
The ‘Ageless Voice’: Exploring Age and Agelessness in Annie Lennox’s 2020 and 
2022 Performances of ‘Here Comes the Rain Again’ 

 
 
 
 
 

Emma Longmuir 
Newcastle University  

 
 

Word count: 3764 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 2 

Introduction 

In 2020, during the height of the coronavirus pandemic, Annie Lennox (who was 65 years old 

at the time) made an unexpected musical comeback. Reimagining songs from her career for 

voice and piano, Lennox’s lockdown performances ranged from small clips posted on her 

Instagram page, to full performances recorded for inclusion in online concerts. This marked 

the first time in years that Lennox was performing regularly. Despite Lennox’s status as an 

older female popular musician, responses to these performances largely bypass the expected 

‘decline narrative’ (Gardner, 2020, p.2) and the ‘double standard of ageing’ (Sontag, 1972) 

usually found in commentary around older women. Instead, attention has primarily focused on 

aspects of ‘agelessness’ within Lennox’s voice, provoking a wide array of responses situated 

around themes of age and time. Some of these focus on Lennox past and present, comparing 

her voice from then to now. Some reflect on interactions with Lennox’s music where time has 

flown or time has dragged, or moments of joy, sadness, love and loss. And some look back 

on being an age that feels as if it was yesterday, but was (in reality), a long time ago.  

 This complex relationship between time and age feeds into ideas around Lennox’s 

voice as ‘ageless’. Using the 2020 coronavirus lockdown as a starting point, I will centre this 

discussion around João Cachopo’s observation of lockdown as a period where people could 

‘adventure in time’ (2022, p. 41) outside of lockdown reality, and expand this to explore how 

this continues in post-lockdown interpretations of Lennox. Additionally, I am interested in how 

Lennox’s voice may ‘adventure in age’ and how this may also invite the audience to adventure 

in age with her. By using YouTube comments as a basis for analysis, I will focus on two 

performances of ‘Here Comes the Rain Again’: one performed in 2020 (the first year of 

lockdown) and one in 2022. Within these performances, I will concentrate on Lennox’s voice 

as being ‘stopped in time’, ‘lost in time’ and ‘adventuring in time’ and consider why there is 

such a strong focus on the voice in this way, thus contributing to narratives of agelessness 

within Lennox’s voice.  
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Annie Lennox: Pre-Pandemic 

Prior to 2020, Lennox’s popular music output was not significant, and she had stated that she 

would never tour again due to health issues (Goodwyn, 2011). Occasionally she would 

perform at charity fundraisers, and her own event, ‘Annie Lennox: An Evening of Music & 

Conversation’ would have a limited run to raise money for her charity, ‘The Circle’. This event 

comprised of two halves. The first consisted of an interview about Lennox’s life, with some 

acoustic interludes from Lennox accompanying herself on piano, performing songs from her 

own career as well as covers of other artists she highlighted as being influential in her life. In 

contrast, the second half was a transportation back in time to Lennox’s career highlights, as 

she strutted onto the stage with a feather boa, accompanied by a full band, bursting into 

renditions of some of her most well-known songs. The event was one rich in memory, nostalgia 

and reflection. It highlighted that Lennox was now at a point in her life where she was spending 

more time looking back on her past, celebrating her personal and professional achievements. 

Reflection is also a major theme on Lennox’s Instagram account, 

‘@officialannielennox’ (Lennox, Instagram) where she frequently posts and interacts with 

those who comment. Many observations on her life pre-pandemic were rooted in the past, and 

in one post she remarked that she often talked about ‘…who [she] “was”, not who [she] is 

now!!’ (Lennox, 16th September 2019), remaining mostly private about her life in the present. 

In 2020, Lennox started sharing more of her life during the global COVID-19 lockdown, 

exploring a podcast format on her Instagram page and talking to camera about her lockdown 

experiences. Additionally, Lennox started recording and sharing videos of herself performing 

from her home. These ranged from short clips posted on Instagram, to full performances which 

were recorded for inclusion in online charity concerts. Some of these performances have since 

been uploaded onto YouTube via official and unofficial channels. Lockdown ensured that there 

could be no ‘real life’ tour but sharing online allowed Lennox to present herself ‘as she is now’ 

through her lockdown performances, allowing her work to reach a far larger audience than 

she had been performing to in recent years. 
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Lennox’s comeback at the age of 65 sets up some expectations and preconceptions 

around Lennox as an ageing female popular musician. Commentary around ageing women 

tends to lean towards a ‘decline narrative’ (Gardner, 2020, p.2) which equates youthfulness to 

desirability and ageing to deterioration. Richard Elliott notes that this is heightened for ageing 

female popular musicians due to the links ‘between popular music, visual style, and fashion’ 

(2020, p.4). This results in ‘critiques focusing more on the sight than the sound of older female 

artists’ (Elliott, 2020, p.4). Ros Jennings also describes the ageing process as being 

‘particularly traumatic’ for ageing female popular musicians, partly due to ageist responses 

which focus on ‘physical body, style and age-appropriateness’ (2015, p.80). Lynne Hibberd 

suggests that, for a performance to be deemed ‘successful’, there must be a positive emphasis 

on ‘musical style and showmanship as well as on the successful obfuscation of age’ (2014, 

p.125). In these descriptions, ageing female artists are judged on how well they preserve their 

youthful image, rather on the merits of their music. These observations draw parallels with 

Susan Sontag’s essay, ‘The Double Standard of Aging’ (1972) which highlights the many 

disparities between the treatment of ageing women and ageing men. In Sontag’s view, ‘[m]en 

are “allowed” to age, without penalty, in several ways that women are not’ (1972, p.747). A 

major aspect of this observation is that, for women, the ageing process is highly focused on 

preserving their youthful image, since beauty is so often equated to youth (Sontag, 1972, pp. 

747-759). Sontag observes that female ageing can be a painful process due to this pressure, 

especially because ‘[t]he standards for women’s appearance go against nature…’ (1972, p. 

760). It is an impossible battle which cannot be ‘won’. 

  The expectation of encountering ageism in commentary around ageing female 

popular musicians is something which seems to be, depressingly, the ‘norm’. When 

approaching this part of Lennox’s career, I expected to encounter comments which followed 

similar negative narratives. Some of my reasoning for this was firstly due to Lennox’s 

perceived retirement in her popular music career in recent years. There had been little in the 

way of new musical output from Lennox besides a digital EP of four piano compositions, 

Lepidoptera (2019) which was released in conjunction with her art exhibition, Now I Let You 
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Go (2019) at the Massachusetts Museum of Contemporary Art (MASS MoCA). However, 

Lennox’s voice and image were notably absent on these recordings. This perhaps results in a 

type of ‘preservation’ of Lennox in her past releases: while Lennox is still present on this record 

through her compositional ‘voice’ and her piano performances, it is not in the way the audience 

expects to hear or ‘see’ her in the music industry. Therefore, there is still a sense of absence 

from Lennox herself in this release.  

Secondly, a more negative commentary surrounding ageing female popular musicians 

is of relevance to Lennox due to her past reliance on visually embellished stage personas and 

imagery throughout her time in Eurythmics and in her solo career. Most, if not all, of Lennox’s 

stage personas rebel against, subvert and parody gender stereotypes which is partly what she 

is most well-known for (Rodger, 2004; 2007; Middleton, 2006; Hawkins, 2016). However, in 

her lockdown and post-lockdown performances, Lennox does not rely on an obvious stage 

persona and relies little on visual imagery beyond setting up her phone to capture her 

performances at the piano. This could be subversive as the emphasis instead becomes 

concentrated on the ‘sound’ rather than the ‘sight’ of Lennox, disrupting expectations found in 

the literature above. This sonic focus, especially on Lennox’s voice, is highlighted in YouTube 

comments around many of Lennox’s lockdown and post-lockdown performances. The 

following discussion will explore uploads of her 2020 and 2022 performances of ‘Here Comes 

the Rain Again’ (Derliz Moreno, 2020; 2022). It will consider narratives placing Lennox’s voice 

as ‘ageless’ which emerge in contrast to the expected views around ageing female popular 

musicians.  

 

Lennox’s ‘ageless voice’  

My primary interest in these performances lies in how Lennox, through her vocals, may 

‘adventure in time’ (Cachopo, 2022, p.41) and how this manifests itself in audience 

interpretations of Lennox’s voice as ‘ageless’. Acknowledging the lockdown and post-

lockdown contexts of the performances could help to illuminate why there is such a strong 

focus on her voice being stopped in time, and her voice stopping or altering time in some way. 
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Lockdown resulted in a distortion in our everyday lives. Normality suddenly became centred 

around staying at home, working from home and, for musicians, performing from home. The 

home became the hub for our whole lives to take place.  João Cachopo asserts that, due to 

our lockdown experience being centralised to one place, perceptions of time became altered:  

 

‘Isolated at home, stuck in space, people began to adventure in time, not so much explorers of 

subjectivity as distracted flâneurs in the palimpsest of the events and episodes that formed their 

own lives.’ (Cachopo, 2022, p. 41) 

 

There are some similarities here with Eva Hoffman’s assertion that ‘inner temporality rarely 

follows the logic of chronology…’ since ‘inner world time is constructed from the materials of 

feeling…’ (2009, p.104). For Hoffman ‘[h]uman time… is in important ways subjective’ (2009, 

p.104). Perhaps, during lockdown, this sense of experiential time seemingly dominates over 

the usual chronological flow governed by ‘normal’ daily routines such as leaving home to go 

to work. That is not to say that chronological time ceased to exist during lockdown but that, 

due to the strict limitations in place, time did not have the same familiar structures. Cachopo 

illustrates this disorientation further by suggesting that lockdown was exemplified by a sense 

of both ‘braking and acceleration’ (2022, pp.41-42): where two contrasting approaches exist 

in the same space, at the same time. He also expands this to consider post-pandemic life in 

his suggestion that ‘[t]he pandemic is not the event. The event... is the resulting transformation 

of our modes of existence... taking the form of a disruption of the senses that binds us to the 

world’ (Cachopo, 2022, p.31). Even though the 2022 performance takes place when lockdown 

was easing globally, ‘the event’ still resonates when experiencing Lennox’s performances, 

whether those reactions are in 2020 or in 2022. This ‘disruption of the senses’ (Cachopo, 

2022, p.31) is illustrated in comments which explore time and age outside the boundaries of 

chronological time, and outside of the ‘decline narrative’ (Gardner, 2020, p.2) usually linked to 

ageing female popular musicians. 
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This complex relationship with time is firstly illustrated in YouTube comments which 

discuss Lennox’s voice as being ‘stopped in time’ or ‘lost in time’ in some way. Comments 

around Lennox ‘still having it’ or ‘never losing it’ (Derliz Moreno, 2020) – ‘it’ referring to her 

voice – seem to defy the ‘decline narrative’ (Gardner, 2020, p.2) that had become the 

expectation. This is elaborated on in her performance of ‘Here Comes the Rain Again’, 

included as part of the Peace Through Music: A Global Event for Social Justice concert 

streamed on the 10th December 2020 on YouTube (Playing For Change, 2020). Lennox’s 

performance of ‘Here Comes the Rain Again’ has been reuploaded on an unofficial channel, 

which has allowed for comments on her performance (Derliz Moreno, 2020). Some comments 

describe Lennox’s voice as being ‘still… powerful’; ‘timeless’ and ‘hauntingly lovely’, to pick a 

few (Derliz Moreno, 2020). Within this strand, there is an evocation of Lennox’s voice being 

stopped in time, and even the insinuation that Lennox’s (younger) voice ‘haunts’ the present 

in this performance. Perhaps there is an experience of ‘the uncanny’ (Freud, 1919) when 

hearing Lennox’s seemingly younger voice. Where the uncanny may emerge is in seeing 

Lennox as older but hearing Lennox as chronologically younger. Her voice, in this context, 

remains ‘well known and… familiar’ (Freud, 1919, p.124), but there is tension between the 

image and the sound of Lennox, resulting in this uncanny experience. Maybe Lennox’s voice 

is also ‘lost in time’ here: a past voice being heard in the present. This is highlighted and 

elaborated on by a different comment which focuses on this interpretation as one which 

happens ‘in real time’ (Derliz Moreno, 2020). There is a sense of not knowing where the 

performance will ‘go’ or even where, or how, it might end. This is interesting since the song 

itself is not a new one, but Lennox’s reimagining differs quite substantially from the original 

recording, so it is as if this listener is experiencing the song again for the first time. This further 

highlights Hoffman’s points around the ‘materials of feeling’ (2009, p.86), where emotion is 

placed at the centre of the observation, and this uncanny unfolding of time occurs in 

experiencing the performance. Lennox’s voice is one which is both ‘out of time and out of 

place’ (Halberstam, 2005, p.16) as it seemingly exists outside the usual chronological 

progression that may be expected of ageing voices and ageing female popular musicians.  
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In a later performance of the same song, there is more contemplation around Lennox’s 

‘ageless voice’. This time, her performance of ‘Here Comes the Rain Again’ comes in 2022 as 

part of the ‘Stand Up For Ukraine’ appeal (Derliz Moreno, 2022). While there is still a focus on 

Lennox’s voice being stopped in time, there is also an interesting theme around ‘adventuring 

in age’, where there are several ages attributed to Lennox at once. A comment which strikingly 

describes Lennox’s voice as one ‘without age!’, stands alongside comments that consider her 

voice as being ‘60’ and ‘30’, as ‘still the same’ or as being that of ’40 years ago’ (Derliz Moreno, 

2022). She has no age, and she has many ages attached to her voice at the same time. What 

age is Lennox in these performances? It may seem a strange question: of course, she is 67 

years old in 2022, but her ‘ageless voice’ depicts a different story. Lennox’s voice is one which 

is ‘adventuring in time’ (Cachopo, 2022, p.41) here, and there is an emphasis too on 

‘adventuring in age’. This is reflected in Lynne Segal’s work where she suggests that the 

temporal ageing process is one where we ‘retain… traces of all the selves we have been’ 

which can therefore make us feel ‘all ages and no age’ (Winnicott, 1986 in Segal, 2013, p.4).  

We know that Lennox is chronologically 67 years old in this performance, but the experience 

of hearing her voice is one which transports the audience to different points in Lennox’s 

timeline, as well as in their own life timeline. Rather than ageing being ascribed to Lennox, 

there are elements of temporal disruption threaded throughout these comments, resulting in 

a narrative of ‘agelessness’ being attributed to Lennox.  

There are many reasons around why there may be such a strong attribution of 

agelessness to Lennox’s voice, particularly because, prior to 2020, there had been little in the 

way of musical output by Lennox. Firstly, it is important to highlight that there is an obvious 

point of comparison when listening to these recent performances, and that is via Lennox’s 

recorded voice which spans decades of her life. Where we see direct reference to Lennox’s 

past ages or past times (usually through references to the 1980s or 1990s), the comparison 

is made with how Lennox sounded at that specific point in her life. The recorded voice is 

preserved at a precise point in time: Lennox will always be 29 years old in the original recording 

of ‘Here Comes the Rain Again’. Mark Katz discusses aspects of how audiences experience 
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recorded voices through the concept of ‘repeatability’, where he suggests that ‘[f]or listeners, 

repetition raises expectations’, to the point where live performances must match, or even 

surpass, the original recording (2010, p.30-31). The original recording becomes the most 

obvious point of reference when listening to these recent performances. Due to Lennox’s 

relative retirement from performing, it is likely that many listeners have not encountered 

Lennox for a long time, and yet the expectation that Katz describes is still met, and maybe 

surpassed, in these later performances.  

There is also a tension between the ‘ageless voice’ and the ageing image which may 

illuminate why we see comments which are centred around ‘agelessness’ in Lennox’s voice. 

This is highlighted above in discussions of the voice as ‘haunting’ the present: the voice does 

not seem to ‘belong’ to this time, and maybe the voice does not even ‘belong’ to the body it 

emanates from. Lennox is visibly older yet sounds many ages (or no age) in these 

performances. Abigail Gardner notes that ‘[v]oices not fixed to bodies are strange, they are 

upsetting, we expect a correlation between the body… that relies on historical, cultural context 

and recognition…’ (2018, p.157). While the consensus is not one of distress, it does lead to 

questions around how age affects this relationship between image and voice. The expectation 

around Lennox may be that we ‘hear’ age in her voice since we can ‘see’ age in Lennox’s 

physical appearance. However, as Richard Elliott notes, ‘[v]oices may not age as notably as 

faces’ (2015, p.230), which is the case with Lennox. When age is not heard in the voice, but 

seen in the image, there is disruption around the experience of the performance and the 

experience of time. However, there is also a satisfaction that the ‘repeatability’ that Katz (2010, 

p.30-31) discusses has, in some way, been met and maybe even surpassed. The experience 

of Lennox’s voice in this way - where the image and sound do not quite match - perhaps also 

contributes towards narratives of agelessness in these performances.  

Concentrating on Lennox’s voice also leads to questions around what an ageless voice 

might be, or how it might sound. Revisiting Sontag’s double standards briefly, there is 

consideration around the body and the face being ‘stopped in time’ but no address around the 

voice. What meanings might be attributed to a voice that is stopped in time? And how might 
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that voice begin to address and perhaps even subvert those double standards? This has had 

some consideration in Abigail Gardner’s book, Ageing and Contemporary Female Musicians 

(2020, p.2) where she highlights the ‘staging’ of age through voice:  

 

‘Age is “staged” through accepted vocal and gestural performances that are not always aligned 

to numerical age. Age can also be understood as a vocal texture that emerges; it can be a 

material or an aesthetic quality; it can be a reference to a subcultural moment that has been 

defined as youthful; it can be allied to sonic geographies.’ (Gardner, 2020, p.2) 

 

The depiction of age here is one which focuses on age as being ‘performative’, and one of the 

ways which this can be done is through voice. Where this is particularly relevant to Lennox is 

where Gardner suggests reminders of times past that were ‘youthful’ in some way. We see 

this depicted in great depth in comments where Lennox’s voice ‘adventures in time’ (Cachopo, 

2022, p.41) and vocalises elements of being ‘all ages and no age’ (Winnicott, 1986 in Segal, 

2013, p.4), which in turn invites the audience to revisit their own past with her. Lennox’s voice 

is one which has seemingly not changed much at all: it is preserved in time, and perhaps also 

‘lost in time’ to some extent. It is also ‘out of time and out of place’ (Halberstam, 2005, p.16) 

and ‘haunts’ the present through the disconnect between Lennox’s physical ageing process 

and her ‘ageless voice’. Lennox’s lockdown and post-lockdown interpretations are ones which 

adventure in time, can lose themselves in time and, through Lennox’s ‘ageless voice’, can 

create an experience of stopping time completely.  

 

Conclusion 

The ‘ageless voice’ of Lennox is one which highlights interesting perspectives around 

traditional narratives around ageing female popular musicians. It is through this that age and 

time are explored imaginatively through adventuring ‘in time’ as per Cachopo’s observation 

(2022, p.41). However, this is not just restricted to the pandemic itself and branches out into 

post-lockdown narratives which also consider Lennox’s voice as one which does not follow a 
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typical chronology. This allows for an experience where Lennox can subvert expectations 

around ageing in an unexpected way, which relies less on the stage personas she has created 

throughout her career (the visual), and more on the way she sounds. That Lennox does not 

try to alter her appearance in a landscape where ageing is something to be ‘feared’ perhaps 

also shows a rebellious representation of female ageing in popular music. It expands 

conversations around representations of age (particularly older age) in popular music and how 

Lennox manages to subvert expectations around older age through her vocal performances.  

It could be argued that the lockdown and post-lockdown contexts of these 

performances of ‘Here Comes the Rain Again’ accelerate this perception of agelessness. 

Cachopo’s work is useful in discussing this disruption to chronology, both due to his claims 

around ‘adventuring in time’ (Cachopo, 2022, p.41) but also his note around the ‘disruption of 

the senses’ (Cachopo, 202, p.31) after the pandemic. This is felt in narratives around Lennox’s 

voice as ‘ageless’, particularly in those comments which consider Lennox’s voice as being 

stopped in time, as stopping time, and even as being lost in time. The ‘aftermath’ in 2022 also 

considers Lennox’s voice to be ‘all ages and no age’ (Winnicott, 1986 in Segal, 2013, p.4). 

This results in tensions between the ageing body (affected by chronological time) and the 

ageing voice (less affected by chronological time), where the voice does not ‘match’ the body 

it emanates from. The surprise around Lennox’s voice seeming younger than her body is felt 

throughout comments, with one suggesting that she sounds ‘even better than in her 30s’ due 

to the ‘wisdom in her words’ (Derliz Moreno, 2022). This satisfies, and further elaborates upon, 

the ‘repeatability’ discussed in Katz’s work (2010, p.30-31). Within these performances 

Lennox stages an age in her voice which is not aligned with her chronological age, and this 

results in reactions and experiences of the performances which are rich in memory and 

reflection. This also allows for an experience which goes beyond the ‘decline narrative’, 

instead inviting her audience to ‘adventure in time’ (Cachopo, 2022, p.41) and in turn, 

adventure in age, along with her. 
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