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Seventeenth-century opera provides 
a crucible in which students can 
experience multiple and varied 
aspects of stage performance, 
with its abundance of small roles 
providing excellent solo and ensemble 
opportunities. This repertoire also draws 
much of its expressive power from the 
carefully crafted relationship between 
music and text, creating an ideal 
context to enact much of the theory 
taught in history classes. We have spent 
many weeks preparing singers and 
instrumentalists in the seventeenth-
century French style of singing, playing,
and declamation. Such deep 
involvement has given students 
the ability to establish their own 
interpretations, including personalized 
ornamentation that is rich and varied. 
We have been studying the particularly 
piquant style of French baroque 
continuo practice, and we are using 
an unequal mean-tone temperament 
which enhances the unique baroque 
quality of the many different key colours 
that Charpentier himself describes: 
E-flat major as “cruel and harsh”
and G major as “sweetly joyous”. These 
affects are certainly intensified in our
chosen tuning system, which favours 
the sharp keys, in typical French 
fashion.

The interconnection between music and 
affect features strongly in the work of
the ARC Centre of Excellence for 
the History of Emotions, and guides 
especially the researchers of its 
Performance Program who investigate 
how emotions were expressed and 
performed in the past.

The staging, though not following 
historical principles, aims to create a
meaningful bond between music, drama 
and emotional intention. It is also
strongly movement-based to develop 
and promote an awareness of 
stagecraft.

We are delighted to be able to give 
undergraduates the opportunity to work
alongside graduates who are 
now forging their own successful 
professional careers: Timothy Reynolds 
brings excellence to the stage in his 
performance of Orphée and Jacob 
Battista offers creative ingenuity in the 
set and costume work.

The MCM Early Music Studio hopes to 
produce a baroque gem like this each 
year to give our students essential 
practical experience. We hope you can 
support us for the exciting journey 
ahead!

Stephen Grant, Erin Helyard,  
David Irving and Jane Davidson
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Act One is an idyllic pastoral scene set 
on the wedding day of Orphée and
Euridice. The playful afternoon turns to 
tragedy as Euridice exclaims that a
snake has bitten her. Orphée, who has 
been preparing himself for the marriage
ceremony, arrives as his beloved dies. 
Heartbroken and despairing, Orphée
listens to Apollo who inspires his son to 
rescue Euridice from Hades.

LA DESCENTE 
D’ORPHÉE AUX ENFERS 

SYNOPSIS

Act Two opens in Hades and reveals 
characters condemned to a hellish
eternity. Orphée arrives and begins to 
sing aiming to melt the heart of Pluton,
the ‘tyrant of hell’. The beautiful sung 
tones enchant the inhabitants of Hades.
Pluton and Proserpine appear, and 
Orphée sings with increasing persuasion
trying to convince Pluton to restore 
Euridice to life. The tension becomes so
great that Proserpine and the other 
inhabitants plead with Pluton. 
Eventually the beauty of his wife forces 
Pluton to relent, allowing Orphée to 
leave the spirit world triumphant with 
Euridice. But, with a bitter twist in the 
tale, Pluton tells Orphée that he must 
not look back as he leaves Hades, 
otherwise Euridice will be lost forever. 
The opera ends with the inhabitants of 
Hades content at the idea of a reunion 
between the lovers, but bemoaning the 
departure of Orphée.
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MARC-ANTOINE CHARPENTIER (1643–1704)

LA DESCENTE D’ORPHÉE AUX ENFERS 
(1686)

Performed by the staff and students of the Early Music Studio
The University of Melbourne

MUSIC TEAM 
Musical Director from the harpsichord, Erin Helyard

Leader of the orchestra David Irving
Violin Hannah Spracklan-Holl

Theorbo Andrew Byrne, Nicholas Pollock
Viola da gamba Miriam Morris, Ruth Wilkinson,

Laura Vaughan
Harpsichord Tom Baldwin

Harp Hannah Lane

Singing and Language Coach Stephen Grant
Repetiteur Thomas Baldwin

PRODUCTION TEAM
Stage Director Jane Davidson

Production Manager Mel Robertson
Set Design and Costumes Jacob Battista

Stage Manager Julia Orlando
Assistant Stage Manager Mikoco Huang

Lighting Designer Brittany Pholi 
Head Electrician Mungo Trumble

Follow Spot Operator Ashleigh Barnett 
Surtitle Operator Lyndon Green
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CAST
Orphée Timothy Reynolds

Euridice Amelia Jones
Pluton Liam Headland

Proserpine Jennifer Spiegel
Apollo/Tityus James Emerson

Tantalus Alastair Cooper-Golec
Ixion Leighton Triplow

Daphne Elspeth Bawden
Arethuze Dorcas Lim
Enone Teresa Ingrilli

Chorus in order of appearance: 
Selena Narcastri, Sarah Louise

Amos, Chloe Toh, Monika Harris, Simon Wright, Thomas
Harvey, Angus Wilkinson, André Sasalu, Ryan Bentley.
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Marc-Antoine Charpentier – 
La Descente d’Orphée aux Enfers (1686)

Marc-Antoine Charpentier (1643–1704) 
was a prolific composer whose 
career spanned thirty-five years, 
from 1670 until his death. During his 
lifetime, Charpentier’s talent won him 
recognition and patronage; after his 
death, however, he fell into relative 
obscurity until interest in his works was 
revived in the twentieth century. He has 
long been admired for his compositional 
versatility, as he wrote in a variety 
of genres and used elements of both 
Italian and French styles. His surviving 
oeuvre is extensive, consisting of almost 
five hundred sacred works as well as 
over thirty chamber works and music 
for thirty theatre pieces.

Charpentier studied in Rome with 
Giacomo Carissimi (1605-1674) from 
1666 until 1670, and this Italian sojourn 
allowed him to experience and absorb 
many aspects of Italian musical 
style. Soon after his return to Paris, 
he entered the service of Marie de 
Lorraine, Duchess of Guise (also known 

as Mademoiselle de Guise), a member 
of the powerful and influential House 
of Lorraine, for whom he wrote a large 
amount of music. These included
theatre pieces, one of which is the 
chamber opera La descente d’Orphée 
aux enfers (The Descent of Orpheus 
to the Underworld, 1686). This two-
act opera is especially notable for 
its production outside the Académie 
Royale de Musique (known today as 
the Paris Opéra), as Jean-Baptiste 
Lully (1632-1687) held a monopoly 
on the performance of opera in 
France from 1672 until his death. As 
such, Charpentier’s work occupies a 
significant place in the history of opera 
in late seventeenth-century France, 
and provides a glimpse into musical life 
under the patronage of Mlle de Guise.

From 1680 to 1698 Charpentier served 
as maître de musique at the Jesuit 
Church of St- Louis in Paris; he was 
commissioned by the Jesuit Collège 
Louis-le-Grand to write two tragédies 
en musique: Celse Matyr (1687) and 
one of his most famous works, David 
et Jonathas (1688). Charpentier also 

PROGRAM NOTES
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composed motets for the Jesuits in the 
1680s and early 1690s, in which a fusion 
of characteristic French eloquence with 
the Italian penchant for lyrical and
melodic vocal lines is prominent, 
as is his inventive use of harmony. 
Charpentier’s compositional style is 
thus characterised by its diversity, 
occupying a position as a bridge
between French and Italian taste, with 
elements of both styles evident in his 
works. Although Charpentier never 
served at the court of Louis XIV (1638-
1715) the gossipy gazette Mercure
Galant reported in 1682 that his music 
pleased the king. In 1698, Charpentier 
was appointed maître de musique at the 
Sainte-Chapelle in Paris – the second-
most important post in France after 
Versailles – and remained there until his 
death.

Lully’s Opera Monopoly and 
Charpentier’s Private Patronage

In 1669, Louis XIV gave Pierre Perrin 
(1620-1675) a twelve-year privilege 
to establish a French national opera, 
the Académie Royale de Musique. 
This privilege allowed Perrin to found 
academies anywhere in France that 
were dedicated to the performance of 
opera in the French language, as well 
as to choose his own business partners 
and set the price of tickets. Control of 

the Académie Royale essentially gave 
Perrin a monopoly over opera. The
privileges afforded to him suggest 
that he enjoyed the same favourable 
outcomes as his successor Jean-
Baptiste Lully; however, Perrin was a 
poor manager. His 1671 opera Pomone, a
spectacle of ballet, music and 
machinery, would have turned a 
large profit and benefited Perrin if 
his business managers, the Marquis 
de Sourdéac and the rich Sieur de 
Champeron, had not pocketed the 
opera’s takings. Perrin was imprisoned 
for insolvency later that year, and 
in 1672 he was visited by Lully, who 
persuaded him to give up the privilege in 
return for a pension and enough money 
to repay his debts. Perrin accepted, and 
his financial problems were over, but so 
was his career; Louis XIV supported Lully 
in the resulting squabble over ownership 
of the Académie and thus the monopoly 
over opera was passed to Lully.

From 1673, Lully insisted that no one 
producing a dramatic work in France 
outside of the Académie could employ 
musical forces larger than two voices 
and six violins, or use dance at all. 
Given these musically authoritarian 
circumstances, it is quite remarkable 
that Charpentier wrote opera at all. 
However, the patronage of Mademoiselle 
de Guise gave Charpentier the musical 
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and social resources necessary to 
compose in this genre, within the
privacy of the de Guise household 
rather than for a public theatre. In 
1670, Charpentier was given lodging 
and patronage at the Hôtel de Guise, 
remaining in the service of de Guise
until 1687 as both composer-in-
residence and singer.

In the company of fellow artists 
and musicians, and with de Guise’s 
patronage, Charpentier experienced 
a rich musical life at the Hôtel de 
Guise. There was a household musical 
ensemble, consisting largely of the 
chambermaids, who were expected to 
know Italian, sing with ease, and love 
ensemble music, as well as be able to 
play guitar and theorbo. In addition, 
the ensemble included the musicians 
Étienne Loulié, François Anthoine and 
Philippe Goibault du Bois (Monsieur du 
Bois), the last of whom was also the
director of the ensemble. Charpentier 
composed La descente d’Orphée aux 
enfers for this entire ensemble; his 
manuscript specifically names five 
female and five male singers along with 
an instrumental ensemble of flutes, 
violins, viols, and harpsichord. Though 
little is known of the circumstances 
of the performance of La descente 
d’Orphée, it is possible that it was
performed only once, for de Guise, in 
the privacy of her own quarters in 1686, 
two years before her death.

Charpentier and the Orpheus Myth

The Ovidian myth of Orpheus and 
Eurydice is amongst the most famous of 
opera plots, set and adapted countless 
times by numerous composers, with 
Claudio Monteverdi’s L’Orfeo (1607) 
one of the best-known examples. 
Charpentier wrote two works on the 
Orpheus myth: besides the opera that 
we hear tonight, he also composed a 
chamber cantata entitled Orphée
descendant aux enfers H471 (1683), for 
two tenors, bass, two violins, two flutes 
and viol. This can perhaps be viewed as 
a ‘warm-up’ to his opera La descente 
d’Orphée, but it is also an interesting 
work in its own right. The cantata is in 
fact regarded as one of Charpentier’s
most important works in this genre, and 
David Tunley calls it ‘the first genuine 
cantata in the French style’.

The librettist of Charpentier’s opera 
La descente d’Orphée is unknown; 
however, much of the text comes 
from Ovid’s Metamorphoses and the 
presentation of the Orpheus myth in its
tenth book. Although Charpentier sang 
in the opera’s performance, he did not 
sing the title role, despite having been 
the principal haute-contre of the Hôtel 
de Guise. Instead, he took the role of 
Ixion, with François Anthoine singing 
Orpheus. Other performers in the opera 
were Charpentier’s colleagues and 
peers living at the de Guise household. 
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To judge by his personal designation of 
parts on the manuscript of La descente 
d’Orphée, using names such as
Isabelle, Brion and Guyon, they are 
people with whom Charpentier worked 
frequently and closely.

In the seventeenth and eighteenth 
centuries, musical keys were strongly 
associated with a specific affect (a 
term referring to moods or emotions). 
Charpentier himself defined key 
characteristics in his work Règles de 
Composition (1682). For example, he 
characterises E major as “quarrelsome 
and boisterous” and B-flat minor as 
“obscure and terrible”. La descente
d’Orphée opens with a light overture in 
A major, a key characterised as ‘cheerful 
and pleasant’, conveying the pastoral 
idyll of the new marriage of Orpheus 
and Eurydice. Act I continues as nymphs 
and shepherds celebrate the marriage, 
retaining the joyous affect set up by the
overture, only to be interrupted by 
a tonality shift to the ‘tender and 
plaintive’ key of A minor after Eurydice 
exclaims ‘Ah! … A snake has bitten me, 
I cannot go on, I am falling’, a lament 
painted by Charpentier by a descending 
musical line played by the bass 
instruments.

This figure also appears in Orpheus’s 
own love-stricken lament of the death 
of Eurydice, when, heartbroken and 
despairing, he wishes ‘let me die! … 

the grave will reunite us’. The chorus’s 
mourning of Eurydice’s death is similarly 
marked by the same descent in the 
bass, leaving a mood that is gloomy 
rather than plaintive hanging over the 
scene. When Orpheus’s father Apollo 
appears at the end of Act I, he brings 
with him Chapentier’s ‘gay and warlike’ 
key of C major. While the music is mild, 
Charpentier’s characterisation of C 
major in turn depicts Apollo, who uses 
his paternal role to argue that Orpheus 
should remain alive (‘to shed your blood 
would be to spill my own. I feel your 
grief, your torment is my own’) and
inspires Orpheus to rescue Eurydice. 
This determination is not overly 
optimistic, however, as Act I concludes 
with a return to A minor and a rather 
despondent chorus, who continue to
lament the ‘unhappy day’.

The trio of Tantalus, Ixion and Tityus, 
condemned to eternity in Hades, begin 
Act II with tortured complaints about 
their fate. Following this, a chorus of 
Furies enter with Orpheus, who begins 
to sing with a voice Apollo assured 
him would ‘melt the heart’ of Pluto, 
who Apollo describes as a ‘tyrant of 
hell’. Charpentier chooses the soft 
but resonant and alluring sonority of 
viols to accompany Orpheus – perhaps 
representing Orpheus’s lyre – which 
at the same time enhance and provide 
respite from the gloom of Hades. 
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Of course, the chorus of Furies are 
enchanted, and the trio’s torments are 
relieved by Orpheus’s ‘tender strains’. 
Scene 3 is the climax of the opera, 
where Pluto and Persephone appear, 
and Orpheus continues to sing with 
increasing seduction and sensuality in 
order to convince the resistant Pluto to 
return Eurydice. The tension becomes so 
great – and Orpheus’s singing so
beguiling and persuasive – that both 
Persephone and the chorus plead, on 
Orpheus’s behalf, with Pluto. Eventually 
the ‘celestial beauty’ of Persephone 
forces him to relent, allowing
Orpheus to ‘leave the spirit world 
triumphant’ with Eurydice. The scene 
ends with Orpheus foreshadowing 
his fate (‘Love, fiery Love, how can I 
constrain you? Ah! How tender Orpheus
must fear himself !’); however, this fate 
is not revealed in La descente d’Orphée. 
Instead, the opera ends with the 
chorus, bound to Hades, bemoaning the 
departure of Orpheus’s voice,
but at the same time celebrating the 
reunion of the lovers with the ‘joyous 
and very warlike’ key of D major and 
lithe Sarabande rhythms.

This chamber opera is perhaps made 
more moving and poignant by the 
fact that it finishes at the end of Act II: 
perhaps this was a deliberate (albeit 
unusual) choice, or the work was not 
completed, or the manuscript of Act 

III did not survive. The fact that the 
entirety of the myth is not included 
leaves the audience feeling much like 
Charpentier’s chorus of Furies, with joy 
over the return of Eurydice tinged with 
sadness. This sadness is not, however, 
due to the departure of Orpheus and his 
beguiling voice; unlike the Furies, the 
audience is privy to knowledge of the 
couple’s ultimate fate.

Hannah Spracklan-Holl, 2016

Further Reading 

Cessac, Catherine. Marc-Antoine 
Charpentier. Portland: Amadeus Press, 
1995.

Thompson, Shirley, ed. New Perspectives 
on Marc-Antoine Charpentier. Farnham: 
Ashgate, 2010
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MUSIC TEAM

Erin Helyard is Senior Lecturer at the 
Melbourne Conservatorium of
Music, and is highly active in reviving 
eighteenth- and seventeenth-century 
operas in performance and score 
as artistic director of the acclaimed 
Pinchgut Opera. He completed a PhD 
in musicology with Tom Beghin at 
the Schulich School of Music, McGill 
University, Montreal, and was named 
the Westfield Concert Scholar (Cornell
University) on fortepiano for 2009-
2010, an initiative of the John Ernest 
Foundation.

ERIN HELYARD
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Stephen Grant is the Head of Voice and 
the Early Music Studio at the Melbourne
Conservatorium of Music. He is a 
singer, vocal pedagogue and directs the 
vocal ensemble e21. After studies in 
Montreal, Canada in voice and organ he 
moved to Europe, establishing working 
relationships with some of Europe’s 
best-known early music ensembles — 
Sequentia, the Ferrara Ensemble and 
Ensemble Organum de Paris, with whom 
he performed and recorded over 30 CD 
recordings. He has led numerous
performances focusing on early 
baroque repertoire, and is currently 
undertaking research into affective 
vocal performance through the works of 
Heinrich Schütz.

STEPHEN GRANT

David Irving is a Senior Lecturer at the 
Melbourne Conservatorium of Music. A
passionate performer on baroque violin, 
he has worked with numerous early 
music groups in Australia and Europe, 
including the Australian Brandenburg 
Orchestra, the Gabrieli Consort & 
Players, The Hanover Band, and The 
Early Opera Company. His research
focuses on the role of music in 
intercultural exchange, particularly 
in Southeast Asia, from 1500 to 1800. 
He plays a violin by John Simmers 
(Brisbane, 2000), after Jacob Stainer
(Absam, 1659), and uses a bow by 
Hans Reiners (Berlin, 2005), after an 
anonymous English model (c. 1720).

DAVID IRVING
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Tom Baldwin is a Melbourne-based 
organist, accompanist, singer, and 
choral conductor. He is studying for a 
Bachelor of Music at the University of 
Melbourne, after completing a Bachelor 
of Arts in history and literature at the 
same institution. Tom is Director of 
Music of St John’s Anglican Church in 
East Malvern, Director of the Brighton 
Children’s Choir, and chapel organist 
at Christ Church Grammar School.
Hannah Spracklan-Holl is a baroque 

violinist from Melbourne. She has been 
involved in projects with Ironwood 
Developing Artists, Ludovico’s Band, 
The University of Melbourne Bach 
Symposium and the Sydney Baroque 
Music Festival, among others. Hannah 
has a particular interest in late 
seventeenth-century Austro-German 
music, and is currently completing an 
Honours year in musicology with a focus 
on unaccompanied music for violin of 
seventeenth-century France.

TOM BALDWIN

HANNAH 
SPRACKLAN-HOLL

ANDREW BYRNE

Andrew Byrne is a leading Aussie 
exponent of ancient European lutes 
and similar plucked instruments. He 
is a sought-after teacher and has 
performed to acclaim in Australia, Italy 
and Spain. He taught lute performance 
at Sydney Conservatorium, now 
teaching at Melbourne Conservatorium 
of MCM  and VCA.

Nicholas Pollock commenced his 
early instrument studies with Andrew 
Byrne (Sydney) and has performed in 
masterclasses with leading international 
plucked-string specialists such as 
Hopkinson Smith, Nigel North, Eduardo 
Egüez and Xavier Diaz-Lattore. He has 
a particular interest in the lute and 
theorbo music of seventeenth-century 
France. He is an undergraduate at MCM.

NICHOLAS POLLOCK

MIRIAM MORRIS

Miriam Morris pursues a varied career 
as a soloist and chamber musician 
and teaches gamba at the University 
of Melbourne. She plays with Consort 
Eclectus and Convivio and has recorded 
for ABC classics and Move. Miriam has 
performed throughout Australia, New 
Zealand, England, Sweden and the US.
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Laura Vaughan is a viola da gamba 
specialist and a dynamic member 
of the early music movement in 
Australia. Since her studies at the Royal 
Conservatory of The Hague, she can 
often be heard on ABC Classic FM and 
appears on numerous CD recordings. 
She performs with most major 
Australian baroque ensembles and is a 
founding member of Latitude 37. Laura 
teaches into the Early Music curriculum 
at MCM.

HANNAH LANE

Ruth Wilkinson is very active as a 
recorder and viola player and over her 
career has toured extensively around 
the world and throughout Australia. 
Ruth studied early music at the Schola 
Cantorum Basiliensis in Switzerland with 
Hans-Martin Linde and Jordi Savall. She 
has a diverse discography that
documents her musical life from 
medieval and renaissance music to the 
baroque. She teaches into the Early
Music program and MCM.

LAURA VAUGHAN

RUTH WILKINSON

Hannah Lane is one of the few 
Australian exponents of the baroque 
triple harp. She performs regularly
with leading Australian early music 
ensembles, has recorded live and in the 
studio for ABC Classic FM, and
co-directs Ensemble 642 with the 
lutenist Nicholas Pollock, fostering 
collaborations with the finest
Australian early music specialists. 
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Jane Davidson is Professor of Creative 
and Performing Arts at MCM and Deputy 
Director of the Australian Research 
Centre’s Centre of Excellence for the 
History of Emotions. She has performed 
and directed opera for 35 years, working 
with companies including Dramma 
per musica (Portugal), West Australian 
Opera, Complicite and Opera North (UK). 
She led a number of vocal performance 
projects at Guildhall School of Music 
and Drama (1990-2000) and headed 
vocal studies at University of Sheffield 
(1995-2005) and University of Western 
Australia (2006-2013). She has 
published extensively, with two new 
books in the pipeline: Body in
Music (Ashgate) and Music, Nostalgia 
and Memory (Palgrave).

PRODUCTION TEAM

JANE DAVIDSON

Jacob Battista is a Melbourne based 
theatre designer and practitioner. His 
design credits include You’re a Good 
Man Charlie Brown (Set) and Bad Jews 
(Set) – Vass Theatre Group; Songs for a 
New World (Set and Costumes) - Blue 
Saint; MEMBER (Set and Costumes) – 
Fairly Lucid; Frankie and Johnny in the 
Clair De Lune (Set) – Collette Mann/
45DS; The Lonely Wolf (Set) – Dirty 
Pretty Theatre/MTC Neon; Therese 
Raquin (Set) - Dirty Pretty Theatre; 
Avenue Q – The Musical (Set and 
Costumes) – Trifle Theatre; Carrie The 
Musical (Set and Costumes)– Ghost 
Light; Love, Love, Love (Set), Jumpers for 
Goalposts (Set and Costumes), Belleville 
(Set and Costumes) and Out Of The 
Water (Set) – Red Stitch.

JACOB BATTISTA
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JULIA ORLANDO

MIKOCO HUANG

Julia Orlando is a second year 
Production student, majoring in Stage 
Management. While at VCA she has 
undertaken a diverse range of roles 
including; Assistant Stage Manager 
on 42nd Street, Costume Manager on 
DanceON, Assistant Production Manager 
on both LAUNCH: student exhibition and
DanceON, and Field of Play Stage 
Manager on the Victorian’s State School 
Spectacular.

Mikoco Huang is a first year 
international student, and was born and 
raised in Guangzhou, China. She spent a 
year in Australia completing internships, 
working in public relations and traveling 
before attending the VCA where she 
now studies Stage Management and 
has discovered an unexpected love for 
production.

BRITTANY 
LAZZARINI-PHOLI

Brittany Lazzarini-Pholi is a second year 
Production student who specialises 
in lighting. While at VCA she has been 
involved in a variety of shows; most 
recently she was the lighting designer 
for the theatre show Victory. She has 
enjoyed this opportunity to partake in 
an opera and collaborate with MCM.

Mungo Trumble is a first year VCA 
production student, during this time he 
has worked on several shows including 
CRUSH and Spring Awakening. Outside 
of university he has worked as crew 
for Wonthaggi Theatricals group’s 
production of Evita and was lighting 
designer for their recent performance of 
The Diary of Anne Frank.

MUNGO TRUMBLE

ASHLEIGH BARNETT

Ashleigh Barnett is affectionately 
known as Baz, and is a second year 
Performance Technology student 
majoring in lighting design and technical 
management. Some of her VCA credits 
include both Head Electrician and 
Lighting Operator for Staged Play 
Readings (2016) as well as How to 
Disappear Completely and Never Be 
Found (2016).
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THE CAST

TIMOTHY REYNOLDS

Timothy has recently returned from 
Europe where he performed with The 
Gesualdo Consort Amsterdam, The Bach 
Akademie Stuttgart, Opera Holland Park 
and at the Edinburgh Fringe Festival. 
He also understudied a number of roles 
at Oper Stuttgart. In Australia, he has 
worked with many groups including 
Victorian Opera, Opera Australia, the 
Melbourne Symphony Orchestra, the 
Australian Brandenburg Orchestra, the 
Melbourne Bach Choir, Ludovico’s Band 
and La Compania. Timothy graduated 
from the University of Melbourne with a 
Bachelor of Music (2007), Postgraduate 
Diploma in Teaching (2009) and a 
Masterof Music - Opera Performance 
(2013) in conjunction with Victorian 
Opera.  
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LIAM HEADLAND

JENNIFER SPIEGEL

Jennifer Spiegel (soprano) is a third 
year soprano studying with Stephen 
Grant. This is her second appearance in 
a baroque opera, having played Cupid in 
John Blow’s Venus and Adonis.

JAMES EMERSON

James Emerson (bass baritone) is in 
his first year of a Bachelor of Music, 
studying classical voice with Stephen 
Grant. James has also performed 
with Opera Australia and Victorian 
Opera, and is an avid member of the St 
Patrick’s Cathedral Choir.

AMELIA JONES

Amelia Jones (mezzo soprano) is 
completing Honours studying with 
Suzanne Johnston. She has several years 
experience in both musical theatre and 
classical performance. This is her first 
baroque opera and she is thrilled to be 
involved.

Liam Headland (bass) is completing his 
third year studying with Carrie Barr.
Liam started on the stage as a musical 
theatre performer, but has since seen 
the error of his ways.
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ALASTAIR COOPER-GOLEC

Alastair Cooper-Golec (tenor) is 
completing his Honours in Music, 
majoring in vocal performance and 
is studying with Roxane Hislop and 
Raymond Lawrence. He has performed 
in chorus and solo roles in various 
productions, including the title role in
Victorian Youth Opera’s 2015 premiere 
of The Grumpiest Boy in the World.

LEIGHTON TRIPLOW

Leighton Triplow (tenor) is studying a 
Doctor of Philosophy in Music
Performance at the University of 
Melbourne with supervisors Dr Erin 
Helyard, Dr David Irving and Ms Liane 
Keegan. His practice-led research 
explores Restoration composer Henry 
Purcell’s domestic songs for men within 
historical and transhistorical
frameworks and is presented as a 
performance companion to support 
singers with their consolidation of this 
repertoire.

DORCAS LIM

Dorcas Lim (soprano) is a third year 
soprano studying her Bachelor of Music, 
undertaking vocal lessons with Suzanne 
Johnston. She has been singing for five 
years.
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TERESA INGRILLI

Teresa Ingrilli (soprano) is completing a 
Graduate Diploma in Music Practice
studying with Jocelyn Hickey. Teresa 
has performed in chorus and various 
roles with Melbourne Opera, Gilbert and 
Sullivan Society of Victoria, Diamond 
Valley Singers and with the Melbourne 
Symphony Orchestra Chorus.

SIMON WRIGHT

Simon Wright (baritone) is completing a 
Bachelor of Arts, majoring in French
and History, with a Diploma in Music 
studying with Anna Connelly. Simon has
performed John/Marcello for 
Emotionworks Production’s of La 
Beatles Bohème, Trevor Graydon III 
for UMMTA’s production of Thoroughly 
Modern Millie, as well as with various 
university choirs.

ELSPETH BAWDEN

Elspeth Bawden (soprano) is completing 
a Bachelor of Music majoring in
performance, studying with Suzanne 
Johnston. She has been taking voice 
lessons for 11 years, and has experience 
in many aspects of both musical theatre 
and classical performance.

CHLOE TOH

Chloe Toh (soprano) is completing her 
second year of study with Carrie Barr.
Initially majoring in keyboard studies, 
she decided to venture into a different 
field and has been singing for six years.
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ANDRÉ SASALU

André Sasalu (baritone) is completing 
aBachelor of Music, studying voice with 
Stephen Grant. André is in his first year 
and has recently performed as James 
Hanoney in UMMTA’s production of The 
Hatpin and Raphael in The Victorian 
College of the Arts Secondary School’s 
perfomance of Haydn’s Creation.

RYAN BENTLEY

Ryan Bentley (tenor) is a second year 
Bachelor of Arts student, concurrently
completing a Diploma of Practical 
Music. He studies singing with Stephen 
Grant this performance marks his 
twentieth musical production. Ryan was 
this year’s director of ICAC’s Company 
and stage manager and lighting designer 
for Newman College Theatre’s A 
Midsummer Night’s Dream.

SELENA NARCASTRI

Selena Narcastri (soprano) is a first 
year Bachelor of Arts student studying 
with Suzanne Johnston. She has been a 
classical singer for 10 years.

ANGUS WILKINSON

Angus Wilkinson (countertenor) is a 
second year bachelor student under the
tutelage of Stephen Grant.
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SARAH LOUISE AMOS

Sarah Louise Amos (soprano) is 
currently in her third year of a Bachelor 
of Music (Performance), singing under 
the tutelage of Antoinette Halloran. 
Sarah works with Opera Scholars 
Australia and has performed in multiple 
youth productions with Victorian Opera.

MONIKA HARRIS

Monika Harris (mezzo soprano), is in her 
third year, studying with Suzanne
Johnston. Although she has performed 
in operas before, this will be Monika’s 
first performance in a Baroque 
opera and she is looking forward to 
broadening her musical knowledge with 
the experience.

THOMAS HARVEY

Thomas Harvey (tenor) is currently 
undertaking his third year of the 
Bachelor of Music, studying with Carrie 
Barr. He is involved in various singing 
engagements, including choruses and 
university ensembles.
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The Melbourne Conservatorium of Music aims to attract the finest young 
instrumentalists, engage the most inspiring guest artists, offer the best facilities, and 

deliver the best professional orchestral training to musicians at the start of their career. 
We want to create a legacy of exceptional music for Australia and beyond.

You can help us achieve this goal by making a gift to the MCM Orchestra Fund. Gifts to 
the fund support opportunities for our students to work with internationally acclaimed 

performers, conductors, and teachers, and build their capacity to work professionally in 
orchestras at home and overseas.

We also encourage you to consider supporting our students through a gift in your Will. 
Bequests to the MCM Orchestra Fund create a legacy of music by ensuring that future 

generations of aspiring musicians will have access to the finest training. 

Whether you support our students through a gift today or a bequest in the future, you 
will provide vital opportunities and inspiration as they prepare for a career in music.

To make a donation to the MCM Orchestra Fund, visit vca-mcm.unimelb.edu.au/support 
or call 03 8344 7681. To learn more about supporting our work through a gift in

 your Will, contact Merrilyn Julian, Head of Bequests, on 03 8344 1745 
or merrilyn.julian@unimelb.edu.au.

JOIN US 
IN CREATING 

A LEGACY
OF MUSIC




