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Cautious optimism

We managed to record our activity on stage 
in a special documentary entitled No Ordinary 
Summer. It is currently in post-production and, 
all being well, we hope to share it at the end of 
the year. 

I have been very uplifted and reassured by 
the can-do spirit everyone here has shown 
throughout this crisis and judging by your 
reactions to our endeavours, so have you. 
Without an audience, none of our work would 
be worth it and you, our Members, have been at 
the heart of Glyndebourne since the launch of 
the Festival Society in 1951, almost 70 years ago. 
Rereading these words from my grandfather 
John Christie in the 1952 Programme Book – I 
believe that not much has changed:

‘It is the belief of the founders of Glyndebourne 
Festival Society that Glyndebourne is one of Great 
Britain’s most valuable cultural assets and that it 
would be a serious loss to the artistic life of the nation 
were it allowed, for lack of financial support or for any 
other reason, to come to an end.

Members of the Society may, by their subscriptions, 
participate in the plan for ensuring the continuance 
of Glyndebourne, and the purpose of the Society is to 
secure a wide membership throughout the country 
of those people who are interested in Glyndebourne, 
not only for the opera festival, but also for the ideal of 
high achievement to which Glyndebourne aspires.’

Looking ahead, we need more people like 
you to keep the Festival Society strong and 
at the core of everything we do. Thank you 
to those of you who have already introduced 
new Associate Members this year by making 
a referral or buying a gift membership. Please 
encourage your friends or family to join –  
you’ll receive a £100 gift voucher for every  
new Member you introduce. Please do get in 
touch if you or someone in your family was  
an original Member – we would love to hear 
from you.
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I hope that many of you were able to experience one of our outdoor concerts and/
or opera performances during the summer. Or one of our indoor performances this 
autumn, which we were delighted to stage – when lockdown permitted. 

We remain optimistic that Festival 2021 will 
go ahead, and I’d like to thank you for your 
patience and flexibility as we navigate these 
unusual times. Within this newsletter we 
are sharing the performance details for each 
of our six productions. However, we are not 
able to share booking details with you yet, as 
we are waiting to hear from the government 
on what will be possible next year. Festival 
Members, instead of applying for tickets in 
a ballot, will be invited to book online or by 
phone during a priority booking window 
that’s specific to your Membership level. Our 
Box Office opening hours will be extended 
into the evenings and weekends so there’ll be 
someone on hand to assist you with this new 
process if needed. 

In other news, as many of you may have heard, 
my wife Danni and I are delighted to announce 
the arrival of our little girl Sheherazade Mary 
Christabel Christie, born on 13 November. 
Mother and baby are doing extremely well.

Gus Christie, Executive Chairman

Gus Christie
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When it became clear that we were going to 
have to cancel the Festival, and recognising the 
life-changing implications for so many with both 
freelancers worldwide losing their livelihoods 
overnight and all of our loyal seasonal staff 
suddenly facing a summer of no work, we put 
out a plea to support our COVID-19 Emergency 
Appeal. We were clear from the start that the 
primary objective was to look after all of those 
who had had their contracts terminated – 
singers, musicians, music staff, technicians, 
front of house staff and more. Thanks to your 
extraordinary generosity, with a staggering 45% 
of ticket buyers donating at least a part of the 
cost of their refunded tickets to our fund, we 
raised just over £4 million, including Gift Aid. 
This has enabled us to make significant payments 
to absolutely every one of our freelance and 
seasonal staff, in addition to supporting our 
ability to keep every member of permanent staff 
on the payroll and to avoid redundancies and lay-
offs, unlike most arts organisations, at least until 
the end of this year.

We have had a wonderful response from vast 
numbers of those in receipt of payments, all of 
whom were amazed by the unexpected gesture. 
Upon receipt of a final payment in September 
for the Orchestra of the Age of Enlightenment 
musicians, Crispin Woodhead, CEO wrote:

‘I mean this in all honesty, I really think that 
Glyndebourne is the example of what a modern 
arts organisation should be. Dependable, not 
dependant and outstanding in artistry and 
integrity.’

We will do our best to continue to live up to that.
However, with a net cash outflow of over  
£7 million this year, and ongoing uncertainty 
around Festival 2021, we cannot underestimate 

We are so regularly reminded how important you, the 
Members, are to Glyndebourne, truly our lifeblood. 
Never has it been more evident than during this 
horrendous Covid pandemic. 

Gratitude and steely  
determination
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Sarah Hopwood

the challenges ahead. We have benefitted from 
the government furlough scheme and our 
strong reserves position, thanks again to your 
contribution over the years, has enabled us to 
obtain the maximum loan of £5 million under the 
Government Business Interruption Loan Scheme. 
Currently, we are eating into these reserves to 
keep the show on the road, reserves that have 
been built over many years in preparation for 
an essential period of investment in both the 
artistic endeavour and audience experience. 
We are due to invest £7 million in the essential 
replacement and automation of our 26-year-old 
backstage systems. Designs have been drawn up, 
but affordability is essential before we embark on 
this work.

You won’t be surprised to hear that there is a lot 
of scenario planning taking place for 2021 with 
great creativity. We are determined to keep the 
doors open, as we did this summer, for our staff, 
our freelancers and you, our Members, even if 
the Festival has to look different. However, as for 
many businesses, operating in this environment 
of uncertainty is not sustainable, and we have to 
assume that we will be in a position to rebuild 
our reserves and invest for the future. There 
have been some very positive learnings from 
this summer and we are confident that we will 
be able to deliver the highest quality opera even 
more efficiently when we are permitted to get 
back to full strength. We are exploring alternative 
income generating opportunities – the use of 
our digital material following the success of our 
Open House screenings this summer, and scope 
for broadening our e-commerce merchandising, 
given the large increase in online sales this year. 
In the meantime, we have to hope that social 
distancing measures are relaxed and that we can 
look forward to welcoming you all back into the 
auditorium for Festival 2021.

We couldn’t do this without you –  
THANK YOU all.

Sarah Hopwood, Managing Director
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Celebrating our  
‘can-do’ attitude

Stephen Langridge

We have done our best to keep going, and to 
find ways to help our freelance colleagues who 
are particularly exposed (you can read more about 
this in Sarah’s note on page 3). But there have 
been positive outcomes too, and we are trying 
to make sure that we don’t forget the lessons 
learned when we move out of crisis mode, 
whenever that is.

As you know, Festival 2020, in the shape we had 
planned, was cancelled. Six operas gone at a 
stroke, including three exciting new productions 
scheduled for their premieres this year. 
Devastating.

At Glyndebourne, however, we have a ‘can-do’ 
philosophy. It’s in the DNA and springs from 
the urge to make music and theatre however 
and wherever we can. John Christie built an 
opera house, but before that (100 years ago, 
coincidentally just as we were emerging from the 
Spanish ’flu epidemic) he had been presenting 
operatic and musical performances, with an 
improvised quality, in the Organ Room. My own 
early experiences as a director working with 
Glyndebourne were of presenting devised operas 
in prisons and schools and community centres. 
For an organisation famed for its carefully 
honed excellence, for long rehearsal periods, 
and its forward planning, we’re pretty good at 
improvising – which is lucky, because 2020 has 
demanded fast and fearless reactions.

Our response to all the restrictions was 
continually to ask ourselves ‘so what CAN we 
do?’ This became our mantra. It was a worrying 
time, and we felt that a simple direct, intimate 
song could provide a much-needed moment of 
quiet and reflection. Our series, Peaceful Moments 
was born – folk songs recorded on an iPhone 
by wonderful singers. You can still see these 
miniature treats on our website at  
glyndebourne.com/peaceful-moments
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It’s too early to say how we will view 2020 in the future, but I am sure we will not forget it. The negative 
effects have been catastrophic across society, and the performing arts sector has suffered badly. 

Then, during the lockdown we prepared and 
launched our first ever online festival, making 
use of our excellent catalogue of filmed operas 
which we streamed free every Sunday at 
5.00pm. Audiences dressed up in their gardens, 
their dogs wore bow ties, and we reached 
hundreds of thousands of people. Even our 
lowest weekly figures were higher than any 
opera we’d streamed before. The content team 
was on a steep learning curve – to stream is  
not merely a question of putting on the DVD 
and plugging it into YouTube – but they  
pulled it off, and for the entire duration of the 
Festival-that-wasn’t, we had an online virtual 
Festival-that-was.

In the meantime our education team continued 
their work with people who live with dementia, 
and with young people too. You can read more 
about this on pages 8-9. 

As things began to open up, we seized every 
opportunity we could find, wriggled in the 
wiggle room. This involved some calculated 
risks, and guesswork. When gardens could 
open to the public, we opened our gardens. 
When we spied a way to present live music, we 
worked with our colleagues at the OAE to put 
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Below and opposite:  
Summer 2020 performances 
of In the Market For Love
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on outdoors concerts… in fact we were a bit 
ahead of the government, but luckily for 
us, Oliver Dowden announced his five-
stage plan, and put us at level three just 
in time, so thankfully we didn’t have to 
backtrack. Finally we managed to present a 
concert from the OAE and a two-part event 
with the LPO offering a concert, a picnic (of 
course), and the first staged opera in the 
time of Corona in the UK, all with socially-
distanced audiences. We took an artistic 
bungee-jump to achieve all this, yes, but 
absolutely no health risks: artists, staff and 
public all knew they could be confident of 
the highest levels of Covid safety.

There has been throughout the summer a 
feeling of extraordinary solidarity between staff 
and artists and audiences, and we had amazing 
feedback across the board. We knew there would 
still be dark days ahead, but the Open Garden 
events represented a moment of joy and hope.

It became clear that we would have to cancel 
our Tour this year too: another few years’ 
planning and preparation in the bin, and more 
rapid invention required. We reached level four 
of the Dowden scale, where we were allowed 
to perform inside, socially-distanced – 350 
audience – with no interval. The Offenbach 
operetta, In the Market for Love, was reinvented 
to perform indoors, The Magic Flute was being 
adapted for a slimmed-down semi-staged 
performance – we managed all of the former 
and three of the latter before lockdown 2 on 
5 November. At the time of going to press we 
are preparing to reopen after 2 December when 
lockdown ends with more of The Magic Flute, 
a concert from the OAE and our Christmas 
concerts featuring the Glyndebourne Chorus. 

So now we are looking ahead to Festival 2021 
with enthusiasm, and the new productions 
– which exist at the moment only as detailed 
models at a scale of 1:25, and a glint in the eye 
– are all looking astounding. We are planning 
for a return to full power, a full Festival. 
Simultaneously we are playing complex games 
of ‘what if?’ – vaccine/no vaccine; with or 
without social distancing – so we will be ready 
whatever is thrown at us to react, adapt if we 
have to, and continue with no lowering of 
artistic ambition.

At the start of this note I said that there are 
positive things coming out of this horrible 
situation. I’m thinking particularly about the 
sense of family, which exists across staff, artists 
and our Members. The loyalty and generosity 
of Members and donors has enabled us to 
show loyalty and generosity to the extended 
family of artists and freelance staff. I firmly 
believe that the trust and solidarity that has 
been underlined and deepened this year will 
be tangible in our artistic output in the years to 
come: the bonding experience of surviving this 
crisis together will allow us to make music and 
theatre together in an even more profound and 
dedicated manner.

Many people have said to me ‘what a pity that 
this all happened at the beginning of your time 
with Glyndebourne’. Actually I don’t feel that 
way. I wish the pandemic hadn’t happened, 
of course, but it has shown Glyndebourne in 
the raw, stripped of all routine and habit, to 
have at its heart, an amazing team of talented 
and open colleagues, all ready to roll up their 
sleeves and step out of their comfort zones, 
with humour intact, and quips at the ready. 
People are proud to work at Glyndebourne.  
I know why, and I am too.

Stephen Langridge, Artistic Director
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Our garden auditorium

The gardens at Glyndebourne have always felt 
like part of the performance, with audiences 
enjoying them during the interval and before 
and after the operas but this year the gardens 
took centre stage as never before. But how to 
ensure that they were looking their best and 
could support the unusual activities taking 
place in them was a challenge with a reduced 
and socially-distanced team of gardeners.

Having two stages, one by the side of the 
lake and another on the Courtyard Lawn, 
that audiences could walk to easily and sit at 
comfortably, meant keeping the grass mown 
regularly was a top priority. The hot and dry 
summer weather helped us as the grass was 
slow to grow but there were so many more 
obstacles to avoid while we used our big ride-
on mower as unusually all the seating and 
tables were left out – normally they’d be cleared 

Glyndebourne’s head gardener Kevin Martin talks to Vicky Skeet about 
working in the gardens during Glyndebourne’s very unusual summer.

away every night and we’d have a clear run at 
the lawns. 

Luckily neither stage was built with too much 
direct contact with the grass, which has helped 
its subsequent recovery. If you have had a 
marquee or boards put down for building work 
in your own garden you will have seen that the 
length of time grass is compressed or deprived 
of light is key to its healthy recovery afterwards 
– if it’s for under a month the grass should 
revive on its own. If the lawn doesn’t look 
like it’s recovering, scarify the damaged area 
to remove the thatch and allow air, light and 
water to get to the grass roots easily and reseed 
where necessary.

The gardens rose to the challenge of becoming 
an outdoor auditorium wonderfully. The 
Courtyard Lawn was the perfect setting with 
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the Old Green Room acting as the back of the 
stage, and the yew hedging of the Croquet 
Lawn to one side and the line of Irish yews to 
the other side of the stage, helped to contain 
the sound within. Using suitable plants and 
hedges in your own garden to baffle sound 
can make a substantial difference to road or 
other noise; choose evergreens with branches 
that are dense right down to ground level to 
dampen sound. 

The lakeside stage was a more open prospect 
and so the sounds of the wind in the trees, 
and the ducks and moorhens quacking, and 
the sheep coming in to be fed, accompanied 
the music. But it was wonderful to see the 
orchestra playing across the lake and using 
the sheep field as part of the stage; the garden 
setting with views over the landscape really 
enhanced the performance. 

The light in the gardens as the afternoons 
wear on and dusk falls is beautiful. The 
trees cast long shadows and the intensity 
of the light diffuses and warms, making the 

colours of the plants sing. It was lovely that 
people got to see more of that rather than 
disappearing into the opera house for the 
second act. And people could really appreciate 
the scented plants in the garden as their 
perfume intensifies in the evening.

Performances and rehearsals happening in the 
gardens rather than indoors meant we were 
mindful of any noise we made, so mowing 
and hedge-cutting worked around the stage 
schedule which meant a bit of juggling to get 
things done. But working beside the artists 
and orchestras was a joyful experience and 
listening to them rehearse in the marquee next 
to the gardeners’ hut was a treat. This was a year 
like no other, but it brought together so many 
people happy to pitch in and help to do things 
in a different way so that the gardens could 
become the stage for one incredible season.

Vicky is Glyndebourne’s Rights and  
Content Coordinator

Opposite: The OAE 
performed in the gardens in 
July 2020

Above left: The LPO concert 
formed part of a double bill 
in August 2020

Above right: Glyndebourne’s 
outdoor auditorium
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The Place Beyond 
Tomorrow

How do we make sense of these tumultuous 
times? What is the right response? How do we 
make sure the world that emerges on the other 
side of all the upheaval is the better world we 
have always dreamed of? And how can we all 
play a part in turning these dreams into reality? 
These were the big, important questions 
behind a ground-breaking collaboration 

between the young people of Glyndebourne 
Youth Opera (GYO) and young people across 
the Atlantic in Minnesota Opera’s Project  
Opera group. 

The connection started in February this year 
when Project Opera staged a new production 
in Minneapolis of Lewis Murphy’s opera 
Belongings, a piece which was commissioned by 
Glyndebourne and premiered by GYO in 2017. 
Despite the overtly British perspective of the 
storyline, contrasting the emotional journey 
of wartime evacuees arriving in Lewes with 
present day refugees in the now-obliterated 
Calais camps, the universal themes of kindness, 
hope and understanding resonated with the 
young people in the US, who were keenly aware 
of their own contemporary American parallels 
to stories of young people leaving home due to 
war and strife.  

When lockdown was imposed across the 
world the remaining education teams at 
Minnesota Opera and Glyndebourne started 
talking about a potential collaboration based 
on Belongings – something uplifting to involve 
our young people in, and a response to a 
world transformed. Then on 25 May the world 
changed again with the killing of George 
Floyd in Minneapolis, just blocks away from 
the headquarters of Minnesota Opera. The 
conversation took on an entirely different 
tone with a sense of urgency behind the idea 
of bringing young people together not just to 
alleviate the enforced isolation resulting from 
Covid-19 but to foster a deeper connection and 
collaboration: if things are ever going to get 
better our young people will be the drivers of 
that change. The answer is in the room, so over 
to them!

In normal times it would be straightforward to 
devise a project from this impetus: facilitated 

Above: Zoom session 1 with 
Glyndebourne, GYO and 
the Project Opera group at 
Minnesota Opera

Below: Nardus Williams 
in Glyndebourne’s 2017 
production of Belongings
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Chris Stones reports on how a collaborative project between GYO and Project Opera 
in Minnesota has brought young people from across the Atlantic together.
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Top: US writer Kao Kalia Yang

Middle: Chris Stones pictured with Belongings composer 
Lewis Murphy in Minnesota, February 2020

Bottom: Example of one of the mandalas created in the 
mixed working groups

dialogue and creative imagining would start 
with the simple and powerful act of meeting 
and sharing space. But normal times of course 
were by this point a distant memory, sharing 
space was impossible due to social distancing, 
and the group was made up of people separated 
by a distance of several thousand miles. This 
was, however, a challenge we were ready to 
rise to having spent the previous months since 
lockdown experimenting with online platforms 
and scoping the opportunities for collaboration 
provided by new technology. 

Working with expert facilitator Darren 
Abrahams we devised a creative and 
collaborative process that took place over 
three Saturday evenings (mornings for the 
Americans) making full and inventive use 
of all the digital tools and platforms at our 
disposal. The young people taking part were 
given the mission to articulate collectively 
their vision for the ‘place beyond tomorrow’, 
with the words from Belongings as their starting 
point. Further provocation and inspiration 
was provided by two guest artists, British 
soprano (and Glyndebourne favourite) Nardus 
Williams, and award-winning US writer Kao 
Kalia Yang. Over the three sessions the young 
people formed mixed working groups in which 
they devised a mandala image to represent 
their vision and then live presentations 
involving film and poetry to convey their 
message to the bigger group. The results 
were moving and profound for all involved, 
demonstrating that despite, or maybe because 
of, isolation distance and turmoil it is possible 
to find new ways of coming closer together:

‘ It was insanely moving and powerful, I think 
it inspired everyone, and opened new doors. 
Especially for me.’        
                 The Place Beyond Tomorrow participant

A film of ‘The Place Beyond Tomorrow’ from 
Lewis Murphy’s Belongings, featuring work 
created during the project and recorded 
contributions from young people in GYO and 
Minnesota Opera’s Project Opera, is currently 
being produced by Minnesota Opera in 
partnership with Glyndebourne and will be 
released imminently.

Chris is Glyndebourne’s Senior Education 
Projects Manager
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Your Member offers

Tour Member, Anthony 
Daniel was the winner of 
the canvas David Hockney 
-print director’s chair in 
our summer newsletter 
prize draw. He kindly sent 
us a photo of him enjoying 
a drink in the sunshine 
sitting on his prize chair. 

Don’t miss out 
We are primarily using email and My Glyndebourne, the 
Members-only area of our website, as a quick and cost- 
effective way to keep Members up to date with the latest 
information and share offers with you. If you don’t currently 
receive our emails please register or update your email 
address by contacting membership@glyndebourne.com 

Current  
Members’ offers 
As proud supporters 
of Glyndebourne, 
Nyetimber are 
delighted to extend 
a special offer to 
Glyndebourne 
Members for orders 
placed before the end of January 2021. Redeem the 20% 
special offer against their celebrated collection of sparkling 
wines by entering ‘NyetimberPartner’ when prompted at 
nyetimber.com/shop. 

Coming up for Members 
Members will have early access to the Glyndebourne Shop 
sale in the new year, from 20 January. Further details will 
follow by email. 

The Glyndebourne Festival Society was launched in 1951. 
Three separate membership categories each carrying special 
privileges and priorities in booking were established and 
formally announced to the wider world at a press launch on 
6 December 1951. The Festival Society, combined with the 
first Programme Book in 1952 and the formation of the Arts 
Trust in 1954, relieved Glyndebourne founder John Christie 
of the personal financial burden of running the Festival, and 
in the process, secured the Festival’s future.

The huge debt of gratitude owed to the Festival Society 
founders and Members by Glyndebourne is immeasurable. 
Without the vision and determination of those dedicated 
individuals, the Festival Society would never have been 
born, and without the overwhelming support of all those 
who have belonged to the society over the years the 
Glyndebourne as we know and love it would simply  
not exist.  

You can read a full article entitled The origins of the Festival 
Society at glyndebourne.com/myglyndebourne, the Members-only 
area of our website.

Share your memories 
Whether you are one of our longest-standing Members, a 
recently joined Associate Member or somewhere in between 
– we want to hear from you. What are your most memorable 
moments at Glyndebourne? Tell us about your first visit and 
about those you’ve introduced. What does your Membership 
mean to you?  

Celebrating 70 years of Membership

We are collating your stories to share with fellow 
Members and audiences throughout 2021, the 
70th anniversary year. Submit your story at My 
Glyndebourne or by writing to the Membership team – 
see back page for contact details. 

Over the last few months we’ve shared lots of opportunities with Members which many of you have 
taken up and shared great feedback about. Recent offers have included a selection of Matthew Rose’s 
Christmas gift picks, a Member-price on selected shop products, early access to the end of summer 
season and Black Friday shop sales and a Members’ private view of our winter art exhibition.

Prize draw winner Anthony Daniel is a 
Tour Member and president of the  
Kent-based Lydian Youth Orchestra



Receive a  
£100 gift voucher  
for every new  
Associate Member  
you introduce  
this year

We need more people like you to keep Glyndebourne alive. Help ensure 
there’s opera at Glyndebourne for generations to come by introducing 
friends and family to the benefits of membership – either by making a 
referral or buying a gift membership.

For this year only new Associate Members will receive 
a £300 credit to spend on Festival tickets

Find out more at glyndebourne.com/associate-membership

No Ordinary Opera

‘ Without Members,  
Glyndebourne simply  
would not exist’ 

  Gus Christie

Membership

11



12

Winter 2020

Celebrating Sussex art

In June 1902, the 
novelist and poet 
Rudyard Kipling 
and his American 
wife Caroline Starr 
Balestier moved to 
Bateman’s, a vast 
Jacobean estate 
in Burwash. In a 
love affair with the 
county that had 
begun two decades 
earlier, the move 
prompted a burst 
of creative energy 
and Kipling began a 
campaign of writing 

about his adopted home:

‘I’m just in love with all these three, 
The Weald and the Marsh and the Down country. 
Nor I don’t know which I love the most,
The Weald or the Marsh or the white Chalk coast!’ 
(Three Part Song) 

A hymn to the beauty of the landscape, each 
poem was written as a musical annotation for 
his chosen home. Evocations about Sussex and 
its ‘sure magic’ appeared in many forms in his 
writing and indeed his artworks. For Kipling, 
enchantment was deeply rooted in his sense of 
place and locality.

It’s no wonder then that for the artists and 
writers working in Sussex in the decades after 
Kipling’s death in 1936, that this spirit of place 
continued to be a dominant thread. Artists like 
John Piper, David Jones, Eric Ravilious, Vanessa 
Bell, Duncan Grant, Ivon Hitchens, Geoffrey 
Bagley and Margaret Barnard were all inspired 
by the Sussex landscape. Later, with the 
opening of the University of Sussex’s radical 
Art History department in the 1960s and 
the formation of the University of Brighton 
(formally Brighton School of Art), an influx 
of new artists and thinkers brought fresh 

ideas and approaches to the county’s alumni. 
Figures like Turner Prize winners Rachel 
Whiteread and Keith Tyson, artists Jeremy 
Deller and Alison Lapper, and cultural leaders 
including Maria Balshaw CBE, Director of the 
Tate and broadcaster and Chief Curator of 
Historic Palaces, Lucy Worsley. 

Responding to this rich seam of artistic 
expression and ingenuity was the starting 
point for this autumn’s exhibition programme 
at Glyndebourne. Gallery 94 launched its first 
winter exhibition and first online viewing room. 
The exhibition is titled Fair Ground named after 
a musical stanza in Kipling’s famous poem 
Sussex (1902), in which he describes the county as 
‘beloved over all’. 

Bringing together 22 artists from across Sussex, 
the exhibition showcases new paintings and 
works on paper by artists at all stages of their 
careers, from those exhibiting internationally 
to current students, including Polly Baker 
and Laura Andrews, participants in this year’s 
Teaching Artist residency programme, a 
collaborative project between Glyndebourne’s 
education department and the University of 
Brighton. Fair Ground has been a wonderful way 
to support artists when other exhibitions have 
otherwise been cancelled. The exhibition will be 
open until 4 January 2021. 

Looking ahead, Gallery 94 will continue to 
champion Sussex artists with a solo show 
of new works by award-winning artist, Faye 
Bridgwater. Known for her bold, lyrical and 
colourful landscape painting, Bridgwater’s 
new collection for Glyndebourne will take its 
inspiration from the gardens. The show will be 
open online from 1-28 February 2021. 

During next year’s Festival we will also present 
a major exhibition of new works by Tom 
Hammick, Glyndebourne’s Associate Artist for 
2020-21. There is much to look forward to and 
we’re so pleased to share it with you here first. 

Glyndebourne has continued to show art and champion artists throughout 
the pandemic with its online exhibitions, writes Nerissa Taysom.

Above: Salt Laden Skies by  
Faye Bridgwater. Faye’s  
solo show will run from  
1-28 February.
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Follow on Instagram 
@artatglyndebourne 

Nerissa is 
Glyndebourne’s  
Art Curator
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Czech mate

KA: Glyndebourne uses a language coach for all its 
productions, but most of our audience may not know 
what your job entails. Could you describe what you do 
in a nutshell?

LS: Performing an opera in a foreign language 
can be a daunting task at the best of times, 
let alone when the language in question is 
as unfamiliar as Czech. Generally singers are 
very much at home in Italian, German and 
French repertoire, but Czech and Russian 
operas, though widely performed, are still less 
frequent guests on the world stage. My job as 
language coach is to take away the element 
of fear often associated with performing in 
Czech and facilitating the process of turning 
gobbledygook into something that makes 
sense to the singers and resonates with them, 
emotionally and intellectually. 

I prefer working with singers individually, 
rather than with a group, because there is no 
such thing as ‘one size fits all’. Each singer 
has a different way of processing information 
and relating it back to their mother tongue or 
way of learning. Some performers prefer using 
phonetics and work best with an analytical 
approach to language, others are more aural, 
and prefer thinking in terms of shapes, lines 
and the way a particular word feels. The first 

step is to have an 
exact idea of what 
the words mean, 
and have a good 
working translation. 
Then comes the slow 
speaking of the text, 
and breaking down 
any tricky words 
that are causing the 
singer difficulties. 
The Czech language 
can look very 
intimidating at first 
sight due to clusters 

of consonants, sometimes as many as five 
in a row. The key is to know where to put in 
a schwa vowel, which is a very short neutral 
vowel sound, allowing the singers to sing on 
a vowel, even if there doesn’t appear to be one 
in the word. Gradually you add the vocal line, 
learning which words need to be modified 
in different parts of the voice and also taking 
into account what the orchestra is doing at 
any given point. Through this painstaking 
process the singer internalises the text, not 
just memorising the words and mechanically 
replicating them, but actually feeling and 
breathing the emotion behind them. Being 
a part of this process is a very humbling 
experience; I am in awe of artists tackling this 
difficult language with patience, persistence 
and humour and performing in a language 
so different to their own, with emotional 
honesty and linguistic integrity. 

KA: Most singers aren’t versed in Czech. Is it  
more difficult to learn and how do other language 
skills help?

LS: Sung Czech is different to spoken Czech, 
which is true of pretty much every language 
under the sun. We all know what it’s like to sit 
through a Britten opera and come away not 
having understood every word, even though 
the singers are native speakers. The same goes 
for Czech. 

When spoken, Czech tends to be very 
monotone, without much inflection: sung 
Czech is much more beautiful, to my mind. 

I always advise singers to think of Italian when 
singing in Czech, as that is where most sing-
ers feel very much at home, and that particular 
soundworld resonates best with them. Czech 
vowels are very Italianate, brighter and more 
open than you would expect and, though we 
have many diacritical markings (š, č, ř, ž, ň, ď, 
ť, ý, á, í, é, ů, ó, ú, ě), once singers understand 

Glyndebourne’s language coach Lucie Špičková explained to Karen Anderson how 
she helps singers master Czech, and why singing an opera in its original language 
helps convey the composer’s vision and maintain its visceral quality.

Above: Lucie Špičková

Below: Lucie Špičková (left) 
with Lucy Crowe in The 
Cunning Little Vixen, 2012
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what they mean, they generally find Czech 
enjoyable to sing. 

KA: One of the main reasons to sing an opera in its 
original language is to help convey the vision of the 
composer - who wrote it with a particular language 
in mind. How do you think singing in Czech helps 
convey Janáček’s spirit? And why do you think it is 
important to sing Janáček in Czech?

LS: Of course there are many arguments in 
favour of performing operas in English, as they 
are easier to understand. However, performing 
operas in their original language helps convey 
the vision of the composer and this is especially 
true of Janáček. He composed his works with 
a very definite soundworld in mind, in which 
language works in perfect harmony with the 
music. It is important to understand just how 
conversational his operas are, the language he 
employs is colloquial and familiar, full of local 
colour and speech-derived melodic lines. He 
composed by listening to speech patterns and 
setting them to music as precisely as he could. 
His personal notebooks are full of annotated 
phrases on hand-drawn staves, capturing 
fragments of conversations he happened to 
overhear or particular sentences he liked. 
Language to him wasn’t just something to fit 
around the music, the words themselves are the 
very foundations from which his music grew, 
the roots of his operas. Performing his works in 
any language other than the one he deliberately 
chose to compose in results in a loss of that 
particular visceral quality his music holds. I 
would liken it to making a traditional Italian 
lasagne, but replacing the beef with lamb, 
parmesan with cheddar and smothering the 
whole thing in ketchup. Perfectly palatable but 
not quite the same! 

KA: What do you like about Kát’a Kabanová? How 
does it compare with Janáček’s other operas and why 
do you think someone should come and watch it in 
Festival 2021?

LS: Russia and Russian culture were a lifelong 
inspiration to Janáček, he read Russian authors 
in their original language and even founded a 
Russian Circle in Brno, following his first visit 
to Russia in 1896. Káťa Kabanová, composed 
in 1921, is based on Alexander Ostrovsky’s 
play The Storm, inspired by his dual loves of 
Russian literature and Kamila Stösslová, a 

much younger married woman, who was a profound 
influence on Janáček in his last decade. Káťa Kabanová 
may be a relatively short opera, but a searingly intense 
and incredibly moving one. Despite the nearly illegible 
manuscript score that Janáček presented to his publishers 
and the thousands of mistakes that appeared in the first 
printed orchestral score, there is a greatness to Káťa and 
a universality that speaks volumes. The tonality to me is 
unmistakably Czech, and just hearing the overture makes 
me feel homesick. It is a soundworld unlike any other, 
which the discerning Glyndebourne audience will fall in 
love with, I am sure.  

KA: You have worked at Glyndebourne as a singer (mezzo-
soprano) too, do you think this helps you in your role as a 
language coach?

LS: Having had the privilege of working on The Cunning 
Little Vixen with Vladimir Jurowski and Melly Still in 
2012 as a singer, it is a very interesting experience to be 
on the other side of the table, working with the music 
and production staff. I would hope my experience as 
a performer makes me appreciate more acutely the 
challenges that singers face when learning a demanding 
role in a complex language. I know how frazzled you can 
feel at the end of a long rehearsal, when you see the vocal 
coach advancing, clutching a long list of notes that you 
are expected to internalise by the next rehearsal! I believe 
that, as a vocal coach, it is important to know when to let 
things go and allow the singer the freedom to just sing. 
For me, singing and coaching are two sides of the same 
coin, with different skills attached to each, but ones that 
complement each other very effectively. And being a part of 
the Glyndebourne family is always a tremendous pleasure. 
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Lucie Špičková as a 
Noble Orphan in Der 
Rosenkavalier, 2014
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Flute’s fabric

Contributing to the colourful stage picture are 
96 different costumes, featuring a spectacular 
array of vivid and highly-patterned fabrics. 
Around 145 different fabrics were used in the 
show, over a quarter of which are bespoke; 
designed and commissioned by Glyndebourne 
to perfectly match the vision of creators Barbe 
& Doucet.  

The work was led by costume supervisor, 
Caroline Waterman, who explains: ‘What’s so 
brilliant about this show is that because we 
had designs so early, we could do a whole lot 
of things to get exactly what André [Barbe] 
designed. Often you have to go out and see 
what samples of fabrics are around and you 
never quite find the perfect thing – you choose 
the thing that’s closest to it. But because we 
had the time, that made all the difference.’

Of the fabrics that were created for the show, 
16 were bespoke printed, two were bespoke 
woven, and 22 were bought and dyed for use.

All the fabric printing was done by the 
Lewes-based company Hatley Print who were 
instrumental in collaborating with Barbe on the 
colour and scale of many of the fabrics used. 

One example is the ‘Cloud Print’ fabric worn 
by the puppeteers to help them blend into the 
background. ‘We were not trying to make them 
invisible but we wanted to make them blend 
in so that you were concentrating on what the 
puppets were doing,’ Caroline explains.

The ‘Cloud Print’ was hand-drawn by Barbe 
and scaled up to the full width of the cloth to be 
digitally printed. To make sure the fabric would 
disappear into the background, Hatley Print 
were given the Pantone references for the paint 
colours used in the sets so that they could match 
them exactly. Among the other printed fabrics 
to look out for in the show are Papageno’s bright 
green tartan, the transparent dresses worn by 
the Three Ladies and Tamino’s striped pyjamas.

The bespoke woven fabrics include the gold 
and purple tartan worn by Tamino. After much 
searching at textile fairs, in fabric warehouses, 
and in sample books, Caroline thought she 
had found a fabric to match Barbe’s design but 
on receiving a sample it was clear tweaks were 
needed. ‘When it arrived it was very greenish, 
and it was furnishing fabric which meant the 
check was very big, so we took it as a basis but 
changed it. We changed some colours and put 
it on the photocopier and played around with 
reducing the scale of the check.’

Premiered in 2019, Glyndebourne’s production of Mozart’s Die Zauberflöte wowed audiences with its 
theatrical flair and inspired design – at the heart of which are its costumes. Kate Harvey talked to 
Caroline Waterman about sourcing the fabric for one of Glyndebourne’s most visual shows.
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Above: Caroline Waterman

Below: Die Zauberflöte, 
Festival 2019 – Papageno’s 
costume is made of bright 
green tartan and Tamino 
wears the bespoke Cairngorm 
Tamino check
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Once Barbe was happy with the adapted tartan, it was sent to Marton 
Mills, a traditional family-owned weaving mill in West Yorkshire, 
who collaborated with Glyndebourne to perfect the design and select 
the right colours for the cloth.

‘That’s what was really magic for me’, Caroline says. ‘I live my life 
with fabrics but you usually have to choose what’s given; to be able 
to go out there and say this is what we want and have it made for us 
was just brilliant.’ The resulting fabric has been named in honour of 
the character for whom it was created; the Cairngorm Tamino check.

As well as commissioning bespoke designs, the costume team also 
relied on dyeing existing fabrics to help them achieve exactly the 
right look. One example is the 21 different yellow and gold fabrics 
worn by Sarastro and his team of chefs which needed to be bright 
enough to stand out on stage, as Caroline explains: ‘All the sets are 
black and white so all the colours had to be really strong and bold 
and André wanted quite big patterns which tended to mean going 
towards furnishing fabrics or upholstery fabrics. But it seems not 
many people right now want really, really bright gold furniture! In 
many cases we bought something and dyed it a further colour.’

The time and effort invested by Caroline and her team to deliver on 
the creative vision for this show is testament to Glyndebourne’s close 
attention to detail, inspired by the motto of founder John Christie to 
do, ‘Not the best that we can do, but the best that can be done.’

The spectacular visual effect of their scrupulous work will be on 
display again next summer when the production is revived for the 
first time during Festival 2021.

Kate is Glyndebourne’s Senior Press Manager

•  Barbe & Doucet’s spectacular production of Die 
Zauberflöte features 96 different costumes 

•  Following extensive research, approximately 
500 fabrics were ‘shortlisted’ by the 
Glyndebourne costume team as possibilities 
to present to designer André Barbe

•  The finished production features 
approximately 145 different fabrics – 16 
bespoke printed, two bespoke woven, and 
22 that were bought and then dyed to better 
match the designs

•  21 different gold patterned fabrics were used 
to create the costumes for Sarastro, his Priests, 
and the men of the Glyndebourne Chorus – 
many of these were dyed at Glyndebourne to 
make them brighter and deliver the desired 
visual impact

•  There are seven different embellished purple 
laces, layered in six different combinations, 
within the skirt of the dress worn by the 
Queen of the Night.

Fact box
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Mastering Rossini’s style

Russian soprano Elena Tsallagova last graced the 
Glyndebourne stage as Vixen Sharp-Ears in the 2016 
production of The Cunning Little Vixen. Her performance was 
universally lauded in the British press with the Financial 
Times calling her ‘an outstanding vixen, lithe and impish 
with a belly of fire’, The Guardian praised her ‘magnetic 
presence as a vivacious, fidgety Vixen’, while the Telegraph 
enthused that ‘the spritely and sparkling’ soprano ‘is the 
very incarnation of nimble Puckish mischief in the title-role’.

Elena will make a welcome return to Glyndebourne in 2021 
with her role debut as Fiorilla in Il turco in Italia. During 
summer 2020, Elena began preparing for the role: ‘I was not 
at all familiar with this opera, and knew that, as with all of 
Rossini, it takes work to get it right’, she says. ‘I graduated 
from the Rossini Academy in Pesaro, Italy and while I was 
there I sang several roles at the invitation of Alberto Zedda, 
the founder and chief conductor of the Rossini Festival. I 
remember I had to learn all four leading roles in Rossini’s 
Il viaggio a Reims – with all the improvisations and florid 
ornamentations written by the maestro himself – we came 
up with a great working process during my studies at the 
Academy. It was then that I realised that it is of course 
impossible to sing Rossini without some preparation or 
knowledge of his particular style. I am now very grateful 
to maestro Zedda for that opportunity, as it allows me to 
include more Rossini roles in my repertoire now.’

Mastering Rossini’s style, however, takes much more skill 
than simply learning a part. ‘Working on Rossini’s operas is 
not just a matter of analysing the material and reading the 
scores for me’, Elena says. ‘Here improvisation comes to the 
fore, and paradoxically, it must be prepared in advance. The 
vocal line or melody remains unchanged, but in the process 
of learning, each singer comes up with their own variations 
on the theme, and therefore I believe that in Rossini, 
like no one else, you can see the personality of the singer 
performing the role. There are a lot of surprises in Turco, 
especially in the vocal parts, but these surprises should be 
very well rehearsed! This is what sets Rossini apart from all 
other composers, the moment of improvisation – just like it 
is with jazz.’

Watching Elena perform, with her impish energy and 
graceful poise, it is clear she is a dancer, physically 
inhabiting her characters and bringing them to life with 

her body as well as her voice. ‘Yes, I dance everywhere!’ 
she laughs. ‘People often ask me that. Wherever possible 
I try to translate dance on stage, and of course it’s easier 
when I sing. For example, for Vixen Sharp-Ears in Melly 
Still’s sumptuous cartoonish production at Glyndebourne I 
wanted to paint a complete animal portrait of my heroine, 
so my dancing skills were very useful. I graduated from 
the Russian ballet school in the city where I was born 
[Vladikavkaz, in southern Russia] and for a long time I 
thought about a career as a dancer. But opera completely 
fascinated me and I am glad that now I can combine these 
two genres on stage.’

Mariame Clément’s new production of Il turco in Italia will 
see this opera at Glyndebourne for the first time since 1970. 
Elena has worked with the acclaimed director before. She 
sang La Contessa di Folleville in Clément’s Il viaggio a Reims 
(2012) in Belgium (Antwerp-Ghent), the title role in her 
production of Calisto in Strasbourg (2017) and as Poppea in 
Agrippina in Antwerp (2012). ‘I am really interested in what 
her concept for Il turco will be’ Elena says. ‘I’m endlessly 
happy about returning to Glyndebourne in 2021. I really do 
hope that we will all start revisiting theatres, concerts and 
exhibitions very soon. Opera, live theatre and music enrich 
people’s lives. Hopefully the pandemic can be controlled 
soon and we will be able to sing again. I cannot wait!’

Elena Tsallagova makes a welcome return in 2021 to sing the role of Fiorilla 
in Rossini’s Il turco in Italia. Karen Anderson caught up with her.
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‘The figure of a strong, independent woman – central to virtually all Janáček operas 
– is embodied here in wily Vixen Sharp-Ears, given irresistible energy by soprano 
Elena Tsallagova.’ The Observer
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Music of remarkable 
sweetness
I was driving on some Cornish lane with a bag of several 
portions of really excellent fish and chips on the passenger 
seat, racing – within the bounds of what is legal, of course – 
to get them to my hungry, and increasingly hangry, family. I 
remember this quite distinctly. I can see the hedgerow and 
everything. As we all know, the key with fish and chips is to 
get them to their destination quickly before they become 
disappointingly soggy. And so it is that I must warn you 
that under no circumstances should you attempt to do 
this if BBC Radio 3 is about to play ‘Soave sia il vento’, the 
exquisite trio from the first act of Così fan tutte. I pulled over 
and just listened. 

It isn’t long, that piece of music, but it is the single greatest 
written by a human. That’s not an opinion, by the way, 
merely a fact. You can use it in any pub quiz you might be 
writing. The voices of Dorabella, Fiordiligi and Don Alfonso 
entwine over the very simplest string accompaniment – 
gently pizzicato-ing cellos and basses which underpin the 
undulating violins above. It’s so simple, and yet I can’t 
think of anything more beautiful. And adding the little 
tang of lemon that lifts the sweetness is the fact that the 
whole song is a lie, a trick. Its heartfelt prayer is built on 
fake foundations; Don Alfonso is fooling the women into 
believing that their lovers are going to fight overseas. 

I think that’s probably at the heart of why I love this opera 
above all others; Mozart has taken Da Ponte’s barbed and 
cynical libretto and encased it in music of remarkable 
sweetness, almost in opposition to the ideas at play. 

There’s a kind 
of cognitive 
dissonance to 
that which in 
other hands 
might result 
in a disastrous 
clashing of tones 
but in Mozart’s 
combines to 
create something 
extra-delicious. 
You know, the 
way that it’s 
the salt in the 
Hobnobs that 
makes them 
taste so good.

Così fan tutte is 
tricksy, playful, 
sly. I realise that 
the plot and 
themes are outdated and frankly nonsense, but that strange 
interplay between the motivations and the actions of the 
characters and the music representing them feels so much 
more paradoxical and interesting than more straightforward 
tragedy often does. To pull off such complex lightness is a 
far harder trick than bringing the pain of, say, a mad scene.

Which isn’t to say that there aren’t moments here of 
straightforward purity and true beauty. Fiordiligi in 
particular gives us two of my favourite arias in opera – the 
forceful ‘Come scoglio’, in which she refuses to give way 
to her persistent suitor, and the heart-breaking ‘Per pietà’, 
where she’s just about to. I could happily listen to either of 
those at any given moment of any given day. In fact, once 
you start listening to just about any part of this opera, it’s 
quite the effort of will not to just keep going.

What I’m saying is, they had to eat their fish and chips cold. 
And I’d do it again, dammit.

Chris is an actor, comedian, writer and huge opera fan

Chris Addison explains why listening to Così fan tutte 
is one of his greatest pleasures, even if it does result in 
soggy fish and chips...

Chris Addison at Glyndebourne during rehearsals of 
La traviata: Behind the Curtain, Tour 2018

Jose Fardilha (Don Alfonso), Kirsten MacKinnon (Fiordiligi) and Rachel Kelly 
(Dorabella) during the trio ‘Soave sia il vento’, Tour 2017
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Stepping into Verdi

KA: We don’t hear Luisa Miller nearly as often as 
the works that come just afterwards – La traviata, 
Rigoletto, Il trovatore – why do you think that is?

EM: Having conducted this opera many times, 
I have always considered Luisa Miller to be 
one of the most beautiful and well-conceived 
of Verdi’s operas. I think it is not as well 
known because the heroine, to a 19th-century 
audience, was seen as a bit too ordinary. 
Luisa is not a socialite like Violetta Valéry (La 
traviata), she is not related to a court jester as 
Gilda is in Rigoletto, nor is she a noble lady 
like Leonora in Il trovatore. Luisa is Luisa – the 
simple, vulnerable, brave daughter of a retired 
soldier whose love leads to catastrophe in a 
drama that breathes passion and excitement. 
In many moments, Verdi actually portrays her 
as more romantic and more beautiful than 
Violetta, but for the late 19th century audience, 
Luisa was definitely less iconic. I think this 
perception has stuck to Luisa Miller a little – and 
we need a new eye on Verdi’s work to be able 
to rediscover this wonderful score and perform 
Luisa more often.

KA: We get hints in Luisa of innovations to come in 
Verdi’s later operas – where do you think these are ?

EM: The libretto shows us that Luisa’s father is a 
very modern man. Right from the start in his first 
aria he defends Luisa’s right to choose her own 
love. But I guess your question is more about 
Verdi’s style: with Luisa Miller he introduced a new 
composing style which he went on to perfect in 
La traviata and the following operas. He created 
a new dramaturgical sense, a new psychological 
deepness to his work, and a strong connection 
between the orchestra and the action on stage.

KA: At the heart of the opera is the hugely demanding 
title role. What makes it so challenging?

EM: The role of Luisa is very demanding for a 
soprano. Just as with Violetta in La traviata, here 
the soprano starts the opera in a quite high, 
leggero vocal range, and finishes the opera at 
the opposite end of the scale – very dramatic 
and low range. It’s a Verdi technique to push 
the emotions of the singer – and the audience 
– from the happy lightness at the beginning to 
the heavy darkness of the drama at the end.

KA: There’s a very striking quartet in Act II. Can you 
tell us what is so unusual and challenging about it?

EM: The structure of the quartet is quite classic: 
it starts out with recitative – more as a dialogue 
between the four singers, but when Luisa is 
pushed to lie about her sentiments, everything 
changes. The shock in Luisa’s heart is so big, 
that Verdi also needs to shock the structure 
of the piece. The quartet becomes a 1+3 vocal 
piece without orchestra, it is really long – let’s 
say about nine pages of music of pure voice. 
This a cappella section is led by Luisa, with 
the support of three others – Federica, Walter 
and Wurm. And what is curious and unique, 
it’s that if you check the text, you will notice 
that during this a cappella everything they say 
is in parenthesis, meaning in opera language, 

In Festival 2021 Enrique Mazzola will conduct Glyndebourne’s first production of 
Luisa Miller. He talked to Karen Anderson about his love for this opera and how it 
will mark his move from bel canto repertoire to Verdi.
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Enrique Mazzola during 
the opening night party for 
Poliuto, Festival 2015
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that they are just thinking it. Isn’t that 
marvelous? They are saying what is 
actually on their minds! 

KA: Verdi’s orchestra has a huge role to play 
shaping the atmosphere of three contrasting 
acts. How does he use different instrumental 
colours and textures to create each mood?

EM: With this opera, Verdi started to 
use the orchestra in a very rich way. Not 
just a typical bel canto orchestra which 
marks the tempo and the harmony, but 
as a unique tool to relay emotion to 
the listener. One instrument leads this 
wave of emotions – the clarinet. You 
will discover this right from the very 
beginning, creating a sort of clarinet 
concerto during the sinfonia, and then 
returning to it as the key emotional 
instrument during the main scenes.

KA: You first conducted here at Glyndebourne 
in 2007 with L’elisir d’amore and in total I 
think you have worked here on seven different 
occasions [2007 and 2011 L’elisir, 2010 La 
Cenerentola, 2011, 2013 Don Pasquale, 
2015 Poliuto, 2016 Il barbiere di Siviglia]. 
What do you like about working here, and 
enjoy about coming back?

EM: Glyndebourne for us musicians 
is a dream place, one of those places 
that you love at first sight and that you 
miss every summer if you are not there. 
For me, Glyndebourne represents and 
symbolises my love and devotion for 
bel canto, because the Festival always 
supported my deep engagement for this 
repertoire and gave me the artistic space 
and the best colleagues I could ever 
meet to build the titles I had to conduct: 
directors, singers, the magnificent 
Glyndebourne Chorus, the wonderful 
London Philharmonic Orchestra, and 
of course all the staff! This production 
of Luisa Miller is my next step: from bel 
canto it’s time to move into Verdi and the 
late Romanticism, and I am so happy to 
mark this new move for me at one of my 
favourite festivals in the world.

Karen is Glyndebourne’s  
Head of Content

American tenor Charles Castronovo 
makes his Glyndebourne debut in 2021 
as Rodolfo in Luisa Miller. He talked to 
Karen Anderson.

KA: The Act II, Scene 3 aria ‘Quando le sere 
al placido’ is the only number in the opera 
to have made it into recital repertoire, heard 
regularly as a tenor showpiece. What is the 
difference in singing this famous aria within 
its original context, compared to a recital?  

CC: The easy answer is that by singing this aria in the middle of the 
performance the singer is warmed-up and immersed in the drama of the 
story by this point. So even with the weight of expectation surrounding this 
famous aria, you hope that your nerves have settled by the time you sing it. 
The main challenge in recital is if you sing it too early because the recitative is 
quite dramatic and declamatory, followed by the need for absolute legato and 
finesse in the aria proper. It is popular because it has everything you can wish 
for as a tenor – the drama and temperament to excite, the beauty and emotion 
to touch the audience. It’s absolutely gorgeous. 

KA: Luisa Miller is unusual in that it features lots of duets – Verdi seems to push the 
duet to new limits. Is this a challenge for a singer? Do you have to balance the energy 
between yourself and the other singers? 
CC: I think the best roles are those with many duets, and a few big arias. In a 
duet you can really create something new each time because of the different 
dynamic and energy you get from your colleague. You support each other and 
the more energy you get, the more you give. It makes for real electricity – and 
are often my most favourite moments in a performance. 

KA: Act III is a continuous flow of musical drama, a gradual turning of the screw 
towards the final tragedy. When the lovers come together in the duet ‘Piangi piangi’, 
Rodolfo is preparing for their deaths. But although they sing together there is a marked 
musical separation between them. Why is this and do you think it helps the opera come 
to a crescendo? 
CC: Verdi is the true master of the duet – his singers perform at the same time 
yet have so many contrasting emotions. What is beautiful here is the truth of 
both of their reactions and emotions. The drama pushes forward to the end 
of this tragic story and musically there is only a brief moment of togetherness 
before everyone falls back into their own personal torment in the last 
moments of the opera. It’s an incredible ending!

KA: Luisa Miller is more than a simple love story. In poisoning Luisa, Rodolfo is 
essentially the ‘baddie’ in this opera – how will you approach this side of his character, or 
do you see it differently? 
CC: There are very few evil characters in my opinion, especially for tenors. I 
believe Rodolfo is young, impulsive, perhaps over-dramatic but in the end 
completely understandable. His torment and pain are absolutely real and 
were thrust upon him from powers that are not in his control. I believe even in 
his mistakes he is a victim in this story, perhaps only second to Luisa herself. 
Like any young Royal, his duty forced him to forgo his true wishes and I 
feel pretty bad for the guy! Should he have had a cooler head? YES! But I do 
understand how he got to this point. 

Singing Rodolfo
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The first modern opera

Clara Schumann called it ‘the most disgusting 
thing I have ever seen or heard in my life’, 
while Richard Strauss, still reeling from his 
first encounter, described it as ‘music that 
would kill a cat and turn rocks into scrambled 
eggs for fear of its hideous discords’. Grieg’s 
friend, the Nobel Prize-winning author 
Björnstjerne Björnson, went even further, 
deploring ‘the most enormous depravity… 
seasick music that destroys all sense of 
structure in its quest for tonal colour’. 

The work that provoked such outrage, 
revulsion and outright rejection? Opera’s 
greatest love-story – Wagner’s Tristan  
und Isolde.

The horror we hear in these reactions is the 
shock of the new. In the instinctive and 
exaggerated intensity of the outpourings, you 
can hear the fear of artists who felt the ground 
starting to tremble and crack beneath their 
feet. Tristan und Isolde was the earthquake that 
would reshape the musical landscape forever: 
the beginning of modern music.

Stravinsky provoked a riot with the 
primal urgency of The Rite of Spring; Verdi 
set the censors running to close down 
his king-criticising opera Rigoletto, while 
Shostakovich’s subversive Lady Macbeth 
of Mtsensk drew threats from the Soviet 
government press. Wagner’s provocations are 
altogether more abstract, and all the more 
pervasive for it. This isn’t a case of music 
showing us something illicit but of music 
itself becoming the taboo.

The opera unfolds across four and a half hours 
in a continuous musical gesture, a ‘terrible 
and sweet infinity’ as Nietzsche described it. 
Where traditional rules dictate an ebb and 
flow of harmonic tension and resolution, here 
all we get is tension building upon tension, 
never fully resolved until the score’s final 
moments. It’s this deferral of gratification that 
gives the opera its charged, uneasy, frankly 
erotic sense of momentum, of desire always 
yearning but never quite achieving fulfilment. 

In dissolving the traditional hierarchy 
of dissonance (tension) and consonance 
(resolution), Wagner creates a newly fluid 
musical language in which chromaticism is 
king. The emotional ambiguities of love – 
ever-evolving rather than absolute or fixed 
– are mirrored in the constant movement and 
play of a score that is forever shifting, both 
harmonically and texturally. For the first time 
in Tristan psychology and music are one. 

Plunging his listeners straight into the 
unknown, the opera’s Prelude sets the tone 
for all to come. Ostensibly in A minor and 
6/8 time, neither pulse nor key are really 
recognisable as we drift freely in the dark, 
harmonically ambiguous waters. Silence 
is as important as music; the gaps Wagner 
leaves open up questions, possibilities and 
unknowns that anticipate the developments 
of 20th-century music. 

Alexandra Coghlan describes how with Tristan und Isolde Wagner tore 
up the rulebook and created a new and shocking soundworld.
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Nina Stemme (Isolde) and 
Robert Gambill (Tristan) in the 
2007 production of Tristan 
und Isolde
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At the very start of the Prelude we hear the opera’s most 
famous bars and the ‘Tristan Chord’ – not a newly invented 
chord, but one whose use and context here is defiantly, 
utterly fresh. 19th-century operas – even Wagner’s – 
conventionally open with clear statements of intent, 
definite keys, tonal centres. But suddenly all is ambiguous. 
Where are we? Unmoored, unleashed without obvious 
destination. The fact that that destination is denied, 
deferred until the opera’s closing bars, is an impossibly 
audacious gesture. The opera may end radiantly with what 
Strauss (soon reconciled to Tristan after his initial suspicion) 
called ‘the most beautifully orchestrated B major chord 
in the history of music’, but it is also the first step on the 
musical path that would lead inevitably to atonality and the 
avant-garde.

Alexandra is Glyndebourne’s Opera Content Specialist
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Festival 2020 should have seen the start of our partnership 
with Michelin-starred chefs, Chris and Jeff Galvin in our 
Middle & Over Wallop restaurant. 

They are, however, very excited to be making their Festival 
debut in 2021 instead, bringing some of the signature dishes 
served at their Michelin-starred restaurant Galvin La Chapelle 
to our seasonally-changing menus.

The disruption caused by lockdown and Covid-19 
restrictions has led to some innovative new ways to enjoy 
the Galvins’ food. They started by offering a click-and-collect 
service from their restaurants in Essex and London, and 
have now launched Galvin at Home – simple meal kits of 
some of their favourite dishes to prepare at home, delivered 
nationally. The menus change every week and Jeff Galvin prepares video tutorials to demonstrate the simple steps required to 
finish each of the dishes at home.

We look forward to sharing more of the Galvins’ plans for our 2021 menus in the new year.

Galvin launch moves to 2021
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Festival 2021: Performance Schedule – Provisional

may
Date Opera

Thu 20 Kát’a Kabanová

Fri 21 No performance

Sat 22 Die Zauberflöte

Sun 23 Kát’a Kabanová

Mon 24 No performance

Tue 25 No performance

Wed 26 Die Zauberflöte

Thu 27 Kát’a Kabanová

Fri 28 No performance

Sat 29 Die Zauberflöte

Sun 30 Kát’a Kabanová

Mon 31 No performance

june
Tue 1 No performance

Wed 2 Die Zauberflöte

Thu 3 Kát’a Kabanová

Fri 4 No performance

Sat 5 Die Zauberflöte

Sun 6 Kát’a Kabanová

Mon 7 No performance

Tue 8 Die Zauberflöte

Wed 9 Kát’a Kabanová

Thu 10 No performance

Fri 11 Die Zauberflöte

Sat 12 Kát’a Kabanová

Sun 13 Il turco in Italia

Mon 14 No performance

Tue 15 No performance

Wed 16 Il turco in Italia

Thu 17 Kát’a Kabanová

Fri 18 Die Zauberflöte

Sat 19 Il turco in Italia

Sun 20 Die Zauberflöte

Mon 21 No performance

Tue 22 Die Zauberflöte

Wed 23 Kát’a Kabanová

Thu 24 No performance

Fri 25 No performance

Sat 26 Il turco in Italia

Sun 27 Die Zauberflöte

Mon 28 No performance

Tue 29 Il turco in Italia

Wed 30 Die Zauberflöte

july
Date Opera

Thu 1 No performance

Fri 2 Il turco in Italia

Sat 3 Die Zauberflöte

Sun 4 Così fan tutte

Mon 5 No performance

Tue 6 Die Zauberflöte

Wed 7 Il turco in Italia

Thu 8 Così fan tutte

Fri 9 Die Zauberflöte

Sat 10 Il turco in Italia

Sun 11 Die Zauberflöte

Mon 12 No performance

Tue 13 Così fan tutte

Wed 14 No performance

Thu 15 No performance

Fri 16 No performance

Sat 17 Il turco in Italia

Sun 18 Luisa Miller

Mon 19 Così fan tutte

Tue 20 Il turco in Italia

Wed 21 No performance

Thu 22 Luisa Miller

Fri 23 Così fan tutte

Sat 24 Il turco in Italia

Sun 25 Luisa Miller

Mon 26 Così fan tutte

Tue 27 No performance

Wed 28 Luisa Miller

Thu 29 Il turco in Italia

Fri 30 No performance

Sat 31 Così fan tutte

Date Opera

Sun 1 Luisa Miller

Mon 2 No performance

Tue 3 Il turco in Italia

Wed 4 Così fan tutte

Thu 5 Tristan und Isolde

Fri 6 Luisa Miller

Sat 7 Così fan tutte

Sun 8 Il turco in Italia

Mon 9 Tristan und Isolde

Tue 10 Così fan tutte

Wed 11 Luisa Miller

Thu 12 Così fan tutte

Fri 13 Tristan und Isolde

Sat 14 Luisa Miller

Sun 15 Così fan tutte

Mon 16 Luisa Miller

Tue 17 Tristan und Isolde

Wed 18 Così fan tutte

Thu 19 Luisa Miller

Fri 20 Così fan tutte

Sat 21 Tristan und Isolde

Sun 22 Luisa Miller

Mon 23 Così fan tutte

Tue 24 Tristan und Isolde

Wed 25 Così fan tutte

Thu 26 Luisa Miller

Fri 27 Così fan tutte

Sat 28 Tristan und Isolde

Sun 29 Luisa Miller

august

Booking information for Festival Members 
We’re optimistic that Festival 2021 will go ahead in its full format (above) but will 
wait until we have confirmation that this is possible before going on sale – which 
is why we’re not able to share booking dates with you now. The booking process 
will be different too. Festival Members, instead of applying for tickets in a ballot, 
will be invited to book online or by phone during a priority booking window 
that’s specific to their Membership level. Our Box Office opening hours will be 
extended into the evenings and weekends so there’ll be someone on hand to 
assist you with this new process if needed. 

A full performance schedule with timings and ticket prices, plus Festival ‘Extras’ 
including talks and study days, will be released as soon as we’re confident that 
the season will go ahead as planned. Thank you for your understanding and 
flexibility as we navigate a return to the Festival as we know and love it. 

                                      Opening night

This is the schedule for the full Festival we hope to present in 2021, s-hould circumstances allow. We trust you’ll understand that it is subject to change.
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Kát’a
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LEOŠ JANÁČEK

When marriage is a cage, only love can set you free.

Trapped in a small town and an unhappy marriage, bullied 
by her domineering mother-in-law, Kát’a Kabanová finds 
herself drawn into a passionate affair. But soon pleasure is 
overwhelmed by guilt and, crushed under its weight, she is 
driven to the brink.

‘I’ve started writing an opera. The main character is a 
woman, so gentle by nature, a breeze would carry her away, 
let alone the storm that breaks over her...’ As Anna Karenina 
or Emma Bovary are to literature, so Kát’a Kabanová is to 
opera. The heroine of Janáček’s tragedy is a devastating 
portrait of passion destroyed and innocence tainted by 
a hypocritical society – music-theatre at its most violent, 
exquisite and immediate.

The Czech folk melodies that decorate the surface of the 
composer’s earlier works are woven into the fabric of an 
intensely lyrical piece that blends bold national colours with 
brutal, universal drama. Damiano Michieletto directs a new 
production, conducted by Robin Ticciati.

A new production for Festival 2021
Sung in Czech with English supertitles

Conductor ...................................... Robin Ticciati
Director .......................................... Damiano Michieletto
Set Designer ................................... Paolo Fantin
Costume Designer ......................... Carla Teti
Lighting Designer .......................... Alessandro Carletti

C A S T  I N C L U D E S
Kát’a Kabanová ............................. Kateřina Knĕžíková
Varvara  .......................................... Aigul Akhmetshina
Kabanicha  ..................................... Katarina Dalayman
Tichon  ........................................... Nicky Spence
Dikoj  .............................................. Alexander Vassiliev
Boris  .............................................. David Butt Philip
Vána Kudrjaš ................................. Thomas Atkins 
 
London Philharmonic Orchestra
The Glyndebourne Chorus

Supported by
The Charles Holloway Charitable Trust 
A Syndicate & Circle of Individuals

‘ Why can’t we fly away? 
Just spread our wings 
and fly away…’

20 May – 23 June

The edition of Kát’a Kabanová used in these 
performances is published by Universal Edition

Set the spotlight back on our world-class productions
Kát’a Kabanová is available to support from £5,000+

Join a Production Circle or Syndicate

Contact our Director of Development, Helen McCarthy  
helen.mccarthy@glyndebourne.com 
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WOLFGANG AMADEUS MOZART

A gallant hero, a kidnapped princess and a mischievous 
sidekick.

Prince Tamino is on a quest to rescue the beautiful 
Pamina, daughter of the Queen of the Night, who has been 
kidnapped by the High Priest, Sarastro. But is all really as 
it seems? With the help of bird-catcher Papageno, Tamino 
must brave not only dragons and the forces of darkness but 
trials of fire and water if he is to arrive at the truth and gain 
Pamina as his wife.

Composed just months before his death, Mozart’s final 
stage work is a heady blend of knock-about comedy 
and contemplative beauty. The sweetness and apparent 
simplicity of this enchanting score conceals a great deal 
of sophistication, weaving some of the composer’s most 
beautiful and best-loved melodies together in an elegant 
allegory whose wicked queens and noble princes are just the 
beginning of the story.

Constantin Trinks conducts the first revival of Barbe & 
Doucet’s bewitching, fantasy-filled production.

A revival of the Festival 2019 production
Sung in German with English supertitles

Conductor ...................................................Constantin Trinks
Direction and Design ..................................Barbe & Doucet
Puppet Designer and Puppet Coach ..........Patrick Martel
Lighting Designer .......................................Guy Simard 

C A S T  I N C L U D E S
Tamino  .......................................................Paul Appleby
Pamina  .......................................................Siobhan Stagg
Sarastro  ......................................................Soloman Howard
Queen Of The Night  ...................................Galina Benevich
Papageno ....................................................Johannes Kammler
Monostatos  ................................................Alasdair Elliott
First Lady  ...................................................Ann Toomey
Second Lady  ...............................................Corinna Scheurle
Third Lady  ..................................................Tone Kummervold
The Speaker  ................................................Dingle Yandell 
 
Orchestra of the Age of Enlightenment
The Glyndebourne Chorus

Supported by
Dunard Fund & Lindsay and Sarah Tomlinson

22 May – 11 July

The edition of Die Zauberflöte used in these performances is 
published by Gernot Gruber, Alfred Orel and Heinz Moehn 
by arrangement with Bärenreiter-Verlag, Kassell, and Faber 
Music Ltd, London.

‘ The sun’s bright rays 
drive out the night’
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Il turco 
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GIOACHINO ROSSINI

Six characters in search of an author.

A poet with writer’s block, an elderly cuckold and his 
flirtatious young wife (and her lover), a charismatic Turk and 
his former fiancée: these are the ingredients for Rossini’s 
glittering early comedy, an elegant satire on opera itself and 
all its absurdities.

Premiered when Rossini was just 22, Il turco in Italia is the 
composer at his most sophisticated, a salon farce full of 
‘double meanings, hypocrisy, smothered anger, forced 
smiles and asides through clenched teeth’. Driving the 
drama forwards is an exhilarating score that propels the 
action from misunderstanding to conflict to climax in a 
giddy series of ensembles. The effect is witty, disarming 
and often startlingly modern – a comedy that breaks all the 
rules, but somehow still ends happily ever after.

Following on from her critically acclaimed Don Pasquale, 
Mariame Clément directs Glyndebourne’s new production 
of Turco, conducted by Giancarlo Andretta.

A new production for Festival 2021
Sung in Italian with English supertitles

Conductor ...................................... Giancarlo Andretta
Director .......................................... Mariame Clément
Designer ......................................... Julia Hansen
Lighting Designer  ......................... Bernd Purkrabek
Text by  ........................................... Lucy Wadham

C A S T  I N C L U D E S
Don Geronio  .................................. Rodion Pogossov
Fiorilla  ........................................... Elena Tsallagova
Selim .............................................. Andrea Mastroni
Narciso  .......................................... Michele Angelini
Prosdocimo  ................................... Mattia Olivieri 
 
London Philharmonic Orchestra
The Glyndebourne Chorus

Supported by
William Lock  
A Syndicate & Circle of Individuals

13 June – 8 August

The music of Il turco in Italia in these performances is the 
critical edition by Margaret Bent © Casa Ricordi, Milano 
(Universal Music Publishing Group). By arrangement with 
G. Ricordi & Co. (London) Ltd.

‘ A foolish husband!  
A capricious wife!  
No, there’s nothing better.’

Set the spotlight back on our world-class productions
Il turco in Italia is available to support from £5,000+

Join a Production Circle or Syndicate

Contact our Director of Development, Helen McCarthy  
helen.mccarthy@glyndebourne.com 
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WOLFGANG AMADEUS MOZART

All’s fair in love and war. But what happens when love 
becomes the battlefield?

‘All women are like that,’ declares Don Alfonso, betting his 
friends Ferrando and Guglielmo that in just one day he can 
prove both their fiancées unfaithful. But when the young 
men accept, they enrol unwittingly in Alfonso’s ‘School for 
Lovers’. Will love prevail, or will cynicism take the prize?

The last of the three great collaborations between Mozart 
and librettist Lorenzo da Ponte, Così fan tutte is also the most 
sophisticated – a comedy that teeters right on the brink of 
tragedy. Scratch the sunny surface and this Neapolitan farce 
reveals itself as a probing psychological portrait of human 
nature in all its complexity. That Mozart sets these human 
truths to one of the most artlessly lyrical scores he would 
ever write, only adds to their unsettling impact.

A much-loved Glyndebourne classic, Nicholas Hytner’s 
staging finds both the charm and the darkness in Mozart’s 
opera. Celebrated Italian conductor Riccardo Minasi makes 
his Glyndebourne debut.

A revival of the Festival 2006 production
Sung in Italian with English supertitles

Conductor ...................................... Riccardo Minasi
Director  ......................................... Nicholas Hytner
Designer  ........................................ Vicki Mortimer
Lighting Designer  ......................... Paule Constable 

C A S T  I N C L U D E S
Fiordiligi  ........................................ Ida Falk Winland
Dorabella  ....................................... Stephanie Lauricella
Ferrando  ........................................ Alexey Neklyudov
Guglielmo  ...................................... Huw Montague Rendall
Despina  ......................................... Hera Hyesang Park
Don Alfonso  .................................. Alessandro Corbelli 
 
Orchestra of the Age of Enlightenment
The Glyndebourne Chorus

4 July – 27 August

The edition of Così fan tutte used in these performances is 
edited by Faye Ferguson and Wolfgang Rehm, published by 
Bärenreiter-Verlag, Kassel, performed by arrangement with 
Faber Music Ltd, London.

‘ All women are like that!’

Supported by
Celia Blakey  
A Syndicate & Circle of Individuals

Set the spotlight back on our world-class productions
Così fan tutte is available to support from £5,000+

Join a Production Circle or Syndicate

Contact our Director of Development, Helen McCarthy  
helen.mccarthy@glyndebourne.com 
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GIUSEPPE VERDI

Family loyalty or first love – which is more powerful? 

Village girl Luisa has fallen in love with the mysterious 
stranger ‘Carlo’. But Carlo is really Rodolfo, son of the 
scheming Count Walter, who has much more ambitious 
plans for his only child’s bride. Kidnap, blackmail and 
murder follow, in a tragedy fuelled by jealousy and desire.

Luisa Miller marks the end of the young Verdi’s ‘years in 
the galleys’ and the beginning of the composer’s maturity. 
An intimate domestic drama, rich in human detail and 
emotion, it shares not just its themes of love, family and 
class conflict with Rigoletto and La traviata, but also their 
memorable musical language. From village dances to courtly 
conspiracies, Verdi paints a broad musical canvas, climaxing 
in some of the most striking ensembles and finales the 
composer would ever create.

Christof Loy directs Glyndebourne’s first ever production of 
Verdi’s tragedy, and Enrique Mazzola conducts.

A new production for Festival 2021
Sung in Italian with English supertitles

Conductor ...................................... Enrique Mazzola
Director  ......................................... Christof Loy
Set Designer  .................................. Johannes Leiacker
Costume Designer  ......................... Ursula Renzenbrink
Lighting Designer  ......................... Olaf Winter

C A S T  I N C L U D E S
Luisa  .............................................. Mané Galoyan
Miller  ............................................. Vladislav Sulimsky
Count Walter  ................................. Evgeny Stavinsky
Rodolfo  ..........................................  Charles Castronovo /  

Ivan Magri  
19, 22, 26, 29 August

Federica  ......................................... Nadezhda Karyazina
Wurm  ............................................ Krzysztof Baczyk 
 
London Philharmonic Orchestra
The Glyndebourne Chorus

Sponsored by
The Winrocc Charitable Settlement and supported by  
the Bischoff family, in memory of Lady Rosemary Bischoff

18 July – 29 August

‘ Never was seen a love  
more ardent, more true’
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RICHARD WAGNER

A love so strong only death can fulfil it.

Bound in marriage against her will, princess Isolde 
resolves to end her life along with that of her enemy, the 
knight Tristan. But when a love potion is substituted 
for poison, the two are drawn into an all-consuming, 
obsessive love affair that destroys everything – and 
everyone – in its unstoppable path.

‘I am still looking for a work with as dangerous a 
fascination, with as terrible and sweet an infinity as 
Tristan,’ Nietzsche wrote of Wagner’s great tragedy. A 
story about longing and yearning, about an unresolved 
and unresolvable love, expressed in music that famously 
delays and denies us resolution until its very final bars, the 
opera still exerts the same fascination today. Reinventing 
the rules of harmony and shifting music’s centre of 
gravity, it remains one of the most influential works in the 
repertoire – a touchstone for all that has come since.

Robin Ticciati conducts this revival of Nikolaus Lehnhoff’s 
critically acclaimed production.

A revival of the Festival 2003 production
Sung in German with English supertitles

Conductor ...................................... Robin Ticciati
Director  ......................................... Nikolaus Lehnhoff
Set Designer  .................................. Roland Aeschlimann
Costume Designer  ......................... Andreas Schmidt-Futterer
Lighting Designer  ......................... Roland Aeschlimann
Associate Lighting Designer  ........ Robin Carter 

C A S T  I N C L U D E S
Tristan  ........................................... Simon O’Neill
Isolde  ............................................. Miina-Liisa Värelä
Brangäne  ....................................... Karen Cargill
Kurwenal  ....................................... Shenyang
King Marke  ................................... John Relyea
Melot  ............................................. Neal Cooper
Hirt/Seeman  ................................. Stuart Jackson 
 
London Philharmonic Orchestra
The Glyndebourne Chorus

5 – 28 August

Supported by
A Syndicate and Circle of Individuals

‘ Together ever one 
without end’

Set the spotlight back on our world-class productions
Tristan und Isolde is available to support from £5,000+

Join a Production Circle or Syndicate

Contact our Director of Development, Helen McCarthy  
helen.mccarthy@glyndebourne.com 
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Thank you

‘Without Members, Glyndebourne simply would not exist’
Gus Christie

Everything you do, from your annual Membership 
renewals to additional donations, and ticket and shop 
purchases, supports Glyndebourne’s future. Thank 
you. You can also help to ensure there is opera at 
Glyndebourne for generations to come by introducing 
friends and family or by remembering Glyndebourne 
in your Will.  

Getting the most from your Membership

Throughout the year we’ll send you news and 
information relating to your Membership. Make sure 
we have an up-to-date email address for you so that 
you don’t miss out. For a reminder of your benefits, 
prize draws and special offers, past newsletters, latest 
booking information and more visit My Glyndebourne, 
the Members-only area of our website  
glyndebourne.com/myglyndebourne

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 
 
For more information on making a donation, 
supporting a production or leaving a legacy please 
contact the Development team  
+44 (0)1273 815 032  |  development@glyndebourne.com

Glyndebourne News is edited by Karen Anderson  
and designed by Kate Benjamin 

Front cover: Cloud-Garden 2018 Edition variable 
reduction woodcut © Tom Hammick

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

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

Glyndebourne News is printed on FSC accredited paper stock using 
vegetable based inks. Printed by Pureprint, Uckfield

Follow @glyndebourne

Glyndebourne Productions Ltd 
Registered No 358266 England

Glyndebourne is a registered charity
Charity No 243877

How can I help?
We’ve been overwhelmed by messages of support from 
Members over the last few months. As well as your moral 
support you’ve been continuing to support financially with 
your generous donations and by renewing your Membership 
too. Many of you have asked how else you can help so we’ve 
put together this list to share with you:

A greener e-Membership
Email has been the quickest and most cost-effective way 
for us to keep you updated over the last few months. If 
you are happy to receive everything by email then contact 
the Membership team. We are also making savings on 
post – you’ll see our letters may look a little different (with 
a barcode on for instance) to make sure that more of the 
money you donate goes towards what you see on stage. 

Gift Aid
We can claim 25p for every £1 donated at no cost to you, and 
this includes Membership payments. So if you are eligible, 
check whether we hold a recent declaration for you already 
by going to your account online at glyndebourne.com or 
giving us a call.

Direct Debit
By opting to pay your annual Membership and any 
additional donations by Direct Debit where possible you are 
helping reduce administration costs and enabling us to plan 
for the future with confidence. You can set up a Direct Debit 
by phone. 

Sharing your experience
Inviting others to join your visit and encouraging friends 
and family to become Members are two of the ways you 
can help introduce the next generation of audiences and 
members. And we love to hear your stories too so please 
share with us your most treasured memories of visits to 
Glyndebourne.

Feedback and ideas
Please continue to feed back so that we know what you are 
enjoying and what we could improve. And if you have any 
ideas to share do drop us a line.

#NoOrdinaryOpera


