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WELCOME
Welcome to Opera North’s new concert staging 
of Beethoven’s only opera, Fidelio. This performance 
is being live streamed just a few days before the 
probable date of Beethoven’s birth 250 years ago 
this month. It is therefore our contribution to the 
Beethoven 250 celebrations, but it also feels 
a particularly appropriate work to be performing 
at the end of what has been an extraordinarily 
difficult year for everyone. 

In this opera, Beethoven dramatises the principles 
to which he was committed in the public sphere – 
liberty, justice, fraternity – through a story that was 
of deep emotional importance to him. In the years 
since it was first performed, Fidelio has often been 
charged with new significance in times of crisis; and 
this year, the image of an individual held in a state 
of profound isolation, from which he is liberated
by the love and courage of another, must surely 
have a special meaning for us all. 

Ever since the onset of the pandemic forced 
the cancellation in July of our planned autumn 
and winter theatre seasons we have remained 
determined to make live music in whatever way 
government guidelines allow. One of our ideas was 
a concert staging of Fidelio, an opera which is in 
many ways especially well-suited to this format; 
hence our decision to perform it in a version with 
a narration written by David Pountney. Little did 
we know that by November a second national 
lockdown, followed by the imposition of new Tier 
3 restrictions, would mean that performances for 
a live audience in Leeds Town Hall would no longer 
be possible. But throughout the past few months 
our guiding principle has been to continue to create 
extraordinary experiences through music and opera 

with and for our communities in the north of England 
and beyond; hence the present live streamed 
performance.

Whilst we have all felt keenly the loss of live 
performance over the past several months, the 
effect on the livelihoods of freelance musicians 
and theatre workers has been nothing short of 
devastating, and the hard times will continue well 
into 2021. We have regretfully taken the decision 
to postpone our concert staging of Parsifal next 
spring; any requirement for social distancing would 
make it impossible for us to mount a work of this 
scale. Some members of the present cast of Fidelio 
were due to appear in Parsifal, but we hope to 
feature them in a replacement – Wagner-related – 
programme to be announced in the new year.

I am proud of the stellar cast of British-based 
performers we have brought together for this 
performance. Some – Robert Hayward, Brindley 
Sherratt, Fflur Wyn, Oliver Johnston and Matthew 
Stiff – make a welcome return to the Company; 
others – Rachel Nicholls, Toby Spence and our 
conductor Mark Wigglesworth – we welcome 
to the Opera North family for the first time. I am 
delighted that, together with the Orchestra and 
Chorus of Opera North, we are able to share with 
you Beethoven’s great hymn to liberty, love and 
hope for a brighter future.

Richard Mantle OBE 
 General Director
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Opera in two acts

Music by Ludwig van Beethoven
Libretto by Joseph Sonnleithner, with revisions by Stephan 
von Breuning and Georg Friedrich Treitschke, after 
Jean-Nicolas Bouilly’s Léonore, ou L’amour conjugal

Performed in an orchestral reduction by Francis Griffin 
by arrangement with Pocket Publications Cardiff LLP

Sung in German with English subtitles
Narration written by David Pountney

First performance: 23 May 1814, Kärntnertortheater, Vienna

First performance by Opera North: 28 April 1988, 
Leeds Grand Theatre

First performance of this concert staging: 12 December 2020, 
livestream from Leeds Town Hall
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CHARACTERS
in order of singing

Jaquino A jailer Oliver Johnston 

Marzelline Rocco’s daughter Fflur Wyn 

Leonore Florestan’s wife, disguised as Fidelio Rachel Nicholls   

Rocco Head warder Brindley Sherratt

Don Pizarro Prison governor Robert Hayward   

First prisoner  Stuart Laing  

Second prisoner  James Davies

Florestan A prisoner Toby Spence   

Don Fernando The King’s Minister Matthew Stiff

  Chorus of Opera North

  Orchestra of Opera North

Conductor  Mark Wigglesworth

Staging  Matthew Eberhardt

Lighting Designer Mike Lock

Livestream Director Peter Maniura

Script supervisor Michelle Dunne

Outside Broadcast Timeline TV

OB Engineering Manager James Poole

Assistant Conductor David Cowan

Chorus Master Oliver Rundell

Chief Repetiteur David Cowan

Language Coach  Rahel Wagner

Stage Manager Kate Freston-Davy

Deputy Stage Manager (Book) Abby Jones

Assistant Stage Managers Lisa Ganley
  Rebecca Wing

Production Manager Aaron Marsden

Senior Costume Supervisor Stephen Rodwell

Costume Supervisors Mary Gillibrand
  Georgina Moss

The performance lasts approximately 1 hour 45 minutes with no interval
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SYNOPSIS
Act One 

Jaquino, a jailer in a state prison, is in love with Marzelline, daughter 
of the head warder, Rocco. She rejects Jaquino’s proposal of 
marriage because she has fallen in love with a new warder, Fidelio. 
Fidelio is in fact Leonore, a woman disguised as a young man, who 
is searching for her imprisoned husband, Florestan. Rocco agrees 
to the marriage of his daughter to Fidelio, but warns the couple 
that love alone won’t bring them happiness: money is also needed. 
Fidelio wants to assist the ailing Rocco in the dungeons where the 
state prisoners are held, but Rocco is reluctant. He tells Fidelio that 
there is one cell in particular that he will never be allowed to enter: 
a place where a nameless prisoner has been held for more than two 
years. Pizarro, the corrupt prison governor, has recently ordered that 
this prisoner’s rations be reduced to starvation level. Leonore fears 
that this man may be her husband. Rocco delivers an anonymous 
warning to Pizarro of the imminent arrival of the King’s Minister to 
investigate allegations of the governor’s abuses of power. Pizarro 
resolves to kill his secret prisoner before the Minister can discover 
his identity. The man is Florestan, whom Pizarro has imprisoned 
after being denounced by him. Pizarro tries to persuade Rocco to kill 
Florestan. When Rocco refuses, Pizarro declares that he will commit 
the murder himself, and orders Rocco to dig a grave for the body. 
Though she fears Pizarro’s plans, Leonore clings to the hope that her 
love for Florestan will somehow help her set him free. Fidelio pleads 
with Rocco to release the prisoners from their cells for a while. Rocco 
reluctantly agrees to let them into the open air while he keeps Pizarro 
occupied. The prisoners emerge, exhilarated by their moment of 
freedom, but wary of being overheard by their jailers. Rocco returns, 
and tells Fidelio that the Governor has agreed that he may marry 
Marzelline and that he should act as Rocco’s assistant. Pizarro is 
furious when he discovers that Rocco has temporarily released the 
prisoners without his permission and orders them back to their cells. 
Rocco and Fidelio prepare to descend to the deepest dungeon. 

Act Two 

In the dungeon, Florestan reflects that he has tried to speak the truth, 
for which imprisonment has been his reward. He has a vision of his 
wife, Leonore, as an angel, and then, exhausted, he sleeps. Fidelio 
and Rocco arrive and begin to prepare the grave. Fidelio cannot see 
the prisoner’s face, but decides to try to free him, whoever he may 
be. Only when Florestan wakes does Leonore recognise him. Rocco 
reveals to Florestan that the Governor of the prison is Pizarro. Hearing 
his enemy’s name, Florestan knows that he will surely die. When the 
grave is ready, Rocco summons the Governor. Pizarro tells Fidelio to 
leave, and prepares to murder Florestan. At the last moment Leonore 
reveals her true identity, and saves Florestan’s life. A trumpet is 
heard, announcing the arrival of the Minister, Don Fernando. Pizarro 
is escorted out, and Florestan and Leonore are reunited. Fernando 
liberates the prisoners and Leonore frees her husband from his 
chains.
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Like most things in his life and career, opera didn’t 
come easily to Beethoven. It took him ten years to 
wrestle Fidelio, his only opera, into its final shape, 
during which time it was given three premieres 
and acquired four overtures.

In 1803, Beethoven signed a contract for an opera with 
the impresario Emanuel Schikaneder – most famous 
today as the author of the libretto for Mozart’s The 
Magic Flute and for creating the role of Papageno 
in the original production of that opera in 1791 
– who managed the Theater an der Wien in Vienna. 
But Beethoven soon gave up in despair on the text 
that Schikaneder offered him, Vestas Feuer (Vesta’s 
Fire), which was set in Ancient Rome. Neither the 
subject nor Schikaneder’s words fired his imagination.

Eventually, he found a text that did: ‘an old French 
libretto’ he called it, by Jean-Nicolas Bouilly, which 
dated back to the 1790s. Its title was Léonore, ou 
L’amour conjugal (Leonore, or Married Love). Beethoven 
had it adapted into German by Joseph Sonnleithner, 
a lawyer and diplomat who, after the Theater an der 
Wien came under new ownership at the beginning 
of 1804, briefly took over as Director from Schikaneder, 
who was dismissed from his post. Beethoven’s 
contract was also terminated, and with no certain 
prospect of performance, his work on the opera 
slowed to a limp. 

In April 1805 Beethoven’s revolutionary Third 
Symphony, the Eroica, had its first public performance 
in Vienna. Originally dedicated to Napoleon Bonaparte, 
Beethoven violently retracted the dedication when the 
First Consul of France declared himself Emperor 
in 1804. ‘So he too is nothing more than an ordinary 

man!’ Beethoven fumed. ‘Now he also will trample 
all human rights underfoot, and only pander to his own 
ambition. He will place himself above everyone else 
and become a tyrant!’ He could have been describing 
Pizarro in his own opera. It’s a point of historical irony 
that when Fidelio was eventually premiered at the 
Theater an der Wien in November 1805, the audience 
consisted largely of Napoleon’s troops, who had 
captured Vienna a week before the first night; most of 
the theatre’s regular patrons had already fled the city. 
Despite the opera’s French connection, the premiere 
was, unsurprisingly, a failure, the German libretto 
generally incomprehensible to the soldiers.

Afterwards, on the advice of well-meaning friends 
and colleagues, Beethoven thoroughly revised the 
score. His friend Stephan von Breuning restructured 
the opera, compressing the original three acts into 
two. Dialogue was pruned, musical numbers were cut, 
and those that remained were tightened up so that 
the story had more forward momentum. The original 
overture (usually referred to today as Leonore No. 2) 
was replaced by a weightier alternative (Leonore 
No. 3). In this revised form the opera received its 
second premiere in March 1806, but it was no more 
successful second time around, due partly to lack 
of rehearsal time and under-prepared performers 
– though Beethoven’s reason for withdrawing the 
opera after only two performances seems to have 
sprung from a dispute with the theatre over box office 
takings. Plans for subsequent productions, including 
one in Prague the following year, for which Beethoven 
supplied yet another overture (Leonore No. 1), came 
to nothing. After that, the opera languished for several 
years.

‘COME, HOPE’: 
THE CREATION OF FIDELIO
Stuart Leeks
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In December 1813 Beethoven scored a huge popular 
success with what today is one of his least well-
regarded compositions, Wellington’s Victory, otherwise 
known as the ‘Battle Symphony’. This may have 
been the spur for three singers who were engaged 
at the Vienna Court Opera to propose a revival 
of Fidelio. Beethoven agreed on the condition that 
he could first revise it. He collaborated on the revision 
with Georg Friedrich Treitschke, manager of Vienna’s 
Kärntnertortheater and all-round man of the theatre, 
a former actor turned playwright and manager. Among 
Treitschke’s contributions were the text for the return 
of the prisoners to their cells in the Act One finale and 
an entirely new ending for Florestan’s aria at the 
beginning of Act Two, in which he has a vision of his 
wife Leonore as an angel. This prompted Beethoven 
to produce music of delirious ecstasy, composed more 
or less on the spot in the white heat of inspiration.  

The composer conducted the third premiere of Fidelio 
at the Kärntnertortheater in May 1814 – which was, 
incidentally, the month after Napoleon was forced 
to abdicate. By this stage, very little of Beethoven’s 
hearing, which had been deteriorating since he was 
in his late 20s, remained, so the Kapellmeister, Michael 
Umlauf, sat behind him ready to take charge should 
the performance break down. This time the opera was 
a triumph, the audience insisting that Beethoven take 
several curtain calls. One critic wrote: ‘The music 
of this opera is a deeply thought-out, purely felt portrait 
of the most creative imagination, the most undiluted 
originality, the most divine ascent of the earthly into 
the incomprehensibly heavenly’.

But the story of Fidelio’s creation was not quite over. 
Two days before the premiere Beethoven began writing 
a fourth and final overture for the piece, but it wasn’t 
finished in time for the first night. The overture from 
Beethoven’s incidental music for a play, The Ruins 
of Athens, was substituted, and the Fidelio overture 
was first heard at the second performance. Later, for 
a performance in July, he set the dramatic accompanied 
recitative ‘Abscheulicher! Wo eilst du hin?’ (Monster, 
where are you going?) that precedes Leonore’s great 
Act One aria ‘Komm, Hoffnung’ (Come, Hope). This 
was the final music Beethoven wrote for an opera that 
he told Treitschke should win him a martyr’s crown. 
‘Komm, Hoffnung’ was sung by the soprano Anna 
Milder, who created and recreated the role of Leonore 
at all three premieres of Fidelio, exhibiting a heroism 
worthy of her character in the opera. At the first 
premiere in November 1805 she was not yet 
20 years old.      

In rehearsal: Rachel Nicholls (Leonore)
Photograph by Richard H Smith
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It has been said that Beethoven was a great German 
composer and a great French opera composer. Fidelio 
is certainly a French opera in respect of its libretto, 
which is an adaptation of Léonore, a text by Jean-
Nicolas Bouilly written in 1791, which had been set 
three times before Beethoven had it adapted into 
German in 1804. Beethoven’s opera even retains the 
French subtitle, L’amour conjugal. But Fidelio’s kinship 
with a French operatic tradition goes deeper than 
this. As an opera in German with spoken dialogue, it 
would be reasonable to assume that its ancestry lies 
in German Singspiel, but the truer bloodline runs in the 
tradition of the French opéra comique, also a form of 
music theatre that utilises spoken dialogue.

Opéra comique – literally, ‘comic opera’ – emerged in 
the 18th century as the French equivalent of the Italian 
opera buffa, but evolved into a distinct form that wasn’t 
necessarily comedic. It was the populist alternative to 
tragedie lyrique, a high-flown form with sung recitative 
as opposed to spoken dialogue. After the Revolution 
in 1789, opéra comique thrived, unhampered by the 
strong association with the Court that hung about 
tragedie lyrique. In addition, the message of the work in 
question could be clearly conveyed through the spoken 
dialogue, and this message was, whether of choice 
or of necessity, almost invariably pro-Republican. 
Several of the pre-Revolutionary composers of opera 
deftly switched their allegiances in the wake of the 
events of 1789. One of the leading composers of opéra 

comique in pre-Revolutionary France was André 
Grétry, originally from Liège. His most successful work 
was Richard Coeur de Lion (1784), a distinctly pro-
Royalist example of a ‘rescue’ opera, in which good 
King Richard is finally freed from imprisonment. Seven 
years later, Grétry is to be found putting a celebrated 
revolutionary hero, William Tell, centre stage in his 
Guillaume Tell of 1791, long before Rossini did so.

It was in the wake of 1789 that the rescue opera – 
‘pièce á sauvetage’ – really came into its own: during 
the Revolution itself, but perhaps even more so during 
the Terror (1793-94) when there was a strong popular 
need to witness self-sacrificing heroism, fidelity 
and freedom overcoming corruption, repression 
and tyranny. The stories of some of these rescue 
operas must have seemed blazingly immediate to 
contemporary audiences. The most effective exponent 
of the form prior to Beethoven was Luigi Cherubini 
(1760-1842), who Beethoven regarded as the pre-
eminent dramatic composer of his time, partly because 
the two shared a commitment to opera with a high 
moral purpose, and partly because he was impressed 
by the symphonic texture of Cherubini’s creations. 
Two of Cherubini’s most admired works had libretti 
by Bouilly – the original author of Léonore. In Lodoïska 
(1791) the eponymous heroine is imprisoned in a 
castle by the wicked Dourlinski, who is trying to force 
marriage upon her, but she is eventually rescued by 
her lover, Count Floreski. Les deux journées – known 

A REVOLUTIONARY OPÉRA
Stuart Leeks

In rehearsal: The Company 
Photograph by Richard H Smith
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in English as The Water Carrier – is a tale of persecuted 
Parliamentarians in 17th century France, one of whom, 
Count Armand, escapes his enemies by hiding in a 
water barrel. Both operas are political works that deal, 
in a coded way, with the situation in France in the years 
following the Revolution.

The story of Bouilly’s Léonore was based on an incident 
that actually happened at Tours during the Terror. 
A woman managed to infiltrate a prison where her 
husband was being held by his political enemies. When 
her husband was on the point of being murdered, she 
produced a pistol, thereby saving his life. Subsequently, 
a government administrator arrived and freed the 
prisoner. Bouilly knew this story (which he may have 
embellished somewhat for dramatic effect) because 
he was himself the administrator in question. When he 
came to write his play, though, he transferred the action 
to Spain for safety’s sake. Léonore was first set to 
music in 1798 by Pierre Gaveaux, and subsequently by 
Ferdinando Paer in 1804 and by Johann Simon Mayr in 
1805 – in the November of which year Beethoven’s first 
version of Fidelio was premiered.

Beethoven was familiar with both the Gaveaux and 
Paer settings. Up to this point he had been struggling 
with that familiar complaint of opera composers: the 
difficulty of finding a serviceable libretto. He was still 
struggling years later, writing in 1811: ‘It is very difficult 
to find a good libretto for an opera. Since last year I 
have turned down no less than twelve or more of them’. 
Here then is one very practical reason why Beethoven 
didn’t compose more operas. Prior to commencing work 
on Fidelio in 1804, Beethoven had given up in despair 
on a text prepared for him by the actor and impresario 
Emanuel Schikaneder, the librettist of Mozart’s Magic 
Flute, complaining that he couldn’t do anything with 
‘language and verses such as could proceed only out 
of the mouths of our Viennese apple women’. He also 
felt that Schikaneder’s star was on the wane: early in 
1804 he wrote that Schikaneder’s ‘empire has really 
been eclipsed by the light of the brilliant and attractive 
French operas’. The irony is that it was Schikaneder who 
had first presented Lodoïska in Vienna in 1802, at his 
Theater an der Wien.

Words were important to Beethoven. There is little in 
the way of vocal display for its own sake in Fidelio, but 
that doesn’t mean that there isn’t some very demanding 
vocal writing. Florestan’s aria at the beginning of Act 
Two is an obvious example, as is the closing chorus. 
Beethoven didn’t allow himself to be constrained 

In rehearsal: Toby Spence (Florestan)
Photograph by Richard H Smith
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by precedent or indeed practicality, often pushing 
instruments – be they violins or voices – to extremes. 
This is most usually the case when he is at his most 
passionate: in the Missa Solemnis, for example, his 
great conversation with God, listening to which feels at 
times like being in the middle of a furious argument. In 
Fidelio, the listener is invited not so much to appreciate 
the colour of the voice as he or she is to apprehend the 
meaning of the text. The music is there to support the 
meaning. This ‘declamatory style’, where melody is 
derived from the rhythm of the text, was to become 
an important characteristic of German vocal writing, 
culminating, operatically speaking, in the mature music 
dramas of  Wagner. There is further common ground 
between Fidelio and the opéra comique tradition in 
the matter of musical texture. In Beethoven’s opera, 
music sometimes creeps in beneath the spoken 
dialogue, or is dispersed between portions of speech. 
Then, as the emotional temperature rises, there is a 
movement into song. The intermediate stage, between 
unaccompanied speech and song, is what the French 
termed mélodrame.

One can understand why Bouilly’s Léonore appealed 
so strongly to Beethoven’s imagination: it is about so 
many things that were of the utmost importance to him. 
There is his commitment to liberty and fraternity and his 
burning anger at injustice, corruption and tyranny; there 
is his fraught relationship with God, and his belief in the 
necessity of holding to one’s faith in the face of extreme 
suffering. And in the most deeply personal reaches 
of the work there is the image of a man imprisoned, 
isolated, in darkness; a man who can expect only 
death, yet who is sustained by hope and a vision of 
salvation in the arms of a loving wife. And indeed she 
comes to rescue him from his loneliness and despair. 
Beethoven longed for a wife to rescue him from his own 
loneliness and despair, but his deafness and volcanic 
temperament, together with the social conventions of 
his time, meant that she never would.

Fidelio is sometimes claimed as the first Romantic 
opera, but it displays only some of the features that are 
commonly associated with the Romantic movement 
in the later 18th and early 19th centuries. For example, 
Romantic artists were often fascinated by the 
supernatural. Beethoven wasn’t: ‘No magic operas!’ 
he had told Schikaneder. Nor is the natural world of 
particular significance in Fidelio, beyond the symbolic 
opposition of darkness and light, which, in any case, 
operates largely metaphorically in the opera. But it is 
a heroic piece, and heroes were very important to the 

In rehearsal: Brindley Sherratt (Rocco)
Photograph by Richard H Smith
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Romantics – although, unlike the hero of Beethoven’s 
opera, they were usually male.

In our more cynical age we tend to be deeply suspicious 
of the sort of unalloyed heroism on display in Fidelio. 
And perhaps, after the way in which a certain kind 
of heroic ideal was perverted into something monstrous 
in the 20th century, not least in Germany, we might 
be excused our scepticism. Of course, Beethoven 
could have been excused for becoming cynical about 
heroes too – the story is well known of how he furiously 
scratched out the name of Napoleon Bonaparte, who he 
had for a time idolised, from the dedication of his third 
symphony after Napoleon declared himself Emperor. 
But this didn’t lessen Beethoven’s belief that in order 
to bring about a new world order based on liberté, 
égalité and fraternité, heroes would be necessary. 
In order to fully appreciate Fidelio, it’s important 
to understand this. We should also note that the couple 
at the heart of the opera are not ‘great’ people. Yes, 
Leonore’s husband Florestan is a nobleman, but they 
are essentially ordinary people: prey to fear, doubt and 
despair, like all of us, yet unbroken by them.

Beethoven was a composer attuned to the turbulent 
political atmosphere of his time to an unusual degree, 
and nowhere is this more in evidence than in Fidelio. 
Yet, in its straightforward plot and its archetypal 
characters, and, above all, in the passionate conviction 
of Beethoven’s music, it is a work in which each 
succeeding generation has been able to discern its own 
image. Fidelio is, in a phrase used by Stravinsky of 
its creator, ‘contemporary for ever’.

In rehearsal – Left: Fflur Wyn (Marzelline); below: Robert Hayward 
(Pizarro), Brindley Sherratt (Rocco), Toby Spence (Florestan), Rachel 
Nicholls (Leonore) Photograph by Richard H Smith
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ARTISTS’ 
BIOGRAPHIES

is originally from Wales. He 
graduated from Birmingham 
Conservatoire, where he studied 
with Scottish baritone Gordon 
Sandison. He then went on to 
complete his Masters at the 
Royal College of Music with Peter 
Savidge. Operatic roles include 

Schaunard in scenes from La bohème, Second Priest 
Die Zauberflöte, Danilo in scenes from The Merry 
Widow, Hob in Vaughan Williams’ The Poisoned Kiss, 
Aeneas Dido and Aeneas and Balthazar in Menotti’s 
Amahl and the Night Visitors. He has also sung with 
the choruses of British Youth Opera and Longborough 
Festival Opera. James joined the full-time Chorus 
of Opera North in 2016, and his cover roles for the 
Company include Ping Turandot, Silvio Pagliacci and 
Mizgir in Rimsky-Korsakov’s The Snow Maiden, as 
well as numerous smaller roles, solos and choruses.

JAMES DAVIES 
Second Prisoner 

studied at GSMD and NOS and 
made his professional debut 
singing Don Giovanni (GTO, 
1986). He has performed with 
all the major opera companies 
in the UK and with Bayerische 
Staatsoper Munich, Frankfurt 
Opera, Staatstheater Stuttgart, 

Nantes Opera, Houston Grand Opera, Opéra de 
Montreal, Minnesota Opera, Dallas Opera. Roles 
include: Wotan, Wanderer Ring, Amfortas Parsifal, 
Jokanaan Salome, title roles Eugene Onegin, Mazeppa, 
Der fliegende Holländer, Scarpia Tosca, Iago Otello, 
Don Pizarro Fidelio, Tomsky The Queen of Spades, 
Nick Shadow The Rake’s Progress, Kurwenal Tristan, 
Bluebeard Bluebeard’s Castle, Prince Ivan Khovansky 
Khovanshchina, Telramund Lohengrin, Simone in 
Zemlinsky’s Florentine Tragedy. Recent engagements 
include: Roderick Usher in a double bill of Debussy’s 
The Fall of the House of Usher and Getty’s Usher House, 
Khovansky (WNO); Bluebeard (LA Opera); Salome (NI 
Opera); Moses und Aron (Komische Oper); Boris Lady 
Macbeth of Mtsensk, Chief of Police in Iain Bell’s Jack 
the Ripper, Jupiter Orpheus in the Underworld (ENO); 
Alberich Das Rheingold and Siegfried (LPO) and title 
role Falstaff (Grange Festival). For Opera North: Golaud 
Pelléas and Mélisande, Ford Falstaff, Marcello 
La bohème, Escamillo Carmen, Guglielmo Così fan 
tutte, Malatesta Don Pasquale, Count, Figaro The 
Marriage of Figaro, Robert Yolanta, Mandryka Arabella, 

ROBERT HAYWARD
Don Pizarro

was born in London and is a 
graduate of the Royal Academy 
of Music Opera Programme. He 
was a member of the 2016 Young 
Singers Project at the Salzburg 
Festival and received Third Prize 
at the All-Russian Nadezhda 
Obukhova Young Opera Singers’ 

Competition. He is a recipient of an International Opera 
Awards Foundation Bursary. Operatic performances 
include Melchior in the world premiere of Wakening 
Shadow (London Philharmonic Orchestra under Vladimir 
Jurowski). Other operatic appearances include: 
Stroh Intermezzo and Fenton Falstaff (Garsington 
Opera); Rinuccio Gianni Schicchi, Levko May Night and 
Sellem The Rake’s Progress (Royal Academy Opera). 
His concert repertoire includes the Mozart and Verdi 
Requiems, Beethoven Symphony No.9 and Bach’s 
Christmas Oratorio. He appeared at the 2016 Last Night 
of the Proms in Vaughan Williams’ Serenade to Music 
under Sakari Oramo. Recent engagements include 
house debuts at Teatro Real Madrid and Opera di Roma 
as High Priest Idomeneo; Mademoiselle Bouillabaisse 
in Offenbach’s Mesdames de la Halle (Glyndebourne); 
The Dream of Gerontius with the George Enescu 
Philharmonic, Jenìk The Bartered Bride (Garsington); 
Paris La Belle Hélène in London, Beethoven Symphony 
No.9 (New Zealand Symphony Orchestra) and Mozart 
Requiem (Kyoto Symphony Orchestra). For Opera North: 
Novice Billy Budd (also at the 2017 Aldeburgh Festival) 
and Narraboth Salome.

OLIVER JOHNSTON
Jaquino

trained at the West Australian 
Academy of Performing Arts, 
Australian Opera Studio, West 
Australian Opera Company and 
Guildhall School of Music and 
Drama. Opera includes: Jaquino 
Leonore, Lensky Eugene Onegin, 
title role Peter Grimes, Idomeneo, 

Tito La clemenza di Tito, Lysander A Midsummer 
Night’s Dream, Stage Manager Our Town, Squire 
Lovemore The Lottery, Tinca Il tabarro, Chaplitsky/
Master of Ceremonies The Queen of Spades, Froh Das 
Rheingold, Don Basilio/Don Curzio Le nozze di Figaro, 
Nick La fanciulla del West, Horace Adams Peter Grimes, 
Remendado Carmen, Voltaire/Dr Pangloss Candide, 
Dick McGann Street Scene, Mozart Mozart i Salieri, 
King Ouf L’Étoile, Tiger Brown The Threepenny Opera, 
Nathanael and Dr Spalanzani Les Contes d’Hoffmann, 

STUART LAING 
First Prisoner 

Scarpia, Shishkov From the House of the Dead, Prus The 
Makropulos Case, Balstrode Peter Grimes, Jack Rance 
The Girl of the Golden West, Gérard Andrea Chénier, 
Wotan, Jokanaan, Frank Maurrant Street Scene 
and title roles Don Giovanni, Saul, Falstaff, Macbeth.
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Witch Hansel and Gretel. Companies he has appeared 
with include: Wexford Festival Opera, Buxton Festival 
Opera, Grange Park Opera, Bury Court Opera, Fulham 
Opera, Ryedale Festival, Guildhall Opera School, West 
Australian Opera and Australian Opera Studio. He is a 
member of the Chorus of Opera North, and his roles for 
the Company include: Tinca, Peppe Pagliacci, Amelia’s 
Servant Un ballo in maschera, Third Jew Salome, 
Berlin to Broadway, First Armed Man The Magic Flute, 
Parpignol La bohème, Daniel Buchanan Street Scene 
and Brother The Seven Deadly Sins. 

Stuart Laing continued

was born in Bedford and in 2013 
was awarded an Opera Awards 
Foundation Bursary to study with 
Dame Anne Evans. Recent and 
current engagements include: 
Isolde Tristan und Isolde (Théâtre 
des Champs Elysées, Stuttgart, 
Frankfurt, Rome, Turin, Karlsruhe, 

Yomiuri Nippon Symphony Orchestra and Grange 
Park Opera, as well as in concert with the São Paulo 
Symphony Orchestra); title role Elektra (Basel and 
Karlsruhe); title role Salome (Hannover); Brünnhilde 
Siegfried in concert with the Hallé Orchestra (released 
on the Hallé’s own label); Brünnhilde Götterdämmerung 
(Taiwan); Leonore (Lithuanian National Opera); 
Guinevere in Birtwistle’s Gawain (BBC Symphony 
Orchestra); Lady Macbeth Macbeth (Karlsruhe and 
Northern Ireland Opera); and Eva Die Meistersinger 
(Karlsruhe and English National Opera). She is also in 
demand as a concert artist, working with orchestras 
throughout Europe and the Far East, and in recital at 
venues including Wigmore Hall in London. Recordings 
include Siegfried and Elgar’s The Spirit of England with 
the Hallé, a wide repertoire with Bach Collegium Japan, 
and Tippett’s Third Symphony for Chandos Records. 
This is her Opera North debut. 

RACHEL NICHOLLS
Leonore

˚

Notable career highlights include: 
Sarastro Die Zauberflöte at 
Vienna State Opera, Netherlands 
Opera, Glyndebourne Festival 
Opera and at the Royal Opera 
House, Covent Garden; Claggart 
Billy Budd at the Aldeburgh 
and Glyndebourne Festivals, 

The Royal Opera, BBC Proms, Teatro Real in Madrid 
and in New York at the Brooklyn Academy of Music; 
Pimen Boris Godunov (Opernhaus Zürich); Baron Ochs 
Der Rosenkavalier, Arkel Pelléas et Mélisande and 
Rocco Fidelio (Glyndebourne); Arkel for the 
Oper Frankfurt and the Opernhaus Zürich; Fafner in the 
Ring cycle and Sparafucile Rigoletto (ROH); Bottom 
A Midsummer Night’s Dream (Festival d’Aix-en-

BRINDLEY SHERRATT
Rocco

studied at New College, Oxford, 
and at the Opera School of the 
Guildhall School of Music and 
Drama. He was the winner of 
the Royal Philharmonic Society 
Singer of the Year award in 
2011. Recent opera includes: 
Gandhi Satyagraha, Paris La 

Belle Hélène, Lensky Eugene Onegin, title role Faust 
(English National Opera); Captain Vere Billy Budd 
(Teatro Real, Opera di Roma and Royal Opera House 
Covent Garden); Anatol Vanessa (Frankfurt Opera); Don 
Ottavio Don Giovanni (Liceu, Barcelona); Eisenstein 
Die Fledermaus, Antonio The Tempest (Metropolitan 
Opera, New York); Don Ottavio, title role La clemenza di 
Tito (Vienna State Opera); Essex Gloriana, Tamino Die 
Zauberflöte (ROH); Madwoman Curlew River (Edinburgh 
International Festival); Tito, Tamino, Henry Morosus 
Die Schweigsame Frau (Bavarian State Opera); Tom 
Rakewell The Rake’s Progress, David Die Meistersinger 
(Opéra de Paris); Bénédict Béatrice et Bénédict (BBC 
Philharmonic); Tito in Berlin; and Aschenbach Death 
in Venice, Herod Salome and title role Peter Grimes. 
Current engagements include: Florestan (Garsington 
Opera and Greek National Opera); and Aschenbach 
(Opera du Rhin). On the concert platform, he sings 
Das Lied von der Erde (Budapest Festival Orchestra, 
cond. Ivan Fischer); Janáček’s The Diary of One who 
Disappeared (Hong Kong Arts Festival) and the St 
Matthew Passion (The Bach Choir). This is his 
Opera North debut.

TOBY SPENCE
Florestan

MATTHEW STIFF
Don Fernando

studied music at the University 
of Huddersfield where he received 
a BMus and MA in performance. 
He went on to the Guildhall School 
of Music and Drama where he took 
the Postgraduate Diploma in vocal 
training and then the opera course 
from which he graduated with 

distinction in 2011. He has received scholarships from 
The Worshipful Company of Goldsmiths, Maidment 
Scholarship administered by the Musicians Benevolent 
Fund and Wingate Scholarship Foundation. He studies 
with John Evans. Companies he has performed with 
include the Royal Opera House Covent Garden, Scottish 
Opera, Grange Park Opera, English Touring Opera, Mid 
Wales Opera, Iford Arts Festival and Hyogo Performing 

Provence); Doktor Wozzeck (Lyric Opera of Chicago); 
Geronte di Revoir Manon Lescaut (Metropolitan Opera, 
New York); Ochs and Pogner Die Meistersinger von 
Nürnberg (Welsh National Opera); and Pimen and 
Fiesco Simon Boccanegra (English National Opera). 
For Opera North: Sparafucile Rigoletto and 
Philip II Don Carlos.
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FFLUR WYN
Marzelline
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Matthew Stiff continued

Arts Center, Japan. Roles include: Leporello Don 
Giovanni, Colline La bohème, Figaro Le nozze 
di Figaro, Pietro L’assedio di Calais, Prince Gremin 
Eugene Onegin, Doctor Grenvil La traviata, Hobson 
Peter Grimes, Lord Walton I puritani, Marquis de la 
Force Dialogues des Carmélites, Snug A Midsummer 
Night’s Dream, Polyphemus Acis and Galatea, Don 
Magnifico La Cenerentola, Kecal The Bartered Bride, 
Dulcamara L’elisir d’amore and Superintendent Budd 
Albert Herring. For Opera North: Sacristan Tosca.

MARK WIGGLESWORTH 
Conductor

Directing credits include Steve 
Reich’s video opera Three Tales 
(IMAX Cinema, Science Museum); 
Monteverdi’s Orfeo (Upstairs at 
the Gatehouse, Highgate); and a 
new opera These Things Happen 
(The Courtyard Theatre, Hoxton). 
Recent assistant director credits 

include: Hippolyte et Aricie (Staatsoper, Berlin); and 
Don Carlos (Grange Park Opera). He was associate 
director on Opera Holland Park’s Alice’s Adventures in 
Wonderland. For Opera North he directed Bernstein’s 
Trouble in Tahiti as part of the Company’s Little Greats 
season in 2017 and, earlier this year, Weill’s Street 
Scene; he has also worked as assistant director on 
Aida, Hansel and Gretel, Billy Budd and Kiss Me, Kate, 
and directed critically-acclaimed concert performances 
of Billy Budd at Snape Maltings as part of the 2017 
Aldeburgh Festival.

trained at the Bristol Old 
Vic Theatre School in stage 
management and technical 
theatre. He has worked on and 
lit shows covering most forms 
of theatre, including The Inside 
Outside Slide Show for Alan 
Ayckbourn; Charley’s Aunt, The 

Price (York Theatre Royal); The Adventures of Mr Toad, 
The Picture of Dorian Gray, Street Scene (Lawrence 
Batley Theatre, Huddersfield); Grimaldi (Georgian 
Theatre Royal, Richmond); and The Last Cuckoo,
Lost Boy Racer (Co-production/LBT). As Deputy and 
now Head of Lighting at Opera North, Mike has been 

MATTHEW EBERHARDT
Director

MIKE LOCK
Lighting Designer

is the recipient of the Kathleen 
Ferrier Bursary and the Bryn Terfel 
Scholarship, and was elected an 
Associate of the Royal Academy 
of Music (ARAM) in recognition 
of her distinguished contribution 
to the music profession so far. 
Recent performances include: 

Vivetta in Cilea’s L’arlesiana (Opera Holland Park); 
Esilena in Handel’s Rodrigo (Göttingen International 
Handel Festival); Fido Paul Bunyan (English National 
Opera); Cunegonde Candide (West Green House 
Opera); and Celia Lucio Silla (Buxton Festival Opera). 
On the concert platform, she has sung Handel’s Ode 
for St Cecilia’s Day with The English Concert under 
Harry Bicket; Bach’s B Minor Mass with the Royal 
Northern Sinfonia, Handel’s Messiah with the Royal 
Philharmonic Orchestra; Bach’s Christmas Oratorio 
with the Copenhagen Philharmonic Orchestra; and 
Orff’s Carmina Burana with the CBSO and the RSNO. 
For Opera North: Clerida Croesus, Sophie Werther, Blue 
Fairy The Adventures of Pinocchio, Servilia La clemenza 
di Tito, Achsah Joshua, Woodbird Siegfried, Giannetta 
L’elisir d’amore, Sophie von Faninal Der Rosenkavalier, 
Gretel Hansel and Gretel, Fire/Princess/Nightingale 
L’Enfant et les sortilèges, Trio Trouble in Tahiti and 
Susanna The Marriage of Figaro.

Operatic engagements include 
conducting at many international 
houses including the Royal Opera 
House, Covent Garden (Die 
Meistersinger, Rise and Fall of the 
City of Mahagonny); Metropolitan 
Opera, New York (The Marriage of 
Figaro); and Bavarian State Opera, 

Semperoper Dresden, Teatro Real, Netherlands Opera, 
La Monnaie, Welsh National Opera, Glyndebourne and 
Opera Australia. He has enjoyed a long relationship 
with English National Opera, where he has conducted 
Lady Macbeth of Mtsensk, Così fan tutte, Falstaff, 
Katya Kabanova, Parsifal, The Force of Destiny, The 
Magic Flute, Jenufa, Don Giovanni and Lulu. In 2017, he 
received the Olivier Award for Outstanding Achievement 

˚

in Opera. In concert, highlights include performances 
with the Berlin Philharmonic, Royal Concertgebouw, 
London Symphony, London Philharmonic, Boston 
Symphony, New York Philharmonic, Philadelphia 
Orchestra, Chicago Symphony, Los Angeles 
Philharmonic, Cleveland Orchestra, Tokyo Symphony, 
and the Sydney Symphony. His recordings include a 
complete cycle of the Shostakovich Symphonies (BBC 
National Orchestra of Wales and Netherlands Radio 
Philharmonic); Mahler’s Sixth and Tenth symphonies 
(Melbourne Symphony); a disc of English music 
(Sydney Symphony); Peter Grimes (Glyndebourne); 
and the Brahms Piano Concertos with Stephen Hough. 
He has held positions as Associate Conductor of the 
BBC Symphony, Principal Guest Conductor of the 
Swedish Radio Symphony, Music Director of the BBC 
National Orchestra of Wales, and, most recently, 
Music Director of ENO. He is currently Principal Guest 
Conductor of the Adelaide Symphony. His book The 
Silent Musician: Why Conducting Matters is published 
by Faber & Faber. This is his Opera North debut.

˚
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was appointed Leader of the 
Orchestra of Opera North in 
1978 becoming, at that time, the 
youngest leader in the country. 
His repertoire is extensive, 
including all of the major violin 
concertos. He has appeared 
as guest Leader with many 

orchestras, including the Philharmonia, CBSO, BBC 
National Orchestra of Wales, BBC Philharmonic, BBC 
Scottish Symphony Orchestra, Hallé, Royal Liverpool 
Philharmonic, Royal Northern Sinfonia, Bournemouth 
Sinfonietta, Norwegian Opera, Royal Opera House, 
Irish Chamber, Manchester Camerata and English 
National Ballet. In March 1999 he led the Orchestra 
of the Royal Opera on its concert tour of the USA and 
in November 2007 he was guest leader of the Orchestra 
of Norwegian Opera in Oslo. His recordings include 
The Lark Ascending for Naxos, conducted by David 
Lloyd-Jones, and the Elgar Concerto with the 
Hertfordshire Youth Orchestra. He is Music Director 
of the Sinfonia of Leeds, with whom he has made 
recordings of Bartók, Lutosławski, Chopin, Beethoven 
and Rachmaninov piano concertos. He has also 
conducted the Cleveland Philharmonic, the City of 
Leeds Youth Orchestra, the Helix Ensemble and at 
RNCM and Chetham’s School, Manchester. He coaches 
violin for the National Youth and European Union Youth 
Orchestras. He has also made visits to the State of 
Kasakhstan and has held the position of Principal Guest 
Conductor with its National Symphony Orchestra. He 
plays on a violin owned by the Yorkshire Guadagnini 
1757 Syndicate.

DAVID GREED
Orchestra Leader 
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Mike Lock continued

studied Music at Cambridge 
University and trained at the 
National Opera Studio. From 
2002-10 he was a member of 
the music staff at Scottish Opera, 
where he worked on over 30 
productions, including the Ring 
cycle, and conducted touring 

productions of Die Fledermaus and La Cenerentola. 

OLIVER RUNDELL
Chorus Master

is a freelance television producer 
and director with more than 25 
years’ experience in music and 
arts broadcasting at the BBC 
and internationally. Many of his 
programmes have won major 
awards, including a BAFTA and an 
International Emmy for Holocaust: 

a music memorial film from Auschwitz, which he 
produced for BBC2. He has had a long association with 
the European Broadcasting Union and directed the 
Eurovision Choir from Gothenburg last year. Peter is 
the Director of the Vienna-based IMZ Academy, which 
runs professional development courses for the Arts and 
Media sector, and he is also a digital media consultant 
and guest lecturer. For Opera North he directed the 
livestream of The Turn of the Screw earlier this year.

studied at the Royal College of 
Music. He began conducting after 
completing his studies, working 
with operatic companies and 
orchestras throughout the UK. He 
began arranging opera for smaller 
ensembles and soon found his 
work in demand from conductors 

and companies in the UK. His arrangements are now in 
great demand and have been performed throughout the 
world. His arrangement of Fidelio was created in 2014 
for a production he conducted, and has since been used 
in the US, Germany and on a tour of Wales by OPRA 
Cymru. It was also recently broadcast on BBC Radio 3. 
He has recently completed arrangements of Janáček’s 
Šárka and Puccini’s Edgar for a company in Switzerland, 
and Richard Strauss’s Salome for the UK. He is currently 
working on Wagner’s Das Rheingold to go with his 
existing arrangements of Die Walküre and Siegfried.

PETER MANIURA
Livestream Director

FRANCIS GRIFFIN
Orchestral Arrangement

re-lighting operas for more than 20 years. Designs 
include revivals of La traviata, Peter Grimes, Macbeth, 
Jenufa; the world premiere of Jessica Walker’s Not 
Such Quiet Girls; and the recent livestream of 
The Seven Deadly Sins.

˚

He has worked as resident coach in the opera school 
of the Royal Conservatoire of Scotland and conducted 
their production of La rondine in 2014. Outside the opera 
house, he is a founder member of the Beinn Artair Piano 
Trio and is a keen exponent of contemporary music. 
He has worked on world premieres for Scottish Opera, 
the Aldeburgh Festival and the Research Ensemble, 
and in 2010 he organized a rare performance of Maurizio 
Kagel’s Eine Brise for 111 cyclists. He became Chorus 
Master at Opera North in August 2016. Previous work 
for the Company includes: Repetiteur The Adventures 
of Pinocchio and Carmen, Assistant Conductor Werther 
and Kiss Me, Kate, and Conductor Ruddigore, 
A Midsummer Night’s Dream, Trial by Jury and 
Kiss Me, Kate.
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Chorus Master Oliver Rundell

Sopranos
Miranda Bevin 
Sarah Blood 
Gillene Butterfield 
Sarah Estill 
Rachel J Mosley 
Victoria Sharp *
Kathryn Stevens  

Mezzos
Molly Barker 
Anna Barry 
Hazel Croft
Helen Évora 
Cordelia Fish

Tenors
Stuart Laing 
David Llewellyn 
Tim Ochala-Greenough 
Arwel Price
Campbell Russell 
Ivan Sharpe 
Tom Smith 

Basses
Nicholas Butterfield 
James Davies 
Paul Gibson 
Ross McInroy 
Richard Mosley-Evans 
Christopher Nairne 
Jeremy Peaker * 
Dean Robinson 
Gordon D Shaw

Chorus Manager 
Howard Croft
Assistant Chorus Manager 
Clara Marshall Cawley

* Opera North Company member for 25 years or more

CHORUS OF 
OPERA NORTH

ORCHESTRA 
OF OPERA NORTH
Music Director Garry Walker
Principal Guest Conductor Antony Hermus

First Violins
David Greed * (Leader)
Andrew Long (Associate Leader)
Byron Parish
Michael Ardron *
Brian Reilly *
Tamsin Symons
Claire Osborne
Susannah Simmons

Second Violins
Katherine New *
Cristina Ocaña Rosado
Catherine Baker *
Wendy Dyson *
Helen Grieg *
Catherine Landen

Violas
David Aspin
Lourenço Macedo Sampaio
Anne Trygstad
Vivienne Campbell *

Cellos
Daniel Bull
Damion Browne
Andrew Fairley *
Zoe Long

Basses
Nathan Knight
Claire Sadler *

Flute / Piccolo
David Moseley *

Oboe 
Richard Hewitt *

Clarinet
Andrew Mason

Bassoon / Contra Bassoon
Adam MacKenzie

Horns 
Robert Ashworth
John Pratt

Trumpets
Imogen Hancock
Michael Woodhead *
(Off stage)

Timpani
Mark Wagstaff

Orchestra Manager 
Alexa Butterworth
Library Manager 
Andrew Fairley *
Librarian 
Victoria Bellis
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