pm

MIDGLEY, Kelly

The University of
Western Australia

‘Nick’s Bottom: Love, Folly, and Melancholy in A
Midsummer Night’s Dream.’

Saturday 29 June @ 9.00am

LANE, Hannah

Australian National
University

“L’orage des passions”: Expressing Emotion on the
18th century French Single-action Harp

Friday 28 June @ 2.00pm

MILLAR, CharlotteRose

The University of
Melbourne

The Devil’s Victims: Emotionally Vulnerable Witches
in Seventeenth-Century England

Friday 28 June @ 2.00pm

LARKING, Irena

The University of
Queensland

Christ’s Body By Any Other Name Is Still As Sweet:
Emotional responses to the consumption of Christ’s
body in late medieval and early modern England

Friday 28 June @ 10.30am

NELSON, Kathleen

The University of
Sydney

‘Melismata and meaning in recitational chant for
Easter Eve’

Thursday 27 June @ 9.30am

LAWRENCE-KING,
Andrew

The University of
Western Australia;
Guildhall School of
Music & Drama,
London

Meaning in Melody: Performance and Personation

Thursday 27 June @ 5.00pm

NOLAN, Mike

La Trobe University

“Fury has armed his thoughts so thick with thorns:”
the savage, destructive anger of George Chapman’s
Byron.

Friday 28 June @ 2.00pm

O’LOUGHLIN, Katrina

The University of
Western Australia

Sourcing emotions in space: The Case of the
Eighteenth Century Turkish Baths

Friday 28 June @ 4.00pm

The University of
Western Australia;
Guildhall School of
Music & Drama,
London

Redefining Recitative: Action for Arianna

OVENS, Michael

The University of
Western Australia

Combative Virtue in the Martial Arts of the Fourteenth
and Fifteenth Century

Friday 28 June @ 2.00pm

PHILLIPS, Brid

The University of
Western Australia

Saturday 29 June @ 9.00am

LEE, Penelope
(with Stephanie Trigg
and Jessica Scott)

The University of
Melbourne

Making Faces

Stirring the emotions with colour: exploring
emotional representations through the medium of
colour for audiences of Shakespeare’s Othello

ROBIN, Sarah Ann

Lancaster University

Knives to Nutcrackers: Getting Married in
seventeenth-century England and America

Friday 28 June @ 10.30am

LEMMINGS, David

The University
of Adelaide

Compassion, Authenticity and the Offender:
Emotional representations of the Family in
Eighteenth-century Criminal Trials

Thursday 27 June @ 9.30am

ROLLO, David

University of
Southern California

Alain de Lille’s De planctu Naturae: Feminine Love
and the Pleasures of Reading

Thursday 27 June @ 11.30am

MADDERN, Philippa

The University of
Western Australia

‘It is full merry in heaven’; connotations and
categories of ‘merriment’ in late medieval England.

Thursday 27 June @ 3.30pm

SCOTT, Jessica
(With Stephanie Trigg
and Penelope Lee)

The University of
Melbourne

Making Faces

Friday 28 June @ 10.30am

MADDOX, Alan

The University
of Sydney

“The affecting Manner of those who devoutly dedicate
their Voices to the Service of God”: emotional
expression in the musical service of St Anthony of
Padua around 1700

Thursday 27 June @ 3.30pm

SEILER, Deborah

Otto-Friedrich
University, Bamberg,
German

Transcontinental and Emotional: Historians of Late
Medieval Germany and England

Thursday 27 June @ 9.30am

McEWAN, Joanne

The University of
Western Australia

‘Returning to her Mother’s House’: Representations
of Family and Emotion in Eighteenth-Century Scottish
Infanticide Cases

Thursday 27 June @ 9.30am

SILVESTER, Lesley

Independent Scholar
(Perth)

“May our ship have a safe passage”: Social and
Emotional Relationships Aboard Sixteenth- and
Seventeenth-Century Sailing Ships

Thursday 27 June @ 11.30am

SMITH, Jenny

Independent scholar
(Melbourne)

Birds and Dissimulation from the Medieval to the
Renaissance

Friday 28 June @ 2.00pm

LAWRENCE-KING,
Andrew

Friday 28 June @ 10.30am

Friday 28 June @ 10.30am
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‘This Plantation, which the divell hath so often troden

Thursday 27 June @ 3.30pm

Queen Mary,
University of London

When wiser men intervene: the significance of a
literary topos for discerning displays of anger in
sources for the Crusades

Friday 28 June @ 2.00pm

STARBUCK, Nicole

The University of
Adelaide

From Sentimentalism to Science? : Navigating
Feeling in the Encounters and Ethnographies of
French Revolutionary Voyagers

Thursday 27 June @ 9.30am

ŠTOLLOVÁ, Jitka

Charles University,
Prague

Encoding emotions into stage directions in printed
Stuart drama

Thursday 27 June @ 11.30am

TARANTINO, Giovanni

The University of
Melbourne

Teaching the Fear: Gilbert Burnet’s Accounts of
Catholic Violence against Waldensians (1688)

Thursday 27 June @ 11.30am

TRIGG, Stephanie

The University of
Melbourne

“Especially delicious and exquisitely tender’: Chaucer,
Coleridge, Emotion and Affect”

Friday 28 June @ 4.00pm

TRIGG, Stephanie

The University of
Melbourne

Making Faces

Friday 28 June @ 10.30am

VAN GENT, Jacqueline

The University of
Western Australia

Encountering emotions: cross-cultural contacts,
historical sources and Moravian missions

Thursday 27 June @ 11.30am

VON GUETTNER,
Darius

The University of
Melbourne &
German Historical
Institute, Warsaw

Travesty and skullduggery: sourcing emotions in the
Chronica Polonorum

Thursday 27 June @ 9.30am

WESTBROOK, Vivienne

National Taiwan
University

‘Shark’

Thursday 27 June @ 3.30pm

WHITE, Bob

The University of
Western Australia

Describing emotions in drama - rasas or
Why do Indians get more out of Shakespeare than
Westerners?

Saturday 29 June @ 9.00am

WILLIAMS, Carol
(Co-written with
Constant Mews, to be
presented by Carol
Williams)

Monash University

Music is the …”exaltation of the mind derived from
things eternal bursting forth in sound”

Thursday 27 June @ 9.30am

WILTONGODBERFFORDE,
Emilia

University of
Cambridge
(Clare Hall)

Despair and the theatrical depiction of psychic
disturbances: suicide in seventeenth-century French
drama’

Thursday 27 June @ 11.30am

WOODS, Penelope

The University of
Western Australia

Emotions Backstage: the literal and imaginary space
of the seventeenth century Tiring House

Friday 28 June @ 4.00pm

YOUNG, Spencer

The University of
Western Australia

Looking for Love in All the Wrong Places: Avarice and
the Emotions in Thirteenth and Fourteenth Century
Pastoral Sources

Friday 28 June @ 2.00pm

ZHELEZCHEVA, Tanya

Queensborough
Community College

The Ascesis and Poetics of Happiness in the Works of
Thomas Traherne

Friday 28 June @ 10.30am

SPARACIO, Matthew
John

Auburn University

SPENCER, Stephen

downe”: Religion and the Settlement of an Emotional
Community in Colonial Virginia, 1607-1622”
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