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At the helm with Aidan Oliver
You may have seen Aidan Oliver on the stage during Festival 2019 – or one of his 
predecessors during a previous Festival or Tour – as he often joins the Chorus on 
stage for the final curtain call at the end of a performance. Having heard a few 
audience members ask each other ‘who’s the man in the suit?’ Karen Anderson 
decided it was time to meet the new Chorus Director, find out more about his role 
and his first year at Glyndebourne.

The Glyndebourne Chorus

Aidan was appointed temporary Chorus 
Master for Festival 2019, and after a few weeks 
in the job, was asked to stay permanently and 
take up the position of Chorus Director. It 
was no surprise to anyone that Glyndebourne 
wanted to keep hold of him; he’s a bit of a 
catch. Considered one of the UK’s leading 
choral directors he works across the whole 
spectrum of symphonic, liturgical, operatic 
and contemporary music. In 2018 he took 
up the directorship of the Edinburgh 
Festival Chorus, which performs in several 

high-profile concerts each year at the 
Edinburgh International Festival with leading 
international orchestras and conductors. He 
is also the founding director of Philharmonia 
Voices, the professional choir that has 
collaborated with the Philharmonia Orchestra 
since 2004 on many of its most ambitious 
choral-orchestral projects, working with its 
Principal Conductor, Esa-Pekka Salonen. 
He has worked regularly at the Royal Opera 
House and English National Opera and his 
former positions include Director of Music 

Aidan Oliver (centre) in Cendrillon rehearsals with Andrew Davies (Chorus) and Fiona Dunn (Director)
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at St Margaret’s Westminster and 
Associate Conductor of the St 
Endellion Summer Festival  
in Cornwall. 

During Festival 2019 he led the 
Glyndebourne Chorus in five 
diverse productions. In La damnation 
de Faust he helped a huge chorus 
of 64 singers conjure up Berlioz’s 
fantastical vision with ecstatic 
hymns and drinking songs, 
while directing the children’s 
chorus in the wings so that their 
beautiful voices could be relayed 
by microphone directly into the 
auditorium. In Rusalka some of the 
female chorus were suspended above the stage 
and flown in as nymphs in Melly Still’s magical 
production and in Cendrillon the Chorus all 
went to the ball. ‘What I enjoyed most about 
my first Festival’ he explains, ‘is how different 
every opera was, and how this enabled the 
Chorus to shine in so many different ways.’ 
His favourite opera to work on was ‘Faust – it 
was a massive undertaking and a real baptism 
of fire, but as I am a Berlioz fanatic it was a 
joy for me to work on. I wasn’t, however, so 
familiar with Rusalka before this season and I 
found the music utterly ravishing, so that is 
also up there as a favourite for me.’

With one Festival season under his belt 
Aidan is looking forward to the Tour: ‘The 
Chorus for Rigoletto and L’elisir d’amore is much 
smaller than for the Festival and will be made 
up of a mix of permanent chorus members 
and new voices. I really enjoy touring as it 
provides everyone with a unique experience 
and engenders a real community spirit.’ 
As part of Tour 2019 Aidan is directing two 
Christmas concerts at Glyndebourne on 14 
and 15 December where he’ll showcase the 
Glyndebourne Chorus and Glyndebourne 
Youth Opera in a mix of traditional choral 
favourites and more unfamiliar pieces: ‘In 
the first half of the evening we will present 
the Overture and the ‘Sandman’ excerpt from 

Conductor Ryan Wigglesworth, Aidan Oliver and Brindley Sherratt  
in rehearsals for Die Zauberflöte, Festival 2019
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Humperdinck’s Hänsel und Gretel alongside 
Gerald Finzi’s ‘In Terra Pax’: the latter may 
be a bit more unfamiliar but is a miniature 
masterpiece that looks back at the first 
Christmas. We’ll also feature the Anvil Chorus 
from Verdi’s Il trovatore and an excerpt from 
Handel’s Messiah in the programme. The 
second half will be very much in the spirit 
of “Have Yourself a Merry Glyndebourne 
Christmas” with carols, Waldteufel’s Skaters’ 
Waltz and a medley of classic Christmas songs 
lent to us by conductor John Wilson: think 
‘White Christmas’ and ‘Let it Snow’ and you’ll 
get the idea! Rehearsals for the Christmas 
Concert will run in tandem with Tour 
performances and I will be working separately 
with Glyndebourne’s education department to 
set up Youth Opera rehearsal sessions so that 
all of our choral singers are ready.’

Before long Aidan will be back at the Festival: 
in 2020 he is most looking forward to working 
on Dialogues des Carmélites and The Rake’s 
Progress, two works that he describes as ‘twin 
pillars of 20th century operatic genius’.

In 2020, as part of our Festival Extras programme, 
Aidan will run our new series of ‘working rehearsals’ 
looking at the music in each of our Festival productions.

Karen is Glyndebourne’s Head of Content Production.
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Competitive spirit
Among the new faces on the Glyndebourne Opera Cup jury for 2020 is GRAMMY 
Award-winning South Korean soprano Sumi Jo. With over 50 recordings to her name, 
Sumi Jo is the highest selling classical singer in the world . She spoke to Kate Harvey 
about her career and what she hopes to see from the Opera Cup competitors. 

for all competitors and it is her job to ensure 
that all competitors are treated fairly, as she 
explains: ‘The most important role for the jury 
is to put in every effort to maintain a balanced 
view towards candidates in order to pick the 
best-prepared young artists for the future in a 
fair manner. Since there are not only vocalists 
like me but also jurors from other fields on 
the panel, sometimes there might be disputes 
about the qualifications of certain candidates 
depending on the weight of importance given 
to different qualities. In my case, I consider 
talent, voice, communication skills and the 
possibility to become a professional vocalist.  
I also believe that the role of the jury is not 
only to pick the best-prepared candidates but 
also to give valuable advice to the candidates 
who do not make it.’ 

The Glyndebourne Opera 
Cup returns in 2020, 
showcasing the world’s 
most exciting young singers. 
The competition will travel 
to seven international 
cities including New York, 
Melbourne, Cape Town and 
Vienna, in order to draw in 
talent from all corners of 
the globe. Sky Arts will once 
again broadcast the live 
final and is offering travel 
bursaries for singers who 
reach the later stages of  
the competition.

Having Sumi Jo on the jury panel for the 
Glyndebourne Opera Cup (GOC) is a bit of a 
coup for Glyndebourne and a great fit as she 
already nurtures young operatic talent: ‘I 
am a passionate advocate for young singers 
through my master class and jury work and 
this seemed like a perfect opportunity to 
nurture the talent being showcased through 
Glyndebourne’ she says. ‘It is especially 
interesting for me given my association with 
the recently formed Hong Kong International 
Operatic Singing Competition, and to hear 
young singers from all corners of the world at 
such a high level. The standard was extremely 
high at the inaugural GOC and I am looking 
forward to hearing what this year has in store.’

In judging a singing competition Sumi 
believes there has to be an equal playing field 

Glyndebourne Opera Cup 2020
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She usually focuses on musicianship for 
the fair comparison of each participant ‘but 
truly’ she adds, ‘the value of the competition 
is to find a talent who not only possesses a 
high quality voice but is also a person who 
understands human nature and can deliver 
dramatic emotions to the audience.’

Sumi Jo won many competitions herself 
as a young singer, so I asked her how this 
experience helped her at the time, and 
why she thinks singing competitions are 
still important. ‘I don’t see a big difference 
between competitions in the mid-1980s and 
competitions now’ she explains. ‘When I was 
young, I definitely aimed to win first prize – I 
was quite high in spirit to achieve such a big 
goal! The benefit for me in taking part in a 
number of competitions is that it taught me 
what was necessary for a singer to give their 
best performance and to make it happen in 
that moment; I made my own rules for my 

best results. Many years on those same rules 
have enabled me to sing to the best of my 
ability wherever I sing.’

So for any singers just starting out or thinking 
of entering the GOC, what would her advice 
be? ‘For the competition participants, I 
would suggest picking appropriate arias. A 
well-chosen aria can definitely boost self-
confidence and draw the best performance 
on the day. It is natural that everyone faced 
with singing on stage in front of a jury will feel 
nervous, but that is what everyone should go 
through. You always have to remind yourself 
that it is the same for everyone and everything 
is up to you. Do not despair, even if you make 
a mistake. And if you don’t make it to the later 
stages, take the experience as a learning step 
towards becoming a professional opera singer. 
It is only one episode of your whole career.’ 
 
Kate is Glyndebourne’s Press Manager.

Online complete the entry form in the 
Members’ only area of our website 
glyndebourne.com/myglyndebourne

By post send your details including 
Membership number to Prize Draw, 
Membership, Glyndebourne, Lewes,  
East Sussex BN8 5UU

Prize Draw closing date:  
Friday 10 January 2020

For full details, terms and conditions 
please visit glyndebourne.com

Members’ Prize Draw
Your chance to win a pair of tickets to the 
Glyndebourne Opera Cup final on 7 March 2020

How to enter
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Behind the scenes: Wigs

No Ordinary Opera

Glyndebourne goes to great lengths to create ‘No Ordinary Opera’ – and prides itself 
on making the extraordinary happen, both on stage and off, with attention to detail 
at the heart of everything we do. In the first of a new series exploring examples of this 
across our work, Eleanor Crawforth talked to Sheila Slaymaker, Head of Wigs, back 
in September about her role and preparations for Tour 2019 and Festival 2020.

What are you working on at 
the moment? 

We’re preparing the three 
Tour operas. This week 
has seen the arrival of the 
Rigoletto company so we’ve 
been busy fitting their wigs; 
next week it’s the ladies 
chorus and the L’elisir d’amore 
company; after that, the 
Rinaldo company. All those 
wigs are in production. After 
they’ve been fitted, they’ll 
come over to Running Wigs, 
where they’ll be dressed, 
followed by another round 
of fittings with cast members. For new 
productions the designer will attend the 
fittings and make adjustments; then they’ll 
be redone before the ‘piano dress’ [rehearsal]. 
That’s the process we work to for each opera. It 
takes a long time. 

When do preparations for Festival 2020 begin?
Mentally, already! We have designers visiting 
during the autumn for their new productions 
next year, and as soon as the Tour goes out on 
the road, I concentrate on production: tidying 
up from this year, replacing stock, ordering 
hair, etc. In January we go through what we 
need for each Festival show as far as we can. 
The production teams start in February and 
it’s very busy from there.

Which of next year’s productions will be most 
challenging for the wigs department?  
2020 will be an incredibly busy year. At 
least two of our new productions [Dialogues 
des Carmélites and Alcina] require a lot of 
creativity, which is daunting but exciting. 
In L’elisir the wigs are very natural-looking 
rather than theatrical, which presents its 
own challenge; the secret is for the audience 
not to notice the wigs. Also, three members 
of the public successfully bid in the Tour 
Golden Anniversary auction at London’s 
Queen Elizabeth Hall last December for the 
experience of being on stage in L’elisir, so it will 
be fun to work with them. 

Many of the Rake’s wigs were made of cotton thread
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What is the timescale for making wigs for a 
new production, from the initial design to the 
finished article?
It’s subject to so many factors. Over the 
autumn/winter period we might receive 
instructions from a designer for next year, 
but the Chorus won’t be identified until 
after Christmas, so we can only prepare and 
order materials, and as soon as we have that 
information we start making. During the ‘meet 
and greet’ process with principal cast, we try to 
take a template of their heads so we can begin 
production as early as possible.

How do preparations for a revival compare 
with those for a new production? 
Generally speaking, each revival has a brand 
new cast, and each year we have a new 
Chorus (which might have 30-50% new chorus 
members). So in a way we have to approach it 
like a new production; except that it’s a known 
entity, whereas a new production is very fluid 
and directors and designers can change their 
minds all through the process (not always, but 
often!), so we have to be flexible. 

With a revival, we might have perhaps 50 wigs 
from the previous production, but they won’t 
fit the new cast in the same way, so they have 
to be re-worked, adjusted, given new fronts 
and napes. Sometimes there’s no way we can 
make them fit a completely different-sized 
head (or the colour set by a designer wouldn’t 
work on a new cast member), so we have to 
make new wigs.

The Rake’s Progress is unusual for us as it’s over 
ten years since it was last staged. A lot of its 
wigs aren’t made of hair but of cotton thread, 
so they can’t be cleaned in the usual way. 
Some have become misshapen, so as well as a 
new cast, we will have a set of wigs that need 
to be reclaimed, recycled or re-made in an 
economical way. We’ll be experimenting with 
how to do this over the autumn.

Can you describe a typical day in your role?
It’s very varied. I come in and check emails, 
then have production fittings throughout 

the day, plus fittings in the Running Wigs 
department. There might be a meeting to 
attend, perhaps a filming request so I have 
to look at my team’s schedules. Meanwhile, 
I’ll be instructing the production team on 
colourways and directions in the wigs they’re 
making and directing hairstyles in Running 
Wigs. I have four staff working in production 
and during the Festival I have six in Running 
Wigs (four for the Tour), plus perhaps another 
ten dressers or show staff.

Do you have any favourite wigs you’ve 
worked on? 
Laurent Pelly’s Ravel Double Bill (L’heure 
espagnole and L’enfant et les sortilèges) was very 
interesting. We had a very long, white princess 
wig, a yellow flamed wig, about 30 paper 
wigs… It was quite a process working out how 
to make paper wigs in period hairstyles that 
looked like wallpaper, but would survive and 
not fall apart. They lasted much better than 
anticipated. That was a fun experience.

Eleanor is Glyndebourne’s Media Officer.

Sheila Slaymaker, Head of Wigs
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to have Rigoletto specifically, out there this year 
on the Tour.’

Matteo Lippi (ML): It’s very nice to speak 
with you, Jamie, and it’s a privilege for me to 
know someone that supports my job with this 
passion. In Italy it is not like this anymore – 
the passion to bring opera to a new audience is 
not supported as it once was. 

The 2016 Glyndebourne Tour was a great 
experience for me [Matteo sang the role 
Pinkerton in Madama Butterfly]. It was my first 
time in the UK. It was lovely because I too felt 
that we were making opera more accessible by 
taking it around the country – into theatres 
that are used for music concerts, plays, maybe 
cinema too… You have many important places 
for opera – Glyndebourne, the Royal Opera 
House, English National Opera, Opera North 
– but I can see the clear difference with Italy 
where in little towns, big towns and cities we 
have a theatre with a big opera history. 

JG-J: I’m very interested that in your previous 
role – Pinkerton – and in your current role as 
the Duke your characters have some moral 
problems. With the Duke, do you think he just 
does bad things or do you think he is a  
bad person?

ML: It’s interesting because I spoke with the 
director, Christiane Lutz, about the Duke’s 
development during the opera. We think for 
a moment that he has changed for Gilda, as 
he does when he sings the aria ‘Parmi veder le 
lagrime’. But when I spoke with Christiane she 

To start the conversation, Jamie explained what 
motivated him to donate to this production.

Jamie Gidlow-Jackson (JG-J): ‘It’s always 
an incredible privilege to be involved in any 
production at Glyndebourne. With the Tour 
specifically, I think there’s something about 
normalising opera. In Italy and in many other 
countries in Europe you’ll hear opera as a 
normal part of day-to-day living. Whereas here 
we seem to have made it into something that 
is so rarefied, where people have the idea that 
they can’t just show up and have a good time. 
I think the Tour really allows people to see that 
opera is happening all over England, every 
autumn, because Glyndebourne makes that 
happen. Anybody (and everybody) can show 
up – they don’t have to be dressed up, they 
don’t need to have a lot of knowledge about 
opera, they can just go and have a good time. 
And I don’t think there are many people on the 
street that don’t know ‘La donna è mobile’ once 
they hear it and that’s why it’s such a cool thing 

Staging our first Rigoletto
This autumn the Tour features a new production of Verdi’s Rigoletto, funded by a 
syndicate and circle of individuals. As rehearsals got underway in early September, we 
brought together Rigoletto supporter Jamie Gidlow-Jackson and Matteo Lippi (who 
will sing the role of the Duke) to discuss the importance of the Glyndebourne Tour and 
the crucial role played by donors. 

Tour 2019

Matteo Lippi in Rigoletto rehearsals with Christiane Lutz
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agreed that it’s probably just for that moment 
– because he’s used to having everything, to 
always winning. They’ve stolen this girl from 
his hands and so in that one moment maybe 
he thinks about changing, but in the end he’s 
a powerful man who is used to playing with 
people, and unfortunately we can’t change his 
moral compass.

JG-J: So, do you like being able to be bad 
on stage?

ML: It’s always an acting challenge. I like to 
find something new in my acting because it’s 
part of my job so it’s exciting to play someone 
that you don’t like – so yeah, I like being bad 
on stage!

JG-J: What is the touring experience like for  
you – constantly being in a new theatre?

ML: The main challenge with changing 
theatres is the differing acoustics – it’s not 
always the same. The technique of singing is 
always the same, so it is good to know what 
the acoustic is like as it makes you more 
relaxed. We do a rehearsal before the first 
show in each new theatre just to understand 
how the acoustic works and then we feel 
comfortable when we start the show. 

JG-J: How important do you think it is to give 
young singers the opportunities that the Tour 
has given you?

ML: This is my second role debut at 
Glyndebourne, the first time I sang in Madama 
Butterfly was here, and now I have been given 
this opportunity with Rigoletto. It is a role I 
always dreamt of singing so it’s very important 
to me. Going on tour is a good opportunity 
because it’s a big run, we do something like 16 
or 17 shows, so when you’ve finished you have 
a lot of experience, it feels as if you’ve sung it 
in about four different productions! 

JG-J: In preparation for this Rigoletto I’ve done 
my own research. I now realise that some of 
the greatest singers ever have sung in Rigoletto 
and it was Verdi’s favourite opera. 

ML: It’s true. It’s very exciting to be on tour 
with this piece, which as you say, was very 
important to Verdi. They performed Rigoletto 
the first time in Venice [at Teatro La Fenice on 
11 March 1851] and they covered up the score 
of ‘La donna é mobile’ because Verdi knew that 
the audience would love it and he wanted to 
keep the surprise. But the people outside – the 
Venetian gondoliers – could listen into the 
rehearsals at La Fenice and they started to 
sing it and to whistle it and Verdi was a little 
bit disappointed. There’s still the piano in one 
of the old rooms there on which he finished 
composing Rigoletto.

JG-J: Wow. How are rehearsals going?

ML: We started last week with Thomas [Blunt], 
the conductor. We are playing the score as it 
was written, clean from the many traditional 
edits. So we are trying to make Verdi happy! 
I think that this production is very exciting. 
We are in a 1920/30s movie studio and the role 
of Rigoletto is inspired by Charlie Chaplin so 
everything comes from this new idea.

JG-J: What is your favourite part of the opera?

ML: I think ‘Cortigiani, vil razza dannata’ is the 
most moving aria in all opera. It is something 
very deep. But my favourite part for my 
character is the quartet ‘Bella figlia dell’amore’. 

JG-J: I’m so glad you said that Matteo, because 
for me the quartet is important because it 
symbolises opera at its most quintessential. 
All of the greatest elements of opera come 
together in this one beautiful quartet.

ML: I agree. It’s the biggest moment.

Kate Harvey transcribed Jamie and Matteo’s conversation. 
Kate is Glyndebourne’s Press Manager. 
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Beethoven’s best
Alexandra Coghlan highlights her top musical moments in Fidelio.

that this ignored an opportunity for musical 
drama and conflict, turned it into a singing 
role. Pizarro’s Act I aria ‘Ha! Welch’ein Augenblick’ 
introduces a man whose stormy chromatic 
music – shifting uneasily from major to minor, 
with short, staccato phrases and persistently 
brooding mood – paints a vivid portrait of a 
violent, vengeful despot determined to murder 
his enemy rather than surrender to him.

‘Abscheulicher!’
Leonore’s Act I aria ‘Abscheulicher!’ reveals the 
courage and passion of our ‘hero’. Overhearing 
Pizarro plotting the death of a prisoner she 
believes to be her husband, Leonore resolves 
that her love will help her triumph over his evil. 

Born out of the conflict of the Napoleonic wars, 
Beethoven’s only opera is a passionate musical 
manifesto for freedom and brotherhood. It’s 
also one of the most beautiful operas in the 
repertoire, the work of a master symphonist 
whose gift for form and melody find new focus 
when allied to a dramatic tale of marital love, 
bravery and political defiance. 

Here are just a few of Fidelio’s finest musical 
moments – highlights from a score that 
combines the confessional intimacy of the 
string quartets with the choral splendour of the 
Ninth Symphony:

‘Mir ist so wunderbar’
There’s a Mozartian quality to Act I Quartet ‘Mir 
ist so wunderbar’ in which four characters (Rocco, 
Marzelline, Leonore, Jacquino) all sing with very 
different intent and emotion, but somehow 
all their conflicting urges are contained and 
expressed in identical music. In choosing to set 
the quartet as a canon (in which all singers sing 
the same melody at different times), Beethoven 
paints the formal, public face on inner turmoil.  

The pathos of the exquisite melody further 
spices the tension between the musical 
control and the emotional conflicts below 
the surface. Marzelline sings of her love for 
‘Fidelio’; Leonore (disguised as Fidelio) sings 
of her embarrassment and fear at Marzelline’s 
affections; Marzelline’s father Rocco sings 
approvingly of the young couple; Jacquino 
(who loves Marzelline) sings of his anger at 
the situation.

‘Ha! Welch’ein Augenblick’
In the original Fidelio libretto, villain Don 
Pizarro (a corrupt official and prison governor) 
was a speaking role. Beethoven, recognising 

Festival 2020
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The aria that follows starts in anger, moves 
into serene confidence in one of the composer’s 
most ravishing melodies, before ending in 
urgent anticipation of action. That Leonore’s 
masculine role in this rescue drama is perhaps 
referenced in the aria’s unusual scoring: strings, 
bassoon and three horns. The horns add a 
martial colour that speaks more of soldierly 
bravery and endeavour than female devotion.

‘O welche lust’

The Act I Prisoners’ Chorus ‘O welche lust’ is 
probably the most famous musical moment 
in Fidelio – an exquisite, delicate release of 
hope and delight in the bleakest and darkest 
of contexts. 

Fidelio and his fellow prisoners have received 
rare permission to walk in the garden. They 
find joy in nature and trust in God to free 
them from imprisonment. The chorus opens 
tentatively in the strings as light creeps 
musically into the darkness and we swap the 
shadowy key of Bb for bright G major. One 
man starts the chorus alone, before they all 
delightedly crowd in. The chorus is repeated 
sotto voce when they realise that they are 
overheard, but this pianissimo repeat only adds 
to the passionate intensity of this illicit music.

‘Gott! Welch’ Dunkel hier’
We don’t meet Florestan until Act II – suspense 
more than fulfilled by his astonishing 
musical entry. We encounter him first in 
shadows, in the groping, grasping darkness of 
recitative ‘Gott! welch’ Dunkel hier’. Its unsettled 
fretfulness leads into an aria whose radiant 
certainty and beauty proves that its singer 
is every bit the worthy husband of Leonore. 
After the angular recitative the major key aria 
is warmly affirmative, as Florestan thinks 
of the honourable action that prompted his 
imprisonment. The aria ends with the agitated 
delight of a heavenly vision of Leonore.

‘O namenlose freude’
Realising that, at last, they are saved, Leonore 
and Florestan suddenly burst forth into 
the ecstatic duet ‘O namenlose freude’. If the 
couple’s earlier music has been restrained 
and dignified, this adds a new element of 
irrepressible passion. 

Bright G major (the same key, significantly, 
as the Prisoners’ Chorus) bathes the stage 
suddenly in light as the two voices chase one 
another in echoing phrases that gallop widely 
through the range, unable to contain their joy 
in one another. The music of these two devoted 
lovers often answers one another, dovetailing 
together in a perfect musical whole.

Alexandra is Glyndebourne’s Opera Content Consultant

The edition of Fidelio used in these performances was prepared by 
Helga Lünhning and Robert Didion and published by Bärenreiter 
Verlag, Kassel, in collaboration with  G. Henle Verlag, Munich. 
Performed by arrangement with Faber Music, London.
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Queen of the archive

Archive

Following 18 months of volunteering in the Glyndebourne 
Archive and temporary stints in the finance and box 
office departments, Julia Aries became Glyndebourne’s 
archivist on 1 July 1998. After 21 years of detailing and 
recording the memories, actions and creations of others, 
Karen Anderson asked about her own contribution 
to Glyndebourne’s history ahead of her retirement in 
January 2020.

the lowest 
point for her) 
that mark 
her time at 
Glyndebourne. 
Moving the 
archive into its 
current home 
in the Plashett 
building is the 
first highlight 
she talks about: 
‘Previously, 
the archive was 
stored in the 
office above 
George’s garage. 
It had no fresh air, there were windows but 
they were fixed closed, so I had to open the 
door to get any air in there. I wasn’t alone 
though as a family of house martins had 
nested and shared their home with me. Once 
they had fledged they would fly around the 
office and I had to catch them and put them 
outside time and time again as when I opened 
the door they’d come back in! Although its 
beginnings sound primitive now, at least 
George had the foresight to make space for 
and establish an archive, he realised it could 
be of value. Helen O’Neill (Glyndebourne’s 

As Julia finished her shift in box office on a 
Friday and started as archivist the following 
Monday there was no time for a handover: ‘I 
hit a very steep learning curve when I took 
over the archive as I had to pick it up as I went 
along’ she explains. ‘I had no comprehensive 
knowledge of the material in the archive 
so every afternoon I would watch an old 
video while doing other things, and slowly 
I started to learn more about Glyndebourne 
and the Christie family. Then I started on 
the photographs as it was a fantastic way to 
get to grips with the visual archive and the 
history and gradually as my confidence grew I 
branched out – but really, I am self taught.’ 

Having obtained a Certificate in Archive 
Management on a distance-learning 
programme from Liverpool University and 
reaching out to Francesca Franchi, then head 
of collections at the Royal Opera House, 
Julia found her feet. She joined peers in 
other arts organisations, signed up to the 
National Archive and shared her knowledge of 
Glyndebourne with academics and musicians 
alike. She has given talks, presentations, 
exhibitions, appeared in BBC documentaries 
and most recently on the Antiques Roadtrip. 

Julia has had many highs and not so many 
lows (Sir George Christie’s death in 2014 was 
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first Head of Press and Publications) should 
also be recognised for collecting absolutely 
everything – programme books, photographs, 
correspondence – and squirrelling it away in 
cupboards all over the place. This formed part 
of the core collections when we moved the 
archive to the Plashett building in 2000.’

Other highlights include her involvement 
with Glyndebourne: A Visual History, published 
in 2009 to mark Glyndebourne’s 75th 
anniversary; updating Glyndebourne – A Short 
History published in 2019; filming – especially 
the BBC4 documentary in 2014 to mark 
Glyndebourne’s 80th anniversary; interacting 

with Peter Gracie – a Glyndebourne donor 
who paid for the archive to be built, and 
every year visited with his guests during the 
Festival; working with David Hare when he 
was researching for his Glyndebourne-inspired 
play A Moderate Soprano, and giving fashion 
advice to Nicole Farhi. ‘David Hare is married 
to the fashion designer, and now sculptor, 
Nicole Farhi’ explains Julia, ‘she got changed 
here before a performance into a cream outfit 
adorned with large insect brooches, and she 
turned to me and asked which of her two 
beautiful handbags went best with her outfit, 
so I had to help her out!’

Q: What is your fondest moment as 
Glyndebourne’s archivist?
A: Summer 2006 – my sister and her husband 
had house seats for Giulio Cesare, so I had 
two nieces and a nephew to occupy during a 
performance, aged six, four and two. We did 
a bear hunt around the lake, and a tour of the 
gardens, before bumping into Mary (Christie) 

who gave the youngest a kiss on the cheek and 
permission to play in the Wendy house in the 
wild garden. Ultimately, we ended up back in 
the office watching a rather grainy television 
link to the stage. They were mesmerised.

Q: Can you list your top five Glyndebourne 
operas (and why)?

Rodelinda – my first Handel opera, the 
sublime Andreas Scholl, and my love affair 
with baroque opera was up and running. 
Although my head is full of this year’s Rinaldo 
performance with the cartwheeling Jakub  
Józef Orliński...
Le Comte Ory (1998 revival) – beautiful designs 
and effervescent Rossini with cross-dressing 
naughty knights. We nearly lost my friend’s 
husband over the balcony as the curtain went 
up on the ladies bath scene in Act II…
Le nozze di Figaro – Graham Vick in 2000 and 
Michael Grandage in 2012. Two such different, 
yet great interpretations of an opera that is so 
intrinsic to Glyndebourne’s history. 
A Midsummer Night’s Dream – the magical Peter 
Hall/John Bury production – little Puck at the 
end always moves me to tears.
Giulio Cesare – a Glyndebourne / David McVicar 
classic which put the ‘sex into Sussex’ 
and helped create the latest chapter in the 
Glyndebourne love story. 

Rodelinda, with 
Andreas Scholl 
and Anna Caterina 
Antonacci, is still a 
firm favourite

Q&A: Julia Aries



14

beautifully composed and lit Angus McBean 
images from the 1950s, and in complete 
contrast, the albums of tiny snapshots taken 
by performers and family from the 1930s. 

Q: What will you miss about Glyndebourne? 
A: So much. The people, the place, the history 
– but perhaps most of all, dress rehearsals 
and house seats! It has been such a privilege, 
and an education, to have access to the varied 
range of productions over the years, and to be 
able to introduce friends and family to opera 
here. There is a very special moment in the 
season, just as the house lights dim at the 
first final dress rehearsal, almost a collective 
holding of breath, as everyone remembers that 
this is what it is all about. 

Q: And what won’t you miss?
A: Wrapping up in the winter! As a temporary 
summer structure, the Plashett building was 
only intended to provide dormitories for the 
waiters in the 1930s. Since then it has been 
an evacuee nursery, cricket net practice room, 
seasonal staff accommodation, and more 
recently offices. It is a great location right on 
the edge of the gardens, but it is rather chilly 
from October to April… 

The Fairy Queen – what a fabulous production; 
superb music, singing, acting and who can 
forget the rabbits?
Saul, Rusalka, Hippolyte et Aricie, La bohème, Billy 
Budd, Carmen, Otello, Hamlet… Yes, I know you 
said five but that is, frankly, impossible!

Q: If you could be an opera character, who 
would it be and why?
A: Tough call, but I think I would go for 
Carmen. Yes, she dies (so many do), but she is 
a strong woman who follows her heart despite 
the risks involved. And she has some  
cracking tunes.

Q: What are you most proud to have looked 
after in the archive?
A: Audrey Mildmay’s Susanna costume 
from 1934; John Christie’s WWI letters home, 
transcribing them was a revelation; creating 
a range of varied exhibitions for the archive 
gallery; the online performance database; and 
my intrepid, amazing, band of volunteers.

Q: You have been heavily involved in looking 
after Glyndebourne’s photographic history - 
are there any iconic images that stand out 
for you?
A: Glyndebourne has such a visually well-
documented history, but two very contrasting 
collections always stand out for me – the 
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A Midsummer Night’s Dream still moves Julia to tears
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Fortissimo: new 
membership 

Do we have your email address?
Make sure you have registered your email address 
with us to ensure you don’t miss out on further 
details about the Members’ Days and other 
Members’ benefits. If you don’t use email, but 
would like more information about our Members’ 
Days, please contact us towards the end of January.

Members’ best 2019 production 
At the end of Festival 2019 we asked 
you, our Members, to vote for your 
favourite Festival production. We are 
delighted to announce that the winner 
was Melly Still’s revival of Dvořák’s 
beautiful Rusalka, and the runner-up was 
our new production of Die Zauberflöte. 
Both operas will be released on DVD  
and Blu-ray next year.  

Thank you to everyone who voted.

Members’ Days

Members’ Day 2019

In October 2019, as part of our commitment 
to nurturing the next generation of opera 
goers, we launched a new membership called 
Fortissimo. Anyone up to the age of 40 can 
join Fortissimo – they’ll receive online priority 
booking (after Festival Members and Associate 
Members) and two subsidised tickets. In 
addition, their annual subscriptions can be 
accrued towards the Associate Membership 
joining fee.

For over ten years Glyndebourne has 
been supporting young audiences by 
making around 2,000 tickets available each 
year through the free-to-join Under 30s 
membership. Ticket prices are subsidised by 
donations to the New Generation Programme 
from existing Members who recognise the 
importance of  making opera accessible to the 
next generation of opera goers.

‘It was a great privilege to visit Glyndebourne 
out of season and meet some of the talented and 
hardworking people who perform such miracles of 
theatre and music in the operas we all enjoy so much.’
2019 Members’ Day guest. 

Over two dates in March 2019 we welcomed 
300 Members to our annual Festival Society 
Members’ Days. After a welcome from Gus, 
guests were expertly led on a tour of back 
stage and the Production Hub – they were the 
first to see the hub and had special access to 
areas that non-Members won’t get to see. They 
then participated in one of three workshops: 
Lighting & Stage Management, Archive or 
Singing. The singers were thrilled as they had 
the chance to sing on the Glyndebourne stage.

The next Festival Society Members’ Days will 
be held on Thursday 26 and Friday 27 March 
2020. Full details of the workshops will be 
announced in the new year. Full Festival 
Society Members will be able to book tickets 
from Friday 31 January 2020. 
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Balancing the Score – dream 
becomes reality

Balancing the Score

Glyndebourne has a long track record of incubating new work and supporting 
composers in getting to grips with the most challenging of all art forms. Following on 
from previous residencies Glyndebourne launched Balancing the Score in 2018 with 
the aim of bringing more female composers into the industry and ultimately boosting 
the canon of operatic works written by women. Nearly a year on, our four composers 
are almost halfway through their Glyndebourne experience, with their biggest 
challenges still very much ahead of them writes Chris Stones.

setting to music words by Elizabeth Barrett 
Browning, in August. Commenting on the 
experience, Anna says: ‘Over the summer I was 
commissioned by Glyndebourne to create a 
short song cycle for the Jerwood Young Artists’ 
recital series. It was a brilliant opportunity 
to work closely with Stephanie and Matthew 

Anna Appleby, one of the four composers, 
has already teamed up with Glyndebourne’s 
Jerwood Young Artists to create a new song 
cycle performed alongside Festival 2019 
performances. Mezzo-soprano Stephanie 
Wake-Edwards and pianist Matthew Fletcher 
performed Anna Appleby’s From the River, 

Balancing the 
Score composers 
(L-R) Anna 
Appleby, Cecilia 
Livingston, Ninfea 
Crutwell-Reade 
and Ailie Roberts
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The challenge of taking on the scale and 
drama of a new main stage work is very 
much the ultimate learning experience for 
any aspiring opera composer. Anna and 
Ninfea will be teaming up with our other 
two composers, Cecilia Livingston and Ailie 
Robertson, to create an exciting new work to 
be performed by Glyndebourne Youth Opera 
(GYO) in November 2020. In this endeavour 
the librettist Hazel Gould, whose text will 
provide the basis for music from all four 
composers, will guide them. This new four-
way commission is very much a Glyndebourne 
first, and as well as providing our four 
composers with the perfect compositional 
challenge at the end of their residencies, it will 
provide ample scope for the excellent young 
performers aged between 9 and 19 in GYO to 
show their quality. 

Cecilia says of the project: ‘working with the 
education team on our GYO 2020 project is 
thought-provoking, energising and fun. Talk 
about teamwork: there are four composers 
working on this project, so we’re building 
something really special – I don’t think there’s 
ever been anything quite like it! I can’t wait to 
develop it with GYO’s amazing young singers. 
It’s going to be beautiful, and hilarious, and 
might even be quite scary…’ 

Chris is Glyndebourne’s Acting Head of Education.

over a few sessions where we ‘workshopped’ 
sketches and drafts of my music, starting with 
a song I had written previously for Hull Urban 
Opera, a setting of ‘A Musical Instrument’ by 
Elizabeth Barrett Browning. The two sonnets 
I chose to accompany it were ‘How Do I Love 
Thee?’ (Sonnet 43) and ‘Go From Me’ (Sonnet 6). 
The journey through this cycle is that of the 
poet’s wretchedness at being plucked like a 
reed from the river by the mischievous Pan 
and carved into an instrument, then the poet’s 
overwhelming joy at falling in love, and then 
her grief at relinquishing her lover to that 
‘widest land’, death. Musically it is designed 
so that each song begins in the same key area 
as the ending of the previous song, as though 
the cycle could start all over again with rebirth, 
love and loss.’

Ninfea Crutwell-Reade’s work will receive 
its premiere during Glyndebourne Festival 
2020, alongside new works from the other 
composers on the scheme. Ninfea says of 
the piece: ‘My song cycle sets four fragments 
of German text from Joseph Roth’s novel 
Radetzky March (1932) – a tender chronicling of 
the decline of the Austro-Hungarian Empire 
in the years before the First World War. It 
will be a privilege to be able to work with 
baritone Harry Thatcher and pianist Matthew 
Fletcher on this project, and to be able to share 
atmospheric moments from this seminal 
novel with the audience at Glyndebourne.’

Ninfea Crutwell-Reade Anna Appleby Cecilia Livingston Ailie Roberts
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Work on a new production at Glyndebourne 
usually begins a full 20 months before a  
show opens. 

The research stage 
Stage one is the delivery of the designer’s 
white card model. This amounts to a three-
dimensional sketch that illustrates the 
overall concepts and scale of the design. 
‘From this we do some initial costings, 
some spatial analysis, to check that the 
design actually fits on the stage, and start 
thinking about practical ways in which 
the set can be built’ says Tom Harrison, 
Production Manager. ‘We spoke to several 
set builders and specialist scenic artists 
about how we might achieve the overall 
look and feel of Flute. This included full-
scale samples to illustrate the finishes 
of the flown items and built elements. 
In collaboration with the designer and 
director – André Barbe and Renaud Doucet 

– we made some significant choices about how 
to proceed. This enabled André to complete 
the final model box [a 1:25 scale model of the 
proposed set], this accurately represents every 
aspect of the final design’, he adds.
Uniquely, André provided intricate and highly 
detailed pen and ink illustrations of every 
scene – leaving the production team with the 
challenge of replicating his vision precisely for 
the many back cloths, floor and walls in  
this production.

Replicating a vision
Traditionally, a scenic artist would take the 
designer’s illustrations, carefully measure 
and mark them out on canvas and hand paint 
each one precisely to the reference provided. 
‘Due to the volume and the intricate detail 
of Andre’s artwork it was decided early on 
that an unusual approach would be taken. 
All of André’s illustrations were printed on 

Taking Flute from page to stage

Tour 2020

After its premiere in Festival 2019, The Magic Flute (Die Zauberflöte) will go on Tour in 
2020, alongside Glyndebourne’s presentation of Behind the Curtain: The Magic Flute. 
As with all new productions there is a lengthy process to go through to take a new 
production from the page to the stage. Charlotte Alldis spoke to our production  
team to find out more.

Designer’s original ‘white card’ model 

Technical drawing for front gauze, Die Zauberflöte
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constructions. There must have been hundreds 
of prints for the whole show.’
Along the way, André Barbe was invited to meet 
the printers, scenic artists and builders at the 
TR2 Workshop and worked closely with them 
on every stage of the process.

to natural cotton canvas by Promptside, 
a specialist printing company. This way, 
André’s own pen strokes appear on the 
stage magnified 25 or 50 times the size of 
the original illustration. A scenic artist then 
worked on every canvas to give more life, 
definition and depth of colour 
than the digital process allowed’, 
explains Sakina Karimjee,  
Production Assistant. 

Once in-depth sampling of this 
process was complete and André 
the designer was happy with the 
finish, Sakina could commence the 
technical drawings and the delicate 
process of preparing all the artwork 
for printing. Sakina explains how 
‘all the elements had to be exactly 
the right size, whether a flown 
cloth or for a three dimensional 
built element. I worked closely 
with the scenery builders to ensure 
every piece fitted perfectly to their 

André Barbe on the set of Die Zauberflöte

Scenic artist Julie Perren and senior technical designer Lee 
Caselli reveal the ‘Wall of Challenges’ gauze to technical 

director Eric Gautron during a workshop visit
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Guy Simard and Renaud Doucet at the lighting desk

Moving the sets to Glyndebourne  
The sets were brought to Glyndebourne in 
April 2019, allowing a week to assemble the 
scenery on stage for the first time. Unusually, 
the schedule also permitted an additional 
week to pre-light each scene with lighting 
designer Guy Simard; this stage of the process 
always leaves the Glyndebourne team with a 
long ‘to do’ list.

Rehearsals and fine tuning
‘The majority of the set is available to the 
director from the first day of rehearsals in the 
studio’, Tom adds. ‘It is our challenge to meet 
the demands of the director as the project is 
developed and refined before the set returns to 
the stage for the performances.’ 

Throughout the rehearsal period the set and 
lighting is fine-tuned until opening night. ‘I 
was delighted with how the production looked 
on stage when it opened on 18 July 2019’ says 

Sakina. ‘It was a brilliant project to be involved 
with and I particularly enjoyed how closely I 
got to work with the designer, the printers and 
the scenery builders to ensure all the artwork 
looked great and perfectly fitted the scenery. I 
look forward to working on it again shortly for 
the Glyndebourne Tour 2020.’ 

Charlotte is Glyndebourne’s Senior Marketing Manager

Renaud Doucet briefing the cast during rehearsals
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Organ recognition

Memories of Glyndebourne

Julia Aries spoke to local resident Arthur Howell 
about his memories of Glyndebourne.

The village of Ringmer, which sits on the other 
side of the hill from Glyndebourne, has a long, 
close connection to the Christie family and 
the opera Festival, especially for local resident 
Arthur Howell, who has just celebrated his 
101st birthday. He has lived in his estate 
cottage since returning from WWII in 1946, the 
same year that he started doing some work 
in the lighting department at Glyndebourne. 
That is not his earliest connection though, for 
as a young boy, Arthur remembers cycling up 
the hill to Glyndebourne to listen to recitals in 
the Organ Room, as he told us himself: 

‘I used to go to the Organ Room to hear the 
organ before the opera was ever thought 
about. I was in the church choir then, and 
Mr Christie frequently read the lesson and 
he always invited parishioners to visit 
Glyndebourne when he had organ recitals, 
because he had a resident organist by the 
name of Mr Potter, and I went over there once 
or twice to hear organ pieces.’

As a landowner with a deep sense of 
responsibility towards his staff and tenants, 
John Christie provided housing, employment 
and education. He encouraged the villagers to 
use the front hall at Glyndebourne as a library 
and reading room, and planned the layout 
of the Organ Room to include spaces for the 
villagers to attend concerts and recitals.  
Arthur continues:   

‘The organ at Ringmer church was gifted by 
John Christie after he took over the organ 
builders, William Hill & Son & Norman & Beard 
Ltd. The church organ had (and still does) 
such a very mellow sound and a quality that 

you could recognise anywhere. When I was 
going overseas during the war, we had to go 
to Durban for a short period and change ships, 
and while there a friend of mine and myself 
decided that we would like to go to a service 
at the parish church. Shortly after it began, I 
said to my friend “before we go, I must go and 
look at that organ because it sounds so much 
like the organ in my village church.” There was 
a glass screen around it, and through the glass 
I could see quite clearly William Hill & Son & 
Norman & Beard of England. I knew I was right, 
because it sounded just like our village organ.’

Arthur had started working when he was 
13, but inspired by a boy’s love of cars, he 
jumped at the opportunity of joining John 
Christie’s Motor Works in the village as a 
junior mechanic. Apart from cars the Motor 
Works had an electrical department, and in 
the aftermath of WWII they found themselves 
becoming theatre lighting technicians, as 
Arthur explained: ‘After the war of course, we 
had to start again. And so, as the Motor Works’ 
electrical department was expected to provide 
some people to operate (the theatre lights at 
Glyndebourne) I was asked if I would like to 
be one of them. I did – but none of us knew 
anything much about theatre lighting. I hadn’t 
even seen a theatre lamp up close until then. 
So that was my introduction to the stage!’

If you have memories of Glyndebourne’s early days 
please let us know.

Julia is Glyndebourne’s Archivist.

Arthur Howell in 
1973 (aged 55)
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Encouraging garden wildlife

Gardens

Head Gardener Kevin Martin talked to Vicky Skeet about how to  
encourage wildlife into the garden.

With biodiversity in mind, autumn and 
winter are good times in the gardening 
calendar to think about how to encourage 
wildlife into our gardens.

Succession-flowering plants that provide nectar 
from March through to November support 
butterflies and moths as well as bees and other 
pollinators like hoverflies. At Glyndebourne, we 
grow alliums, cosmos, single-flowered dahlias, 
lavender and Verbena bonariensis as nectar-rich 
plants for butterflies. Leaving some peripheral 
areas of the garden to revert to weeds and 
nettles provides plants on which butterflies can 
lay their eggs.

We cleared our meadow planting in September, 
and put the long grasses and wildflowers in 
heaps in the woodland to provide shelter for 
insects over the winter and any seeds left will 
be food for the birds. Collecting fallen leaves to 
make leaf mould results in the most wonderful 
compost; and smaller piles of leaves, along 
with wood piles, at the back of flower borders 
provide shelter for wildlife.

Encouraging insects by providing habitats 
and food supplies means that birds, 
small mammals and reptiles will follow. 
At Glyndebourne we have at least three 
hedgehogs, one lives in the Kitchen Garden, 

as well as slow worms and grass snakes. Birds 
at Glyndebourne welcome the shelter that 
our hedges and the wisteria trained against 
the house provide, and green and spotted 
woodpeckers live in the woods. Planting trees 
and hedges in your garden or training plants 
against walls and fences provides nesting 
places and helps protect butterflies and moths 
from the wind. Hedges and shrubs with berries 
or hips are good winter food for birds – we are 
planting more pyracantha.

A pond is one of the most valuable features you 
can create for wildlife, the habitat it provides is 
home, food and water source for a huge variety 
of fauna and flora. Maintaining the pond is 
important – we clear the planting around the 
banks of the lake in early autumn, leaving the 
cut plants in place for a week afterwards to 
allow insects and invertebrates to return to the 
water before we compost the cuttings.

Our Glyndebourne gardens have been 
designed to be enjoyed in the evening; 
we have scented plants whose perfume is 
strongest at dusk such as roses and nicotiana. 
But other visitors, like moths and bats, enjoy 
the gardens at night too. A couple of years 
ago we had a rare Oleander Hawk-moth in the 
garden and the bats are old friends. 

Knowing that you share your garden with 
wildlife, being tolerant of pests because they 
encourage other creatures further up the 
food chain, and thinking about how your 
plants and garden practices affect wildlife are 
contributions we can all make to biodiversity. 
It’s all about finding the balance.

Vicky is Glyndebourne’s Rights and Content Coordinator.
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What I do in the interval…

Interval

Andrew Batty caught up with Josie Feltham, Retail Catering Manager for Leith’s at 
Glyndebourne, to find out more about how Leith’s tackle the challenge of feeding the 
stage crew and performers during the interval.

We’re chatting to Josie in the Courtyard cafe, 
which serves hot meals to Glyndebourne staff 
like clockwork, three times a day during the 
Festival. ‘I started working at the Courtyard 
ten years ago’ Josie explains, ‘and I’ve done 
various other roles around the site in different 
restaurants since then. I oversee all of the 
company catering areas.’

We’ve caught Josie in a lull, after lunch, just 
before the start of a performance. In a couple 
of hours the Courtyard will start filling up with 
hungry Glyndebourne company members, 
‘orchestra, singers, dancers, running  
wardrobe, wigs, stage crew, shop staff  
– absolutely everybody!’

As with everything at Glyndebourne, timing 
is essential to success, ‘During the Festival, 
we start the service half an hour before the 
end of the first half, to feed anyone who isn’t 
available during the interval. So the stage 
crew, who will be doing the scene change, 
are fed first’ says Josie. ‘Then we’ll have 
everything ready to serve, and as soon as that 
curtain comes down, we wait for this back 
door to open and everyone floods through. It’s 
normally the orchestra that are here first. We 
have two members of staff serving, somebody 
on the till and another person on what we 
call “special ops” who is there in case we need 
an emergency toasted sandwich and to keep 
on top of washing up, and of course a chef. 
Serving up takes around 20 minutes, and then 
we have a second wave for puddings  
and coffees.’
The Courtyard prepares a hot meat and veggie 
option for every performance, alongside a 

range of sandwiches and other cold food and 
there’s a clear favorite dish with diners says 
Josie, ‘Barry, one of our chefs, used to live in 
India and will spend two days perfecting a 
curry, and they always go down really well.’

Serving everyone in the 90-minute interval can 
be a challenge when Glyndebourne is staging 
some of its larger productions, ‘Meistersinger 
was our most challenging show’ says Josie. 
‘There were so many people in it. We had to 
split the dinner times over the two intervals, 
so the orchestra was served at a different time 
to everyone else.’

Serving at the Courtyard can sometimes be 
a bit of a surreal experience, depending on 
what’s on stage – ‘battle scenes are always 
funny as half the cast come in covered in 
injuries. The first time it happened I wasn’t 
expecting it and thought, oh god, what’s 
happened to him!’ laughs Josie. ‘In a show 
like Così fan tutte a lot of the performers will 
be in huge petticoats with bottom pads [or 
crinolines – hooped or stiffened petticoats in 
shows like Saul and Don Pasquale], which are a 
challenge when you’re queuing for dinner!’

Andrew is Glyndebourne’s Digital Content Editor.
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Getting the most from  
your Membership
Throughout the year we’ll send you news and 
information relating to your Membership – such as your 
ticket application form and brochure, reminders about 
ballot dates and your annual subscription, and three 
editions of this newsletter, Glyndebourne News.

Log into your online account to select or update what 
additional information you’d like to receive.

We are here to help
You can reach the Membership team Monday to Friday, 
10.00am – 5.00pm
+44 (0)1273 815 400  |  membership@glyndebourne.com

Glyndebourne News is edited by Karen Anderson
Front cover image: Wooden wig heads by Sam Stephenson

For gifts and art inspired by the 
gardens, the South Downs and the 
opera presented on stage, visit the 
Glyndebourne Shop.

glyndebourneshop.com

Glyndebourne News is printed on FSC 
accredited paper stock using vegetable 
based inks. Printed by Treetop Design & Print

Follow @glyndebourneGlyndebourne Productions Ltd 
Registered No 358266 England
Glyndebourne is a registered charity
Charity No 243877

Visit the Members only area of our website for 
previous editions of this newsletter and more 
glyndebourne.com/myglyndebourne

glyndebourne.com

Information on the Festival and 
Tour, plus regularly updated 
information and insight into our 
year-round activity.

Dates for your diary

1 December: Festival Society Members’ 
ticket ballot

24 January 2020: Associate Members’ 
ticket ballot

24 February: Second opportunity for 
Members to book Festival tickets

25 February: Second opportunity for 
Associate Members to book Festival tickets

26 February: Fortissimo booking opens

2 March: Under 30s booking opens

8 March: Public booking opens

26 & 27 March: Festival Members’ Days

27 April: Tour Members’ ticket ballot 

MORE OPPORTUNITIES TO SEE OPERA ...

Festival 2019 screening:
Die Zauberflöte, recorded live at Glyndebourne Festival 
2019, will be broadcast on BBC television this Christmas.

Tour 2019:

11 October-2 November: Tour performances at 
Glyndebourne: Rigoletto, L’elisir d’amore and Rinaldo

November-December: Tour 2019 travels to Canterbury, 
Milton Keynes, Liverpool, Woking and Norwich.

14 & 15 December: Glyndebourne Chorus Christmas 
Concert at Glyndebourne

Glyndebourne Opera Cup:
4 March: Semi-Final
7 March: Final


