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ABSTRACTS 
 
Dr Pamela Karantonis, Dylan Robinson 
Opera and Indigeneity 
This paper will examine how representations of indigeneity are negotiated in 
opera, with a view to analysing both historical and contemporary constructions 
of cultural and national identity in the settler-invader colonies of Australia and 
Canada. The theoretical framework of the paper reflects some key, current 
postdramatic and post-operatic developments in music theatre practice and is 
drawn from our forthcoming volume Opera Indigene – Re/presenting First Nations 
and Indigenous Cultures with Ashgate  (2009/2010: ISBN 978-0-7546-6989-0).  The 
practical examples we will present include: The Lake (1952) by Barbara Pentland 
(Canada, Okanagan First Nation) and Tzinquaw (1952) by Abel Joe / Frank 
Morrison (Canada, Cowichan First Nation), Black River (1993) by Andrew Schultz 
(Australia), Pecan Summer 2009/2010 by Deborah Cheetham (Yorta Yorta, South 
Eastern Australia), These works raise some questions as to the hierarchical 
assumptions of creators, audiences and scholars of the operatic past and present. 
As demonstrated in several recent operatic collaborations, First Nations and 
indigenous artists have increasingly begun to use the multidisciplinary potential 
of opera in order to present the integration of storytelling, dance and song 
central to their cultural practices. More than simply a site at which non-
indigenous creators have represented indigenous culture, opera is becoming an 
avenue for the active expression and expansion of indigenous cultural practices, 
and for the ongoing process of decolonisation.  
 
Ben Walton 
Singing to the New World: The Invention of Italian Opera in Argentina 
The rapid spread of Rossini’s operas to North and South America in the 1820s 
marks a key moment in the internationalisation of the nineteenth-century opera 
industry, yet simple lists of regional premieres inevitably conceal as much as 
they reveal about the meanings of such operatic transpositions. In an effort to 
contextualise the explosion of touring opera at the time, my paper will take a 
single city, Buenos Aires, in search of an interpretative framework for the 
performance of Italian opera within the newly independent republics of South 
America. Such a case study invites a series of interrelated questions: what were 
the differences between the diffusion of opera in the 18th and 19th centuries? 
How might attention to the reception of opera in the Americas and elsewhere 
reflect back on our understanding of operatic practices and politics within 
Europe? How did the performances of an individual company in a single 
location interact with the burgeoning critical rhetoric of ‘world opera’? And is it 
always helpful to think about touring opera in political terms, rather than 
turning to economic or social models? 
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Emanuele Senici 
Live Opera on Screen: Textualization and Liveness in the Digital Age  
About thirty years after the arrival of VHS and ten after DVD, the consumption 
of opera now takes place mostly on screen. In some ways, we can see this as a 
democratizing move: many more spectators have access to a production on 
video than could see the same production live. But this recontextualization also 
affords new modes of viewing and consumption that deserve to be considered 
by contemporary scholarship. In this paper, I ask how the perception and 
reception of live performance can be reconfigured by video, and in what ways it 
is distinct from the opera films and studio recordings that have been the subject 
of previous scholarship. I begin by examining briefly the different media 
through which live opera has been disseminated on screen, focusing on DVD as 
by far the most popular medium at the present time. I then discuss video 
recordings of live performances, observing different modes of perception 
encouraged by different directorial and commercial strategies. In this context, 
liveness emerges, perhaps surprisingly, as a by no means undisputed value, 
some video recordings ignoring it altogether. Finally, I suggest how the 
consumption of live opera on screen is shaped by the different visual, cultural, 
and social contexts in which video recordings are produced, distributed, and 
viewed. 

 

Clair Rowden 
The German Salome versus the French Salomé: The Reception of Strauss’s and 
Mariotte’s Operas in Paris, 1907-1910 
Strauss’s Salome was first performed at the Théâtre du Châtelet in Paris on 8 May 
1907 in its original German version, thanks to the entreprenurial spirit of Gabriel 
Astruc, supported by the Comtesse Greffulhe and her Société des grandes auditions 
musicales. At the same time as Strauss conceived his opera, the little-known 
French composer, Antoine Mariotte also began to write an opera based directly 
on Oscar Wilde’s French play. Strauss had acquired the rights to use Wilde’s text 
and was approached by Mariotte seeking Strauss’s permission for his opera to be 
performed. A much-publicised controversy ensued, fuelled by Strauss’s editor 
Fürstner as well as journalists on both sides of the Rhine, but eventually Strauss 
relented, allowing Mariotte’s opera to be performed in the composer’s adopted 
home town of Lyon in 1908. But it was only when Strauss’s opera was to be 
given at the Paris Opéra in 1910 that his French friend and collaborator Romain 
Rolland convinced Strauss that a gesture towards the composer of the French 
Salomé would no doubt help the reception of his works in France. Thus it was 
that the French and German Salomés were given in Paris in two different theatres 
within a fortnight of each other in April/May 1910.  The receptions of the two 
works were intimately bound together in the French press, predisposed towards 
Mariotte and his opera after the hand they had been dealt. In the highly-charged 
nationalist climate preceeding World War I, reviewers compared and contrasted 
the two works, exploring perceived national compositional traits by calling upon 
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rhetoric well-entrenched in French journalism to evoke what made Salome 
German and Salomé French. In the wake of the veristi, the naturalists and the 
symbolists, the future of modern ‘drame lyrique’ was also hotly debated. 
 
Maria Birbili 
Politicizing opera: the reception of the French Revolution in grand opéra 
My paper will discuss politicized French opera, from the French Revolu-tion to 
grand opéra. During the French Revolution the political disconti-nuity and 
instability of the everchanging regimes, and the birth of urba-nism, as the 
political class of France collectively moved from Versailles to Paris, resulted in a 
host of new cultural phenomena, such as the collec-tive impression of an 
“acceleration of time,” the growing interest in his-tory as a social phenomenon, 
and a collective post-traumatic stress syn-drome caused by the experience of the 
French Revolution. The above phenomena found their immediate reception on 
the opera stage, with the birth of two minor sub-genres which I call “siege 
opera” (during the Re-volution) and “expedition opera” (during the Napoleonic 
period), which both concentrate on the depiction of mostly authentic, 
contemporary sie-ges (or expeditions) on the opera stage, with new dramatic 
and musical models, such as the collective oath and the realistically staged, 
“accelera-ted“ battle scene. Rossini’s French operas followed the Revolutionary 
tradition, with his Siège de Corinthe and Guillaume Tell propagating the ideals of 
democracy and federalism shortly before the Revolution of 1830, while Auber's 
La Muette de Portici and Meyerbeer's Les Huguenots feature a reception of the 
shock of the French Revolution, seen from the more ambivalent perspective of a 
later generation, where the soloists anonymously perish in collective 
annihilation, under the complete domi-nance of murderous choruses. 
  
Flora Willson 
Viardot’s Orpheus: Haussmannizing operatic space in Second-Empire Paris 
On 18 November 1859 Gluck’s Orphée et Euridice was revived at the Théâtre 
Lyrique in Paris; in what seemed to be recognized immediately as the defining 
feature of the production, the mezzo-soprano Pauline Viardot sang the role of 
Orpheus, which had been specially adapted by Hector Berlioz. Contemporary 
discussion of the production focused predominantly on Viardot’s dramatic 
interpretation, with commentators repeatedly figuring her as almost literally 
statuesque: as more expressive mute than while singing. Much nearer our own 
time, Viardot’s Orpheus has made a reappearance in that now-peculiarly dated 
genre, queer musicology, as a cross-dressed purveyor of sapphonic space within 
a larger discourse of nineteenth-century diva worship. Although taking cues 
from these two strands of the production’s reception history, my paper will 
mostly centre on its specifically Second-Empire milieu. The reinvention of 
Orpheus as a trouser role has been traditionally seen as an attempt at 
authenticity – itself an impulse thought symptomatic of Second-Empire ideals of 
progress; instead, my paper will consider the ambiguities of gendered space 
staged by Viardot's travesti performance, in the process recontextualizing the 
revival as a whole in the broader spatial politics of Haussmannized Paris. 
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Matthew M Werley 
Gluck on the Green Hill:  Richard Strauss’s Iphigenie auf Tauris between 
historicism and Wagnerism 
Strauss’s 1890 arrangement of Gluck’s Iphigénie en Tauride, modelled after 
Wagner’s Iphigenie in Aulis (1847), played a strategic role in garnering the 
support of Cosima Wagner, who ushered the young composer into Bayreuth’s 
inner circle and encouraged him in his ascent toward becoming an opera 
composer.  Although Iphigenie represents Strauss’s first operatic venture and his 
earliest attempt to balance his long-standing interests in musical historicism and 
Wagner, scholars have entirely overlooked this document and its charged 
political context.  Yet Strauss not only made novel alterations to Gluck’s score, he 
also retranslated the libretto following Goethe’s Iphigenie, purporting to reclaim 
the opera for the German stage.  Indeed, an unpublished essay drafted at this 
time suggests that Strauss reworked Gluck’s opera on nationalistic grounds.  
Interpreted against the cultural politics of late nineteenth-century Gluck 
reception (when German critics were increasingly reinterpreting Gluck’s reforms 
in the light of Wagner’s music dramas), we can appreciate how Strauss’s 
arrangement reflects a variety of competing ideologies.  More that just a 
document revealing how Strauss successfully negotiated a path between his 
commitment to eighteenth-century music and his youthful flirtations with 
Bayreuth, this arrangement provides a key starting point for plotting the 
development of Strauss’s artistic and political sensibilities. 
 
Nanette Nielsen 
Between politics and ethics: Paul Bekker’s reception of Kurt Weill’s Die 
Bürgschaft (1932) 
Despite his ethically driven music sociology, German music critic and opera 
producer Paul Bekker (1882-1937) actively sought to separate music and politics 
throughout his career in the Weimar Republic. Bekker’s ‘intoxication by the 
power of music’ – demonstrated by his sociological conception of music’s 
gesellschaftsbildende Kraft (‘socially forming force’) – is an example of the 
preservation of ‘metaphors’ and ‘myths’ that was so common to the Weimar Era, 
and ‘that prepared for violence and subordination, often at odds with the 
political or aesthetic sympathies of the individual critic’ (Painter, 2007, 267). In 
this paper I show that, when muting political content in his reception and 
production of Die Bürgschaft, Bekker preserved his (nineteenth-century) idealist 
view that a focus on ‘the power of music’ in opera would be ‘enough’ to sustain 
its ethical force and unifying power. Caught between his conservative idealism 
and progressive ethics, Bekker becomes a victim of the very high/low opposition 
he wishes to negate. His approach to the opera only amplifies the gap between 
idealism and populism, and although his music sociology is ethically motivated, 
it remains empty and void of ethical effect.  
 
 


