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Hamlet: birth of a new opera

For Festival 2017 Vladimir Jurowski 
will return to Glyndebourne for the 
first time since his tenure as Music 
Director ended in 2013. He will conduct 
the world premiere of Glyndebourne’s 
new opera Hamlet, composed by Brett 
Dean. He has, however, been involved 
in the creation of Hamlet from the very 
beginning, as he explains to Karen 
Anderson.

Q: When did you first get involved in the creation of 
this new work? 
A: The idea of creating and commissioning a 
new opera was agreed upon when I was Music 
Director at Glyndebourne. David [Pickard] and 
I both felt we wanted to devote more time to 
new music – I was involved in Glyndebourne’s 
last new commission Love and Other Demons 
as well as education projects – but we always 
wanted to do more. David suggested Brett 
Dean to me and I knew of his work as we 
were both living in Berlin at the time, but 
I had never met him. So we met here at 
Glyndebourne in 2013 while I was conducting 
Ariadne auf Naxos. We talked about several 
options but Brett was determined that the new 
opera would be Hamlet. We were a bit scared 
to be honest as Hamlet is so well known, but 
we agreed in principle. Then once the libretto 
was written and singers were commissioned 
the project really started to take shape. So I’ve 
been involved along the way in all aspects of 
the opera except the composition, which Brett 
has mastered. I also attended an early Hamlet 
workshop where I was able to make some 
suggestions on the music, which Brett received 
graciously and incorporated into the score. I 
know the auditorium at Glyndebourne so well, 
it is a second home for me, so I know all about 

the acoustics and what works, so I’ve been able 
to explain this to Brett. As with Love and Other 
Demons the collaboration between a composer 
and conductor is close and intense and I do feel 
like I am one of the parents of the work! 

Q: Are you familiar with Brett Dean’s other work?
A: I haven’t worked with Brett before, but as 
soon as David suggested him I set off listening 
to his work. I am probably familiar with about 
80% of what he has composed now especially 
Bliss, Socrates as well as his smaller works and 
of course Melodious Lay for the BBC Symphony 
Orchestra as it relates to our own Hamlet – over 
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the last year we have become very good friends 
and I am looking forward to working with him 
closely on Hamlet. 

Q: This is the first time you will be back at 
Glyndebourne since 2013. Will it be a different 
experience for you this time around?
A: I feel more comfortable coming back with 
13 years experience of this theatre under my 
belt and feel very positive about it. I will have 
the luxury of being able to concentrate on just 
this new opera instead of all the other aspects 
of the Festival as I had to before so it will be 
quite liberating. But at the same time it will be 
like coming back to my family after being away 
for some time and I look forward to embracing 
some of the new changes that have happened – 
working with new General Director Sebastian F. 
Schwarz for example – so I’m also very curious.

Q: What is different about working on a new opera as 
opposed to one you are familiar with?
A: The main difference in working with a new 
piece of music is that the composer is alive 
and can be consulted. I can actually make the 
composer’s image of his work materialise, 
come to life and know it is exactly as he 
envisages it. It will also be the first time Brett 
has heard his new opera performed so we’ll 
have a lot of time to fine tune any changes he 
may have. Already during the workshops I saw 
how Allan Clayton worked with Brett and how 
they talked about some sections for example, 
so Allan’s contribution will also form part of 
the final opera.
You can also create traditions – it will be the 
first time the singers perform these roles, 
the first time the music is played and heard 
– and it will be from here at Glyndebourne 
that future performances and interpretations 
will be compared. To extend the parenting 
analogy a bit further this opera will be born at 
Glyndebourne; it is very exciting.

Q: What do you like about working on new music?
A: Simply, I like the idea that someone has 
taken the liberty to create sounds that have 

not been heard before and, in doing so, has 
opened up a new universe through his or her 
imagination. Music is only capable of survival 
as an art form if we keep reinventing it. It is 
that important. In Mozart’s time new music 
was constantly created and it survived if it 
provoked an interest from the audience who 
were critical and had exacting, high standards. 
New music was expected and embraced which 
is actually the opposite of what happens 
now. In general, audiences are scared of 
new compositions, scared of the unheard 
or unknown. As performers we carry the 
responsibility to promote new music and help 
composers to bring their music to life with as 
much skill as we do for the dead composers.

Q: We know that Glyndebourne usually has a six-
week rehearsal period. Will singers and musicians 
have an opportunity to familiarise themselves with 
the music before they arrive as it is so new?
A: We’ll be rehearsing at Glyndebourne for 
seven weeks and we’ve already had the 
workshops. We’ve pretty much been in the 
sound world of Hamlet since March 2016. All 
of the singers have been receiving regular 
group emails for several months detailing 
the orchestral score, the vocal score and any 
changes to their parts that have taken place. 
In December the full work was completed 
and everyone will have received this. So 
there is now time for everyone to familiarise 
themselves – singers, repetiteurs, the orchestra 
– and get ready to immerse themselves into 
the world of Hamlet from April when we start 
rehearsals. Luckily the London Philharmonic 
Orchestra (LPO) is very familiar with new 
compositions as they work on premieres on a 
monthly basis. They are meticulous in all their 
preparations so it will be a joy to work with 
them at Glyndebourne again. 

Q: Can you tell us a little about other projects you 
have in the pipeline?
A: I have a very full and demanding summer 
ahead – I will be at Glyndebourne from mid-
April to mid-July and then I’ll be dashing off 
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to Salzburg where I’ll be conducting William 
Kentridge’s Wozzeck. I will also be intrinsically 
linked to Barrie Kosky whom Glyndebourne 
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Composer, Brett Dean in 
workshop rehearsals at 
Glyndebourne, April 2016

New for 2017: 
Insider Talks

This year we’re exploring 
more ways for you to 
glimpse behind the scenes 
and share the process of 
creating world-class opera. 
From the workings of an 
orchestra to the process 
of defining the ‘look’ of 
a production through 
make-up and wigs, our 
Insider Talks – part of the 
Introducing... series – are an 
opportunity to discover 
the secrets of our stage 
craft and meet some of 
those who make it happen. 
More information can be 
found on page 16 of your 
Festival 2017 Members’ 
brochure, with tickets (£9) 
on sale from the second 
opportunity to book.

2017 teaser
The following piece of music will be played in our auditorium 
during 2017. Do you recognise it? As a clue our Senior Music 
Librarian Ian Julier says, ‘it was also used to great effect in the 
film Sunday, Bloody Sunday’. We’ll let you know the answer in the 
next edition of Glyndebourne News – no prize it’s just for fun!

audiences will be familiar with from Saul in 
2015. We will be working at Munich Opera and 
are planning for 2018 at the Komische Oper 
Berlin where he is Chief Director. 
In the future I will work more in Berlin, my 
home town, at the Rundfunk-Sinfonieorchester 
Berlin where I am Music Director designate. I 
will be neighbours with Glyndebourne Music 
Director Robin Ticciati as he is Chief Conductor 
designate at the Deutsches Symphonie-
Orchester Berlin, so we’ll be working side by 
side as both orchestras belong to the same 
organisation. 
Finally, I will be working with the LPO again 
in their Belief and Beyond Belief Festival with 
Anja Kampe (Isolde in Glyndebourne’s 2009 
production of Tristan und Isolde).

Hamlet opens on 11 June and runs until 6 July.
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Tailoring to every need

It’s a busy time for Natalie right now; she’s 
cutting the fabric for all of the male characters’ 
costumes in Festival 2017, before an army of 
tailors joins her in a month’s time. In front 
of her is a swathe of dark blue fabric, with a 
pattern marked out in tailor’s chalk.
‘This will be the Composer’s suit in Ariadne auf 
Naxos’ she explains, indicating Irina Bartels’ 
original costume design. ‘It’s a particularly 
interesting one to work on, as it’s a ‘trouser 
role’ [a male part sung by a woman] and you 
have the challenge to ensure that the singer 
looks sufficiently masculine’. It’s a challenge 
Natalie will be facing a few times this Festival, 

Andrew Batty, Marketing Coordinator catches up with Natalie Weber, Senior Cutter in Tailoring to 

talk about her preparations for Festival 2017.

‘Sesto and Annio in 
La clemenza di Tito are 
also trouser roles’ she 
says, ‘in fact Sesto is 
played by Kate Lindsey 
for whom I cut the 
Composer’s suit when 
she sang the role in 
2013, so there’s a nice 
continuity there’.
After all of the 
garments are cut, the 
tailors ‘will tack and 
loosely hand-stitch the 
costumes for the first 
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fitting’. The singers arrive for fittings in March, 
‘after the first fittings we mark the alterations 
on the garments for the next fitting’. It’s then 
that the intense work begins, ‘the tailors then 
start stitching the costumes, and finishing 
them with linings and pockets’. This is 
painstaking work, a single jacket takes around 
40 hours to make. For La clemenza di Tito Natalie 
and the team will be making 20 bespoke suits 
for the male chorus and all principal garments.

Natalie is excited to start work on the other 
productions for the Festival, ‘It’s always lovely 
to work on period costumes like the frock coats 
for Don Pasquale. Silk can be challenging to work 
with but always looks beautiful in the end’.
‘Today the first lot of fabric for Hipermestra 
arrived, it’s all Middle Eastern influenced and 
very bling!
‘William Christie will also be in full costume 
for Hipermestra and it’s very unusual to make a 
costume for a conductor. I need to really think 
about the construction of it as it needs to stay 
flexible while he is conducting.’

For more insight into preparations for Festival 2017, 
please see our Insider Talks on page 4.

Kate 

Lindsey in 

the ‘trouser 

role’ as the 

Composer 
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Return of the Music Master
Glyndebourne favourite Thomas Allen 
makes a welcome return to the role of the 
Music Master in Ariadne auf Naxos this 
season. Karen Anderson caught up with 
him before rehearsals began.

Q: We are looking forward to your 
return as the Music Master in 
Ariadne this summer – what did 
you most enjoy about singing this 
role in 2013?
A: As always with this role, 
my interest lies in getting 
to know and understand 
the singer portraying the 
Composer. I’m sure it isn’t the 
same for everyone who takes 
on the role of Music Master, 
but I’ve always felt a sense 
of responsibility almost, in 
seeing the singer through to 
the conclusion of this very 
taxing role; my ward for the 
evening as it were.
I’ve had this pleasure and 
joy on many occasions 
now with some of the 
most distinguished mezzo 
sopranos and sopranos 
of the day, and such is my 
sense of attachment to the 
Composer that it has become 
an experience unique in 
my performing life. [In 2017 

the Composer will be sung by 

Angela Brower and Hanna Hipp].
I believe [the 2013 premiere] 
was the first time maestro 
Vladimir Jurowski conducted 
this opera, he was meticulous 
in his preparation and 
understanding of the work. 

I thought 
he did an 
outstanding 
job.

Q: And coming 
back for its first 
revival what are you looking 
forward to?
A: Coming back to it, I have 
the pleasure of catching up 
with some old colleagues as 
well as the new recruits.
 
Q: Katharina Thoma set her 
opera in an English country 
house not too dissimilar to 
Glyndebourne itself – did you 
enjoy this interpretation of the 
opera?
A: I applaud Katharina’s 
decision to set the ‘play’ 
in the house that is 
Glyndebourne. It had 
resonances with Capriccio, 
Strauss’s other domestic 
opera, with many of the same 
arguments of course. 
 
Q: How do you find Strauss’s 
music?
A: I’ve been privileged from 
an early stage in my life 
to perform quite a lot of 
Strauss’s music, whether 
song or opera. There were 

many years when I occupied 
the stage in either Vienna 
or Munich and a knowledge 
of those two cities and their 
cultures has helped me to 
a greater understanding of 
what the man and his music 
are about. There are, in some 
instances, considerable 
demands made of the singer… 
but the sheer delight in 
making those arches in the 
immense phrases he writes, 
make for a most wonderful 
physical experience that is 
so much at the heart of good 
singing. The role of Mandryka 
in Arabella is a prime example. 
A hugely demanding role, 
and for Mandryka, the sense 
that Strauss turns up the 
volume every time he walks on 
stage, and despite that it is an 
evening that leaves you feeling 
almost superhuman when it’s 

Thomas Allen (Music Master) with Soile 

Isokoski (Ariadne) in the 2013 production 

of Ariadne auf Naxos
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over and you’ve survived the 
test. Or, more simply, with 
Der Rosenkavalier, to stand in 
the wings at the end of a long 
evening, my work as Faninal 
over, and luxuriate in the 
singing of three enormously 
gifted women, the 
Marschallin, Sophie, Octavian, 
as they sing that sublime trio. 
Life is never more satisfying 
than at that moment.
 
Q: As you sang with the 
Glyndebourne Chorus in 1969 
Glyndebourne claimed you as one 
of its own a long time ago. How 
did this early start prepare you as 
a singer in your early roles here?
A: In 1969 I auditioned for 
the Chorus and was accepted. 
I came out of nowhere. I 
was fresh out of college, 
and unlike many of the 
others I had no training, no 
background in opera. I saw 
my life being in the world 
of oratorio and song, my 
principal interests. But I felt 
the experience of being on 
stage for a few weeks would 
be useful to me. It was. 
I watched many artists much 
more experienced than myself 
in their various roles and 
learned how to get across a 
stage from A to B. There were 
so many in that year… Ryland 
and Annie in Così fan tutte 
[Ryland Davies as Ferrando, 
Anne Howells as Dorabella]; 
Montarsolo and Raimondi 
with the north eastern ‘pet’ 
Sheila Armstrong in Don 
Giovanni [Paolo Montarsolo as 
Leporello, Ruggero Raimondi 
as Don Giovanni and Sheila 
Armstrong as Zerlina]. And 

of course Ileana 
in what seemed 
to me then a very 
odd piece of work, 
Pelléas et Mélisande 
[Ileana Cotrubas as 
Mélisande].
Little did I know 
what was in store 
for me. I shall 
always remember 
those days and 
the wonderful 
colleagues and 
friends. It was 
instructive to a 
young singer and 
the benefits have 
remained with me 
all my working life.
 
Q: As a soloist, you have appeared 
many times on the Glyndebourne 
stage, starting with Papageno 
in Die Zauberflöte in 1973, 
including a few Don Giovanni’s 
along the way – what has been 
your favourite role here and what 
do you like about performing at 
Glyndebourne?
A: Papageno was very 
important to me in 1973. 
Having been offered the John 
Christie Award and turning it 
down in favour of a contract 
with Welsh National Opera, I 
thought I’d blotted my copy 
book forever. So to be asked 
back in ’73 was something of 
a relief, even more so when it 
went well for me.
But undoubtedly the role that 
put me on the map was Don 
Giovanni in 1977. Though it 
was some time afterwards 
before others came knocking 
at my door, once they did, 
it didn’t stop for a very long 

time. Don Giovanni is a very 
difficult role to cast and I was 
fortunate to have some kind 
of instinct to make it work for 
me, as it did for many years.
So much of that was due to 
the intense and dedicated 
preparation of the music staff 
at Glyndebourne, Martin Isepp 
in particular, and then of 
course to be conducted by the 
great Bernard Haitink, who 
had been with me for that first 
Zauberflöte in 1973. There ought 
to be a book about the times 
Bernard and I have spent 
making music together! My 
next project perhaps…

Ariadne auf Naxos opens on 
Sunday 25 June and runs until 
27 July.

On the map - Thomas Allen in his 

ground-breaking role as Don Giovanni 

in 1977
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First steps

Glyndebourne began to 
look at ways to address its 
environmental impact in 
2005, driven from the top of 
the organisation by Executive 
Chairman Gus Christie. 
‘When the gravity of global 
warming and climate change 
became clear, we were eager 
to do our bit to reduce our 
carbon emissions and we 
have the long-term aim of 
becoming carbon neutral in 
our operations,’ he says. ‘It’s 
an ambitious goal but one that 
has helped drive substantial 
changes over the past decade.’
Step one was to draw up 
an environmental policy 
outlining the organisation’s 

commitment, which is 
reviewed annually. Following 
this, Glyndebourne 
commissioned an analysis 
of its carbon emissions to 
identify where to invest in 
order to make the biggest 
impact. 
Research revealed that a 
wind turbine located on Mill 
Plain, previously the site of 
a windmill, was the single 
largest, financially viable 
initiative that could then 
be undertaken to reduce 
Glyndebourne’s own-
generated carbon emissions.  
Planning permission for the 
wind turbine was submitted 
in 2007 and the 67-metre 
Enercon wind turbine was 

commissioned in 2011. 
Its arrival helped drive 
momentum behind a 
company-wide energy saving 
plan that introduced changes 
such as the modification 
of the air conditioning 
system, replacement of 
the auditorium lights with 
low-energy LEDs and the 
installation of timers and 
light sensors.  
Thanks in part to the 
efficiencies achieved, the 
turbine has successfully 
generated on average 103% 
of Glyndebourne’s annual 
electricity requirements in 
the four years for which data 
is available. This exceeds the 
target of 90% and has resulted 
in a 50% reduction in our 
carbon emissions. 
Funded from reserves, the 
turbine is on track to pay for 
itself in less than six years 
thanks to savings in electricity 
costs, and income from both 
the Feed-in Tariff and through 
exporting surplus power to 
the national grid.  

Other actions 

Electricity use is just one 
factor in an organisation’s 
environmental footprint; 
others include waste, water 
and travel.  
The Environmental 
Champions Group, made up 
of a very proactive group of 
staff volunteers from across 
the company, meets regularly 
to discuss opportunities to 

Winds of change
January 2017 marks five years since the commissioning 

of the Glyndebourne wind turbine. Standing a short 

distance from the opera house, it is a powerful symbol 

of our commitment to reducing Glyndebourne’s 

environmental footprint, and the single biggest step 

taken so far. It is not the only change we’ve made though 

as Kate Harvey, Campaigns Editor finds out.
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make improvements across 
all areas. 
Steps taken include the 
introduction of a free coach 
service to and from Lewes 
station for all performances 
to encourage audiences to 
travel by train; significantly 
improved recycling facilities; 
on-site electric car charging 
facilities; recycling of 
decommissioned scenery and 
a switch to environmentally-
friendly cleaning supplies. 
Another is the addition 
of a ‘green’ clause to the 
organisation’s purchasing 
policy. This commits the 
company to source from local 
suppliers where possible 
which not only delivers 
environmental benefits, 
but also serves to further 
Glyndebourne’s contribution 
to the local economy.
An example of this in action 
was the tender process for 
a new printing company 
to deliver Glyndebourne’s 
biggest printing jobs of the 
year – the Festival and Tour 
programmes books. The 
successful bid came from 
Pureprint who, in addition 
to being one of the best 
printers in the country, 
offer award-winning green 
credentials and are located 
in Uckfield (a few miles from 
Glyndebourne), significantly 
reducing the carbon footprint 
of transporting the printed 
programmes compared with 
the previous supplier based in 
Somerset.

Recognition 

Since 2013 Glyndebourne 
has been accredited with a 
3* Industry Green rating by 
independent environmental 
organisation Julie’s Bicycle, 
the highest possible rating for 
environmental performance, 
currently held by just 14 arts 
venues and outdoor festivals. 
The organisation was 
also recently invited to sit 
on a new environmental 
leadership group for arts 
organisations set up by 
Julie’s Bicycle on behalf of 
Arts Council England and 
in 2015 was a finalist in the 
Most Sustainable Business 
category of the Sussex 
Business Awards. 

The future

The long-term ambition of 
becoming carbon neutral 
means there is plenty still 
to do. As green technology 
continues to develop, new 
opportunities emerge to 
achieve additional efficiencies 
or reduce waste. 
One area that Glyndebourne 
is monitoring 
closely is 
technology 
that would 
allow us to 
store the 
electricity 
generated 
by the wind 
turbine so 
that it can 
be utilised 
year-round. 
The viability 
of installing 

Solar Thermal Heating and 
Photovoltaic panels on 
selected roof spaces across 
the site is also currently being 
assessed.  
Meanwhile we are continuing 
to install LED lights across 
the site and are in the process 
of fitting Automated Meter 
Reading (AMRs) devices 
to provide ‘real time’ data 
showing when and where 
energy is being used; 
information that will help us 
identify chances to achieve 
new and greater savings. 
‘I’m immensely proud of what 
Glyndebourne has achieved so 
far in its efforts to reduce its 
impact on the environment,’ 
says Gus Christie. ‘With the 
help and commitment of 
our staff, we’ve come a long 
way. While there’s still much 
to do, the expertise that we 
have acquired on the journey 
so far will ensure that we’re 
able to continue making 
improvements over the 
coming years.’
Visit glyndebourne.com to find 
out more.

Thank you
Thank you to everyone who contributed to 
the 2016 Annual Fund. 
Along with the refurbishment of the toilets, 
your donations to the 2016 Annual Fund 
have made possible the maintenance and 
improvement of the car park which will 
also include the addition of 20 new electric 
car charging points. These will provide 
those who travel by electric car the safety 
of knowing they can charge their car whilst 
they are enjoying their visit.
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This year marks the 25th 
anniversary of the last Festival 
in the old theatre and its 
subsequent demolition to 
make way for the new theatre. 
In March 25 years ago, Sir 
George Christie updated 
Members on the progress of 
the fundraising campaign, 
which included a list of all the 
individuals and companies 
who had donated to date. 
The first page of that update 
is printed opposite (as the 
reproduction of his original letter 
is difficult to read, we’ve also made 
his text and pie charts larger). The 
‘building site’ that audiences 
of the last Festival in the old 
house may have seen was due 
to the  preliminary work which 

had begun in autumn 1991. 
It included the demolition 
of the original Mildmay Hall, 
walled garden, greenhouses, 
props, wigs and costume 
workshops. Mildmay 
relocated to a marquee and 
the workshops relocated 
to a variety of locations on 
and off site. Clive Ventris, 
who still works in the props 
department, recalls from 
the time: ‘the original props 
workshop was very small. I 
remember we used to take 
over Mildmay out of season, 
putting a huge cloth down 
to protect the floor while we 
worked. After the demolition 
of the props workshop we 
temporarily put everything 

into storage. Then after 
Christmas 1991 we moved 
into what was the carpenters’ 
workshop – we are still here 
today.’

Over the coming issues of 
Glyndebourne News we will look 
back on the demolition of the 
old theatre and to the rebuild 
and opening of the new opera 
house. If you, your family 
or company were involved 
in the demolition or rebuild 
in any way we’d love to hear 
from you. 

Please share your memories 
glyndebourne.com/members-
memories or get in touch with 
the Membership team.

Remembering the old theatre
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Remains to be 
raised, 15.6% 

Funds raised to 
date, 84.4% 

Glyndebourne owes a 

huge debt of gratitude 

to all who have 

subscribed valuably 

to the rebuild – a 

project to which there 

is now irreversible 

commitment. 84.4% 

of the £33 million 

target is now in place. 

By the time that the 

1992 Festival opens, 

some £5 million will 

have been expended 

on the construction 

programme.

To ensure that 

the rebuild will be 

completed in time for 

the new theatre to open in May 1994 – without 

loss of more than one Festival – it has been found 

necessary to advance the construction schedule 

as much as possible. To this extent forebearance 

– or, better still, curiosity – will, it is hoped, be 

accorded by audiences this year in respect of the 

temporary back-drop of 

the inevitable building 

site.

1994 will, I believe, see the 

first purpose-built opera 

house to be constructed in 

the United Kingdom since 

the original opera house 

was built here in 1934.

The trust and confidence 

which has been 

shown in this project 

by Glyndebourne’s 

supporters – particularly at 

a time of severe recession 

– is indeed encouraging.

Glyndebourne is hugely 

grateful to all those listed on the following pages 

who have very generously supported the Appeal.                     

George Christie

The above excerpt was originally printed in ‘Support 

to date’ issued to all Members on 31 March 1992.

New Corporate and 
Individual Founder 

Members, 29.1% 

Individual 
Members, 2.3% 

Life Members, 1.5% 

Donations, 3.2% 

Gala Concert & 
other sources, 3.4% 

Existing Corporate 
Members, 60.5% 

Sources of funds to date
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intensively with my singing teacher, Ryland 
Davies (coincidentally the first ever recipient 
of the same award) as I continued to explore 
challenging new repertoire. Again this was 
a crucial stage in my development, to say it 
helped with my career would be something of 
an understatement.’
Making a welcome return and spending most 
of 2017 with Glyndebourne is something he 
is relishing ‘I am massively looking forward 
to it. Glyndebourne is where I saw my first 
opera aged 16, and also where I first worked 
and performed for a major opera company. So 
I think of it as something of a spiritual home 
for me, operatically speaking. 
‘The Festival has a unique atmosphere, of 
course. But the Tour has its own charms. In 
particular, the camaraderie that can build up 
when touring with the same group of people 
for a couple of months. I love being part of a 
team, all striving to achieve a common goal. 
It’s one of the things I love most about this 
profession. And touring can be very enjoyable 
from that point of view.’

Hamlet, together with Il barbiere di Siviglia 
and Così fan tutte will be presented on the 
Glyndebourne Tour this autumn. You will find 
details of dates and venues on page 20.

David Butt Philip will be returning to 
Glyndebourne twice this year – and both times 
he’ll be performing in Hamlet. For Festival 2017 
he is Laertes and the understudy (cover) for 
Hamlet; then in Tour 2017 he will take on the 
title role. Talking about his involvement in our 
new opera he says ‘It’s still relatively rare for 
major companies to commission large-scale 
new works, so it’s an intriguing project to be 
involved with. When I was younger I did a lot 
of contemporary music, but in the last few 
years I’ve performed almost exclusively 19th 
century repertoire so this will be something 
of a novelty for me. I think it’s going to be a 
hugely exciting event. The cast and creative 
team alone are pretty awe-inspiring! Also it’s 
always very satisfying learning, rehearsing and 
performing a completely new role. In many 
ways it’s the most creative one ever gets to 
be. I was fortunate to be able to be at a couple 
of days of workshops at Glyndebourne last 
summer, and work with Brett Dean, Matthew 
Jocelyn and Vladimir Jurowski on some of 
the draft scenes for the piece. That was the 
first time I’d seen any of it and currently I am 
revising the Shakespeare, which I haven’t read 
since school!’
As a former member of the Glyndebourne 
Chorus and one of our Jerwood Young Artists 
a lot of David’s early training took place at 
Glyndebourne as he explains: ‘Being in the 
Glyndebourne Chorus and a Jerwood Young 
Artist came at a critical juncture in my career. I 
was in the process of changing from baritone 
to tenor and the support and stability afforded 
to me by Glyndebourne made the transition 
far smoother and less difficult than it might 
otherwise have been. I owe much of my 
subsequent success to the grounding I had 
during those important years.’  
He was then the recipient of the John Christie 
Award back in 2011 which ‘supported me 
during my year at the National Opera Studio, 
and paid for me to continue studying 

Tour 2017

Hamlet hits the Tour

David Butt Philip will sing Hamlet in Tour 2017
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At their glass blowing studio in the 
Cotswolds creative glass partnership Colin 
and Louise Hawkins, as LoCo Glass, use a 
combination of traditional glass blowing 
techniques and contemporary craft skills. 
Their combined training and experience 
is extensive and diverse and their work is 
often inspired by pattern and forms found 
in nature. In response to her visit to the 
Glyndebourne gardens Louise has created 
a collection of exclusive sand-carved pieces 
for the Glyndebourne Shop. ‘Glyndebourne 
is a unique and inspiring place and my 
tour of the grounds left me with a strong 
impression of the gardens and the sense 
of connection that those who visit have 
with the landscape. The range is inspired by 
the magnificent and ancient Mulberry tree 
that grows in the corner of the main lawn 
where, over the years, many picnics have 
taken place beneath its branches and many 
jars of jam made from its fruit,’ she says. 
The Mulberry Tree design began as a one-off 
blown cameo vase onto which Louise drew 
the original sketches and developed the 
pattern. Individual, lead crystal bowls and 
vessels were then hand-blown by Colin and 
the artwork for each drawn, and a hand-cut 
mask applied to the surface of the glass. The 

Glass roots

Above left: The Mulberry Tree vase

Above: Colin Hawkins at work in his studio

exposed layer of colour was then carefully 
etched away using sand-carving. Each stage 
is completed by hand in their studio and 
combines to create individual and unique 
pieces that bring together the elements of 
glass form, colour and organic texture. 

The Mulberry Tree vase will be available to buy 
from the Glyndebourne Shop from May.

New for 2017:
My Glyndebourne

Log into your account on glyndebourne.com 
and from this month you’ll see a link to ‘My 
Glyndebourne’ – a new area of our website 
especially curated for Members. We hope 
that this hub of the latest Glyndebourne 
news, together with useful information 
about your membership, will ensure you’re 
always up-to-date.  
If you have ideas for this area of our 
website, please get in touch with the 
Membership team. 

Reflecting Glyndebourne’s passion 

for nurturing artistic talent, each 

year Alex Warner, Head of Retail, 

looks for interesting partnerships 

with leading crafts people from 

across the UK who are specially 

commissioned to develop new 

products for the Glyndebourne 

Shop. We found out about one 

such collaboration for 2017.
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go to plan. Rehearsals had 
gone swimmingly for Peter 
Hall’s production of Fidelio 
(1959), including live chickens 
clucking around the stage 
at the beginning of the first 
act before following a trail 
of grain off into the wings. 
During the sixth performance 
one cheeky chicken remained 
on stage when all the others 
had pottered off stage. Each 
of the singers did their best to 
remove her from the action, 
but it wasn’t until 15 minutes 
later that tenor, Ian Caley 
(singing the role of Jaquino), 
managed to capture the 
elusive chicken and take her 
off stage. Needless to say she 
didn’t make a reappearance 
in the next performance. 
Given some of the issues with 
live birds on stage it isn’t 
surprising that many directors 
choose to have our props 
department create a lifelike 
model. There are several 
different techniques used to 
make birds, depending on 
what they will be used for. 
Paul Brown, Head of Props, 
explains that the job of the 
prop maker is to trick the eye. 

Many of you will be familiar 
with the swallows that dive 
over the lawns, and know that 
Glyndebourne is also home to 
ducks and moorhens. During 
the occasional lunchtime 
swim company members 
share the lake with the chicks 
that potter around on the 
lily pads. Birds mark the 
passing of the seasons for 
Head Gardener, Kevin Martin. 
In the spring it is the dawn 
chorus, buzzards can be heard 
whistling later in the summer, 
and the woodpeckers come 
into their own in August. Each 
year a blackbird returns to the 
gardens, recognisable by its 
song. Kevin doesn’t always 
realise until he gets home 
and he is whistling that same 
tune. However, Glyndebourne 
was home to a more exotic 
bird during World War II 
when flamingos were briefly 

evacuated here. Not much is 
known about their sojourn, 
except the photographs above, 
so if you happen to know 
more please get in touch.
Birds aren’t just found in 
the gardens, they’ve been 
enlisted occasionally on 
stage too. Some of you may 
remember Peter Wood’s 1980 
production of Mozart’s Die 
Entführung aus dem Serail. The 
set included a large gilded 
birdcage containing live 
doves. When the captives 
were freed from the palace in 
Act III, the Pasha opened the 
cage and set a dove free in a 
symbolic gesture to end the 
performance. It was supposed 
to be a homing dove, but 
Nick Murray, Assistant 
Stage Manager at the time, 
reminisced ‘a considerable 
amount of time was spent 
after each performance trying 
to return it to its cage.’
The production team and 
stage management have to 
be prepared for anything 
when live animals are on 
stage, but sometimes it 
is the singers that have to 
step in when things don’t 

Birdwatch

Before she begins her 

spring birdwatch, Charlie 

Snee our Membership 

Coordinator takes a look at 

the birds that have made 

Glyndebourne their home.
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Abu Dhabi Margaret and 
Tony continued to enjoy 
evenings at Glyndebourne, 
and Margaret soon found 
a wonderful tailor from 
Pakistan who created 
bespoke outfits for her, 
‘He made me the most 
beautiful dresses from 
saris’. These dresses 
added to the enjoyment 
of the music in the old 
and new theatres. ‘Tony 
adored music, and used 
to have classical music 
playing whilst he worked.’ 
Margaret and he used to 
play piano together too. 
Sadly, Tony died in 1999 
but Margaret continued 
to come to Glyndebourne 
with family and friends. 
In 2015 she came with her 
granddaughter Evelyn to ‘a 
memorable performance of 
Saul. Evelyn was pregnant 
at the time and I am 
now the happiest great-
grandmother of a little boy 
called Elliott.’

We hope to welcome Elliott, 
the fourth generation of 
the Andrew family to visit 
Glyndebourne, in the future.

Many prop birds are built 
around foam, whilst those 
that have to look dead are 
formed around a fabric pouch 
– the pheasants in 2012’s 
The Cunning Little Vixen were 
created using this method. 
And if props like this have to 
be ripped apart they will be 
held together with poppers.
The magnificent swan on the 
table in Saul was constructed 
around a polystyrene form. 
However, the neck and body 
were covered in faux fur, 
with feathers added where 
the wings join the body. The 
props team had to become 
hairdressers to create the look 
of plumage, using layering 
scissors, hairspray and gel to 
achieve a feather-like texture 
in the fur. This same technique 
is used in Don Pasquale for the 
pigeon who delivers post – one 
to look out for this summer.
The main opportunity to 
spot birds remains out in the 
gardens though, and I feel very 
lucky to have spied kestrels 
during my lunchtime wanders 
around the lake. Kevin has 
seen a kingfisher, usually 
heard before it is seen, so I 
will be keeping an eye out for 
it when I take part in the 2017 
RSPB Birdwatch. Let us know if 
you’ve spotted any birds on a 
visit here too.

Longstanding 
Member 
Margaret 
Andrew has 
many fond 
memories of 
Glyndebourne, 
especially 
as it was on 
the journey 
home from a performance 
of Le nozze di Figaro that 
her husband proposed. 
Her late husband was 
christened John Anthony, 
as his mother felt Anthony 
Andrew sounded funny, 
but to family and friends he 
was known as Tony. Tony 
and Margaret’s first trip to 
Glyndebourne together was 
in 1973, to that production 
of Le nozze di Figaro, back 
when the old theatre was 
still in existence. Margaret 
remembers meeting 
Tony’s friends Lucy and 
Lowell Rees for the first 
time. They contributed 
the first of many excellent 
picnics. ‘We consumed it 
on the bank of lake, and 
after the performance we 
finished our coffee under 
the trees.’ Margaret very 
happily agreed to Tony’s 
proposal and they were 
married in 1974. However, 
things weren’t to remain 
the same for long. Tony 
left the Middlesex hospital 
in London to set up a 
neurosurgery practice in Abu 
Dhabi. Even when living in 

A Glyndebourne proposal
B

ill
 C

o
o

p
e

r



16

I was born in Barking, Essex on 4 April, 1929, 

into a typical working-class family. I attended 

the local primary school until 1939 and when 

the war started I was evacuated to Weston-

Super-Mare for three months. We returned to 

London but when the Blitz began my whole 

family moved to Hemel Hempstead. After 

completing my A-levels in 1947 I had three 

months’ wait before being conscripted. What 

to do? Inspired by my father’s keen interest in 

gardening, I spent the time working in the local 

municipal parks and nurseries department. It 

was a period that sparked a lifelong fascination 

with plants and their cultivation. Not much 

music so far, then.

From there I was conscripted into the RAF 

and, while on embarkation leave for Egypt, I 

satisfied my curiosity about opera by attending 

my first performance – Don Giovanni at Sadler’s 

Wells. Initially, not knowing any of the ‘tunes’, 

I wasn’t too impressed until the last scene, 

which not only blew me away, it fired my 

passion for opera.

A taste for music then. After 20 months 

abroad, I returned to complete a three-year 

degree in horticulture at Wye College (London 

University), after which I formed a family 

partnership and bought a smallholding in 

Isfield, East Sussex. I was keen to attend 

Glyndebourne with it being only six miles 

away, but the ticket prices were too expensive 

for a budding farmer. Not so the dress 

rehearsals, which at the time, local people were 

encouraged to attend. So off I went.

I was enchanted by the place and enjoyed the 

opera. I was surprised to discover one of the 

ushers was a customs official who also lived 

in Isfield. He explained that Glyndebourne 

founder John Christie liked to employ local 

people as ushers and it was a role that fitted 

well with his main job. He explained to me that 

for the first half of a performance he would be 

on duty outside the auditorium and then for 

the second half he would be on duty inside the 

auditorium. The following night the roles were 

reversed so that over two nights he was able 

to see an entire opera. ‘And you get 10 bob for 

doing it’, he said.

I complimented him on his good fortune and 

quickly offered to fill in for him should the 

opportunity arrive, which it duly did a few 

weeks later when he phoned to say he was ill. I 

fed the pigs and rushed off to be inducted into 

the mysteries of ushering. That was in 1954 

and I covered for six evening performances. 

I then applied to be an usher for the full 1955 

season, and by the end of that season I had 

been well and truly bitten by the theatre bug 

and realised it was where I wanted to spend the 

rest of my life. When I heard that an assistant 

stage manager was required for the 1956 season 

I immediately applied – and to my surprise and 

delight, got the job. I realised I had to learn 

about my new world and its workings quickly 

and so I got a job as a dresser at the Brighton 

Hippodrome as well.

In 1956 one of my duties was to accompany 

John Christie on his evening rounds. He had 

A life in music
Peter Kemp enjoyed reading Gerald Finley’s ‘My 

Glyndebourne’ article in the 2016 Programme Book, 

in which he relates how the Festival was a major 

influence upon his life and career. It occurred to him 

that Glyndebourne can dramatically change the lives 

of staff too. Here’s what happened to him…

John Christie on his rounds with Peter Kemp
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a thing about wasting electricity and every 

night would tour the theatre an hour after the 

performance, switching off lights. Judging by 

the number left on, he had a point. He was 

always courteous, frequently jovial and never 

patronising to this young, callow newcomer.

By 1957, and knowing I still had much to learn, I 

decided to find a job in London. I arrived at the 

Old Vic and was told they needed an electrician. 

Old Vic? Shakespeare? I fancied that but decided 

to satisfy my grumbling stomach first before 

heading to the theatre. There I was told the 

Chief Electrician didn’t work afternoons but 

that the Production Manager, Jesse Titcombe, 

would see me.

‘Do you have any knowledge of the latest 

transistor switchboard?’

‘No,’ I said with absolute truth.

‘I’m not surprised,’ he said. ‘There are only two 

in the country, would you like to see it?’

Naturally I said yes and a tour of the lighting 

box and the transistor valve room ensued. I 

concentrated on looking intelligent. At the end 

Jesse offered me the job. If I had not stopped 

to eat lunch I’d have been seen by the Chief 

Electrician who would have realised in seconds 

that I was no electrician. Pure luck.

The Old Vic knew I would be leaving for 

Glyndebourne the following summer but as 

that was their slack period it suited them. 

Even better, they wanted me back for the 

winter. For the next three years I wintered with 

Shakespeare at the Old Vic and enjoyed opera 

in the summer at Glyndebourne. Towards the 

end of the 1958 season, Glyndebourne received 

a request from the Arts Council to supply 

technical staff for a rescue operation. The Carl 

Rosa Opera Company had folded in mid tour 

leaving singers and musicians out of work 

and several theatre venues without a show. 

The Arts Council was planning a temporary 

takeover in order to fulfil those commitments. 

I volunteered to join the aptly named Opera 

’58 (as Property Master). At the end of a chaotic 

eight weeks Opera ’58 was absorbed and 

integrated into Sadler’s Wells Opera but, more 

importantly for me, that was where I met one 

of the young 

singers, Beryl 

Cornish. Two 

years later we 

were married. 

I then spent 

many years 

with the Royal 

Shakespeare 

Company which 

Peter Kemp 

today

cemented my theatrical career.

Glyndebourne had changed my life and put 

me on a course that I followed until semi-

retirement aged 70 and complete retirement 

in my 80s. It brought me into contact with a 

wider, richer world and gave me awareness of 

the high standards that can be achieved in life.

Did I leave a lasting legacy? Of course not. 

I was just a minor cog in some well-run 

organisations. And yet… and yet…

My daughter Nicola-Jane gained a scholarship 

to Chethams School of Music, had a successful 

career as a coloratura soprano (Queen of the 

Night and Zerbinetta were specialities) and 

co-authored an award-winning book, The 

Language of Song. She now teaches at Cambridge 

and is Head of Singing at Eton College. Second 

daughter Juliette became a journalist while 

maintaining a flourishing amateur choral 

singing career, performing and recording 

with some of the nation’s leading singers and 

orchestras. Our son Duncan moved to Swedish 

Lapland and, finding it to be a musical arctic 

wasteland, started a music school. From small 

beginnings the school now has more than 

250 students (including singers) and employs 

13 teachers. He is also commissioned by the 

European Union to bring all types of music 

to the northerly regions of Finland, Sweden, 

Norway and Scotland.

What a lovely example of the Chaos Theory. In 

Brighton a customs official has a stomach pain. 

Sixty years later an opera course organised by 

Duncan and run by Ulla Blom is being given 

master classes by Cardiff Singer of the World 

Katarina Karnéus just south of the Arctic Circle.

Now that’s a legacy.
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cooler greenhouse for a fortnight before they 
go into a cold frame to be hardened off. Other 
seed varieties may need a period of cold in 
order to germinate. Cleome seeds for example, 
benefit from two weeks in the fridge once 
sown in their containers. 
February sees us pruning the climbing roses 
and training them against walls and garden 
obelisks. We will be thinning the roses planted 
in the beds of the Mary Christie Rose Garden 
to allow each plant a square metre of space. 
Amongst the many varieties of rose we grow 
is the glorious Rosa Glyndebourne, a beautiful 
peachy-cream shrub rose bred for us by 
Harkness Roses in consultation with Lady 
Christie and the Glyndebourne garden staff. 
Pruning work now ensures that the rose 
display is at its best as we look forward to 
summer in the garden.

How does your garden grow?

Kevin Martin, Head Gardener, shares the secrets of the Glyndebourne 
gardens in February before spring approaches.

The snowdrops are really the herald of spring 
for us at Glyndebourne. Our native species, 
Galanthus nivalis, will be appearing in our 
woodland areas and lawns in February, and 
as the weather was mild in early January a 
few have begun to show already. Some of 
the early narcissi varieties will also be making 
an appearance in February. This month we 
will begin the cycle of the gardening year by 
checking to see what has survived the winter. 
We prepare the borders in the gardens by 
forking the soil over and mulching to keep in 
the moisture. 
At Glyndebourne we make 14 tonnes of our 
own compost, and we will be using 80 tonnes 
of soil conditioner as mulch. During January 
we began the hazel coppicing in the woodland, 
which we do every three to four years, and 
the coppiced hazel branches provide us with 
the plant supports we will be using in our 
herbaceous beds and as pea sticks in the 

vegetable garden.  We will 
start seed sowing in February, 
beginning with hardy plants 
and the hardier annuals. We 
sow our sweet pea, Lathyrus 
odoratus, seeds now; if we sow 
them any earlier they run the 
risk of being eaten by mice. 
Soaking the sweet pea seeds 
overnight or chitting the 
seeds help with germination; 
if you are buying seeds look 
for packets that say they are 
‘pre-chitted’ to ensure better 
germination. 
We sow ten sweet pea seeds 
per pot and put them into a 
hot box until they form true 
leaves, and then prick out the 
seedlings and move them to a 
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 My favourite place...     Penny White, Technical Coordinator

Situated in the eaves 
of the old dressing 
room building, the 
Model Store contains 
all the set models for 
the Glyndebourne 
repertoire. The store 
is a humble cupboard 
housing a collection 
of old musty 
boxes, complete 
with its own smell 
that conjures up 
childhood memories 
of my grandparent’s 
attic full of 1960s 
department store 
boxes of Christmas decorations – and every 
model box always finds its way here. 
Set models are close to my heart, I spent the 
first part of my career working as a model-
maker. Having worked with freelance theatre 
designers (predominantly on opera), I then
became the Model Room Assistant at the 
Royal Opera House where I looked after all 
of the Covent Garden models. I brought this 
experience to Glyndebourne but these days I 
am responsible for hiring the real sets out to 
other opera houses around the world.
Designing for the stage is a complex three 
dimensional challenge. At Glyndebourne we 
supply each designer a carefully constructed 
scale replica of the stage space. This is called 
the ‘black box’. The black box is sent out to 
the designer at least one year prior to opening 
night. In collaboration with the director, the 
designer will produce a white card model or 
‘sketch model’. This allows the creative team 
to swiftly convey their ideas to the conductor, 
Gus Christie, Sebastian F. Schwarz and the 
company directors.
Once the concept has been approved the fun 
begins! The final model is constructed and 
presented with the costume drawing by the 

creative team to the Glyndebourne company. 
We also hold a preview event in London when 
the set and costume designs are presented to 
our major supporters.
The final model needs to be sufficiently 
detailed to allow the set builders and scenic 
artists to reproduce the design exactly as the 
designer imagined it, but just to be sure a 
team of production assistants work around 
the model with their scale rulers creating 
accurate computer drawings for the builders. 
The final model is a highly detailed 1:25 scale 
reproduction of how the designer imagines 
the set and props. Some designers will even 
provide scale figures in full costume.
The model remains the premiere point of 
reference throughout this continuous highly
collaborative process; providing valuable 
information for the production manager, set 
builders and props department. Over a nine 
month period from model presentation to 
opening night, the designer is consulted at all 
stages. Once the production is on stage and 
the lighting designer has worked their magic, 
the set should look just like the model – only 
25 times bigger!
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MORE OPPORTUNITIES TO SEE OPERA ...

Our Festival 2017 screenings are:

8 June: La traviata (recorded live in 2014)

6 July: Hamlet Live

3 August: La clemenza di Tito Live

Glyndebourne Tour 2017 

7 – 28 October: Glyndebourne

31 Oct – 4 Nov: Canterbury

7 – 11 November: Woking

14 – 18 November: Norwich

21 – 25 November: Milton Keynes

28 Nov – 2 Dec: Plymouth

11 Nov: Belongings –  a new commission for 

Glyndebourne Youth Opera on the main stage

DATES FOR YOUR DIARY

20 February: Second opportunity for Members 

to book Festival tickets

21 February: Second opportunity for Associate 

Members to book Festival tickets

27 February: Under 30s booking opens

3 March: Members’ Open Day

5 March: Public booking opens online 6.00pm

6 March: Public booking opens by phone 10.00am

10 March: Legacy event

24 April: Tour Members’ priority booking opens

5 June: Public booking opens for Tour 

performances at Glyndebourne

Visit glyndebourne.com for more information

We are here to help
Please get in touch to share your feedback and 

memories, donate to a project, find out more 

about leaving a legacy, or with any questions 

including subscription and Gift Aid queries.

Membership and Development Department

Glyndebourne

Lewes, East Sussex BN8 5UU

membership@glyndebourne.com

+44 (0)1273 815 400

If you need to update your postal address, please let us 

know in writing.

For corporate enquiries, including 

membership, advertising and sponsorship, 

please contact:

jennifer.deane@glyndebourne.com

+44 (0)1273 815 418

Glyndebourne News is edited by Karen Anderson

Visit our website for 

news and up-to-date 

information about 

Festival and Tour.

Festival 2017

20 May – 27 August

Tour 2017

7 October – 

2 December

Visit the Glyndebourne Shop website for gifts and 

luxuries including the LoCo Glassware products 

detailed on page 13.

glyndebourneshop.com
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