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9.20 – 9.30

Opening and welcome
Session 1 – History and Performance

9.30 – 10.00

10.00 – 10.30

10.30 – 11.00
11.00 – 11.30

Dr Alan Maddox
Delivery, delivery, delivery! Conveying operatic drama with
voice and gesture in the eighteenth century
Anthony Abouhamad
Basso continuo and Style theory: Performance practice issues in
Don Giovanni
Dr Stephen Mould
The true identity of Don Giovanni
Morning tea
Session 2 – Don Giovanni on Stage and Screen

11.30 – 12.00

Associate Professor Michael Halliwell
Giovanni lives: Kasper Holten’s opera film, Juan

12.00 – 1.00

Dr Stephen Mould (conductor), Matthew Barclay (director) with
members of the cast.
Panel session: Introducing the Conservatorium production of
Don Giovanni

1.00 – 2.00

Lunch
Session 3 – Afterlife: Arrangements and Reimaginings

2.00 – 2.30

Lewis Cornwell
Early wind arrangements of music from Don Giovanni

2.30 – 3.00

Dr David Larkin
Romantic reimaginings? Early nineteenth-century piano
paraphrases on Don Giovanni

3.00 – 3.30

Afternoon Tea
Session 4 – Dangerous Ideas

3.30 – 4.00

Associate Professor Goetz Richter
Erotic and demonic: Philosophers’ responses to Don Giovanni

4.00 – 4.30

Sally Blackwood
Me and Don: It’s a personal thing

ABSTRACTS
Alan Maddox
Delivery, delivery, delivery! Conveying operatic drama with voice and gesture in
the eighteenth century
The remarkable musical and dramatic robustness of Mozart’s late operas allows
them to translate so effectively to the modern stage, in a variety of production
styles, that it is easy to forget that they were conceived over two hundred years
ago in very different circumstances and with very different conventions of staging
and vocal and instrumental performance practice in mind. Eighteenth-century
opera singers were trained in methods of acting and vocal delivery which were
rooted in the rhetorical tradition, a system originating in classical antiquity which
encoded principles that were understood to be fundamental to persuasive,
emotionally engaging pronunciatio and actio – speech and action. These included
guidance on the volume, pacing and range of timbre appropriate for the vocal
delivery of dramatic texts, as well as advice on how to stand, walk and gesture
with poise and expression. Regardless of whether or not we aim to directly
reproduce historical styles in modern performance, the concepts which underpinned
singers’ practices when the music was new provide options and resources which
can inform the choices made by modern performers and directors, especially in
relation to the sketchily notated, but dramatically essential scaffolding found in
every opera of the period: recitative.

Anthony Abouhamad
Basso continuo and Style theory: Performance practice issues in Don Giovanni
Basso continuo accompaniment remained an important performance practice in
late eighteenth-century opera. This paper analyses how eighteenth-century Style
theory can shine some light on this little-examined aspect of performance practice.
Musicologists have observed that basso continuo treatises throughout this era
described a similar approach to the accompaniment of recitative, which was
characterised by florid arpeggios and added dissonances. However, no
explanation is given as to why this specific manner of accompaniment was
reserved for the recitative. Furthermore, little comment has been made on the fact
that the arpeggio is rarely discussed in reference to other compositional forms.
A study of Style theory, however, can explain why certain performance
devices used in basso continuo accompaniment were reserved for specific
compositional forms. Unlike today, where Style is used mainly as a means of

categorising music history, the eighteenth-century definition described it as a union
between composition, performance and information. It was understood that a
performer’s manner of execution was determined by that of the composition. This
would then inform the listener of the composition’s ‘meaning’. Relating a basso
continuo realisation to the style of the composition it accompanied can be a
powerful communicative device in the performance of opera.

Stephen Mould
The true identity of Don Giovanni
Don Giovanni has remained a staple of the operatic repertoire from the
composer’s death to the present day. During the nineteenth century it became a
symbol of Mozart’s supernatural genius, exemplifying his perfect command of
form and proportion. The composer’s manuscript was acquired by Pauline Viardot
in 1855 and enshrined in a reliquary in her home, where leading musicians of the
day would visit and pay homage. While the manuscript became an object of
veneration, in the opera house Don Giovanni was regularly adapted and
reworked on a scale that seems extreme by today’s standards. However, more
recent examinations of the two versions of Don Giovanni that Mozart created
reveal a composer working within a volatile and sometimes fickle market, who was
perhaps all too ready to accede to the practicalities of the opera house and who
regarded his operas as being more akin to ‘open works’ than we would like to
admit. Even Mozart’s hallowed manuscript reveals evidence of a work that was
constantly in flux, the ultimate form of which remains as elusive as the Don himself.

Michael Halliwell
Giovanni lives: Kasper Holten’s opera film, Juan
There have been countless stagings of Don Giovanni since its premiere in 1787. In
recent years, the opera has been increasingly ‘deconstructed’ by directors seeking
a contemporary reading and understanding of this protean story. There have been
many productions that have been filmed specifically for television, and in recent
times, several that have been broadcast to cinemas, ‘Live in HD’. There have also
been three major adaptations specifically for film. Joseph Losey’ s film of 1979
was immensely popular although critical reaction was mixed. It set a benchmark
for subsequent opera films. Peter Sellars’s stage production, set in a run-down part
of New York, was later reimagined and staged for film, rather than the stage

production being filmed, and was typical of his iconoclastic approach to opera. A
third significant version of the opera is a transposition into a police procedural,
Juan, by Danish director, Kasper Holten, and filmed predominantly in Budapest in
2010. This is the most radical film version and this paper will examine it, set
against the two earlier films.

David Larkin
Romantic reimaginings? Early 19C piano paraphrases on Don Giovanni
The attractions that Mozart’s Don Giovanni had for the romantics were numerous:
among them an impious proto-Byronic hero who defies the supernatural powers
sent to exact vengeance, the scene of their confrontation depicted in lurid
chromatic colours. The opera was reworked as a 5-act tragic grand opéra when
performed in Paris in 1834, and elsewhere the omission of the final major-mode
sextet was commonplace. Liszt’s Réminiscences de Don Juan is very much in the spirit
of these gothic reimaginings of the work, with Thomas Grey noting that the ‘fantasy
is programmatically overshadowed by the music of the Commendatore’s ghost’.
However, when viewed alongside other contemporary pianistic responses to the
opera, this appears somewhat anomalous. Building on the work of Charles Suttoni
and Mark Everist, I will explore early-nineteenth-century arrangements of Don
Giovanni by the likes of Chopin, Kalkbrenner, Cramer and Thalberg. Most of these
opt for simple tuneful material rather than the dramatically fraught
Commendatore music, which challenges preconceived notions of romantic
preferences for the darker elements in the opera.

Goetz Richter
Erotic and demonic: Philosophers’ responses to Mozart’s Don Giovanni
The philosophical reception of Mozart’s Don Giovanni has itself romantic
characteristics. Bearing the subtitle ‘a supernatural episode in the life of a
traveling music lover’, E.T.A. Hoffmann’s 1813 novella describes an encounter of
such a lover with Donna Anna. Heinrich Gustav Hotho’s 1835 Preliminary Studies
for life and art is inspired by rhapsodic encounters while the best-known discussion
in Either/or by the Danish philosopher Kierkegaard uses masks and alter-egos to
engage with the subject of seduction. Much more recently, the philosopher Bernard
Williams takes a more sober view in his ‘Don Juan as an Idea’ when he asserts that
the ‘seducer is virtually characterless’. To be sure, philosophers – themselves ardent

lovers and persistent seducers – have an ongoing interest in the erotic and the
demonic. Why is this so? What fascinates them about Don Giovanni and what
methods might they consider suitable in this affair?

Sally Blackwood
Me and Don: It’s a personal thing
Don Giovanni is sexy and dangerous. He is every woman’s desire, and every man’s
hero – or so we are meant to believe. Mozart and Da Ponte created the epitome
of the masculine. Is it enough to say that Don G is a ‘moral condemnation of
libertinage’ or can we find a strong political voice addressing gender, sexuality
and violence in the staging of the opera? This paper is an exploration of my
personal responses to the perpetuation of the problematic story of Don Giovanni
– the celebration of a sexual predator and murderer. ‘Me and Don’ discusses the
personal in public performance, and how we might find an alternate lens through
which to gaze upon his sex. Is the patriarchal male gaze entrenched in the music
itself or can we separate music from story, content from form? Can we go beyond
the male gaze, beyond the personal love/hate relationship with the philandering
Don and flip the story on its head?
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