~ Welsh National Opera

Peter Grimes



pE——————
ROYAL
SHAKESPEARE
COMPANY
Sponsored by
ALLIED
DOMECQ

ROYAL SHAKESPEARE THEATRE
A MIDSUMMER NIGHT'S DREAM

WILLIAM SHAKESPEARE

OTHELLO

WILLIAM SHAKESPEARE

“- ANTONY AND CLEOPATRA

e WILLUAW SHAKESPERRE
_ ) TIMON OF
e / ATHENS

/" WILLIAM SHAKESPEARE

SWAN THEATRE
VOLPONE

BEN JONSON

15 PROGLCIEN 15 SHONSRED BY T FibHiH BREWERT

TALES FROM OVID
TED HUGHES

N A NEW ADAPTATION 8Y

Tht SUPPLE AND SIMON READE

" THE FAMILY REUNION
TS ELIOT

o FRODUCHON 15 SPONSORED BY 104

THE OTHER PLACE
APHRA BEHN'S

OROONOKO

IN A NEW ADAPTATION
8y Blyl BANDELE

i paobugHion 15 3poN:06td B
W3¢ FLATIRU CORPONBIL SNV

FRIEDRICH SCHILLER

s pRopuhon 15 SUFFORIES
A5G PAIRUKS

A WARWICKSHIRE
TESTIMONY
APRIL DE ANGELIS

(3

ARTS
councit
. Gaek At

BOX OFFICE
01789 295623

DON CARLOS

()

Peter Grimes

Opera in a prologue and three acts by Benjamin Britten

v Sm——

Libretto by Montagu Slater after George Crabbe’s poem
The Borough
By kind permission of Boosey & Hawkes Music Publishers
Limited

First performance 7 June 1945 at Sadler’s Wells, London

First performance of this production: 15 February 1999 at the

New Theatre, Cardiff

Benjamin Britlen

l Performances

]

Cardiff Monday 15 February, Saturday 20 February,

Wednesday 24 February
Oxford Tuesday 2 March, Friday 5 March
Birmingham Tuesday 28 March, Friday 26 March
London Tuesday 30 March, Saturday 3 April
Liverpool Tuesday 6 April, Friday 9 April
Swansea Tuesday 13 April, Saturday 17 April

s e e ey v \

{

f




Cast

Peter Grimes a fisherman John Daszak

Janice Watson

Ellen Orford a widow, schoolmistress

Captain Balstrode retired merchant skipper Donald Maxwell

Ann Howard

Auntie landlady of “The Boar”

st Niece ) ) _Charlotic Page
1 main attractions of “The Boar” e age
ond Niece Nicola Howard

Bob Boles fisherman and Methodist Peter Bronder

Andrew Greenan

Swallow a lawyer
Susan Gorton

NeilJenkins
Peter Savidge

Mrs Sedley a widow

Rev. Horace Adawms the rector

Ned Keene apothecary and quack

Hobson carrier AlanEwing

Boy (John) Grimes’ apprentice Tain Goosey
DrCrabbe
Boys
Townsfolk, fisherfolk

Paul Gyton

Jeremy Evans, Michael Holmes, Myles Leadbeatter

Carlo Rizzi ex Apr 15
Julian Smith Apr 15
Peter Steir
Stefan Mayex”
Moidele Bickel
Heinrich Brunke
Robin Tebbutt/Annilese Miskimmor?
Caroline LamI>

Annette Meyer, Ursula Patzal<
Michael Pollock, Russell Moretorn »

David Seaman, AnthonyNegu s

Conductor

Producer
Set Designer
Costume Designer

Lighting Designer
Stafl Producers
Choreographer
Design Assistants
Music Staft

Scenery built and painted by Cardiff Theatrical Services

Costumes by Welsh National Opera

Additional costumes by: Terry Milton, Keith Watson, Naomi Isaacs,
Debbie Marchant, Celia Pierce, Jenny Falkner, Gwen Russell, Jeanette
Haslam, Jenny Adey, Tervor Collins, Joan Coleman.

Boats by Brian Upson of Aldeburgh i
Picture credits: Set designs by Stefan Mayer, costune designs by M}gldcle )
Bickel, rehearsal photographs by Brian Tarr, portrait of Crabbe by Thomas
Phillips, courtesy of John Murray (Publishers) Ltd.

There will be intervals after Act 1 and Act 2

The performance lasts approximately 3 hours 10 minutes

2

2

Contents

Synopsis

Outsiders
Peter Stein interviewed by Simon Rees

Inmerludes
Carlo Rizzi interviewed by Simon Rees

Place as Protagonist Peter Davidson

Catching a Crabbe Tom Rosenthal

A note on creative perversion

Montagu Stater (1902-1956) Andrew Biswell

Accidental Circumstances Chris Ball

Synopsis

Prologue

Inside the Moot Hall, the Borough

An inquest is being held into the death of a young boy
apprenticed to Peter Grimes, one of the local fishermen. Many
of the townspeople are present. After investigating the
circumstances of the boy’s death, the coroner (Mr Swallow)
brings in a conclusion of death in accidental circumstances. But
Grimes complains that this does not really clear his reputation,
for the case will still go on in people’s minds. When the others
have left, Ellen Orford, the Borough schoolmistress, tells Grimes
that she will work with him to restore his name, and pledges
friendship.
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Act |

Scene |

A street by the sea a few days later

Grimes is finding it difficult to work his fishing boat single-
handed. Ned Keene, the apothecary, tells him he has found
another apprentice boy. Ellen Orford, the schoolmistress,
agrees to fetch the boy in Hobson the carrier’s cart, even
though the Borough inhabitants disapprove. Soon after she
leaves, a storin breaks, which is all the more threatening
because there is also a spring tide. Boats are made fast, nets
brought in, and house windows are shuttered. Captain
Balstrode, a merchant skipper, tells Grimes that he should
consider leaving the Borough, and encourages him to marry
Ellen. Without her, and with a new apprentice, the same
tragedy is bound to be replayed.

Scene 2

The Boar on the evening of the same day.

Though it is past closing time, the pub is full, and people are
still coming in out of the storm. News arrives that the coast road
has becn flooded and a landslide has swept away part of the cliff
by Grimes’s hut. Quarrels break out among the drinkers.
Someone starts up a round. When Ellen arrives with the boy,
Grimes insists on taking him back to his hut through the storm.

Act 2

Scene |

A street by the sea, Sunday morning a few weeks later

Ellen Orford and Grimes's new apprentice boy sit on the beach
in the sun, while morning service is being held in the nearby
parish church. Ellen discovers that the boy’s clothes are torn
and his neck is bruised. When Grimes appears, having spotted o
shoal of fish, Ellen reproaches him for ill-treating the boy. They
quarrel, and Grimes hits her. They are overheard by some of
the neighbours, By the time the church service is over, news hag
got about that *Grimes is at his exercise’. Swallow sends Hobsop
with his drum to summon a posse to go to Grimes’s hut. Auntie,
the nieces and Ellen stay behind.

4

Scene 2

Grimes’s cliff-top haut

Grimes and the boy reach the hut. Grimes collects his fishing
gear, but the boy is weeping with fear, Grimes tries to soothe the
boy, but then hears the neighbours coming up the hill. He tries
to leave the hut in haste, {lings the tackle out of the door, and
sends the boy down the cliff face. The boy slips and falls to his
death. Grimes scrambles after him. The search party finds the
hut empty, with no sign of Grimes or the boy.

Act 3

Scene |

A street by the sea, a few nights later

A subscription dance is taking place in the Moot Hall, and there
is a lot of coming and going between the Hall and the Boar.
Neither Grimes nor his apprentice have been seen, and people
suppose they have gone fishing. Mrs Sedley overhears Ellen
Orford telling Balstrode that the jersey she embroidered for the
boy has been washed up on the beach. Seeing that Grimes'’s boat
is now back, Mrs Sedley tells Swallow what she suspects. Swallow,
the Mayor of the Borough, leads his posse to arrest Grimes.

Scene 2

A few hours later

The dance is over, and a fog has risen from the sea. The cries of
the man-hunt and the sound of the fog-horn break the silence.
Grimes creeps back to his boat. Ellen Orford and Balstrode find
him there, hungry, wet, exhausted and almost insane. Balstrode
proposes a way out: he must take his boat out to sea, scuttle it
and sink with it. Grimes does as he is told. As dawn breaks, the
Borough comes back to life. The coastguard station reports a
boat sinking far out at sea, but the news is dismissed as a rumour.
The people of the Borough start 1o go about their tasks. Itis the
beginning of another day.

Frank Meadow Sutcliffe photographs reproduced by generous permission of
The Sutcliffe Gallery, Whitby, North Yorkshire. For a free brochure of the Gallery’s
publications, which include four collections of Sutcliffe’s photographs,
telephone 01947 602239, or fax 01947 820287




Outsiders

Peter Stein interviewed by Simon Rees

Are you focusing on Grime’s quality of being an outsider?

If you said that the opera was just about an outsider, this would
be a onessided approach. There is much more to it than that.
The story as stated in the opera is that the society of the
Borough is a mass of outsiders. It is not just Peter Grimes.
Boles is an outsider, who has exiled himself from the Anglican
church, and talks about the people and the church in an
aggressive way. Even though he’s sometimes demagogic in
companty, he is totally alone, and this {its in well with the
general state of affairs in the Borough. Ellen Orford and
Balstrode are both outsiders, respected by the community but
also shunned by it. So is Mrs Sedley. Even Ned Keene has
outsider tendencies, when he tries to provoke the community
by overruling Swallow’s judgement that Peter Grimes should
not have any more boy apprentices. He challenges the whole
community by saying ‘I have an apprentice for you’, and
organising for the boy to come from London. This is the
richness of what was added to the original story. 1f I see it
correctly, Britten and Slater began with Crabbe’s Borough,
then contradicted the story, especially that of Peter Grimes.
Then, by adding other characters who are also drawn from the
Borough, they came back to the original poem again. The
relationship between the libretto and its source, as well as
between Britten and Slater, is shifting and complicated.
Initially Britten was enthusiastic about Slater’s ideas, but later
he had enormous problems with his language. Slater overdrew
on his poetical bank account, and Britten realised that the
words of the libretto often rang false and were ‘poetic’ in the
worst sense of the word.

So how do you approach Grimes’s own high-flown language?

This is all right, because it is clearly Britten’s intention to add
other elements to Grimes than merely those of criminal and
outsider. He is no longer an outsider because he is vicious or
brutal or dishonest, but because of his strange sexual makeup
which makes him unable to ask a woman with whom he is
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apparently in love to marry him. He

is an outsider in his behaviour
towards the boys, which is
the same as in Crabbe’s
poem. He also sees and
fecls things that other
people do not see, and this
makes him a poet, a man ol
imagination, with his own
visions and his own life. He is
clearly near to madness.
Instead of Crabbe’s depiction
of the madness of the haunted
Grimes, Britten and Slater give a larger
impact by showing Grimes’ madness as that of a
highly sensitive man with poctic potential. Tt
makes a more interesting story than one simply
teaching that crime does not pay. Consequently,
the libretto is not very consistent, and among the layers of
interventions some of the meaning of the text is lost. There are
many examples, the simplest being that the final text of the
prologue has Swallow asking Grimes how long he has been at
sea. Grimes says ‘“Three days’” and Swallow asks what happened
next. Grimes says ‘He died lying there among the fish.’
Swallow then asks what he did, and Grimes says he ‘threw them
all overboard’. Swallow asks ‘You mean you threw the fish
overboard’? This is the simple interpretation of the text, and it
no longer makes sense. However, initially the
answer was ‘Throw them overboard.” This means
that Swallow’s correction is necessary. This might

seem to be splitting hairs, but if you are
producing the scene and want every word and
every action to make theatrical sense, there
must be a motivation for every phrase.
Another example is at the beginning

when Ellen Orford enters in Act 2
scene 1, and sings how ‘you've
learn’d how near life is to torture!”
But the problem was that this
originally read ‘you've learned
how near love is to torture,’
which makes sense in




Slater’s original text. What we have in the libretto at this point
simply doesn’t make sense, and I don’t like actors and singers
to say things on stage that they have to pass over with their eyes
shut because they don’t understand what is meant.

Is there something diabolical about Grimes himself?

[ am quite happy to show something diabolical about Peter
Grimes himself, so long as there is something diabolical about
the Borough. With all the different layers that Britten and
Slater added, his character became much more complicated.
As we say in German, the devil is in the details, and so the devil
is split up in a lot of devilish little situations. The mythological
basic meaning is clearly there, butitis difficult to bring it out
in the production. We must trust in the strange, contradictory
behaviour of the singer who plays Grimes. This is one reason 1
have always refused to produce Peter Grimes in the past, because
the singers put forward for the role did not fit this special
problem. There must be something vexing about him: not
only cruelty, and avoiding the sentimentality that Pears
brought out. Clearly, Grimes must be a young, virile man, who
makes a sexual impact, so that a relationship between him and
Illen Orford is thinkable, desirable and normal. The singer
playing Grimes must come over as hard to decipher. This is the
very word Grimes uses: he wants to decipher the things he sees:
the stars, or fate, or humankind. He has poctical and
philosophical tendencies, but for all that he is a simple
fisherman.

How do you make the distinction between the different

manifestations of the people of the Borough, in the Moot Hall,

at church, at the dance and so on?

I have tried (o show the Borough in contradictory situations.
The people are quick to change their minds. In Act 1, scene 1,
when Ellen tells them why she is going to fetch the boy, they
accept this, but then when the storm blows up, thiey behave
quite differently.

Do they have a leader?

They are looking for a leader, but they do not find one where
they expect to. The rector tells them that he does not like
directing, and Swallow does exactly the same. Although he
represents worldly power, he tries to get rid of this power,
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because he would rather be somewhere else: he'd prefer to be
Mayor of London. So he uses irony to distance himself from
his subjects. In the third act he takes matters into his own
hands, and with his constable [Hohson he becomes the leader
of a kind of lynch mob, which is more a popular uprising
against an outsider or criminal, Because of this lack of
leadership - which you also find in modern-day political parties
- different people take matteys in hand: Boles, when he
functions as a dem;lg()‘gue, especially in Act 2; Balstrode in the
pub scene; and sometimes Ellen Orford, who as Ive said leads
public opinion for awhile in Ac¢ 1. What atracts me is the
richness of the different rel

o Aationships between the collective
and the individual, and the

_ k Interchanging of these
relationships and their POsitiong

Why is it Balstrode who deliveyg the verdict on Grimes?

That is something I find harq

! to answer: it is nearly impossible
to digest. I can understand cAr

. , amaturgically that there is a need
to make an end. Crabbe’s St()ﬂ’ finishes with Grimes’s death
haunted by the spectres of hig ierims. In g ,
necessary that Gri;nes could 1y o1 sypvive
{or this abrupt unhappy endj . ‘ o e
that at this point there is ng lr:il‘c\h(ll]t Iélrnfl l(;dll fiest 0[‘(%1 15)

. o all of a sudden, Balstrode
uses plain, spoken English, Ar1d it hecomes )
enormously strong because OF this Jack of
musical effect. From one morl’lcrﬁ t;
the next, Balstrode is helping his
friend and then telling him ¢,
commit suicide, to solve the

problems between society and e
individual. Even Ellen Orf(’rd’g
role at this point goes into ¢y ..
though she hesitates and

doesn’t know what to

do. It is a very hard frog
to swallow. It doesn’t
make theatrical sense.

In opera it is possible

hecause operatic

dramaturgy is

based on musical

dramaturgy, in

ater’s libretto, it was
, and this is the reason

1845,




which everything changes in half a second because you bring
in a new chord, a fortissimo, and everything that went before is
lost. This structure of leaps and bounds, quick accords and
effects, is very musical, but T find it dramatically difficult.

What do you find the most musically dramatic moments in the

piece?

Musically, the greatest effects arc clearly the interludes. But
scenically, the most impressive thing is very naive and simple:
the shouting of Grimes’s name. This is very elfective and
original. And the foghorn, oo, that goes with it: I like it
because iU's nearly not music, just aggressive shouts contrasted
with one simple instrument, nothing else. After the last
‘Grimes!’ there is a pause, followed by an orchestral entry that
deseribes them running. Because the characters really are
running, this pause produces a ‘Bihemmung’ - a delayed bite
- that all predators have, a little moment of hesitating before
giving the bite that kills their prey. Konrad Lorenz describes
this phenomenon. The quartet is a very good and beautiful
piece of music, but from the dramatic point of view, this is the
moment I {ind most striking.

Peter Grimes is an eclectic opera, and contains references to
Wozzeck, Debussy, Wagner, even Puccini, but its
eclecticism is reflected in an intelligent way. The
structure is not thr()ugh—comp()sed -it’s a numbers
opera, and works in many ways like a musical.
Britten put a lot of his American experience in it,
100: jazzy stuff. Tt is important that
P singers should change their vocal
> colouring and behaviour and pacing
scenc by scene, sometimes singing
as if in Tosca, sometimes Wozzeck,
sometimes West Side Story. And
sometimes even Italianate bel
canto, cantabile. This is seldom
done, just as the recitalivo senzd
misura is seldom given the
freedom it should have.
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What do you do with the Interludes?

I close the curtain. It is wrong to do anything during the
interludes, because it can only make things poorer. They
should be used to give time {or the scene changes. In our small
theatres it is all the more important that there is no noise from
the stage, which destroys the effect of the interludes, so I have
to bring the safety curtain down.

What can be made of the difficult role of the boy?

I'm very happy with the boy we have found, Iain Goosey. His
role is extremely important, and you must bring this forward.
He’s courageous, understanding, intelligent - and he’s twelve. 1
feel sure he will want to continue working in the theatre.
There is one moment which is especially moving, even though
it is silent. Ellen tells him to go with Grimes, and at the last
moment he refuses, and turns towards stage left. Ellen follows
him, and pushes him towards Peter.

How did you plan the look of the production?

We decided not to update the piece to the 20™ century, not to
leave it where Crabbe set it, near 1800, and not to put it where
the libretto suggests, around 1830. Instead we updated it to the
1870s. Why? Because the Biedermeier costume

is a little too remote and has decorative, ‘nice’
connotations thatare unproductive. The
fishermen’s costumes of the 1870s are
documented by Sutcliffe’s Whitby
photographs, and are timeless: they could have
come from the Biedermeier period, or even
earlier, right back to the middle ages, or up
to today. The costumes give a general
idea, rather than falling in love with
details, and though theyare clearly
nineteenth-century theyare more or
imeless, and must stink of the
sea. I am unable to work with a visual
effect that runs too strongly against
the music, or in parallel with it, like
the detestable pscudo-operatic realism
of the fifties, where you almost had to
close your eyes in order to listen to the

Jess t
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music. The paradox of the
stage directions is that you
have to sec both the sea
and the borough: if you're
at sea you see the boroughy;
ifyou'rein the borough
you see the sea.

Another paradox is the
requirement of a huge
space, where three boats
can be brought in. I have
tried Lo invent a staging
that can provide as many
long walks as possible,
using the diagonal marked
by the quay, and taking the pulse from the site of Aldeburgh,
where the shingle bank becomes a wall, and where the Moot
Hall is lower than the highest point of the beach. Then [ have
introduced an upper part of the town (not quite the same as in
Aldeburgh) with a stepped walk on the other diagonal, leading
up into the flics, and then a pair of tiny stages left and right of
the pit, to expand the distance between the characters.

How much of the staging is realistic?

1 decided that a certain realism is necessary, starting from the
costumes. The only real objects are the boats - not the houses,
which are too difficult, and the quay and the shingle, which
are abstract simple surfaces, painted with tar. The boats are
wonderful, because they are built by an Aldeburgh boat-
builder to authentic designs. Peter’s hut, an upside-down boat,
has a certain realism about it too. The Boar is tiny and
overcrowded, with sixty people cramped into twenty-four
square metres. Grime’s hut is an endangered living-space,
because there was a landslide. The hut is not fixed, but hangs
over space, balanced like the house in Chaplin’s Gold Rush. 1t
seems abont to tumble over, to fall down. These are quotations
of realism in the midst of more or less abstract surfaces, which
organise the space.
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Interludes

Carlo Rizzi interviewed by Simon Rees

Peter Grimes is an opera in which the connections between the
plot and its setting in onc particular part of the world - the
English fishing-port of Aldeburgh - become very important. On
many different levels we see man’s fight against nature: one man
against his own nature, the community of men {ighting the wider
nature of the sea and the weather. The six sea interludes are
strongly inspired by this, and there are many ways of listening to
them.

The first interlude is rather pictorial, with the calm of the sea at
the beginning, little waves shown by brass chords, with the liule
freak waves that come to the shore represented by clarinet, harp
and violas, playing rapidly. The caln, the almost eternal stillness
of the sea very carly in the morning: that’s the first of these sea
pictures.

The second interlude is the storm. This is an absolute
masterpiece of description, of the tumultuousness of the sea, but
there is also a calm lying in the middle.

The third interlude, at the beginning of Act
2, shows yet another picture of the sea, on a
festive, joyous day, with a glitter of waves, a
glitter of sunshine, as Ellen Orford describes
it. All this is clearly marked in the score.

The fifth interlude, at the beginning of the
third act, has the feeling of a heavy, leaden
sea, calm but at the same time the messenger
of bad news, not an easy, tranquil calm but a
calm pregnant with future developments.

Britten uses nature to describe man, as well as
mankind, to describe the inner feelings of the
principal roles, particularly Grimes. Grimes’s
character is not very clear; he is not clear in
himsclf about what he wants and what he
does. He goes to a certain point and then
retreats, as if he wants to be an outsider. But
the moment he is considered an outsider,

he blames others for making him so. It is
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the story of somebody who cannot accept himself. Much has
been written about Britten’s homosexuality, and that of Grimes,
about Britten’s fondness for children and Grimes’s relationship
with his apprentices. Without minimalising this, I think the
picture is much wider. Grimes is not simply troubled because he
cannot approach Ellen as he would like to. He is a man with a
‘fiery vision’, as he calls it: this is his perception of himself. He
also knows that others call him a dreamer. The opera is not just
about rejection, but also about acceptance: the case of Britten’s
being so openly homosexual at that time probably had a lot to
do with it. But Grimes’s character is not so straightforward: you
can’t mark him as homosexual or not, happy or not, an outsider
or not.

This also comes out in the interludes, for instance in the second
interlude of Act 2, the famous passacaglia. This fourth interlude
is a masterpicce of technical construction, both from the way it is
structured and because of the skills Britten used to obtain special
effects within the orchestra. Apart from the opening solo of the
viola, the statement of the passacaglia theme is made by cellog
and basses, with timpani. This creates an atmosphere, not merely
by notes on a beat, but a feeling of expectation, of something
thatis going to happen, is happening, but has not yet quite
happened. Britten builds it up, first with the viola, then with
woodwinds, then the brass, then violin, then full orchestra, then
goes back to the woodwinds, then woodwinds and violin
together, then the full brass, arriving at this
enormous climax that still states the saine
repeated theme - and then we finally
Grimes in his hut, full of rage against
everybody, not just against the boy, but
against the townspeople for treatine
him as an outsider, and against °
himself. He is full of rage ang
anger because he hit Ellen, and
did not want to hit hey, I am
convinced that when he hjgg
Ellen and goes away, it is not
just that he goes back to his
fishing, but that he cannot bhe
to he with her any more: he
knows he has done somethip g
wrong, not just because he
acted with physical violence
)

find

ar
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but because it is another moment of failure in his relationship
with others. He gets to a certain point, but then when Ellen, in
love and compassion, tells him how he has failed, he can’t bCfll‘
it. Ie hits her because he can’t bear to face himself and the fact
that Ellen is once again coming too near him, It is a sad story,
but not, I think, in these modern times, such an unusual one. It
could also be read as the story of a genius: geniuscs are people
who don’r quite fita single category. They're alone: ahead but
alone. And don’t forget that the man who wrote this opera was a
genius: this first opera of Britten’s really is a masterpiece.

The fourth interlude clearly describes Grimes’s turmoil as he
goes from the town square to his hut, and this is shown by the
various themes. We have the loneliness of the feigned calm at
the beginning. Then the lacerating, movn‘lg v.xol.a phrase, '
beautiful music but not a pleasant melody: it is like something
ripping the heart apart. Then the tension created by the
woodwinds, with a phrase that goes nowhere. And then a phrase
that is full of turmoil and excitement, stated by the woodwinds
and violins, that will later become tl.l(f love-phrase when Grimes
sings ‘There’s the jersey that she knitted, with the zmchor. lhut_
SIIL: patterned.’ These emotions bcco}nc clearer when Grimes is
in his hut, but during what I think of as the journey to the hut,
the music shows the turmoil of different thoughts that come into



his mind and don’t have
time to get unra velled and
rationalised.

Technically speaking, the
real stroke of genius is the
variation using brass alone,
where Britten creates
chords by the successive
entry of all the instruments,
building a melodic line that
spans from the third
trombone to the first
trumpet. This shows
beautifully Britten’s real
knowledge of the orchestra-

The sixth and final interlude seems to me to look inside the
personality of Grimes, rather than looking at the challenge
between nature and man. Grimes is coming back after being out
at sea: who knows, he may have taken the body of the dead boy
and sunk it, fcaring that people would accuse him of his death.
He comes back, utterly disorientated. He doesn’t know what to
do, or where he is. Later, he asks himself: “‘What is home? Calm
as deep water. Where’s my home? Deep in calm water.” It’'s a
switch of personality, and we have the same in the music of the
interlude. The first entry of the flute is clearly written as a mad
phrase, and then we have a brief phrase from harp and cellos,
and then back to an oboe with a high E flat, one of the highest
notes it can produce, with a timbre that becomes thin,
penetrating and painful, because there is no case of rhythm.
This is clearly a description of a man who does not know what t0
do, and is in great pain. The interlude is soon over, leaving the
different emotions Grimes is suffering on a horn discord that
will be the basis of the next scene. In this scene we hear the mar”
hunt on the one hand, and on the other we have Grimes, alon¢
with his imagination, shown by this horn chord and the bass
tuba sounding the fog-horn. It is a masterpiece of interiorisatio™
I find an incredible pleasure in conducting it. As in all real
masterpicees every note matters, and only opens to you if yo
to see what is behind the music’s beautiful facade.
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Place as Protagonist

Peter Davidson
Peter Crimpe . R
dins ‘Gnlme.s has its origin in an article by E.M. Forster which literally
Seld ed the course which the rest of Britten’s life was (o take
Oom can a ¢ e of page adroi H ‘ i
l"‘Of(mnd‘. ¢ ?Lll)lc of pages of adroit evocation have had so
twertion an cffect on a life, on a town and on the course of
M 1e -ce i 38 A
I et 1 century opera. As the composer wrote in his 1945
roduction to Peter Grimes,
’S,

"l‘)cl:_lol;;i111:)5:111[1'!{11(‘3/1‘)(}1"‘.1941-1, wllile' w.()rking in California, I came
Crabbe br}F)N(I) . fL thene.rcomammg an artjclc about George
Crabhe az tl;.;t l f)x\st]cr. I did not'know any o'I the pocms of
feeling of n()(s(' )lll.lc}. )%lt‘ l)l‘l‘t rcading about him gave me such a
searchog forl.lt gmr ()fl 1§uﬂo1k, where I had alwa?'s lived, that I
Bovougis, My F(orst?’o ) 1{5 nrorks and IT)Zld(.f a 'begmx.ﬂng with The
Doct evoked o s j s c);cé enlmacc.o.unt of this ‘e.nurely English’
Seacoast ;1ro1;n(1 \}I(lin)gl;) ot lhe’l‘eahtles of that grim and exciting
Story of Porr (’; ﬁ‘}lrgl?....l he Boroug:lz - and particularly the
from whicl, o lll)zcs - pldowded a subject and a background
an opera, ars and I began to construct the scenario of
FOI'S[CI"S

article does indeed pai .
Place; ¢ docs indeed paint Aldeburgh as ‘a bleak lictle

not beautiful’, e fed :

Wowered oy Lftuuful s emphasising how ‘it huddles round a {lint-

wallop e Slnch and sprawls down to the North Sea - and what a

the siqe of lca makes as it pounds the shingle! Near by is a quay, at
an estiy: .

anel flag. Cxcpl estuary, and here the scenery becomes melancholy

_ ; anses ¢ alti MO ;

C1ying of mud, saltish commons; the marsh-birds

The Mmpression whicl
Al(lcburgh m
Brittey g
Il()urishe(l
much ge
Awlesg
Loy vy

ade after
estival had
fora decade, was
ntler - the grim,
ltl.ll(l Impoverished
Gt \11(.‘1‘1 the poet George
N ¢ left for good as soon
h > W -
vas able to do 50, had

iy through Victorian
. ovement’ and had

*Come ¢
e lc'u)smopolitan with

Dational arjsgs and

mellowe
ocllowed
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musicians. The
general feeling was
much more that of
the ‘summer
morning’ interlude in
the opera, a trim
town by sunlit water,
a place to which
people came for
pleasure. Similarly,
the coastal marshes
which Crabbe and
Forster evoke so
power{ully seemed,
on a festival walk led
by the Sulfolk writer
Norman Scarfe, (who
describes Aldeburgh
in his Shell Guide to
the county as ‘ugly and delightful’) an almost unbearably bright
region ol gleaming mud and vast skies - magical and still.

Fouster’s article devotes a substantial space to Crabbe’s
descriptions of those very marshes, appreciating how skilled )
Crabbe is in the evocation of landscape, particularly the kind of
landscape which is all-but indescribable:

Crabbe is a peculiar writer: some...find him dull, and even
unpleasant...his feeling for certain types of English scencry
does appeal Lo me very much...how subtly he links the scene
with the soul of the observer. Grimes rows out alone into the
estuary and waits there - waits for what?

When tides were neap and, in the sultry day,

Through the tall bounding mud-banks made their way
There anchoring, Peter chose from man to hide,
There hang his head and view the lazy tide

In its hot, slimy channcl slowly glide

How quiet this writing is: you might say how dreary. Yet how
sure is its touch; and how vivid that estuary near Aldeburgh-

Britten writes about his roots in Suffolk: before the war he had
lived in Snape, at the head of that very estuary. Britten’s
involvenient with Sulfolk is beautifully evoked by an anonym""IS
photograph of the late thirties which shows him playing darts m
an unidentified pub (darts, according to Robert Graves, reacheC
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Joume

s p.eak of popularity in 1937). He looks transcendently happy: it is
01‘).V1‘0us (mathematician and tennis-player as he was) that he was
br'll%lam at darts. More than this, he looks totally at his ease in
m‘dlnary Suflolk surroundings, in sharp contrast to Crabbe who was
haunted by the origins which he had escaped even when he was a
well-connected clergyman living far from the estuary of the Alde.

:11}0 photograph and Britten’s Introduction to Peter Grimes combine to
i’,‘:((u:(i’(’)‘: 1{1 11 (‘)[' wl‘l).' Fm’slcr} zu*lic‘lc may hav‘c led I%rillcn z}n(l
s paci{‘ml: k the w.aﬂlmc crossing of the Atlantic, l_() facca ml)uTml .
in g rc‘ll»s,‘()?)tlllen 1~clum, 1'110\'9(1 by the power of the place which is
l()gmh‘er»itl.nslc, ‘t TC pmx‘otz\g()mft of the opera which Lhc’:y pﬁlzmncd .
study of Brlill[le (-()lllsé()[ their reurn. I.l?l(?gen Holst’s 1)10gr:aplncnl
evocation of cln:‘]?u'bllsl‘lcd du}'mg l}ls 11[(3111116,‘112'15 a s'plcndld
perform B 1‘1c‘u‘ llws in wartime England - of lllgh[J()lll'll}C)’S to
Do of o 1ltc11‘s English IO]k—S(’)IIg arl‘fmgcmen.ls on the tired

some village-hall deep in the East Anglian country.

il‘lnl:l I‘)l::::lcl c]ic‘h'é.of‘the cultun}l history of tlle.’zlqs:, that Britten
and ISl\ex.'w(‘)‘:lle. )'d(.)k from A{nenca wller.cz\s tllﬂcn‘ {1'161](15“ Auden‘
like o myth 11'1(- Srlilyccl there for the ?luf‘utlon of the war. Something
Shersond's :15 %Z].f)wn‘ up around this [nc.t, t'hz}t Auden and '
Where Briyen ?Usll())ns’ t.o,stay somehow diminished them as writers,
Oliwardy l(‘)‘\\”lr‘llr-l( 1 ears’s rxot—u1'}c9uragcous I'C[.Hl‘tl led uatm;zll]y .
later yeas 1)‘0[(1 s triumphant ’dl’l].SllC careers wlTlch saw them in their
5 1 honoured and titled, as two of the more

refveshingly ynl; i
we _‘mgl) unlikely recruits to the English establishment of the
entieth cen tury.

Tt s ¢p
A’\l:el;iléi :3]“":‘1 :?11“(1‘01"1’?\vri‘|ing changed 1"21(1ical‘ly whe‘n he settled in
which are m- [],: 181))%11 se, (f)c.us‘e(l evocations f){ I’.cnnmc landscapes
Yeplaced by lhe, (Llntrc of 1}1? 5()5‘ poetry vanish I'()r good L(,) be.
imPOSsib]c s 11\< anity of ‘a minor trzmsutl.anuc Goethe ,‘IL is .
Englaud hidh (’)\spleculale about the n()n—cmslen} [)?)C[l}" of wartime
een: the Cllforz ul( e.“ flCV@‘ wrote. How ‘w'on(lcrhll it might have
Perfect summon (L(~ ln{lst 0.[ l)lzlck0f1—0111 cities; the um‘mmrall‘y
; . »f 1940 with the fighter planes overhead; railway
SpCCUIZ:(}U())]:L;;I]‘:;? stafi'(ms i.n the dark. t‘\nd yet, tcmptil'lg asitisto
z\uden, unlike B ~'Lt“:01'1‘5 Wll)lch never existed, the truth is that
f‘l’“”(l(n‘m(l Fur(:l lclrl ‘}nd Pears (and at veal perso.na\. cost ) had
. e vig) clué N t}:C ;ﬁ.[f)l‘c he ever boa‘r(le(l the Shl‘p .lm‘ New Y()rk.
St hefore i ;1c L Im.lcent‘h of the S()n.ne/sﬁ'mn C..lzz‘na, p}xbhshgd
that (e Enlin )pdrtmc, which sl;\Fes, with the lucidity of despair,
ghtenment, the rule of reason, having failed, Europe

Was slid;

$sliding gpce L .

Nothi § once more into a harbarism which Auden could do
I Lo mitipate






...the will ol the unjust
Has never lost its power.

And so the poet who had once been at the centre of writing in the
England of the thirtics, the definer of its language, moved into sell-
imposed exile, demonstrating in the flawed libretto of Paul Buny!
that America was in itself a language which he had failed to learn
overnight.

vhich

Despite the remarkable range of American musical idiom v
from

Britten absorbed and used in Paul Bunyan (perhaps inially
the American song book which had been a gift from Montagu
Slater, the future librettist) it seems certain that it was the retrn 10
the place which had called him home which released in him the
musical certainties of Peter Grimes. It is as though Crabbe had
enabled him to see the familiar places ‘as if for the first tme’.

Forster’s article manages in its brief’ compass 10 tell the reader or
listener a lot about Crabbe, beyond setting him firmly in the
landscape about which he wrote with such precision. But who ist X
now obscure poet who lies behind Britten’s opera, behind Britten s
decision to throw his lot in once more with his native county?

Crabbe is a strange, clusive poet: superficially an unremarkable
cighteenth-century moralist who lived on into {he 1830s. But the
more you read his work, the stranger it appears: troubled
dispatches from a menacing, impoverished rural Eng

which there are infinite ways of missing your chance,
falling to the bottom of society. This is a point
. captured beautifully by Forster’s article whi

)] emphasises how well Crabbe knew ‘the

i
!

. almshouses and the hospital and the prison
and the sort of people who driftinto them -
He is a melancholy, scrupulous, strange P(’el{
author of visionary dream-poems as wellas ©
wp narratives of provincial misfortune. He
published one volume of impeccably plac
Anglican sermons, as was expected of a

. clergyman with noble patrons in the hunt

\ shires.

]

ch

id

ing

o# extraordinary sermon on the text aboil
v Devil going about as a raging lion, 2

. sermon which expodes into a teryible
exposition of the ubiquity and

' o resourcefulness of evil. (Indeed, Crabbe's

94

&

his

land, 18

Yet even here, his fears break out in oné e
pth

Peter Grimes is linked to the devil
by his name: Grimes, Grim, the
(?lfl Grim of Grim’s Dyke and
Grime’s Graves, the abandoned
eziisl.-[\nglizm flint mines, the devil
h.lmscll'.) Tcan't imagine what the
V'l'lle\gc made of Crabbe’s
(‘Ilstrncted sermon on that distant,
Sjl()\.vy Sunday evening, when the
:{:1;3,21}[[1 suspect, had [‘;\il.cd to
1e Jaudanum which

yllsually kept Crabbe’s nightmares
]:::1[\\(/;1[1\111;; dreams under some

control,

\(\;illtli:)]])i;\:-l)(),tillls always ]?r'()cee(l
escaped fl‘(())ln;n}]:'l, rcgl‘éthlst be¥0.w the sur{z}cc, For all that l.\e
it 0, Grape i]: ’olngm(s, acquiring C(‘hlcz.lll()]l and prosperity as he
recapture 110;‘:‘011"6 Lln?l‘ongst t.he English poets lm.‘ his 2}1)111[)’ to
Childhood iny o ‘()'r% w ns‘pelcd in the Bomu’gll (lurmg his .hzu‘d
Y00ted in 1y I 1 cn(fums[anccs. The lCIT(?I’ in Peter Grimes is

1s recollections of Aldeburgh, of half-understood adult

Convergat;
rsations, accusati o .
Murder. » accusations of deviance and sadism, rumours of

Crabhe 1o .
his (;:a:il(;l;d i\l(l‘cb%l‘rgh,‘ f'()}“ ‘all l]]k‘ll it 11211!1116.(1 his poems and
1ave as theiy f-m\;;l‘y bll(,'L??Sf}ll Tales of /he. [I(t{l‘\il‘lllcrl 'n.1 later life,
Prosperons ;m(([ T(],:I?,]j{m,.‘mjc an odd w15h—11.11[1‘lmcjn[ in which a
real ‘“debm'qh (;;("(1[-??ln"l.”.dl'()r returns to his family, not to the
n_mmi“ll-hm;sC ; ]il;ld b fe s Fllll(ll](f()(l, but rather to a quiet .

ight of sunlit e';r] ’ € way 1111fmd, lit by the calm and reconciled
decide for lhen‘]g )l/ 'd‘utunm. Every xlnc.*mbe‘r of the audience must
At the cloge o M(;strh()‘\\’ th,c’ pl.acullty of Crabbe’s words, quoted
aprehenge o0 \llhll‘g]u §1aler‘ $ hbrcl.Lo for I’et_er Grimes should be
1FFril)le ‘dbscnyc‘c. z{‘ deburgh gocs .agum about its business, in the
for Bl‘illen e (3 lhelhul?te(l QI‘lnlcs. But we may be certain that,
ening of I’hc Plttdtne‘lrn himself to be seen in later years as the
Was Cl‘i\bbe’g o d‘C’L .0{ Al(?cburgh (as the Shell Guide testilies), it
'\‘mclmrqh (;f‘ [l()f_xl.l1011 of the povertystricken and lawless
rlvcr'cs“&laly Wh‘.t‘lt‘lghtccpth centuny, and his descriptions of the
w:;n' 10 foster 1, ‘I_L.‘V]f‘d Bl‘ltten and Pears back to the place which
of the Opera '“:ll (Lll‘eauvc parlne.rship. Aldeburgh is a protagonist
the reason 1'(’)1‘« o \ ,S.O a .place which, in Forster’s description was

essential change in the lives of its creators.

©
Peter Davidson 1999
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Catching a Crabbe:
A note on creative perversion

Tom Rosenthal

t...one bit of good work I'm doing is on the opera libretto - | am
finding lots of possibilities of improvement, especially the
character of Grimes himself which T find doesn’t come across
nearly clearly enough. At the moment he is just a pathological
case - no reasons & not many symptoms! Ie’s got ta be changed
alot.’

Thus Benjamin Britten in a letter of 12 March 1948 to Erwin

Stein. He had clearly come a long way from his note to Elizabeth

Meyer of 20 July 1941. *We've just discovered the poetry of
seorge Crabbe (all about Suffolk & are very excited - maybe an

As is now well known, Britten came to Crabbe via a reprint in The
Listener of E.M. Forster’s Third Programme broadcast on 99 May
1941 about the eccentric Suffolk poet and his ‘Poem in tventy-
four letters’ called The Borough, his transparent disguise for
Britten’s beloved Aldeburgh.

Rarely can a great work of literarure have been converted into a
great opera with such dedication and genius and yet with g
many twists and turns of the characters of the protagonigts,
Crabbe would doubtless have been seduced by the power and
heauty of the music, would surely have recognised the sharply
sardonic eye turned upon Aldeburgh, but equally surely would

have been amazed by the heroic nature of the operatic Grimes

OId Peter Grimes made Fishing his employ,

His Wife he cabin’d with him and his Boy,

And seem’d that Life laborious to enjoy:

To Town came quiet Peterwith his Fish,

And had of all a civil word and wish.

He left his Trade upon the Sabbath-Day.
And so it goes, The trouble with Crabbe’s portrait of this
paragon Peter Grimes it that it is our Peter Grimes’ fagher
This is just some of what Crabbe wrote about qur Peter Grimes:

With greedy eye he’d look’d on all he saw,

He knew not Justice and he laugh’d at Law;

On all he mark’d he stretch’d his ready Hand,
He fish’d by Water and he filch’d by Land:

Oft in the Night has Peter dvopt his Oar,

Fled from his Boat and saught for Prey on shore.

He wanted some obedient Boy to stand

And bear the blow of his outrageous hand;

And hop’d to find in some propitious hour

A feeling Creature subject to his Power....

But none enquir’d how Pelerus’d the Rope,

Or what the Bruise; that made the Stripling stoop;
None could the Ridges on his Back behold...

The savage Master, grin’d in horrid glee;
He’d now the power he ever lov’d to show,
A feeling Being subject to his Blow.

There is more ol this. Quite enough to show that Grimes is a

sadist and, by most criminal codes, guilty at least of manslaughter

if not murder. There are also hints that he buggered his
wretched victims as well. It is also more or less clear that he killed
his futher in a rage. Grimes dies in delirium in the Poor House,
driven into madness and death by dreadful visions of his victims,
the apprentices led on to torment him by his blood-boltered
{ather.

Crabbe knew his man. He most definitely does not present us
with a noble, even heroic figure; more sinned against than
sinning; failing in his worthy ambition to fish well and
successfully, become a pillar
of the community;
determined to marry and
settle down with the saintly
Illen Orford and finally,
with Aristotelian grandeur,
driven by Captain Balstrode,
the good representative of a
hostile society, to suicide as
the only possible way out.

In his preface to The Borough
Crabbe writes: ‘The
character of Grimes, his
obduracy and apparent want
of feeling, his gloomy kind
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of misanthropy, the progress of his madness, and the horrors of
his imagination, I must leave to the judgement and observation
of my readers. The mind here exhibited, is one untouched by
pity, unstung by remorse, and uncorrected by shame.’

But it is not only Grimes who is translated in the opera. Ellen
Orford also gets a full Letter. In it she too is revealed as, whilst
fundamentally a fine person, a tragic figure *burthened with
crror and misfortune’. She is a ruined woman, her t¢ens spoiled
by a stepflather with too many children who made her ‘nurse and
wait on all the infant race’, before she is seduced and
abandoned, with an idiot child, by her first lover, a gentleman
‘much above me’. Eventually she marries another man, hey
children die, one of them by hanging. Widowed, she opens a
little school, goes blind and more or less starves.

There is of course nothing reprehensible in Britten’s treatment
of Crabbe’s original. Most operas differ hugely from their literary
sources, just as films do from novels. Different art forms require
different structures and Britten has no more betrayed Crabbe
than Verdi has betrayed Shakespeare and Schiller or Bizeq
Mérimée. But Britten has, far more than in Henry James’ The
Turn of the Screw or Owen Wingrave severely distorted both plot
and character,

Even .M. Forster, as it were the onlie begetter of the work, had
mixed {eelings. He once speculated:

‘It amuses me to think what an opera on Peter Grimes woul |
have been like if T had written it.... 1 should certainly have sgarpred
the murdered apprentices. I should have introduced thejy ghosts
in the last scene, rising out of the Estuary... blood and fiye \L\'ould
have been thrown in the tenor’s face, hell would have opened
and on a mixtare of Don Juan and the Freischiiz1 should hyye '
lowered my final curtain.’

(Perhaps it is just as well that, apart from his co-authorship with
Lric Crozier of the libretto for Billy Budd, Forster stuck (o g day
job)) o

While Britten always had, like Verdi before him, very tight
control of his libretti, that of Grimes was probably the ();\e where
his own views and interpretation were the most involved and, in
1no bad sense, overriding. He and Pears had already worked ’uut
the basic scenario before they approached any professiong]
writer to do the libretto. Their first choice, Christopher

Isherwood, declined. The second was Montagu Slater who
accepted, but the relationship was not an easy one and Britten
also enlisted the discreet assistance of Ronald Duncan, later to
be his librettist for The Rape of Lucretia.

Slater himself published his poem Peter Grimes a year after the
opera was launched and his preface is revealing:

‘T owe the idea, title, the names of three of the characters and
the first and last chorus to George Crabbe. And the place is
Crabbe’s “Borough”. Given this amount of derivation the work
must still, I think, be judged in its own right.” ... *In writing it I
worked in the closest consultation with the composer, Benjamin
Britten, from the moment when he first suggested the theme.
We worked very much as a script-writer and director work on a
tilm, the composer in this case being the director. The
comparison has value, because for several reasons I believe it is
useful at the present moment to dwell on how much there is in
common between the arts of drama, opera, radio and film.’

Slater has been tactful but the analogy of film director and script-
writer is telling. Everyone knows that the director is always the
master and one can hardly blame Britten for the way in which he
shaped the opera. While in later operas such as Billy Budd (1951)
and Death in Venice (1973) he could tackle homosexual themes
much more overtly, in the early forties this was still not possible
and one must remember that Britten and his lifelong lover, Peter
Pears, faced, at any time during those years, the constant risk of
prison. Thus there was no way that Britten could have written,
even il he had wanted 1o, let alone staged, a truthful and
accurate version of Crabbe’s Grimes; even if an operatic version
of this unsavoury brute could have been at any time palatable, let
alone enjoyable to a typical opera audience then, or even
perhaps now.

There is also the question of Britten’s repressed but nonetheless
ever-present paedophilia which inspired some of his finest music
for boys’ choirs and is the sub-text of operas like The Turn of the
Screw and Death in Venice. That at least caused him to present one
of Grimes’” hapless ‘work house brats’ in such a sympathetic way,
although Grimes is not directly responsible for the hoy’s death.

There is, of course, much more to Britten’s immensely free
adaptation of Crabbe (which in Hollywood terms would probably
merit one of those credits reading *based on an original idea
by....”) than the issue of repressed paedophilia and the need to

00
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conceal, or at least not dwell on, homosexuality.

Probably the most positive of Britten’s passions was his pacitism
which so informs not just the obvious works such as the War
Requiem but, perhaps even more powerfully, Owen Wingrave.
When Murray Schafer commented that the operatic Grimes is s,
different from the poetic one, Britten replied:

‘A central feeling for us was that of the individual against the
crowd, with ironic overtones for our own situation. As
conscientious objectors, we were out of it. We couldn’t say we
suffered physically, but naturally we experienced tremendous
tension. I think it was partly this feeling which led us to make
Grimes a character of vision and conflict, the tortured idealist he
is, rather than the villain he was in Crabbe.’

It is probably this identification, born out of the composer’s
pacifism and highly controversial sojourn in America as much
it not more than, any question of sexual concealment which
provides the strongest motivation for the re-creation of Grimesy
as the lone hero against the hostile and vengeful community.
(No doubt it is altogether too fanciful to interpret Grimes as a
Western movie hero facing a lynch mob...)

as,

It’s worth remembering that between that discovery of Crabbe iy
1941 in America and its 1945 premiére there was a long j Jjourney;
a journey back from an America which he had begun to find too
right wing, too inimical to his own political views. He had
poignantly expressed in his letters to England not only his
unhappiness with America but also his strong feelings of English
identity, as both a human being and a composer. Paul Bunyanl
(1941) was his first opera and is in all senses an American work
Significantly it is called an operetta. It is followed by his first .
English opera, undoubtedly that and not an operetta. What
could be more English than the tale of a Suffolk fisherman ang
the turbulent setting of Aldeburgh?

That the Suffolk-born composer should have so perverted the

chef-d’oeuvre of Aldeburgh’s own poet is extraordimuy. But he did
not subvert it in turning it into his own overpowering piece which
will surely last as long as Crabbe’s, no matter how differeqny jt is A

© Tom Rosenthal 1999
Tom Rosenthal is writing a study of opera librettos and their literary originals
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Montagu Slater
1902-1956
Andrew Biswell

Montagu Slater is the most shadowy of Britten’s librettists.
Unlike W.H. Auden, E.M. Forster or Myfanwy Piper, his life is
thinly documented, and Britten’s biographers, notall of
whom appear to have read his works, struggle to give a clear
sense of his presence on the literary scene in the 1930s and

1940s.

A Grub Street writer in the tradition of Dr Johnson, Slater
spent most of his short life writing. The idea of interviewing
him about his involvement with Britten does not seem to
have occurred to anyone during his lifetime. He was born in
1902 in Millom, Cumberland, where his father divided his
lime benween being a postmaster and running a tailor’s shop.
He won a scholarship to Magdalen College, Oxford,
graduating in English in 1924, and became a journalist on
the Liverpool Post. He spent four years in Liverpool and met
his future wife, Enid, before moving to London, where he
wrote for the Morning Post and the Observer. Slater wrote, but
did not publish, two books of poetry around this time - The
Venereal Hypolhesis and
St James’s Park, & long
poem in heroic
couplets.

At some point
between the General
Strike and 1930, Slater
joined the Commuinist
Party. Unlike most of
his contemporaries,
he never renounced
his commitment to
Communism, and this
newly embraced belief
(the equivalent,
perhaps, of Graham




Greene’s slightly carlier
conversion to
Catholicism) informed
almost everything he
wrote therealter. ‘Under
capitalisi,’ he said in an
editorial for the Left
Review, *Art has lost its
subject matter,” and only
Communism could
restore it Slater’s {irst
salvo in the war against
capitalisim was a novel
about Liverpool, The
Second City (1931). This
was followed in 1934 by
Haunting Fwrope, a novel about the defeat of fascism by a
socialist revolution.

As the theatre critic of the New Statesman in the late 1920s,
Slater was well placed to observe developments in the drama
ol his time. His own experiments in verse drama may be
[houglu of as a conscious reaction against what he saw as the
sh()rtcomings of T.S. ElioU's Murder in the Cathedral. It was, he
ill‘gl}e(l, asymptom of Eliot’s decline that he had ended by
writing a poetic play with a detective-story title. What was /
required instead was Socialist Realism, in accordance with the
new Soviet doctrine. In practice this meant that drama
should aspire to the condition of documentary, and that
working people were its proper subject.

As a Communist, Slater found himself working among fellow
parlﬁy—membcrs and fellow travellers when he was l1ireLd n
1935 by the Left-leaning GPO Film Unit to write the
narr?fti(m for Alberto Cavalcanti’s film, Coal ace. It was while
working on this film that he met Britten - and also the poet
Audcn, who contributed a brief song to the film, and whose
nfluence is visible in Slater’s 1930’ poetry.

Slater’s 5 . . . .
1? ter’s first theatrical contribution with Britten was the play

P;mer 1 916, produced by the Left Theatre company at the
( 1oenix Theatre in 1985. The play follows Irish industrial
and national politics through the fiery years 1913-16, and the
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Manchester Guardian’s reviewer wrote enthusiastically of the
first production that ‘dramatic societies resolved to escape
the blight of being bourgeois may well engage themselves
upon this work.” This compliment was probably not intended
to sound ironic.

Slater’s next project began as a documentary account ol a
strike at Nine Mile Point Golliery in South Wales in [936.
This was the year in which George Orwell journeyed north to
Wigan to investigate the effects of the depression on coal-
mining communities. Having produced a non-fiction book
about the strike, Stay Down Miner, Slater adapted it for the
stage, and invited Britten to compose incidental music. In the
original version of Stay Down Miner, performed by Left
Theatre in May 1936, there was a song in Act $ during the
ascent from the mine to the surface, which disappeared when
Slater revised the text for publication (it appeared the
following year under the title New Way Winds). The song was
set for male voices by Britten and, as far as [ ain aware, it has
not been performed since 1937, Britten’s setting of this song
is unpublished:

These foothills which we speak of as a mountain
Are crossed by long-legged sheep and telpher span.
Mountains are formed by turmoil in earth’s crust
The minerals bear their tracks and miners must.

If any peak, however weather-worn

Feels dental-drillings, then a town is born:
Sometimes unsheltered, where the bracken grew
And sometimes pouched as by a kangaroo.

The foothills splayed like fingers on a hand
Shelter the southern ports and fatter land,
Oh! climb stll northward where the wrist joins
on

To the Black Mountains

and the hills of Brecon.

Oh! climb still
northward and
against the wind
Into a world of
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mincral-bearing ground.

Mountains arc formed by turmoil in earth’s crust;
The minerals bear their tracks and miners must.

- . . . vt el n
T'he spectre of Auden is easily detectable here, par ticularly .

- A PRI e s ThoS
the use of telegraphese (c.g. ‘turmoil in earth’s crust’). Th
anatomical and dental images arc also voiced in an idiom
learned from Auden’s Poems (1930) and The Oralors: An
English Study (1952).

The Daily Telegraph reviewed the Britten-Slater Stay Down
Minerunfavourably, but the review is little more than a
confession of critical ineptitude and incomprehension: ‘
have a very solid respect for Montagu Slater’s intellectud
But I do wish that when he writes for the theatre he would .
avoid the Hyde Park orator’s habit of wrapping himself “I."m
a fog of words, so that you can sometimes find out what 1”'5 ,
subject is but seldom what he is trying to say about it. C]’arlt)
is a dramatist’s first virtue.” To complain about the plays
obscurity was and is unjust: it is a lucid account of a 1930s
industrial dispute, very much in the spirit of early .
documentary films, such as those put out by the GPO Film
Unit. Undeterred by the failure of their plays to attract
critical adulation, Slater and Britten continued to work
together, notably on Pageant of Impire, a satjrical sketch

I
1 gifS,
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performed at Collins’ Music Hall, London, in 1937 (the
music for which is now lost) and on two puppet plays, Old
Spain and The Seven Ages of Man. Britten’s letters for 193
record an oddly proleptic moment, when Enid and Montagu
Slater sent him a copy of The American Songhag.

Britten and Peter Pears sailed (o America in 1939, but Britten
maintained a correspondence with the Slaters while he was
out of England. After Britten and Pears had returned from
the United States, Slater appeared, along with William
Walton, as a witness at Britten’s Conscientious Objector
Tribunal in 1942. The outcome was an unconditional
exemption from military service. “The best possible result,’
wrote Britten. ‘T am now free to go on with my work.”

During the Sccond World War, Slater was head of scripts in
the Film Division of the Ministry of Information, and he
continued to work as a theatre critic for Reynolds News. Given
t?lese other commitments, it is surprising that he also found
t_“ne to produce his most enduring dramatic poem - the
libretto for Peter Grimes, first produced at Sadler’s Wells in
June 1945,
When Pears w

o as interviewed some years later about Peler
(:nme.s‘, he g

ave a vivid account of the difficult circumstances
“)“t of which the libretto emerged. It was by no mcans an easy
(if)!{lli)OI‘zlliorl: ‘[Slater] was a very slow writer, and found it
illlfghlcl]l;it tO produc;e what Ben \.‘vanted, so the i\ClU:\l wo.rk’of
Pears I“:C't(l)l “‘V;\S ’()Iten .well behind lllt: W(.)I:k of tll(:‘. music.
ang waiti;‘ ed that Britten was often writing music uh’ca(l
1g for words to come along by the next post.
S(i:;l”ll“il;]:(hed lns ox*igipal version of Peter Grimes in book
Whel'eby e t)., $0 itis possible t9 reconstruct the process
1oms of the draft libretto were cut by Britten as
reIIlaf}:;:It,o,o‘k shape. Some of the e>_<cisef1 passages are
been mag z i:lb poetry, l.)llt most of- Britten’s cuts seem to h'fwe
a ong More :)f ?;311121tlc. reasons, in order to move L‘he afu‘on
Slateyg pub]i‘?}l f(i/ For 11‘1S.tal'1CC,. towards.the end oF Act2in
Qj()ys and }5 1L‘ text,‘ (;rlrr}es sings to 1'}15 apprentice about
¢ 1orrors of the fisherman’s life:

the ¢
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We shall sail. When we cast off,

O we’ll gulp the salt of life.

While we round the point you'll shout
To hide the terror in your heart.
When the gunwale dips and waves
Leap upon us from above,

And the lonely seagulls cry

You'll be frightened. So shall 1.

You'll discover by and by

What this ends in is the sca.

This grim prophecy is a fine example of Slater’s Audenesque,
and it bears a close resemblance to Auden’s nocturne ‘Now
through night's caressing grip’ from The Dog Beneath the Skin
(a song sct by Britten in the 1930s). It is an eloquent if
ambivalent, celebration of a traditional way of life, but Britten
was probably right to cutitin the context of the opera.
Nevertheless, one is still grateful that Slater chose to publish
his draft libretto in full.

The reviews of Peter Grimes were generous, but there was @
reluctance to engage with some of the complexities of
Slater’s text - and carly critics were
entirely silent about the possibility of
a pederastic sub-text. The Modern

Music reviewer wrote: ‘perhaps a
flaw in the libretto is that it never
gives the cause for Grimes’s
original isolation from the
community. But beyond
that the piece has the
quality of a Greek
tragedy, wherein
misfortune comes not
from direct malfeasance
on the part of the
protagonist, but as a result
of some failing in his
character, in this case the
arrogance which brings
about his destruction.’

In retrospect, Slater’s rift

with Britten after 1946 seems inevitable: one of Slater’s
daughters remembers her [ather’s mounting disapproval of
Britten’s role as ‘court musician’. Besides, Britten’s decision
to drop this embarrassingly unapologetic Communist
associate is consistent with his post-war revaluation of his no-
longer fashionable Leftism. Like Auden before him, Slater
found himself cast out of Britten’s inner circle.

His appetite for writing was undiminished by his deep regret
that Britten had found other librettists. He continued to
produce plays, novels and non-fiction books at an impressive
rate, including Englishmen with Swords (1949), a narrative
about the English Civil War based on contemporary records
and written in the style of Daniel Defoe’s novel, A Journal of
the Plague Year. Slater’s last work of fiction, a detective story
entitled Man With a Background of Flames, was published in
1954.

With the single exception of the Peter Grimes libretto, Slater’s
work is out of print and almost invisible. You will not ﬁer an
entry for him in the Dictionary of National Biography, the m(‘icx
of Times obituaries, the Oxford Dictionary of Opera, or any of
the other major reference books. It seems to me that .tlile
neglect of this key 1980s literary figure is quite unjustifiable,
though the fact of his commitment to Communism -mzlkcs
any republication of his work unlikely in the ill’ll'llcd.li-lt(?
future. But surely it is time that Slater’s dramatic writings -
particularly Stay Down Minerand Laster 1916, with‘ Lhcil"
unpublished music by Britten - were taken out of the library

and put back on the stage.

Further reading

Philip Brett (editor), Benjamin Britten: Peter Grimes (Cambridge: CUP, 1983)
Humphrey Carpenter, Benjamin Britten: A Biography (London: Faber, 1992)
Valentine Cunningham, British Writers of the Thirties (Oxford: OUP, 1988)
Christopher Headington, Britten (London: Omnibus, 1996)

Donald Mitcheli & Philip Reed (editors), Letters from a life: The Selected Letters
and Diaries of Benjamin Britten (2 vols., London: Faber, 1991)

Montagu Slater, Peter Grimes and Other Poems (London: John Lane, 1946)
Montagu Slater, New Way Wins (London: Lawrence & Wishart, 1937)
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Accidental

Circumstances
Chris Ball

An inquest is a factual enquiry to determine, essentially, four piece
of information, namely who the deceased was and how, when and
where the deceased came by his death. In addition, the particulars
required by the Registration Acts to be registered concerning the
death need to be ascertained. An inquest is not a trial and is
‘Inquisitorial’ rather than ‘adversarial” in nature. Lssentially this
Tneans that the co,roner q.uestions the witnesses, although a ‘propcl.l\,
interested person’ or their legal representative can ask questions ’
provided of course those questions are directed 1o establishing wh,
%10\\/, when a})d where. r"\n ad\.'ersnrial system involves opposing sidv;
i.c. prosecution and defence in a criminal trial, or plaindff and -
defendant in a civil claim.

S

No verdict shall be framed in such a way as to appear to determine
any question of criminal liability on the part of a named person or
civil liability.

The office of coroner can trace its origins back to 1194 but clearly i
the ensuing 800 years the functions and procedures of the office lll'nv
changed considerably. Crabbe’s poem The Borough was published i;“t)
1810 but the opera is set ‘towards 1830°. The earliest specific '
Corm’ler’s Act dates from 1843 although earlier statuies reeul
function of coroners. Today, a coroner is either a lawyer o?a medica]
practitioner of five years' standing. The Borough's coroner is Mr LJ
Swallow, a lawyer (presumably a solicitor) and, in addition Mayor of
the Borough, a position that today would disqualify him fr(,)m s'irtin0
as coroner. Formerly, a coroner had to own freehold land, and it s
seems that some coroners satisfied the )
of burial plots!

ated e

requirement by the ownership

An inquest is held when there is reasonable cause to suspect that the

deceased has died a violent or an unnatural death, has died a sudden

death of which the cause is unknown, or has died in prison or in such
. PN . o Ly e 1t ~ i Tue
a place or in such circumstances as to require an inquest under an
anw
other Act. ’

Generally speaking, there has to be a dead body lying in the
coroner’s jurisdiction. In certain circumstances, an inauest can sty
be held even though the coroner is not ‘seised’,of a b(}dy The ‘
coroner informs the Secretary of State that he has reason.to believe
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that a death has occurred in or near his district and the
circumstances of death are such that he thinks an inquest ought to be
held and would be held if there were a body, even though the body
has been destroyed or is irrecoverable. In coastal jurisdictions, this
would cover a situation where a boat sank offshore, it was known that
there were several people on board and cither no bodies were
recovered or only some bodies were recovered. Although the
position was far {from clear, it is arguable that all ‘internal waters’ as
distinct from ‘territorial seas’ fall within the jurisdiction of a coroner.

The opera opens in the Moot Hall as Mr Swallow is conducting an
inquest touching the death of William Spode, an apprentice of Peter
Grimes. T have compared the section of Crabbe’s poem that deals
with Peter Grimes with the libretto to the opera in an attempt to
assess the evidence and see whether or not an inquest today would
arrive at the same verdict. Before I began this comparison, I assumed
that the poem would contain far more detail than the libretto but, if
anything, the reverse is true, and the libretto is far more elaborate
than the poem. For example, the apprentice’s name is not
mentioned in the poem, and when the fatal journey is described -
Grimes was sailing to London to sell his catch but the apprentice was
‘new to danger on the angry sea’ and at line 146 the poem continues
thus:

The boat grew leaky and the wind was strong,
Rough was the passage and the time was long;
His liquor fail’'d, and Peter’s wrath arose,—

No more is known — the rest we must supposc,
Or learn of Peter; — Peter says he ‘spied

The stripling’s danger and for harbour tried;
Mecantime the fish, and then th’apprentice died.’

The village women alleged that the apprentice had drowned and it
could be assumed that the boy did not return in which case there
would be an inquest without a body. The libretto makes it quite plain
that the body was ‘brought ashore from [Grimes’s] boat.’

There was only one witness to the apprentice’s death, and if Peter
Grimes gave a credible account, it would be impossible to gainsay

=] =)
that account, particularly if no body was found. Even with a body, in
the early years of the 19™ century, forensic medicine was not
practised as it is to today.

It is clear from both the poem and the libretto and stage directions
that there was a good deal of prejudice against Grimes. Even for the
provinces, Aldeburgh, the model for the Borough, was a backwater,
but even so, its inhabitants were clearly offended by the early 19th
century system of buying workhouse apprentices. According to the
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poem, Grimes had engaged two such apprentices, both of whom
died although there is no menton ol an inquest for the first death
before Grimes acquired his third apprentice whose ‘manners [were]
soft and mild, and whom the women of the Borough thought mav
have been ‘some noble sinner’s son’.

Although the coverage of the inquest in the poem is very brief, it
seems likely that the mayor had a preconceived notion rather than
listening objectively o the evidence because he:

.with tone severe replied, —

‘Henceforth with thee shall never boy abide;
Hire thee a freeman, whom thou durst not beat,
But who, in thy despite, will sleep and eat:

I'ree thou art now! - again shouldst thou appear,
Thowlt find thy sentence, like thy soul, severe.”

This creates the impression that the coroner is treating the
proceedings aimost as a criminal trial. Although he may have felt
disgust for Grimes, as an independent judicial officer, the coroner
should have maintained a degree of clinical and professional
detachment.

Today, a coroner may make recommendations if he believes that

action should be taken to prevent the recurrence of similar fagalities.

Clearly Grimes’ track record left something to be desired. In
addition, today, no witness at an Inquest is obliged to answey- any
question tending to incriminate himself but Grimes was not legally
represented at the inquest.

As T have indicated above, the libretto contains more information
than the poem, but even so there are many unanswered questions.
This is not uncommon with an inquest partly because of the limited
nature of the enquiry and partly because, when there are no
independent witnesses, a balanced view is not possible.

The character of Grimes in the opera is very different from the
character that emerges from the lines of the poem. Swallow asks
Grimes whether he wishes to give evidence, although today the

coroner would explain to Grimes that he did not have (o answer any

question that was likely to incriminate him. Swallow then asks
Grimes (o repeat the oath after him. Swallow must have said the
familiar words of the oath on many occasions and speaks them very
rapidly, but Grimes then repeats the oath at a much slower speed
giving the impression that he is thinking about the words e is
reciting and not just following Swallow blindly. This is a megt
effective and telling exchange.

In answer to the coroner, Grimes explains that he was sailing to

London to sell a huge catch whicly was 100 big to sell in the Borough.
The boat was blown off course by the wind and they ran out of
drinking water. They were at sea three days and the boy ‘died lying
there among the fish’. Grimes threw the fish overboard and set sail for
home. On his arrival, he called Ned Keene the apothecary, and the
Rector also attended. There was a certain amount ol excitement, and
under some stern questioning from the Coroner, celffectively Grimes
admitted shouting abuse at Mrs Sedley, Grimes oflering the
justification that he did not ‘like interferers’. Ellen Orford, the
schoolmistress, helped Grimes carry the boy home.

The coroner sums up very briefly indeed, advising Grimes not to get
another boy apprentice and then returned the verdict that William
H H . ot e o e e L - . )
Spocde died in accidental circumstances. ‘But that’s the kind of thing
B
people are apt to remember.

Normally the announcement of the verdict at an inquest .brings the
pmcccdings 0 a close and the court is cleared. On ()(‘C."ISX()HS, the
aunosphere atan inquest can be highly charged: emotional outbursts
are by no means uncommon. The chorus sings: ‘But when the
(']‘()\\'IIICF sits upon it, who can dare to fix the guilt?’ This exchange
populur misconception as to the function of an inquest: no
al, and questions of guilt and innocence are matters for a

indicates a
one is on tri
eriminal court.

Grimes then starts an exchange with the coroner indicating that he
must have help, like every other fisherman. The coroner suggests that
Grimes should get a woman to help him look after the apprentice.
Grimes replies that he will not do so until he has ‘sloppc.d l.)coples’
mouths’. The hubbub begins again. Clearly the C(Jl‘OIlCl'\l.S-‘ in danger
of losing control, so he orders the court 1o be cleared. Grimes

remonsrates:
“The casc goes on in peoples’ minds.
The charges that no court has made
will be shouted at my head.
Then let me speak, letme stand trial.
Bring the accusers inl(.) the hall.
thrust into their mouths,
itself, the simple truth.’

Letme

the wruth
\s the coroner leaves, the spectators rise. That then is the evidence,
nNS > e ,
We know who the deceased was - William Spode. We know that
according to Grimes, he died on Grime’s boat, The Boy Billy, out at sey
is no more precise location and we do not know the dage,
from the coroner’s opening remarks that the apprentice’s
ashore on the 26 ultimo, but there is no month
there is no evidence that life was formally

but there
We know
body was hrought
and no year. Equally,




pronounced extinct by a qualified medical practitioner, and there is
no mention of 4 post mortem examination or a medical cause of
death. Thus, we know who the deceased was, where he died in fairly
vague terms, but not when or how.

‘How...the deccased came by his death’ is a rather more limited
question than ‘how the deceased died’, and this purpose of an inquest
has been the subject of much judicial debate. Clearly ‘how’ goes
beyond the medical cause of death upon which both the poem and
the libretto are silent, and if Grime’s account in the libretto is o be
believed, then William Spode did not drown but died aboard the boat,
presumably from a combination of exposure, weakness, lack of water,
cLe.

Today, such an inquest would be held with a jury because the death
arose during the course of the apprentice’s employment and it would
be a reportable incident. Even if this provision did not apply, wilh' l‘ht‘
two earlier cases referred to in the poem, a coroner would bcjusnhcd’
in summoning a jury because ‘the death occurred in circumstances the
continuance or possible recurrence of which is prejudicial to the
health or safety of the public or any section of the public.’

The death of Grime’s second apprentice did result in a jury inques

sed, 1

Strictly speaking, the ‘verdict’ comprises the name of the decea N
ances

injury or disease causing the death, the time, place and circumst
at or in which injury was sustained, the conclusion of the corone? -
jury as to death and the registration particulars. Colloquially, howeveh
‘conclusion” and ‘verdict” are treated synonymously. Although
convention has resulted in standard forms of wording, ¢.g. natura! (
causes, accidental death, misadventure etc., there is no magic bleh‘;:e
these conventions and any wording can be used. For Cxamplc,.l” Lo'
mid 19th century, a common ‘conclusion’ was ‘death by visitationt
God', which today would be recorded as ‘natural causes’.

and

ord
. . - . . e’ Tach wo
Swallow recorded a ‘verdict’ of “accidental circumstances’. Lac -

contains four syllables and I suspect that this symmetry really et
the choice of words. Today, the equivalent would be either 't‘CU’ o
death or perhaps misadventure, although the difference bhenwee!
two is not always easy to explain and often they are treated
interchangeably, although there are differences but on 0¢¢
differences scem more imaginary than real. For statistical P
accident and misadventure are treated as being the same an¢
therefore further discussion is not warranted.

he

o thet
,‘151()115

o5
urpose”

. 1“’
) wide?
. L . . . smited eV
Was Mr Swallow’s *conclusion’ in accordance with the limit o !
R . i . poent 4
that he heard? Certainly if we were relying upon the poem

. . . BRI
line 149 - ‘No more is known - the rest swe must SUppose say

loné
jral

and clearly an ‘open verdict’ would [/
be appropriate. Essentially this
verdict should be used as a

last resort and although @
there may be uncertainty

as 1o the precise cause, time or
place of death, if there is
sufficient evidence 1o record
how the deceased came by his
death, then an ‘open verdict
would not be appropriate.
I\I)plying this to the evidence
revealed in the libretto, as I have
indicated above, the cause, time
and place of death are either
hotmentioned at all o the
C.vidcncc is somewhat vague or
Crcumstandial. But how did William Spode come by his death? He
died in an open boat in rough seas when the drinking water supply
had 1un out. With this information, an ‘open verdict” is probably not
appropriate and a positive conclusion should be reached. Although
‘}‘ICT ¢oroner and the majority of the villagers were prejudiced against
Grimes and did not approve of his lifestyle, and although they may
have heep critical of his venturing out to sea with a young
apprentice, as a matter of pure law, rather than being influenced by
Plll)]ic opinion, it would be very difficult to establish, beyond all
feasonahle doubt, that Grimes had acted in a criminally reckless
Manner, which would justify a verdict of unlawful killing which
“heapsulates hoth manslaughter and murder.

wmpersEieT
SHORT TROUSER

+ WAISTC

Al . Lo o o
o li(mgh the evidence is limited and unsatisfactory, on a balance of
tobahili e on:
f( Pabilities, accidental death would be the appropriate
wf)I . .. . . ‘ N
“onclusion’, although there is still a good deal of uncertainty
Sur I‘Oun(ling

sy ali the circumstances, and perhaps with more
Symp

athetic questioning from the coroner, Grimes might have been

More 1, R ) i K \ .
N € fOrthcon'nng with his evidence. Even when the evidence s
ore cogent

St and there are independent witnesses, there can still be
“8Nificant g

aps in the story.

(lztz?i'l‘d’“ ‘ilrcciflenml (1621[11',(1()05 'not have the same effect I‘Ill‘lsicﬂlb"
an elltir;]nm-l ‘L“lrcumstan‘ces a‘u(l in the S’fllI.]C way that the libretto is
analygig ()E’tillf[el"ent art .1011m from the ergltlzll poem, .Lhcn my

; 1¢ evidence is far removed from an actual inquest.

© Chris gy 1999
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Moidele Bickel

Costume Designer

Born Munich. Joined the Schaubtihne Berlin in
1970. For Stein designed Ibsen’s Peer Gynl,
Kleist’s Prinz riedrich von Homburg, Antiqualy
Project I, Handke’s They are Dying Out,
Shakespeare’s As You Like It, Botho Strauss’ Greal and Smalland
The Parl, Aeschylus’ Oresteia, Genet’s The Blacks, Chekhov's Three
Sisters and Cherry Orchard, O’Neill’s Hairy Ape, Racine’s Phédra
(Schaubiihne), julius Caesar, Wozzeck, Grillparzer’s Libussa (for
S;\l/.burg), Olello, Falstaff, Pelléas et Mélisande (for WNO). For
Gruber designed Hamlel, Geschichten aus dem Wienerwald,
Labiche’s The Rue de Loursine Affair (Schaubithne), Parsifal ([‘0".
Amsterdam), Barték’s Bluebeard and Schoenberg’s rwartung (for
Frankfurt). For Bondy, Marivaux’s Triumph of Love
(Schaubtihne), Don Carlos (for Paris). For Chereau Wozzeck (for
Paris), Botho Surauss’ Le temps et la chambre, Don Giovanni (for
Salzburg) and the film La Reine Margot. For Wilson Death,
Destruction and Detroit I and H and Philip Glass The White Rave?
(for Lisbon).

Peter Bronder
Boles

Born Hertfordshire, studied Royal Academy of
Music and National Opera Studio. Roles
include main roles La bohéme, La traviatt, I
Puritani, La Sonnambula, Lucia di Lammermooh
The Barber of Seville, Cosi fan tutte, The Magic Flute and Eugent
Onegin, Alfred Die Fledermaus, Pylade Iphigénie en Tawridefor
WNO. Other roles include Arturo Lucia di Lammermoor, Cas$10
Otello, First Jew Salome and Pedrillo Il
Seraglio for ROH; Vanya Katya Kabanova,
Italian Tenor Der Rosenkavalier, Almaviva
Barber of Seville for ENO; Ernesto Don
Pasquale for Netherlands Opera; Upfold
Albert Herring for Glyndebourne Festival
Opera; Narraboth Salome and Mazal
Broudek for Bavarian State Opera; Rodolfo
La boheéme, Leicester Maria Stuarda and
Dancing Master Ariadne auf Naxos for gy
Scottish Opera, Prunier La Rondine, Captain ’//},:w e

< /_L)

e

Wozzeck and Alexander 11 re pastore for Opera North, Dr Caius
Falstaff for Baden-Baden which was also recorded. Recent
concerts include Beethoven’s Choral Symphony with the Royal
Liverpool Philharmonic and Orpheus 1 Mask of Orpheus (hoth
recorded}, Wozzeck with the Philharmonta under Christoph von
Dohnanyi as well as appearances at the Edinburgh Festival and
CBSO. Tuture plans include Pedrillo for Brusscls.

Heinrich Brunke
Lighting Designer

Born Farmsen, Germany. At Schauspielhaus
! Hamburg (Iwan Nagel) has been Lighting
.é Designer for among others P.Zadck,
K.E.Herrmann; at Schauspiclhaus Cologne
(].Flimm/ V.Canaris) for among others ].Flimm, L.Bondy,
R.Wilson, C.Nel, G.Tabori; 1979-1985 has done all the lighting
design for the productions of the Dance Forum Cologne; other
work as lighting designer includes Death, Destruction& Detroit,
Orlando, Madness of Dead (prod. R.Wilson) for Schaubtihne
BCI‘lin; The Time Rocker (world premiere) and Antigone for Thalia
Flleater Hambul‘g; Orlando for Edinburgh Festival 1996. His
h‘gh‘ing designs for opera include Iphigenie auf Tawris for Opera
¥ Tankfurg; Graf von Ory for Opera Amsterdam; Magic Flute,
'M“d!lm Btct/e)j/ly for Opéra de Bastille, Paris; Don Carlos [or Opera

l" TS N X .
)u“’Ch, Blabart and Ermg artung, Wozzeck (prod. Peter Stein) and
Pelliq et Me,

lisunde (prod. R. Wilson) for Salzburger Festspiele;
for Teatro Communale Bologna; Oedipus Rex for
lléas et Mélisande for Opéra Garnier, Paris. His
ot : s include Lohengrin {(prod. R. Wilson) for
Topolitan Opera, New York; Philip Glass While Raven (prod.

,[f Vilson) for EXPO 98 Lisbon (world premiére) and Dantons
o (Prog,

1YI(1(1(¢})2 Butierfly
Lhntcle[, Paris; Py,
MOSt receny work:

R. Wilson) for Salzburger Festspiele.

1John Daszak

Peter Grimes

Born Cheshire, studied Guildhall School of
Music, Royal Northern College of Music and in
ltaly. Debut Ferrando Cosi Jan tutte for Mid
["“l‘ge Prisone. \Wales Opera. Roles include Don José Carmen,

. h ner fom the House of the Dead, Grigory Boris Godunou
Dn‘;f@'ll)ljl’]a ['(’)1“ WNO; Steva, Young Guard King Priam, Jack
STy Pang Turandot, Skuratov From the House of the Dead
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and Dimitri Boris Godunov for

ENO; Duke Rigoletto, Ferrando

Cosi fan tultein Italy; Jack/

Toby Higgins

Mahagonny for Opéra

de Lausanne; Michel

b Julietta for Opera Zuid,

" / Holland. Appears frequently

V% on the concert platform

) including Otumbo Akira for

ROH, title-role Oberon with City

of London Sinfonia, G()verm_)r)
Vanderdendur Candide witth
the London Symphony

Orchestra. Recordings include Spoleta Tosca for Chandos.

Future plans include Cassio Otello with the LSO under Sir Colin

Davis, Yannakos The Greek Passion {or Bregenz Festival, Max Der

Ireischiitz and Achilles King Priam for ENO; Mathd Salamimbo tor

Opéra de Bastille and title-role Peter Grimes for La Scala.

Alan Ewing

Hobson

Born Northern Ireland, studied University of
East Anglia. Debut Osmin Die Entfithrune qus
dem Serail for Buxton Festival, subsequer?tlv for
Festival of Beaune, Spoleto, Théatre de 1’(;i§s'\’
and, with William Christie and Les Arts Florissants in Strasb()\\v!;‘”'
(also recorded for Erato). Also with Christie, many iIlternation':l
concert tours, notably Polyphemus Acis and Galatea (also
recorded for Erato). With Richard Hickox, Swallow, Quine
Midsummer Night’s Dream, Ratcliffe Billy Budd (with the 1L.SO
Chandos). For the LSO has appeared with Michael Tilson-
Thomas and Panthée Les Troyens (Sir Colin Davis); Second
Armed Man Die Zauberflite, Schwarz Die lbl(zistersinger, Gawain

(also for Collins Classics) and in concert performance Foka The
Enchantress for ROH. Future plans include Field-Mayrshal I{‘Lml‘z'o\'
War and Peacefor 1999 Spoleto Festival (with Richard Hickox) 4
Il ritorno d’Ulisse at the 1999 Maggio Musicale, Florence zu‘ld :1
European tour as Lucifero La Resurezzione with Treyoy p o
and The English Concert.

© A
and

)
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" Susan Gorton
, Mprs.Sedley

Born Cheshire, studied Royal Manchester
College of Music. Roles include Dame
Carruthers The Yeomen of the Guard, Mamma
Lucia Cavallerie yusticana, Martha Fausi,
Innkeeper Boris Godunov and Buryja jeniifa for WNO, Mrs Sedley,
Mistress Quickly Falstafftfor ENO, The Chambermaid The
Makropulos Case for Glyndebourne Festival Opera; Marcellina Le
nozze di Figaro, Feklusha Katya Kabanova and Filipyevna Iugene
Onegin for Glyndebourne Touring Opera; The Pilgrim Snatched
by the Gods, The Elephant Broken Strings by Paramn Vir for Scottish
Opera; Mrs Sedley for Lyric Opera, Chicago; Mistress Quickly
Florence Pike Albert Herring for English Touring Opery;
Fominishna in Julian Grant’s A Family Affair at the Almeida
Festival (world premiere). Future plans include The
Chambermaid The Makropulos Case for Gran Teatre dei Liceu,
Barcelona, Mary Der Fliegende Hollinder for Lyric Opera Chicago,
Buryja, Auntie Peler Grimes for Glyndebourne Festival Opera.

Andrew Greenan

Swallow

Born Birmingham, studied St John’s College,
Cambridge and Royal Northern College of
Music with John Cameron. Principal Bass at
English National Opera 1992-97 where roles
included King Henry Lohengrin, Sarastro Magic Flute, Rocco
Fidelio, Timur Turandot, Sparafucile and Monteronc Rigoletto,
Nourabad Pearl Fishers, Commendatore Don Giovanni and
Swallow Peter Grimes (also on Decca video). Elsewhere roles
include Landgraf Tannhduser at QEH, Swallow in Hamburg;
Abimélech Samson et Dalila in Tel Aviv; Bottom A Midsummer
Night’s Dream at Teatro Regio, Turin (Mauceri). For ROH
Swallow (Mackerras), Ataliba Alzira (Elder), 1* Nazarene Salome
(Dohnanyi), Pietro Simon Boccanegra (Solti). Appears frequently
on the concert platform, most recently with BBC Symphony and
English Chamber Orchestra and in Verdi’s Requiem with Belgian
National Orchestra. Recently recorded Bonze The Nightingale and
God The Ilood (Stravinsky) with the Philharmonia (Robert Craft)
and appeared as Raimondo in the film Lucia based on
Donizetti’s opera. Future plans include Der Freischiilz for ENO
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and Sarastro for WNO, Roméo et Juliette with BBC National
Orchestra of Wales, Arkel Pelléas et Mélisande for Glyndebourne
Touring Opera and Die Meistersinger at La Monnaie.

Paul Gyton
Dr.Crabbe

Born Surrey, choral scholar at choir schools of
‘ All Saints Margaret Street, London and St
2R\ ' Mary’s, Reigate. Studied singing at Royal
College of Music with Wilfred Brown and
Hervey Alan and violin with Ralph Nicholson. Joined WNO
1977. For WNO roles include Don Basilio The Marriage of 1iger®
Peterman Monsieur Cauliflower, Michelis The Greel Passion,
Giuseppe La traviata, 1 Prisoner Fidelio, Abbé Andrea Chénier,
Parpignol La bohéme, Mosquito The Cunning Liitle Vixen, _
Executioner Salome, Innkeeper Falstaff, Ambrogio The Barber of
Seville, Guide Carmen, Young Prisoner Irom the House of the Drads
Young Nobleman Count Ory, Trojan Man Idomeneo, Blind Die
Fledermaus, Knight La favorita, Don Riccardo I'rnani, Borsa
Rigoletio, Captain Simon Boccanegra and Amelia’s Servant Un ba

in maschera.
Ann Howard

Auntie

1o

Born London, worked in
pantomime (Principal Boy) and
i’» musical comedy. Chorus ROH
gaining award to study in Paris.
Roles include title-roles Carmen and Samson el
Dalila, Azucena Il trovatore, Ortrud Lohengrin,
Fricka Das Rheingold and Walkiire, Mescalina Le
grand macabre, Helen La belle I {élene, Auntie,
Katisha The Mikado, Kate Kiss me, Kate, Witch
Hansel and Gretel, Czipra The Gifrsy Baron for ‘
ENO; Azucena, title-role La Grande-Duchesse de
Gerolsiein, Second Official The Doctor of .
Myddfai for WNO; Brangane Tristan und
Isolde, Old Lady Candide, Marcellina The / %
Marviage of Figaro, Venus L Orione for Scottish ]
Opera; Amneris Aida for ROH; Hostess Boris
Godunoo, Mrs.Danvers Rebecca for ON; Auntie

A\

for Metropolitan Opera, New York, Bavarian and Vienna State
Operas; Old Lady and Emmna Jones Steet Scene for Lisbon and
Turin; Stepmother nto the Woods for London West End. Has
sung extensively in France, Canada and USA where roles
included title role Halian Girl in Algiers, Eholi Don Carios for
Baltimore Opera; Klytemnestia Elektra tor Fort Worth and title-
role La Grande Duchesse, L' Opinion Publique Orpheis in the
Underworld, Caliban The Tempest for Santa Fe.

Nicola Howard
2" Niece

Studied Royal Academy of Music and
subsequently joined Opéra de Lyon, where
roles included Ecuyée in the world premiére of
) Debussy’s Rodrigue el Chiméne. Has since sung
title-role in the Henze opera project Anna Bella at the
M()mepulcizmo Festival, the Countess Le nozze di I'igaro for
BlOOmsl‘)uly Theatre, London; title-role Rape of Lucretia, Mary
Warren The Crucible, Carolina Il matrimonio segrelo, Belinda Dido
‘{ f“l Aeneas, Emmy The Basement Room, Lauretta Gianni Schicei,
I“lordiligi Cosi fun tutte for Royal Academy of Music; Micaela
’(,(mnen, for Clonter Opera. This season she has sung Pamina Die
/‘““berﬂr)'/(a for Scottish Opera. Concert work includes Handel
A/I"‘“l'(th and Haydn Creation at Royal Albert Hall (Sir David
'Vlllcocks), oratorio concerts in USA and recitals at St
M*“'till-in-lhe-Ficlds and Purcell Room.

%% Neil Jenkins

Tk p

.‘ j)\é!“’ I{) /1l [N
!W‘f\) “E cv.Adams

. St s . . .
%@2\\ 44 Born Sussex, studied Cambridge and Roy al
EANEY: ” College of Music. Roles include Almaviva The

O i1 Barber of Seville, Herod Salome, Valzacchi Der

Ly Oronen ‘ l{o\wz,lm?alz'(fr; Sellerp 'I"/w Ra,k()"f I’)'og;w'rrzss-,. Ar’nzlx'lf:l
The Py );‘;7:_1‘0”(" di (’()/)[)t'(z, Shuisky Boris Godunov for V’\‘NO, Nd( ir

T, }: i ishers, Gor.() Mu(lm{z Iizftt(»zy‘l:y, ]\/I()nostat‘os The 1\«111‘311‘ B
‘V“”')'Iltrz(:}).her'(l .()(?dl/)f,t?‘ Rex i'o‘r Scottish Qpera; ble()()lII{ZISLCI The
g (“‘(liﬁ; ‘ Alfl/ff Vixen, 'T riquet 1‘91.(gen.e 0)’I,’lfgl77, I’odcstq La finta
Apoll, ga fox: Op\era N(jrth; E.umaeus [ he Re‘lu‘m of Ul)nszs‘fs,

Te ekl rfe]:) t‘?f ENO; (;at/}\dllkrnan Hzg:g'lety Pzggle/y Pop!,

Glyy, dch(r)ls v The Qlteei'z 0 3/)(1(1({3', Maf‘(.lms Lulu 191‘ .

urne Festival Opera; Sir Philip Owen Wingrave, V itek




The Makropulos Case for Glyndebourne Touring Opera; Nika
Magadoff The Consul for Netherlands Opera; Lord Puff The
English Cat for Alte Oper, Frankfurt and Edinburgh Festival;
Solimano Zaide for Teatro la Fenice, Venice and Teatro
Comunale, Florence; title-role Oberon for Opéra de Lyon and
Teatro la Fenice, Squeak Billy Budd for Grand Théatre, Geneva.
Future plans include Sellem, Father Confessor Dialogues of the
Carmelites for WNO; Vitek for Glyndebourne Festival Opera.

Caroline Lamb
Choreographer

Studied Dartington College of Arts and

* London Contemporary Dance School, working
| now as freelance choreographer, dancer and
actor especially working to further the opportunities for Welsh
choreographers. Opera choreography includes Carmen for
Vancouver Opera; Parsifal, La traviala and La Favorita for WNO.
Caroline has also worked extensively as a movement dirctor, her
most recent work including Takes Two To Tango, Under The Bed,
The Silver Sword and The Secvet Seven Save The World, all for ‘
Sherman Theatre, Cardiff. Choreography for TV include Rev!
Harvest Moon for BBC; Celebration, The Gregory Brothers, Parti Haf,
Dawn Crlwm, Y Ferch Dawel, Hen Win Yr Wyl for HTV/S$4C.
Recent performance work includes two major feature films - )
Restoration and Amy Foster. Much of her choreographic work is {0
her own company Striking Attitudes which is a cross-artform
company. This year she is making a large scale work 7Thre Parts
Iced Over for her company which will premiere at Riverside
Studios, London and tour. Future plans include choreogra
Girlzwholikeboyz for The Sherman Theatre’s 25" AIlIlin‘I'Si}ly"
working as presenter for HTV’s Moneyspinners and lecturing
work for Bodyworks.

Donald Maxwell

Balstrode

v

p]]iﬂg

at

. . L hv
Born Perth, Scotland, studied geog! aphy et

- . . . , in
Edinburgh University. Roles with WNO'! Fionl
Ankarstrom Un ballo in maschera, Shishk

the House of the Dead, title-role Rigoletto (a -
russels 4
(16

ov
1 als?

for Vancouver Opera), lago Otello (also in Nancy, B "
. N Ji. . "y . ) o fan
Paris), Count The Marriage of Iigaro, Don Alfonso Cosi fa

title-role Falstaff (also in New York, Milan, Tokyo,
Paris, Vienna), Golaud Pelléas et Mélisande, Scarpia
Tosca, Pandolfe Cinderella, Somarone Beatrice and
Benedict, Shadbolt The Yeomen of the Guard, Nick
Shadow The Rake’s Progress and Sharpless
Madam Butterfly, Baron Zeta Die Lustige Witwe,
Bartolo The Barber of Seville, Rambaldo La

tondine for ROH; title-role Der fliegende

Holliinder for Opera North; title-roles Wozzeck,
Falstaff for ENO; Balstrode in Buenos Aires;
Regista Outis (Berio) for La Scala, Milan;

Scarpia for Macau Festival; Rudy Link The 60"
Parallel (world premiére) Théatre du Chitelet,
Paris. Performs extensively in light music as
member of The Music Box. Future plans include
Artistic Director of 1999 Buxton Festival,
Faninal Der Rosenkavalier for ROH and further
performances of Outis at La Scala, Milan and
Théitre Musical de Paris, Chatelet.

Stefan Mayer

Set Designer

Born Stuttgart, Germany; 1976/ 77 work-
experience at Warttembergisches Staatstheater
Stuugart, Germany, studied set-design at
Kunstakademie Stuttgart (Jurgen Rose). 1980/
81 Assistant Designer in Diisseldorf, Bochum and Zurich;
SCll()h‘rship for lighting design at Yale University, USA. Set
dﬁfSig‘ner for production at venues including Frankfurt, Bochum,
I)HSSC]dOI‘f, Ziirich, Netherlands and New York. 1988-92 Set
d..esiglylel' for Stadttheater Freiburg, including collaboration with
rgen Kruse. 19992-95 Head Set designer at Schauspiel Frankfurt
nd since 1995 at Schauspielhaus Bochum, Germany (Leander
Iauﬂmann). Work includes set design for Volksbithne Berlin;
Vozeck (producer: Peter Stein) for Salzburg Festival; Turandot
forko mische Oper Berlin; and most recently Ein Sportstiick
NI;:‘I‘Olduc.‘erz Christoph Nel) for Schauspielhaus I~Iz.11r1.1)urg, Die
Slersinger von Nimberg (producer: Christine Mielitz) for
,(‘)lkS()PCI‘ Wien and set-design and producer Bremer Freiheit for
(}Hluspielhaus Bochum.




Charlotte Page
I'" Niece

Studied Royal Academy of Music. Roles include
Gretel Hansel and Gretel for Welsh National
Opera; title-role La belle Hélene for Court Opera
at Holland Park Theatre and in Brighton,
Adele Die Fledermaus, Norina Don Pasquale for Crystal Clear
Opera; Frasquita Carmen for Central Festival Opera; Pamina Die
Zavberflite for The Opera Company; Zerlina Don Giovanni for
Pimlico Opera; The Roswell Incident for Music Theatre Wales and
Mélisande Pelléas et Mélisande for Atelier Lyrique, Orléans; Phyllis
Iolunthe for ' Oyly Carte Opera; Gretel for Opera Northern
Ireland; First Niece for ROH in Savonlinna. Other roles includc‘\
Mi Das Land des Léichelns, Flora The Tumn of the Screw, Despina Cost
Jan tutte, Nora Riders to the sea, Adina L'elisir d’amore, Boy Philip
The Basement Room, Second Lady Die Zauberflite, Cherubino Le
nozze di I'igaro, Second Witch Dido and Aeneas; Yam-Yum The
Mikado for ’Oyly Carte Opera and a concert tour in Tokyo.

Carlo Rizzi

conduclor

Born Milan, studied Milan
Conservatoire, Bologna and
at Accademia Chigiana in
Siena. Musical Director
of WNO since 1992 conducting most
recently Simon Boccanegra, The Barber of
Seville, Fidelio and Boris Godunov. Since
his debut in 1982 he has conducted in
Italy (including the reopening of Teatro
Carlo Felice, Genoa), Britain, Australia,
France, Germany, The Netherlands and
Switzerland. In 1992 debut at ROH with
La Cenerentola, followed by many others
including Madama Butterfly, L'italiuna in
Algeri, Otello and Donizetti’s Elisabelta at
the Royal Festival Hall. In 1993
Metropolitanr Opera, New York debut
with La boheéme. In 1994 debuts with the
Lyric Opera of Chicago, Théatre Royal de
la Monnaie, Brussels and Deutsche

Staatsoper, Berlin with La traviata. Most recently Madame Butterfly
at the Metropolitan Opera, Twrandol for San Francisco Opera;
Rigoletto for Opéra Bastille, Paris; Lucia di Lammermoorand La
traviata for Metropolitan Opera. He has recorded La baviata,
Rigoletto, Faust, La Cenerentola and Un ballo in maschera with Teldec
Classics. Future plans include Ofello for Netherlands Opera;
Tristan und Isolde and Cavalleria Rusticana/Paglincei for WNO.

Peter Savidge
Ned Keene

Born Essex, studied Cambridge and Guildhall
School of Music. Roles include Schaunard and
Marcello La boheme, Falke Die Medermaus,
Harlequin Ariadne auf Naxos, Figaro The Barler
of Seville, The Count The Marriage of I'igaro, Raimbaud Count Ory,
Alfonso La Favorita, Ping Turandol, Lieutenant of the Tower
Yeomen, of the Guard and Goryanchikov From The House of the Dead
for WNO,; Ned Keene, Travel Agency Clerk Death in Venice, The
I}ar()n Chérubin, Lescaut Manon for ROH; Macheath The
{.‘hree[)enz'z,y Opera, Giuseppe The Gondoliers, Storch Intermezzo,
I‘lgam, title-role Don Giovanni, Marcello, Danilo, The Count,
Nardo, Ned Keene, Valentin Faust, Rambaldo La Rondine, Zurga
Leg Pécheurs de | Yerles, Sharpless Madam B utterfly, title-role LFugene
O""’é’in for Opera North; seven baritone roles in Death of Venice for
(3[)ér;1 de Nancy and Liége, Valentin for New Israeli Opera;
'18aro for Singapore Opera; Belcore L lisir d’amore for Opéra
f;i;/]:;i(]Fle, Par.is;‘Don Alpll()l"lSO for Qpéra de Nz}ntcs,‘]tm\iu‘s The
ape of Lucretia for Montpellier Festival, Don Alfonso Cost fan {utte
[_()“ Glyndebourne Touring Opera. Appears frequently on the
(f)h‘(:‘cr tplatform. Recordings include Mr Gedge Albert Herring for
Olling Classic, Future plans include appeareances in Strasbourg

and L;lus;mnc

-\ Julian Smith

conductor

Studied Cambridge, WNO debut Rigoletto.

Became subsequently Chorus Master and Head

of Music. Has conducted all the major Puccini

Ty 514, Mag ) operas for WNO: Manon Lr(»fmul, La boheme,

pr ()(ll,lcfa( am ])1{110(/@, La fanciulla ({(!Z West, 1 'm‘(lmlr)t. New. .
1ons for “bel canto” operas for WNO include I Puritans,



Norma, La Sonnambula and Lucia di
Lammermoor. Other operas for WNO o

include Otello, Fulstaff, Rodelinda Handel ,l' J f 7
(also televised), Tamerlano Handel (also ¢ X v / y
at Edinburgh Festival). Has also ! 4 N /
conducted La bohéme for Glyndebourne ;5 S )(
Touring Opera and Norma for Scottish - °. ‘
Opera. Work abroad includes La bohéme N2 5. ‘;‘

for Australian Opera in Sydney (also
on video). Recordings include three
recital discs with Suzanne Murphy and
the Orchestra of WNO. Has
conducted English and Scottish
Chamber Orchestras, o
Bournemouth Sinfonietta and *" N
BBC Nz}tlonal Orcbcstf‘a of Wales. ,_/ON Y S'TL;Né
Works frequently for TV, has 4
written music for TV and film. He is Music

Adviser to the Cardiff Singer of the World Competition,
auditioning world-wide to select competitors.

. Peter Stein
%\ Producer

Born Berlin, studied Frankfurt and Munich-
Became Assistant Director at the Munich
Kammerspiele in 1964. 1970-85 Artisti.c s
Director for Schaubithne in West Berlin- Slf‘“
reputation as one of the world’s leading theatrical dire?[o"S 1
founded on his 15 years at the Schaubiihne. A realist with s
preference for ensemble acting, he was especially praised for
interpretations of Chekhov’s Three Sisters (1984), The Cherry .
Orchard (1989) and Racine’s Phedre (1987). O’Neill’s ’IZM Hm,jnc
Ape could be seen at National Theatre, London in 198./- BCC“MS
Director of Theatre at Salzburg Festival in 1991, directlllg.ﬁtmﬂ,
Caesar (also at the Edinburgh Festival) and Antony and Cleop
Returned in 1996 to Edinburgh Festival with Uncle Vll’@@ vith
Directed Libussa Grillparzer for the 1997 Salzburg Fesm"i'in
The Cherry Orchard in 1997 and Die Ahnlichen Botho Strﬂl.lbs 08,
1998 at Edinburgh Festival. Directed Hamlet in MOSC"W" lflnce
First opera production Das Rheingold 1976 in Paris. Has blegm‘
directed Otello, Palstaff and Pelléas el Mélisande for WN O‘” l;burg
und Aron for Netherlands Opera, and Wozzeck for the Sal?
Easter Festival.
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%Uanice Watson
v 1 Ellen Orford

Studied Guildhall School of Music and Drama.
Roles include Fiordiligi Cosi fan futte, Pamina
Zauberflote, Tatyana Isugen Onegin, Adcle Le comte
Ory, Marguerite Iaust tor WNO; Liu Twrandot,
Micaela Carmen, Countess Almaviva The Marriage of Figaro, Gilda
Rigoletto and Pamina for ENO; Musctta La bohéme for ROH;
Pamina for Bastille in Paris; Countess Almaviva for Opéra Lyon;
Vitellia La clemenza di Tito for Flanders Opera; title-roles Daphine
and Arabella at the Santa Fe Festival and for San Franciso Opera.
Concert engagements include appearances with the Scottish
Chamber, Bournemouth Symphony, BBC Philharmonic, BBC
Symphony and London Philharmonic Orchestras. Recent
engagements include the City of London Sinfonia (Hickox), the
Boston Symphony Orchestra (Norrington), the London
Symphony Orchestra (Haitink, Chailly) and the London
Philharmonic Orchestra (Haitink). Recordings include Ellen
Orford for Chandos (receiving Grammy Award) and Helena A
Midswmmer Night’s Dream for Philips Classics. Future plans include
Ellen Orford for Vienna State Opera and the Netherlands
Opera; Micaela for Lyric Opera of Chicago and Metropolitan
Opera, New York; Fiordiligi for ENO; title-role fenitfa and Eva Die
x\'leisl(,/rsingz)r for San Francisco Opera.




Orchestra of
Welsh National Opera

Leader Domini Lipman Contra Bussoon STAGEBAND
John Stein Stephen Lloyd Christopher Vale Violin
Assistant Feader Louise Brodrick Horns Peter Lilley
Simon Lewis Hazel Shaw/ Angus West
o Geoff York A Double Buss
Ist Violins B i Donald Clist M i
. arry Friend/ David Shillaw ary Condiiffe
John Stein Michae! Lea g
Jane Atkinson ver lan Russel! Clarinets
- ; ellos - Leslie Cr:
Simon Lewis C"/l(’f . D Trumpet P -raven
Martin Kegelmann Dewi Watkins Dean Wright eter Fielding
Robert Tonkin Christopher Hodges Trumpets Percussion
Catherine Hings Arthur Dav'les Glenn/ Col Andrew Cooksoy,
Rolette de Montet Simon Davison : pian
Susan Plessner Alexandra Robinson ~ Martin McHale
Peter Lilley Andrew Elliott Tenor Trombones B .
Ruth Bass Double Basses Roger Cutts f‘\);:151:,\€7;( el G
Rachel Maisey John Law John Hendy Peter T—(larr
Roger Foxwell/ Mikeal Price Bass Trombune . P
Caroline Clarke Mary Condliffe Aneuryn James A,”“'"’”’ Orchestyyy it
2nd Violins Peter Fry Tubu é‘““;"f"'” ey
Antony Tarlton Simon Phillips Sean O'Neill op. 'e Heppel
Donald McNaught Flutes 1 Assistant to Orelpgn
Laurence Kempton Jonathan Burgess M“T[{ Heul Management
Ollivia Gribble Elizabeth May einir Beulyn Peter Lilley
Jill Meredith-Hamer ) Celeste
Josephine V Oboes Russell Moreto
ephine Vos Murray Johnston n Orchestra
Ann Jones David Probert Timpani Attendant
Lois Westcott John Abendstern Tony Smith
Luke Roskams Clarinets )
Marilyn Shewring Leslie Craven Percussion )
Peter Fielding Jennifer Rutland IIAI Manager. Asyjypn:
Viol Bussoons Philip Girling Librarian
1oLas ili
Philip Heyman Stephen Marsden Andrew Cookson Philip Stead
Margaret Lynch Christopher Vale
Tegwen Jones Kim Murphy
S
Chorus of Welsh National Opera
Chorus Master: Antony Walker Assistant Chorus Master: Graham Jackson
Sopranos Mezzos Tenors Bass
Lurelle Alefounder Dorothy Hood Michael Clifton- (;1“"" .
Margaret Baiton Patricia Ann Hughes ~ Thompson JFS lnhG'lbe"
Paula Bradbury Helen Knight Philip Daggett ahp Hamer
Mary Davies Fiona Lamont leuan Davies JPCLIr\ King
Alexandra Hann Marion McCullough  Paul Gyton P flip Lloyd-Evans
Rosie Hay Norma Millar Charles Lewis eter Massocchi
Yolande Jones Anne Morgan Philip Lloyd Holtam Jan?(es Miller-Coburn
Anna Margolis Sarah Pope Ralph Mason JGac O'kelly .
Margaret Morgan Valerie Seymour Osvaldo Valente Dar_eth Rhys- Davies !
Nicola Morgan Susan Vaughan-jones  Gary Watkins Oavnd Tagg .
Dewi Wyn wen Webb |
EXTRA CHIORUS
é(‘}{/rmle\d § Mezzos [;/4'1’”0” Basses
eryl Edwards Amy Black ark Cartwright "
Nicola Hollyman Molyly Pope Michael Clarki ﬁls:rlaej):er?llien?ner
Rhian Owen Judith Tinston Robert King Geraint Miles
Edith Pritchard Kate Woolveridge James Lewington Michael Pearn
l;:;:::‘-és:;se Gareth Lloyd Timothy Rhys-Evans
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“T'he Welsh National is now =
the only opera company in @,

.o .. L =

Britain of international —
standing. Any chance to see )
. s .
it should be taken. 3

=

THE DAILY TELEGRAPH, 23 MAY 1998 N

=

‘Welsh National Opera...is =)

. =

probably, pound for pound, S

S

Britain’s best opera
company’
THE TIMES, 13 JUNE 1998

Patron:

. His Royal Highness
“..the best opera in the land — The Prince of Wales

this year came from WNO... General Director:

g Anthony Ireud
this is one company that Musical Director:
really is on the crest of a Carlo Rizzi
real y s / Conductor Emeritus: *
wave. Sir Charles Mackerras

THE GUARDIAN, 30 DECEMBER 1998

IULUAD [oy3sepaua @)

Welsh National Opera

was founded in 1946 and is a permanent company of 250 people,
made up of orchestra, chorus, principal singers, music stalf,
]);'oduction, technical and administrative staff. Its aims are:
B To produce and tour world-class opera
WNO exists Lo produce, perform and tour thrilling and
entertaining world-class opera.
B To break down barriers
WNO works to break down barriers in order to reach a large and
diverse public combining excellence with accessibility. We work
to promote the medium of opera, and to reposition itas a
popular, inclusive art form available to all.
B To develop talent
WNO is a dynamic and intergrated ensemible of artists,
technicians and administrators bubbling with creative ideas,
working to attract, and develop the best artistic talent.
The Company reccives many invitations to perform abroad. Within
the last ten years visits have been made to New York, Milan, Paris,
Tokyo and V\’iesbadcjn., enlarging the Company’s international
reputation and providing opportunities to promote Wales.
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Welsh National Youth
Opera

WNYO offers an on-going programme of active involvement in all aspects of
opera for young people between the ages of 16 - 21 years. Forty youngsters
from owr Cardiff and Swansca branches of Youth Opera performed an
adaptation of Tchaikovsky's Eugene Onegin in WNO's Orchestra Hall. They
were accompanied by members of the WNO orchestra, Here are some of
their comments:

Richard Pollock - Onegin

It seemed impossible. How was a small company to stage such a complex
work as Eugene Oneginin only seven days? Could young minds and voices
provide the energy and stamina necessary 1o convey the sensation of the
opera 1o such a select audience?

I certainly began with doubts - this being my first opera - but the total
dedication, strength of teamwork and wealth of raw talent within the group
produced performances which no one could discredit. The flexible directions
!'1'()111 [Tarry allowed the performers to show their individaality and pers()nzll
interpretations of the characters.

"Tlooked towards the ambiguity of Onegin. Why does he so coldly reject
Tatyana’s adoration and taunt his [viend Lensky so unnecessarily? Is his lf""“'
for Tatyana to receive the favour of the court as she suspects or has (he killing
of Lensky wtruly awoken his heart 1o new emotion?

To have the chance 10
examine a character 50 cloS‘)l.i
and integrate it with the ol?ltﬂ
principals allowed me 10 ].Cf,” N
a great deal not only musictt
but dramatically. The
personal and group "
achievement was ll't‘”’d?d?l‘ '
- enough for me 1© coﬂﬁl(kI
an operatic career. -~

Elizabeth Donovan =
Tatyana

n

~ Since joining lh,C g]()o‘lll}:)l;
September 1996, WNY ’
continued to develop ™
interestin the ])crl"ormm,, L
and music theatre 11 e
particular, convincm’ﬁ):l )v
pursue a career in ope! tn ’
auditioning for 2 place 1
music college. AT 511”‘0 erd
roles in previous yql}‘ 13(1 and
auditiones .

productions, I "
ana.

got the part of Taty
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thrilled when 1 found out and
felt that my efforts had been
rewarded after learning all
ten pages of the audition
piece. Throughout the week
we were treated and worked
like professionals. There were
times when I didn't think |
could cope vocally but with
constant support and
commitment from the Youth
Opera staff I managed to
survive.

“ "The highlight of the week
for me was the sitzprobe. To
sing with members of WNO's
own orchestra accompanying
us was a real treat and
brought the music to life. T
can’t describe how I felt cach
night wlhen I first walked onto
the stage, and how I felt each
night as I walked ofl -
memories that I'll cherish for
the rest of my life, and the
same mix of feclings that will
rewurn with every opera that [
h”l)efully perform in the fure. Bu, the best thing is 1o know that I can
return from college cach year and do it all again.

Katherine Allen - Olga

wd was delighted 1o end my second year in the group by playing the role of
Olga in our production of Eugene Onegin. It was my first vole in a full-scale
I)I‘})(Illcli()ll and T particularly enjoyed developing the character of Olza,
lmlinl]y in my own music lcssons:, andl then alongside other members ol the
company with the help of the WNYO staff. T found that the whole process
hCC"“‘nC more and more exciting as the week progressed when we began
working with the set, costumes, lighting and orchestra. . .

luef:}; %‘Tpcricncc was c'spccially rewarding as our rehearsal [?cri_od closely
com )‘lnu L}llc sl'mcllllvx'c of the rehearsals as followed b)f a professional
)Cgiilllily'r ])f[?ctlexlcxllg lhc'way an opera is rf‘,hearse(l h‘mp l!](‘ very -
Were "h(lfar_lds given me an l(l(:‘{l 9[ what it is like 1o work \vnhlr{ the fl(:l('[, ?'\x
‘\"vrké({ ; },lv'c.u ‘the chance o visit other d(‘[)éll‘lvl'll(‘llls. as part of the project. T
Membey llvlg‘almmg sponsorship for the pro(!uctl()n with ;111(3111@1_‘ group
Scenes: I“ ”11‘(11 broadened my knowledge of what happens ‘behind the
“\'Olsll l.c] ‘\f\s‘ cven able }0 me my A level Wc.lsh to good use when I made my
. ., Helevision debut for $4C’s coverage of the operal -~
Q'lllci]ue] igl?[.)()x“[ \’vc 1'.L“c‘f~i\'cd from our group Vlcn‘dcrs was f;mmsli'c and I,'f‘m,
WOrld clg. .I :such a brilliant opportunity (o gain invaluable experience with a
ass company. I am already looking forward to next year.

The WNV,
Dai YNYO production of Eugene Onegin was funded by Farmers and
ymen Lid,

Pl
hiotys by Hugl John
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The Welsh National Opera
Business Alliance

‘Value for everyone’

The WNO Business Alliance was launched with the aim of creating a network of
supporting companies in the cities to which Welsh National Opera regularly ours
and so that education and community work could he developed nationally and
locally. In return for support WNO offers Alliance members benefits that range from
priority booking and corporate hospitality of the highest quality to association with
special events in the community and discounted, or free, offers to opera
performances and concerts for employees.

® Standard Membership - provides access to three evenings at the opera each year, the
chance 1o support WNO’s community & education work, employec benefits, as
well as an annual business lunch;

® Groupy Membership provides companies with the opportunity 1o enjoy Standard
Membership benefits in up to six of the regional Alliance groups. This Jevel also
offers access 1o our London performances;

® Prewmier Membership - provides the closest relationship with WNO, offering six
. \ L%
evenings at the opera a year, the chance 1o support WNO's community &
education work, employee benefits, an annual business lunch, as well as the
opportuity to sponsor an evening’s performance at half price;
® Associate Membership - provides the opportunity to support philanl]n()|)1cz\11}"

Alliance members are listed here and we are grateful to them all.

Premier Members
British Steel plc, Burges Salmon, Cogent Elfiott Ltd, The Principality

Standard Members |BP Associates Ltd - Public Relations
Albert E Sharp Consultants

Bank of Wales Plc KPMG )
Barclays Cymru/Wales Lioyds Bank Wales and West Region
British Gas Wales/Cymru Home Energy Manweb plc

British Telecom MEB - Midlands Electricity
Cabletel Midland Bank

Castle Leisure Ltd Morgan Cole Solicitors
Chesilvale Ltd Natwest Cymru/Wales
Coutts & Co Palser Grossman

Culver Holdings Phoenix Digital

DTZ Debenham Thorpe PMH Properties Plc

Edge & Ellison PricewaterhouseCoopers
Edwards Geldard Richard Morgan & Company L
Euro Commercials — Mercedes Benz Rowley Dickinson

Eversheds Solicitors Rubery Owen Holdings Ltd

imited

Farmers and Dairymen Ltd Skandia Life
First Hydro Swalec
Golley Slater Symonds Group
Grosvenor Waterside TACP Consultancy
Holder Mathias Alcock plc Willis Cronn
IG Limited
Associate Members
Maskrey Ltd
A LE
. o ness ARG
1f you would like to know more about the Welsh National Opera Busint= o, 46460

5 S Artment. wone 0122
[)l(?;\w contact Fiona Corridan, Dcvel()pmcm Department, relepl
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Welsh National Opera
Sponsors and Supporters

The organisations listed here have all come into a close relationship with
the Company in the last twelve months and are making a crucial
contribution 1o our financial stability.

Core Funding

GARFIELD WESTON FOUNDATION, THE ERNEST COOK TRUST, THE JOHN
ELLERMAN FOUNDATION, THE JOHN COATES CHARITABLE TRUST, JENOUR
FOUNDATION, THE MILLICHOPE FOUNDATION, G C GIBSON CHARITABLE
SETTLMENT, JOSEPH STRONG FRAZER TRUST, THE ESMEE FAIRBAIRN
CHARITABLE TRUST, THE INVERFORTH CHARITABLE TRUST, MOORES FAMILY
CHARITY FOUNDATION, THE HEADLEY TRUST, LEONARD CHADWICK
CHARITABLE TRUST

New Productions

FRIENDS OF WNO, Bilty Budd 1998

PRUDENTIAL CORPORATION PLC, La clemenza di Tito 1997
ATLANTIC PLASTICS LIMITED, The Coronation of Poppea 1997/8
AMOCO (UK) EXPLORATION COMPANY, Hansel and Gretel 1998

Seasons on Tour
AMOCO (UK) EXPLORATION COMPANY, All London Festivals of Opera
MANWEB PLC, Liandudno Summer 1998

Concerts & Concert Tours

TESCO, National Concert Tour of Wales 1997, 1998, 1999

HTV, 3 Concert Series Cardiff 1998

PALSER GROSSMAN, Cardiff Free Open Air Concert 1998

ST DAVID, Cardiff Open Air Concert 1998

FIRST HYDRO, Caernarfon Castle Concert 1998

WALES TOURIST BOARD, Caernarfon Castle Concert 1998

WELSH DEVELOPMENT AGENCY, Caernarfon Castle Concert 1998

PETER MOORES FOUNDATICN, National Opera Studio Residency & Concert 1999

Performances

M UNITED KINGDOM PLC, BRITISH STEEL PLC, COUTTS & CO, KPMG,
GROSVENOR WATERSIDE, LLOYDS BANK PLC, LAND AUTHORITY FOR
WALES, ASSOCIATED BRITISH PORTS HOLDINGS PLC, SENIOR ENGINEERING

Education and Community
%}EOUSTE GULBENKIAN FOUNDATION, THE PAUL HAMLYN FOUNDATION,
s ATLANTIC FOUNDATION, THE GWYNETH MOXON CHARITABLE TRUST,
NAUNDATION FOR SPORT AND THE ARTS, ELF OIL, STENA LINE LIMITED.
b E’;EWEST INVESTMENTS, MARKS & SPENCER, BURGES SALMON, MANVVEB,
WALR AND BABS THOMAS, FARMERS & DAIRYMEN, THE DIANA, PRINCESS OF
W ES MEMORIAL FUND, AMOCO (UK) EXPLORATION COMPANY,

NO BUSINESS ALLIANCE.

Support in Kind

BOOVGVENT ADVERTISING, PRICEWATERHOUSECOOPERS,
RINGS, WALES IN LONDON, PHOENIX DIGITAL
First Hydro is an award winner under the Pairing Scheme for its support of

‘ - Welsh National Opera’s Caernarfon Castle Concert. The Pairifwg Scheme is
’ & 2 Government Scheme managed by ABSA (Association for Business
* Sponsorship of the Arts).
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Working in the Community
and with Young People

o,

Luke Goss, composer, with pupils from Ysgol Pendalar, Special School, Ceron ata
percussion workshop. N

Accessibility is one of Welsh National Opera’s fundamental priorities and the
“ommunity and Education Department runs a comprehensive [)1()«:};",”“) of
activities which allows both young peol‘)le and adults to discover thn(r‘lqi(‘ vn!'
opera. Workshops in schools, resnc}enmcs, talks, lectures and full scale
community opera projchs"ar.e all included and with thijs outrcz\cl; <)r(‘)«rrunmc
and special marketing initiatives we ‘hopc to access ag many scctionIs ()F[{"‘
community as possible. Tl.le work of the department s supported l;y bmh;c“
and by trusts and foundations, most recently The Pay] }Iamlyn Foundaﬁon V['.m-
the overall programme.

Workshops and projects in schools

WNO’s Schools Education Officers Tuns a programme of work
main scale tour. The aim is to organise opera education projects in primary and
secondary schools that relate to the attainment criterig set out in the N'lli(?n‘ll
Curriculum for music, drama and, where appropriate, design. All i ‘13 ’
involve close liaison with class teachers to ensure thag thc‘w}f)ri([is 1_{1;{}/}((
integrated and most in_cludc anumber o‘fvisiLs Lo each school, ];r()\'i(iixl(r a
greater depth of experience for the pupils and teachers and ensuring l:n'v e
benefits for the school. WNO chorus and orchestra members are injudvg as
often as possible in the projects. ) o
Projects linked o WNO's productions of, Hansel and Greer
being p]anned for secpr}dary and prixmur.y schfmls durin
Spring terms. Operaklf is a new project for primary schools using a new work
commissioned by the Education Department and s funded by the Foundation
for Sport and the Arts. The children, aged 9, 10 anq 11 will rehearse and

t

alongside the

and La bohéme are
¢ the Autumn and

perform with professionals whilst developing their own music and design
concepts. Support from the Diana, Princess of Wales Memorial Fund will
enable us o mount the project in our touring cities over the next 18 montls.
This autumn the project witl take place in a primary school in Birminglham.

Peter Grimes

A three day course open to young people in South Wales, aged 16-25 is being
organised in conjuntion with the Education Department at the New Thearve,
Cardiff. The youngsters will be able to apply for one of the 25 places on ihe
course, which will be held in Febroary 1999 at Llanofer Hall Ars Centre,
Cardiff.

Welsh National Youth Opera

The Department has established a project for young people, growing from a
pilot schieme in Cardiff, entitled Welsh National Youth Opera. It offers the
opportunity o learn the skills of writing and performing as well as providing
the plaiform for taking part in productions. The Youth Opera has a strong link
with the main company and allows members the chance 1o meet and work with
internationally known performers and production stafl. WNO has obtainied
funding from the Arts for All Lottery Grants (ACW) 10 continue the scheme in
Cardifl and Swansea, We are secking additional funding to set up the scheme in
other touring venues.

G.N.V.Q.

WNO is p;\rlicipuling in the Performing Arts and Entertainment Industries
G.N.V.Q). National Programme. A two day course was held for G.N.V.Q)
teachers, based on specific GN.V.Q. units. Through practical and participatory
activities, the teachers explored the process of planning and puuing on
production with guidance from WNO staff. The first student workshops took
place in March focusing on artistic planning, marketing and development.

Family Days and the Touring Exhibition

An Arts for All Award from J Sainsbury ple has enabled WNO 1o create and tour
an interactive exhibition which can go to places impossible for the main
company to reach. The award also allows WNO 10 go into the owlying areas of
the main touring cities with a one day [ree family workshop. We invite up 10 70
people to create their own opera through music, drama and design. No
experience is necessary and the workshop is open to absoluiely everyone.

If you would like more information on the work of the Commumity and
Education Department please contact us on 01222 464666 for a copy of our
Newsletter.

Berwyn Davies Head of Community and Lduacation
Joanne Bromley  Community and Education Officer
Harry Mclver Community and Education Officer
Richard Steer Opera Kit Administrator

Mae uned Addysg a’r Gymuned yn awyddus 1 ddatblygu ei waith trwy gyfrwng v
Gymraeg. Yn ystod y blynyddoedd diwethaf, rydym wedi cynnal nifer o
brosiectau dwyieilh(og Ihwyddiannus yng ngogledd orllewin Cymru. Mae parhan
a’r polisi hwn a defnyddio Cymry Cymraeg y cwmni a stafl allanol sy'n siarad
Cymraeg yn rhan o amcanion yr uned. Os hoffech fwy o wybodaeth, cysvlliweh a
Berwyn Davies yn yr uned Addysg a'r Gymuned.
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“Together we can
make opera”

Founding Patron, Bryn Terfel

Members of the Welsh National Opera Partnership enjoy a very close
relationship with the Company and the Partnership Fund supports
production for the Company cach year, most recently the
Jendifain 1998

anew
acclaimed

Founded in 1994, the WNO Partnership was seen as a vehicle for
encouraging philanthropic gifts to the Company from individuals who
felt strongly about supporting the tuture of opera. Since then it has
become clear that this special group has a role within the Company
which is more important than ever envisaged. Its members really care
about WNO and work to promote its reputation as a worlc class opera
company.

Membership levels start from £300pa and are given as charitable
donations to WNO, enabling additional suns to be r

eclaimed from the
Inland Revenue.

Another way to help us to continue 10 provide opera for {uture
generations, is by remembering WNO in your will, Legacies can enable
us to work with the young and disadvantaged, develop the careers of
talented young singers, and assist in maintaining the C()mp
artistic standards through investment in the ensemble of th
orchestra and new productions. We are happy (o meet
made, or wishes to consider making a legacy to WNO.

any’s high
¢ chorus and
anyone who Jus

If you would like more information about Iegacies,joining the
Partnership or making a donation to WNO, please contace:

Amanda McMurray, Development Department, Welsh N
John Street, Cardiff, CF1 48P
Tel. 01222 464666 Fax. 01222 461139

ational Opera
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The Welsh National Opera Partnership:

LIFE PARTNER

Mrs Marjorie Gill
William Gronow Davis
Dr Bernhard Timm-Fricci
Colin & Suzy Webster

R T Wynn-Jones

PARTNER

Chris Ball

John & Glynis Billett

Hugh Child

Sir Alan & Lady Cox

Bryan Davies

Rt Hon the Lord Davies
Nicola Davies QC
Matthew A Epstein
Wynford and Sigi Evans
Andrew Fletcher

Jenny Hall )
Hugh and Jane Hudson-Davies
Mr Peter Grover

Dr Gareth Jones

Mrs M Jones

Mr & Mrs Henry Kroch

lan Laing

Mr ] S Laycock

Mrs M E Moreland MBE D. Mus
Mr & Mrs A D Owen
Professor W B Peeling
Alan & Maggie Peterson
Mathew & Angela Prichard
Mr & Mrs Clive Richards
Dr David Speller

M R Tester

Peter & Babs Thomas

Sir Donald & Lady Walters
Lady Young of Graffham

ASSOCIATE PARTNER
Sue Camper & John Beverly
The Lord & Lady Crickhowell
Louise P Davies

Christine Eynon

Laurence Holden DI

Mr & Mrs R T Johnson

Enid A Lame

Marie C Makepeace

D Morgan

Mrs John Oldacre

George Nissen

Ron & Lyn Peet

Michael Pratt QC

Mr & Mrs P Pullin

Mr & Mrs R N Roberts

The Roland Trust Foundation
Kathleen and Andrew Simon OBE
Jonathan Taylor

Richard Turton

Colin Tweedy

David Nash Williams MA FCA
3 Anon Associate Partners

CONTRIBUTING PARTNER
Major General the Rt Hon the Lord and
Lady Alvingham

Lady Asscher

Professor Paul Atkinson

Dr Michael & Mrs Rachel Barnett
Mr & Mrs Richard Bettesworth
Susan and Douglas Bridgewater
T E Brodbelt

Roger & Terry Cadbury

The Rt Hon the Lord and

Lady Carrington

Peter Carrol!

lan & Maggie Cartwright

Dr David & Mrs Alison Clegg
Jerry & Annette Cowhig

Miss M1 & Miss K | Critchett

G E Currie

Anthony Evans

Lindsay Evans

Stephen & Margaret Eyre

Joanna Foster

Andy Garnett &

Polly Devlin OBE

Sir John & Lady Gray

Douglas Hale

Mr & Mrs C A Halton

Mrs | M Hammond

Mr & Mrs John Harding

Mrs M G Herbert

R Herbert

Katherine Herzberg

Aneurin Hughes

Hon. Sir Robin Jacob

Huw Jones

K Pat Kernick

I M Lang

Christine & David Bowen Lewis
Drs Andrew & Patricia Markus
William G Mather

Harvey McGregor QC DCL

Ken Maslen

Nj Masterton

Mrs ] Metcalf

Prof & Mrs A P L Minford CBE
Julian Mitchell & Richard Rowson
John Wyn Owen CB

Peter Phillips

Mr & Mrs B Powdril}

Mrs E C M Roaf

Brian & Phyllida Scott
DrP&MrsKV Schofield

David Seligman

Mr & Mrs K L Shaw

Jiltand Clinton Silver

Alan & Joan Smith

Steve Thompson

Miss M L Waldeck

David & Gillie Williams

Mr & Mrs David Wynn Morgan
8 Anon Contributors
—_—
Tax-effective giving is encouraged through
the use of Gift Aid and four year covenants.




Welsh National Opera

General Director
Anthony Freud
Administration
Director of Finance &
Administration
Geoffrey Rowe
Finence Manager
Margaret Lewis
PA to General Divector
Dee Barry
Schedule Co-ordinator/
PA to Musical Divector
Jenni Jones
PA to Divector of Finance
& Adminstration
Catherine Edwards
Systems Administror
Nicholas Walsh
Board Administrator/
Personnel Officer
Marilyn Stolz
Dramatirg
Simon Rees
Publications Manager
Martina Sperling
Head of Communily &
Ieleation
Berwyn Davies
Education Officers
Joanne Bromley
Harry Mclver
Acconunts Manager
David Watkins
Accounts Supervisor
Stuart Scott
Accounts Assistants
Valerie Bryant
Graham Carpenter
Neil Cole
Jane Parsons
'/'ﬂ/w/)/l(mis'[/l\’{'('(?/)ti(mis'ts
Beryl Bowen
Sharon Hunt

Mair Spargo
Catering Manager
David Wood

Chef

Lesley Morris
Catering Assistants
Jackie Cosh
Kathleen Ferguson

Musical Director

Carlo Rizzi
Director of Opera
Planning
Isabel Murphy
Artists Administrator
Laura Canning
Planning Assistant
Angela Jones
Company Manager
Barbara Stuart
Deputy Company
Manager
lan Douglas
Assistant to Company
Manager
Cathy Cole
Director of Marketing
Peter Bellingham
Marketing Manager
Claire Phillips
Marketing Officer
Debbie Court
Press Officer
Hazel Hardy
Assistant Press Officer
Liza Ford
Arclivist
Dewi Savage
Graphic Designer
Ben Jones
Iriends Administrator
Maureen Lawrence
Iviends Assistant
Sally Ann Bird
Director of Development
Lucy Stout
Head of Individual
Giving
Amanda McMurray
Head of Business
Sponsorship
Sara Evans
Development Officer,
Trusts and Foundations
Louise Bates
Special Events Manager
Julie Edwards
Business Sponsorship
Co-ordinator
Maris Lyons
Business Alliance
Co-ordinator
Fiona Corridan
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Development Assistant
Marie Colyer
Development Assistant,
Individual Givine

S
Andrew Powles

Music

Head of Music
Julian Smith
Chorus / Auditions
Manager
Wendy Franklin
Music Staff
Gareth Jones
Russell Moreton
Anthony Negus
Michael Pollock
David Seaman
Librarian

Tony Burke

Production
Staff Producers
Caroline Chaney
Annilese Miskimmon
Antonio Peluso
Robin Tebbutt
Stage Manager
Julia Carson Sims
Senior Deputy Stage
Manager ‘
Liz Walker
Deputy Stage Manager
Julian Johnson )
Senior Asst. Stage
Manager

sa Malmsten
Asst. Stage Man agers
Sarah Crisp :
Kate Naryan

Technical

Department
Technical Director

Alan Parr

Production Manager
Simon Courtenay-Taylor
Technical Manager

Andy Sweet

Secretary to the Technical
Office

Katherine Gibson

FLlectrician/Maintenance
Harry Hodgkinson
Storeman

Fred Redmond
Technical Assistant
Frank Quick

Technical Assistant/
Driver

Wayne Davis

Costume

Department
Head of Costume
Terry Parr
Suprervisor/Cuiter
Sian Price

Cutter

Jacqui Wilkins
Milliner

Susan Crowle
Head Tailor
Monica Tyler
Senior Costume Maker
Caroline Ryan
Sewing Assistants
Mandy Cooney
Ailish Dunn
Deborah de Lloyd
Joanna Garfield
Emma Highgate
Tracey Hutchings

Jewellery/Dyer/Soft Props

Barbara Leith

Props
Department

Head of Props
Tom Bird

Asst. Head of Props

Andy John
Props Assistant
Peter Raymond

Driver
Steve Haines

Electrics

Head of Lighting and
Sound

Michael Spray

Chief Llectrician
Clive Pleasants
Deputy Chief Electrician
lan jones

Electricians

John Fowler

David Garrard

Gary James

Paul Woodfield

Stage
Technicians
Master Carpenter
John Hayel
Deputy Master
Carpenter

lan Ashton
Assistant Master
Carpenter
Derrick Tarr
Head Flyman
John Riemer
Ilymen

Robert Andrews
Constandinous Micallef
Senior Wingmen
Marco Fiera
William Perry

Wingmen

Shala Hayel
Rodney McConnell
Assistant Wingmen
Steve Harris
Michael Lloyd
Dean Marshall
John Stewart
Property Master
Chris Macauley
Senior Property Assistant
Peter Hayel
Property Assistant
Julian North
Loaders

Robert Ball
Darren Vvind

Touring
Wardrobe

Wardrobe Mistress
Jo Hughes
Assistant Wardrobe
Master

Derek Tong
Wardrobe Assistants
Sian Lyall

Angela Winter

Touring Wigs
Head of Wigs and
AIalre«up

Sian McCabe

Assistant Head of Wigs
& Make-u 7

Tigy Tucker
‘/Vz'g/Make«u// Assistants
Heulwen Evans

Cardiff Theatrical Services

Administration
Managing Director
Alan Parr

General Manager
Linda Spray
Administrative
Assistant

Helen Williams

Carpentry
Department

Construction Manager
Simon Cornish

Assistant Construction
Manager

Craig Tucker
Senior Construction
Technicians

Mark Hill

Mark Hoffer

David Taylor

Paul Walker
Carpenters

Alan Hiller

Steven Rees

Craig Williams
Draughtsman
Leejay Burnell

Welder
Hans Pederson

Paintshop
Head of Paintshop
lan Siddall

Deputy Head of
Paintshops

Darren Sproul
Scenic Artists
Samantha Holland
Frankie Locke
Julia Skelton
Paintshop Assistant
Meryl John




Friends of Welsh National Opera

The Friends of WNO organisation was formed in 1974 1o support the
work of Welsh National Opera and encourage the general public’s
appreciation of opera. There are now over 4,000 committed
supporters, who are greatly valued by the Company. Friends’
Sranches throughout England and Wales, supported by the Friends’
Office at WNO Headquarters, organise events, talks, parties and
opera trips 1o WNO and other companies. Sponsorship of neyw
productions is a vital part of the Friends’ activities and over the past
eleven ycars they have raised in excess of £350,000 for this purpose.
Billy Budd was the ninth new production sponsored by the

Friends. They have now embarked on a round of fund-raising for
their next sponsored production Cosi fun tutte.

Photo: Bill Cooper

Bzflly Budd Principals and Chorus of WNO.

Membership privileges include:

B Priority booking for WNO performances

B Free advance mailing of booking information

B Magazine mailings prior to each season

B Open dress rehearsals

B Social events with members of the Company

B Branch activities which include a range of educational
B Discount on recordings sold at WNO stalls

MEMBERSHIP CHARGES:

(figures in brackets represent concessionary prices for Senior Citi
25s and UB40s.) 1zens, Under

GROUP I: areas centred around Cardiff, Bristol, Birmingham,Oxford London
and Southampton - Single £20 (£15) Joint £25 (£20) '
GROUP 2: areas centred around Swansea, Liverpool, Llandudno and Lej B}
Single £15 (£10) Joint £20 (£15) €icester

For further information please contact Maureen Lawrence,
Friends’ Administrator, John Street, Cardiff CF| 4SP.
Tel (01222) 464666 ext. 306/161 (answerphone).

and social activities
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Cardiff Theatrical Services Ltd
Jrom a fishing trawler for Cardiff Bay to Madam Butterfly in Japan.....

Themeing ol the Leisure Complesat Adante Cardifl Theanical Services 15w wholly owned

Wiharl, Cardifl. Tarmac Building L. sabsiciry ot Websh Natonal Opera, offering a
wide range of production skills 10 the
cntertainment tndustey inthe UK and abnoad,
Based io Cardiflwithin casy veacls of tie M1 nd
Cardifl” Cenaad Staion tiis lirst JJass facility
incarporates meal fabrication, welding, joincry,

engineering, painting, caving and secdressing,
Clients inclade:

De Viaunse Opera, Giyndeboarne Festival
Opera, Oplaa de Monte Garlo, Oper North,
Royal National Theatre, Royal Opera Honse
and the Roval Shukespeare Company,

Photo: Graham Mathews.

Madam Butterfh-Tokya Bunkamura ne,, Japun

For further dewils of the services C18
his 1o offer please contact:
Linda Spray

General Munager

Cardilt Theawrical Services Lid
Unit 1, The 125 Business Park
OIl Tyndall Sirect

CARDIFF

CFl 58P

Tel: 01292 109977

Fax: 01292 481275

WNO Restaurant

The WNO Restaurant is situated in the Princess of
Wales Building, John Street, Cardift.

As well as being open to the public for Iunch on
weekdays from 12.30pm - 2.00pm, it is also available
for evening conferences, meetings, parties, receptions
ete, and has a licensed bar.

For booking information contact David Wood on
01229 464666.

Room Hire

Rooms are available for hire for rehearsals and
auditions etc.

For further details contact Jenni Jones on
01222 464666,

~I
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Board of Directors

The Rt Hon The Lord Davies Theatre Informatlon
of Llandinam (Cheairman) |. The management reserves the
Mr B H R Hudson-Davies, CVO right to change the cast or the

Mr W E Husselby, DL performance in the event of any

- unforeseen circumstances.
Mr R T Johnson, DL

Mrs C E Lewis
Mr Donald McDonald, AO
Mrs M I Moreland, MBE

2. Smoking is not permitted in
the auditorium.

3. If you are unfortunate enough
to arrive late, you may not be

MrP S Pl'i‘”ips permitted into the auditorium
Mr D ] Scligman until the interval or a suitable
Sir John Tooley break in the performance.

Mr R C Turton 4. Both photography and the use
Sir Donald Walters of tape recorders are prohibited
Mr] C L Webster, OBE in the theatre.

Mr D L Williams 5. Details of local safety

requirements are available on
request from the theatre
managements in each building:

Lady Young of Graffham
Geoffrey Rowe (Company Secretary)

I

The Arts Councils

Funded by

«
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CRONFA LOTERT
LOTTERY FUND

Local Authority Contributors to
Welsh National Opera

Aberconwy and Colwyn County Borough Council, Anglesey
County Council, Blaenau Gwent County Borough Council,
Bridgend County Borough Council, Cacrnarfonshire &
Merionethshire County Council, Caerphilly County Borough )
Council, Cardifl County Council, Denbighshire County Councth
Hampshire County Council, Merthyr Tydfil County Borough .
Council, Monmouthshire County Council, Neath and Port Ij'd""’
County Borough Council, Newport County Borough Councils da
Pembrokeshire County Council, Powys County Council, 1{1‘1011( (»i‘ ’
Cynon Taff County Borough Council, Southampton City (‘.0””‘ ’
Swansea County Council, Torfaen County Borough Council,
Wrexham County Borough Council.

Welsh National Opera is a Registered Charity No.221538 bt gvgff,flgﬁ
Programme edited by Simon Rees A
74 OM 18
sl

() Welsh National Opera
Cenedlaethol Cymru
o 9

i

»

"
A
;
r

Biiv

Cavalleria rusticana
& Pagliacci

Sung in Italian with English surtitles  Mascagni / Leoncavallo
Conductor Julian Smith/Carlo Rizzi Producer Elijah Moshinsky

Tristan und Isolde

Sung in' German with English surtitles - Wagner
Conductor Carlo Rizzi Producer Yannis Kokkos

The Magic Flute

Co Sung in English  Mozart
"ductor jean-Yves Ossonce/Anthony Negus Original Production Géran Jarvefelt

m'," New Theatre 01222 87 88 89 4 May - 5 June
Bir-m-mr'pton The Mayflower 01703711 811 5= 19 June
oxfo'"g"a'“ Hippodrome 012) 622 7486 22 - 26 June
Rristrd A_P°"° 01865 244 544 29 June - 3 July

| g Hippodrome 0117 929 9444 6 - 10 July
dudno North Wales Theatre 01492 872 000 13-17 July



SUPPORT WNO
O THE TUNE OF £20...
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I'T WON’T COST YOU A PENNY!

Welsh National Opera is to become one of the first arts organisations in the country to offer
all audience members resident in the UK its own special credit card - the WNO Visa Card.
Everyone wins! You pay nothing to switch from your current credit card and enjoy excellent benetirs,

WNO receives cash when you join - and every time you use the card there

after,

WNO undertakes to use the money specifically to develop the careers of young singers.

BENEFITS FOR YOU. ..
Simply transfer the balances from one or more of your
existing credit cards o your WNO Visa Card to enjoy:

SPECIAL INTRODUCTORY OFFER
APR of just 9.9% for your first six months on balances
transferred from other credit and store cards.

LOW INTEREST RATES

Normal APR only 18.9% (varichle} for retail purchases,
NO ANNUAL FEE

on Standard or Gold Card.

Plus other benefits such as Free Insurance Cover for
most purchases of up to £1000; Travel Accident and
Inconvenience Insurance when you pay for holidays
and travel in full with your card; and no liabifity if
your card is lost or stelen provided you inform MBNA
immediately.

« .« AND ONGOING SUPPORT FOR WNO
Open an account as o result of this advertisement and
MBNA will contribute:

B £20 to WNO immediately
B £2 for every year the account remains in use
B 0.15% of the value of all purchases made with the card

eg: £1.50 for every £1000 you spend

You will help WNO with cash every fime you use your

WNO card to buy petrol, pay at your supermarket,
setile a restaurant bill or buy theatre fickets.

MBNA - EXCELLENT STANDING
AND SERVICE

MBENA International Bank Limited pioneered the affinity’
card in the USA ten years ago and is part of one of the
world's largest credit card issvers with more than 16
million customers worldwide,

Importantly Credit Limits on both Standard and Gold
cards are considered individually and not simply by
compuler credit scoring systems.

A strong commitment fo customer service is also shown
by its Customer Safisfaction number below which s
open 24 hours a day seven days a week.

ASK FOR YOUR CARD NOW
RING FREEPHONE

0800 77 62 62

Please ensure you quote reference GMS5|
or write for further information quoting
reference GL51 to:

MBNA International Bank Limited,
Chester Business Park,

Chester CH4 9QQ.

The WO Visa Card is issued by MBNA International Bank Limited, Chester Business Park, Chester CH4 9QQ. The monthly MBNA wcerese 1ate on
purchases is | 45% varabie, equivalent to an APR of 18.9%. The monthly interest rate on credit card chegues, ATM cash advances and sver the counter

cash advances Is 0.79% fixed for six monthis from the date you account is opened, equivalent to an APR of 9.9%
for ATM cash advances and over the counter advances. After six months the monthly interest rate for pur

for credit card cheques and an APR of | 1.6
chases applics to all wansacuons. APRs are

calculated on the basis of 3 £1000 credit limit, The minimum monthly payment is just 3% of the outstanding balarice (minimum £5). There will be a tandiing

charge for ATM cash advances and over the counter advances of 1.5% {varable) (mun.€1, max. £25). There Is

1o handling charge for credic card chicques.

Credit is avaiable. sutjest 1 statws. ony 10 UK residents aged 18 or over. Written quorations avalable on request,

MUSICIANS

BENEVOLENT FUND

A DONATION TO THE MUSICIANS BENEVOLENT
FUND CAN DO SO MUCH TO HELP NEEDY MUSICIANS
AND THEIR DEPENDANTS — FOR WFHOM ACCIDENT OR
ILLNESS CAN LEAD TO DESPAIR AND EVEN SILENCE.
PLEASE SEND US A DONATION AND CONSIDER

REMEMBERING US IN YOUR WILL.

SILENCE?

MUSICIANS BENEVOLENT FUND
16 OGLE STREET, LONDON W1P 8]B
REGISTERED CHARITY NO. 228089



DARTINGTON INTERNATIONAL
SUMMER SCHOOL

24th July - 28th August 1999

Five glorious weeks of concerts, courses, masterclasses, workshops,
exhibitions and lectures - open to people of all ages and abilities
and set in the beautiful Dartington Hall Estate.

A faculty of internationally renowned artists direct the following projects: . “
Chamber Music, Choral Singing, Composition, Music Theatre, Conduct- N o
ing, Jazz, Improvisation, Wind Band, Orchestral Workshop, African MONMOUTH SC HOOL
Drumming, Balinese Gamelan, Indian Music, Classical Music, Folk Fiddle, HMC bl ool e
Flamenco, Tango, Early Opera Performance, Open Masterclasses, The . ( ) o . LY,
Rock Shop, Vocal and Instrumental Masterclasses, and more........... 650 boys 7 - 18 yems
“The Quality of teaching on offer is not far short of celestial” T . Day and Boarding »
o Lebrect, Dudly Tehggraplt )
Telephone: 01600 713143

For a free copy of the 1999 Summer School brochure, please contact:
Jenny Pink, Dartington International Summer School, Dartington Hall,
Totnes, Devon, TQY 6DE

Tel: 01803 865988 Fax: 01803 868108 HABERDASHERS ’ MQ

e-mail: brochurefedissorg.u-net.com

SCHOOL FOR GIF
Dartingion International Summer School is a department of the Dartington Hall Trost, a registered 5 hd ) ; el

charity for education and the ars, _ (GSA

By Distance Learning
e Study at home

® Unique degree course
i by correspondence

: ® Modular structure

® Degree validated by
University of Manchester

Opera Studies BA(Hons)

Patron Lord Harewood.

A full-length degree course that studies
opera as music theatre. A unique chance to broaden
your knowledge of opera from the earliest forms
to the opera of today, under the guidance

l.
|
l|

i

21 of expert tutors.

‘} Next starting point April 1*1999.

". For full details contact:

il The Marketing Office, Rose Bruford College Lamorbey Park, Sidcup, Kent, DAIS 90
I" Tel: +44 (0) 181 308 2616 Freephone: 0800 214 922 (UK only)

ii Fax: +44 (0) 181 300 2863 E-mail: carrie@bruford.ac.uk

stieutio®
ElY

Rose Bruford College is a registered charity No. 307907, which
exists to provide training and education in the theatre and refated arts.

in¢
=1 A University Sector
'.' Princigal Professor Rober'

p
d




symphony haII

birmingham

box office 0121 212 3333

FRIDAY:2 APRIL 2.00PM ' ‘ ‘

Good Friday INTERNATIONAL
St Matthew Passion &2&%&%}

Bach Choir
English Chamber Orchestra
David Hill Director

Neil Jenkins Evangelist Gerald Finley Christus

Jennifer Smith soprano Richard Edgar-Wilson tenor
Sarah Fryer contralto Stephen Roberts bass

The Bach Choir return to Symphony Hall, with new conductor David Hill,
for their annual Good Friday performance of Bach’s sublime and epic
masterpiece.

The performance will end around 6.00pm and there will be an extendad interval between the two parts into which the work |
falls during which refreshments may be enjoyed in the foyers of Symphony Hall. i

MONDAY. 24 MAY.7.30PM ‘

A spectacular Venetian reconstruction

Lo Sposalizio
The 1600 Ceremonial wedding of Venice to the Adriatic

The Kings Consort
The Choir of King's Consort
Robert King Conductor

Ravishing music by Andrea and Giovanni Gabrieli, Monteverdi, Gussago:
Viadana, Guami, Kapsberger and Massaino as seen and heard in France,
Austria and at the 1998 Proms, and now a best-selling recording.

Some of the most lavish ceremonial music of all time was written for the

U

the,
Doges of Venice, and Robert King's accomplished musicians now re- -create
extraordinary ceremony which took place on Ascension Day in 1600 - the
symbolic wedding of Venice to the Adriatic Sea.




