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Messages from Independent Opera...
I have great pleasure in welcoming Independent

Independent Opera at Sadler’s Wells is a new project,

Opera to the Lilian Baylis Theatre at Sadler’s Wells.

created in 2005, to serve as a London platform for

I look forward to a long and fruitful partnership with

talented young directors, singers and others involved

this exciting young company at this, its new home.

in the staging and production of opera. That vision
permeates the entire fabric of the company.

The Lilian Baylis Theatre is a wonderful small-scale

Everything you see tonight is the work of emerging

theatre and I want to use it as a space where new

talent, from the direction, costume, lighting,

work can be developed as well as a theatre for

projection and puppetry – drawn from art, design and

performances. I want to offer a range of opera, dance

drama schools throughout London – to the orchestra

and education performances in the Lilian Baylis

and cast – most of them in the midst of that

Theatre to complement the programming in the Main

challenging period between music college and

House and I am delighted that Independent Opera,

regular engagements with larger companies. The cast

with its innovative approach to unearthing new

for each production is drawn mainly from graduates

talent, is part of our programme.

of the National Opera Studio, the Opera Course at
the Royal Academy of Music, the Benjamin Britten
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Opera in three acts
by George Frideric Handel
Libretto by the composer
Adapted from Carlo Sigismondo Capece’s L’Orlando
after Ludovico Ariosto’s Orlando Furioso

Conductor Gary Cooper

I am also very pleased to announce that in 2007

International Opera School at the Royal College of

work will commence on upgrading the Lilian Baylis

Music and the Guildhall School of Music and Drama

Direction and Set Design Alessandro Talevi

Theatre and Sadler’s Wells’ Stage Door entrance,

Opera Course.

Costume Design Cordelia Chisholm

with the generous support of Independent Opera.
We thank you for coming tonight and are glad you

Lighting Design Rachel Nicholson

can join us on our journey to bring you ‘New Talent

Choreographer Vena Ramphal

Close Up’.
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Before choosing Orlando, I had been warned of the
perils of directing Handel – ‘what do you do when
‘As 2006 Honorary Patron for Independent Opera at
Sadler's Wells, I am pleased to offer my support and
encouragement to this wonderful venture. The
company provides a platform for outstanding young
singers on the cusp of their career at a major London
venue. The opportunity for young professionals to
perform this great Handel opera is most welcome.’

Artistic Director Alessandro Talevi

the music repeats itself?’ was the most common, or
– ‘those arias are so long’ and ‘can you find young
singers who can do the music justice?’ On the
contrary, producing this work has been an exhilarating
process, with Handel’s score revealing a wealth of
eminently stageable ideas, and with a wonderful cast
who seem to have been born to perform these roles.
An important dimension to this production is the
nature of the space. The Lilian Baylis Theatre
presents challenges to the director and conductor,
but at the same time, turns on its head the problem

Laurence Cummings
2006 Honorary Patron

traditionally associated with opera: performers
distanced from the audience by the visual and sonic
chasm of an orchestra pit. The intimacy this theatre

Honorary Patrons

affords has been a great asset to this production,

Michael Grandage

as it will be to future productions.

Wasfi Kani OBE

7, 9, 11 November 2006

Nicholas Payne
Founding Patrons
William Bollinger
Judith Bollinger

The first performance of Orlando was given at the King’s Theatre in London on 27 January 1733. There were ten
Alessandro Talevi
Artistic Director
Independent Opera Sadler’s Wells

performances but it was not revived thereafter. The first modern British production was at the Unicorn Theatre,
Abingdon, on 6 May 1959.
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Messages of support
“Stage experience is the key to putting all the theory of opera singing into practice
– getting that experience is not always so easy, but Independent Opera at Sadler’s
Wells is now at the forefront of providing just that opportunity for young singers. I
am delighted to see their operations go from strength to strength – it can only be
good news for opera in the UK.”

Donald Maxwell
Director
National Opera Studio

“We wish this production every success and are pleased to hear that one of our
recent graduates, Joana Seara, will take part in it. Joana had a very successful
career at the School and combines a delightful singing voice with an excellent
stage presence. She has real star quality.”

Orlando

Cast
Orlando William Towers
Angelica Rebecca Ryan
Medoro Christopher Ainslie
Dorinda Joana Seara

Professor Barry Ife, CBE FKC HonFRAM
Principal
Guildhall School of Music & Drama

Zoroastro Nicholas Warden

“Independent Opera at Sadler’s Wells is an exciting and important new
development. Opera is one of the few boom areas of classical music, and it
demands fresh, well-trained young singers and conductors. This project will provide
the best of these musicians excellent training and, above all, stage experience. It
has the full support of the Royal Academy of Music.”

Professor Curtis Price KBE
Principal
Royal Academy of Music, London

“The Royal College of Music is pleased that Independent Opera at Sadler’s Wells
is offering a London platform for young professionals, and wishes it well in its first
production in the Lilian Baylis Theatre.”

Dr Colin Lawson
Royal College of Music, London
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Orlando
Synopsis
Act I
The magus Zoroastro studies the
stars, divining in their patterns that
the errant Carolingian knight
Orlando shall not always be a foe to
valour and duty (Gierolifici eterni).
Orlando appears, torn between his
ordained role as warring knight and
his love for the princess Angelica,
Queen of Cathay (Stimulato dalla
Gloria). Zoroastro challenges
Orlando to return to his true path;
after showing Orlando disturbing
images of his downfall and spiritual
decay, he exhorts him to abandon
Venus and follow Mars (Lascia
Amor). After a moment’s hesitation,
Orlando resolves to have both
(Non fu già).

brought to the shepherdess. Orlando
appears, rescuing the hapless
Princess Isabella from her captors.
Dorinda, mistakenly believing
Orlando to be in love with Isabella,
comments that she may well share
something in common with him –
but is it really love that she is
feeling? (Ho un certo rossore)
Angelica appears, and recalls the
moment she saw the injured Medoro
for the first time (Ritornava al suo
bel viso). She has fallen desperately
in love with him, and the pair are
now lovers. When Angelica has left
Dorinda finds Medoro and expresses
her fears that he may be more than
just a friend to Angelica. Medoro
explains to her that he owes Angelica
his life and will soon leave with her;
rather disingenously he reassures
Dorinda that he will never forget her
(Se’il cor mai ti dirà). Dorinda,
knowing deep down that he is just

William Towers as Orlando

Dorinda, a shepherdess,
contemplates the beauty of nature,
and yet feels the pangs of love
stirring within her. She has been
giving shelter to Angelica and the
Moorish soldier Medoro, whom
Angelica found near death and
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flattering her, nevertheless decides
to cheer herself up with his false
words (O care parolette).
Zoroastro warns Angelica to fear the
wrath of Orlando, should he ever
discover that she loves someone
else; seeing Orlando appproaching,

he conceals himself, resolving to
protect Angelica and Medoro.
Angelica reveals herself to Orlando,
seeking to find a way out of her
situation: hoping that he may be in
love with Isabella, she feigns
jealousy to discover whether this
may actually be the case. Orlando
vigorously denies any love for
Isabella, declaring Angelica to be
his true love. Angelica, hoist by her
own petard, orders Orlando never to
help Isabella again, or Angelica will
disappear forever from his life (Se
fedel vuoi ch’io ti creda). Orlando
dejectedly agrees, and vows to
honour Angelica with countless
trophies of war (Fammi combattere).
Medoro rushes in as Orlando leaves,
and demands to know whom
Angelica was with. Angelica
explains, and knowing that he will
never be a match for Orlando’s
strength, tells him to save himself
for love. She resolves to leave with
Medoro and return to her Eastern
kingdom to escape Orlando’s wrath.
Dorinda enters and sees them in a
passionate embrace. The couple
can hide their love no longer, and
reassure the dejected Dorinda that
she too will one day find love
(Consolati, o bella). Angelica gives
Dorinda a jewel as a token of her
thanks for Dorinda’s hospitality.

Zoroastro urges Angelica and Medoro
to flee, promising to protect them
on their journey. He nevertherless
points to a moral that love can lead
to ruin and sadness if the light of
reason is not there to act as a guide
(Tra caligini profonde).
Angelica and Medoro are saddened
at having to leave the verdant caves

down from heaven on a cloud and
whisk her away. Orlando, enraged,
curses heaven and sinks down,
crushed (Ah, stigie larve!). Madness
sets upon him – all the fury he
was to expend on Angelica now
turns inward and he imagines
himself a shadow, entering Hades.
Hallucinating, he sees Medoro in

destroyed by love. He transforms
the setting from a peaceful forest
into a dark cave, setting the scene
for Orlando’s eventual return to
sanity (Sorge infausta una procella).
Angelica returns, and finds Dorinda
crying. When asked why, Dorinda
can barely tell her – the raging
Orlando has destroyed her cottage,
apparently burying Medoro in the
rubble. Orlando appears and
confronts Angelica, who, devastated,
begs him to kill her (Finche prendi
ancora il sangue). Orlando violently
hurls Angelica into the cave,
which is suddenly transformed by
Zoroastro into the Temple of Mars.
Orlando triumphantly declares
himself to have ridden the earth of
every monster and every evil spirit.
Overcome by tiredness, he imagines
himself drinking the opiate waters
of the river of Lethe, and falls
asleep (Gia l’ebro mio ciglio).

Joana Seara and Christopher Ainslie as Dorinda and Medoro

Act II
The curtain opens on a lovelorn
Dorinda, dejectedly empathising
with a nightingale’s sad melody
(Quando spieghi tuoi tormenti).
Orlando appears and demands to
know why she had told Angelica
that he was in love with Isabella.
Dorinda denies it, and goes on to
explain her sadness at Angelica and
Medoro’s love for each other. When
Orlando demands proof, she shows
him the jewel that Angelica has
given her. Dorinda pines that she
now sees Medoro in every flower
and in every tree (Se mi rivolgo
al prato).

Angelica still feels guilty at having
lied to Orlando; she tells herself
however that he will understand,
that he must understand, as he
too has been pierced by love’s
arrow and will thus sympathise
with her predicament (Non potrà
dirmi ingrata). She too bids farewell
to the plants and streams that
had brought her such pleasure
(Verdi piante).

Orlando, devastated at this news,
vows revenge on Angelica. Born
under a magic spell of invulnerability,
he implores heaven to kill him too
(Cielo! Se tu’l consenti).

Orlando rushes in upon Angelica,
vowing to kill her. Angelica pleads
in vain for Medoro to rescue her.
She tries to escape, and is rescued
by Zoroastro’s genies, who sweep

and limpid streams where their love
first blossomed. Medoro carves their
names into the trees to preserve
their memory there forever
(Verdi allori).

the arms of Proserpina, the wife of
Pluto, and runs to kill him, but
suddenly notices that Proserpina is
crying, and begs her to stop (Vaghe
pupille). Anger boils up inside
Orlando once more, but before
he is able to do himself harm,
Zoroastro appears and carries him
off to safety.
Act III
Medoro, separated from Angelica in
the confusion, returns to Dorinda’s
hut and shamefacedly tells her that
he would give her his heart if he
could, but that it is no longer his to
give (Vorrei poterti amar). Dorinda
comments on the madness of love
and the folly which it creates
(Amore è qual vento).

Zoroastro proclaims that the hour
has come for Orlando’s sanity to be
returned to him; a bird descends
from the moon with a phial, and
Zoroastro sprinkles the contents
over Orlando. The knight awakes,
and Dorinda regales him with the
horrific deeds he commited while
insane – killing Angelica and
Medoro. Overcome with remorse,
Orlando resolves to kill himself
(Per far, mia diletta).
Angelica and Medoro appear, to
Orlando’s joy, having been saved by
Zoroastro. Angelica forgives Orlando
for his actions, and Zoroastro begs
him on behalf of the lovers for his
blessing of their relationship.
Orlando willingly concedes, and
declares himself forever the servant
of valour and war. Dorinda invites
everyone back to her cottage to
celebrate. All join in praise of the
equal merits of love and valour
(Trionfa oggi il mio cor).

Zoroastro appears and reaffirms
the moral that reason is easily
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Rebecca Ryan and Christopher Ainslie as Angelica and Medoro

Christopher, Rebecca and Joana with Gary Cooper

Joana Seara

William Towers and Nicholas Warden with Alessandro Talevi Act I, Scene 2

Alesandro Talevi

Rebecca and Joana

Michael Fowkes
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Birth of Charlemagne

1474

Birth of Ludovico Ariosto in Reggio Emilia

768

Charlemagne becomes King of the Franks

1487

774

After invading Italian peninsula,
Charlemagne is crowned King of
Lombardy

Working for the Este family, one of the
foremost patrons of art in Renaissance Italy,
Matteo Maria Boiardo writes Orlando
Inamorato

742/7

778

800

Following invasion of Iberian peninsula,
and capture of Barcelona and Pamplona
from the Muslim Caliphate,
Charlemagne’s army is called back north
to quell rebellion of newly conquered
Saxons. The rearguard, led by Roland,
are ambushed by Basque forces at
Roncevaux in the Pyrenées and
massacred.
Charlemagne crowned imperator
Romanorum by Pope Leo III
Death of Charlemagne

830

Einhard’s Life of Charlemagne records
that, among the slain at Roncevaux, was
‘Hruodland, Prefect of the Marches of
Brittany’.

THE MYTH

814

1066

1095–1099

1140–1170
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Louis XII of France invades Italy, capturing
Lombardy

1500

Ariosto enters the service of the Este family

1506

Emulating Boiardo, Ariosto beings work on his
own version of Orlando

1512

Este Ferrara assists French in defeat of Holy
League of Pope Julius II, Emperor
Maximillian and Venice, at Ravenna

1516

Ariosto’s Orlando Furioso published

1525

The Holy Roman Emperor, Charles V, defeats
Francis I of France at Pavia

1527

Sack of Rome by Imperial armies. Angered
by failure to pay them, they take revenge
against the Papal Catholic enemy,
slaughtering thousands and looting treasures
of the Eternal City.

Amidst the forces of William of
Normandy in October 1066, ‘a song of
Roland was begun, so that the man’s
warlike example would arouse the
fighters. Calling on God for aid, they
joined battle.’

23 Feb 1685
1711

Birth of Georg Friedrich Händel in Halle

Geoffrey of Monmouth writes History
of the Kings of Britain, beginning
popularisation of the Arthurian legend
Oldest surviving written version of
Chanson de Roland composed (now in
the Bodleian Library, Oxford). Roland has
become Charlemagne’s nephew, and the
Basques Saracens.

28 May 1922

Handel composes Rinaldo, based on
Tasso’s Gerusalemme Liberata

20 Nov 1732

Handel completes Orlando, composed in
less than three weeks. His libretto is
adaptated from Carlo Sigismondo
Capete's original, written in Rome
in 1711.

27 Jan 1733

First performance (of ten), at the King's
Theatre, Haymarket. The run is
interrupted after the sixth performance
by Lent.

5 May 1733

Last performance of Orlando of which
the connoisseur Sir John Clerk of
Penicuik writes ‘I never in all my life
heard a better piece of musick nor better
perform'd’.

1928

First performance of Orlando since
1733 at Handel’s birthplace, Halle
Virginia Woolf’s novel Orlando
published, taking its name and
inspiration for its chivalric, epic
themes of love and destiny from
Ariosto

Nevertheless he reveals that attendance
was sparse "so that I believe they get not
enough to pay the Instruments of the
Orchestra." The opera is not revived.
14 April 1759

Death of Handel in London

1810

Sir Walter Scott writes The Lady of the
Lake, stimulating Romantic interest in
mediaeval chivalric literature

First Crusade launched by Pope Urban II
in France to liberate Jerusalem from
Muslim occupation and inspire piety
among French nobility
In 1099 Jerusalem is taken – crusaders
embark on a bloody slaughter of its
inhabitants. The spirit of ‘crusading’
inspires French literary development,
including chansons de gestes, like the
Chanson de Roland, and similar genres
across Europe, celebrating classical epics
of Rome and Troy, and Celtic legends of
Arthur and Tristan and Iseult.

c.1134

1499

THE OPERA

THE MAN

Orlando: Man, Myth and Opera

6 May 1959

First modern British performance of
Orlando at the Unicorn Theatre,
Abingdon, followed by a
performance in Florence in the
same year. Such occasions sow the
seeds of the 1980s Handel revival,
which sees the work performed all
over the world.

…from ‘Handel at the Unicorn: by Alan Kiching’, referring to the run of
Orlando, 6th to 9th May, 1959 at the Unicorn Theatre in Abingdon:

1532

“…we were able to lower clouds, eagles, cupids and even a
chariot from above, though we had to stop short of people. In
the middle of the stage we built a magic mountain which could
open to reveal visions.” However, they “mistakenly reduced the
orchestra to a string quartet and spinet with occasional wind,
which never, alas, sounded anything like right”. They “even
applied to the Arts Council who, after cautious enquiries, offered
a guarantee of £40”. The accounts were thus:

3rd edition of Orlando published
Ariosto presented to Charles V at Mantua

1533

Death of Ariosto in Ferrara

1580

Torquato Tasso composes Gerusalemme
Liberata, based on events at the end of the
first Crusade

1590

Drawing inspiration from Ariosto, Edmund
Spenser publishes the Fairie Queene

1591

First English version of Orlando by Sir
John Harington

1819

1831

Scott writes Ivanhoe, set in crusader
England, forming the modern image of
Robin Hood as a noble outlaw
New English edition of Orlando by
William Stuart Rose published. Rose is
encouraged by Scott, who had learned
Italian in order to read Ariosto, and who
compared him favourably to Homer.

Income
Tickets (top price 7/6)
Arts Council guarantee
Deficit

£
120
40
10
170

Expenditure
Fees
Production
Printing, etc

£
70
75
25
170
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the Opera of the Nobility project were surely in large

Sir John Hawkins, in his A General History of the

part political. Some, no doubt, felt that Handel's

Science and Practice of Music (1776), opines that

power over London's opera scene undermined the status

in Handel's post-1728 operas ‘it is a matter of some

of the aristocracy, which was used to pulling the

difficulty’ to find a good aria. We can hardly comprehend

For one reason or another, the world of opera has

cultural strings all over the civilised world. (It was to be

such a remark today. Handel's music in the 1730s

always been a world of debate, of politicking, of

another half-century before Mozart ‘invented’, as it

does indeed undergo a change. But far from being a

From the ‘Daily Journal’,

fashions, of intrigue. That was as true in the early

were, the concept of the freelance composer).

lessening of his powers it is rather a deepening. Orlando,

27 January 1733

The life and times of
Handel's Orlando

eighteenth century as it is true in the early twenty-first
century, when the comparative fortunes of English
National Opera and the Royal Opera provide endless
opportunity for journalistic observation, speculation
and (let's be honest) pure inventiveness. In the London
of 1732 there was certainly a spirit of controversy in
the operatic air. It was centred on one man, George
Frideric Handel, who'd held sway as the master of
London's operatic scene since the first performance
of Rinaldo back in 1711.

Thus Handel's fall from grace was widely predicted.
Notoriously impatient with singers, he had to face in
1733 the migration of most of his company to the
Opera of the Nobility, though he fought back by
assembling another, equally good, team of Italians.
And in 1734 his lease on the King's Theatre expired.
Gallingly, the Opera of the Nobility moved in in his
place. But by then another venue had become available
– the new theatre at Covent Garden, established by
none other than John Rich, who had produced John

Handel was clearly up to something. Early in 1732

Gay’s Beggar’s Opera, which satirised the fashion for

there had been three staged performances of his

Italian opera, in 1728 at the New Theatre, Lincoln’s

English masque Esther, written fourteen years before,

Inn. Handel seized the chance to transfer his operatic

in the large meeting room at the Crown and Anchor

operations there. He was not to be beaten.

Tavern in The Strand. But on 2 May the work was given
in a greatly expanded form at the King's Theatre,
Haymarket, where Handel's Royal Academy of Music
company was the leaseholder. The advertisement in
The Daily Journal reported that "There will be no Action
on the Stage, but the House will be fitted up in a
decent Manner, for the Audience. The Musick to be
disposed afer the Manner of the Coronation Service."
Thus Handel gave birth to English oratorio.

And indeed, commercial considerations aside, neither

At the King’s Theatre…
this present Saturday…will be perform’d, a new Opera, call’d,
ORLANDO. Wherein the Cloaths and Scenes are all entirely
New…

in fact, is the first of a stream of works which include
his other two operas drawn from Ariosto, Ariodante and
Alcina, as well as Arianna, Tamerlano and Rodelinda
that can all now be comfortably and confidently
labelled as masterpieces. As is so often the case with
Handel, Orlando's appeal to us rests on the fact that
it is an opera about the human psyche. Its characters

“The same Day [as Orlando, the 26th] a Statue of Mr. Handel, in
Marble, was carried over the Water, to be put up in Vaux-Hall
Gardens.”
From the ‘London Daily Post’,
27 April 1738

are complex, self-exploring individuals, stranded in a

Below : Italian Opera House, designed by

strange world of fantasy. It is only appropriate that,

Sir J. Vanbrugh. Engraving, 18th century.

daringly, Orlando's final aria is through-composed. For

This theatre came to be known as The King's

such a moment, whatever the dictates of the age, the

Theatre, Haymarket. Photo: V&A images

old, staid formula would just not do for a composer as
free-thinking as Handel.

© Stephen Pettitt 2006

the attraction of writing oratorio, nor the threat of opera
in the vernacular, nor the prospect of the Opera of the
Nobility had quelled Handel's appetite for composing
opera in Italian – quite the contrary, in fact. In the
decade after 1732 he was to write another dozen such
pieces, culminating with Deidamia in 1741. He wrote
Orlando, to a libretto adapted (maybe by himself) from
Carlo Sigismondo Capece's 1711 libretto after Ariosto's

Often it's assumed that this was the action of a man

drama, at characteristically breakneck speed during the

who knew that he was under threat and needed to take

first three weeks of November 1732, finishing the

new directions. After all, now his company found itself

score on the 20th.

with rivals, just across the road. The Arnes – father
and son, both called Thomas – and John Lampe were
staging English opera at the Little Haymarket Theatre.
Conscious of the fact that Handel was haemorraging
a large part of his audience to the place on the other
side of the street, Handel's friend, the playwright and
sometime theatre manager (and co-librettist for Rinaldo)
Aaron Hill, prevailed upon him in a letter of 5 December
1732 to try his own hand at writing English opera,
‘to deliver us from our Italian bondage’. Handel did
not reply.

Besides being what one might consider the first of
Handel's late operatic masterpieces, Orlando is one of
a sequence of ‘magic’ operas whose predecessors
include Rinaldo and Teseo. While it is true that its arias
are still predominantly in the da capo, A-B-A format of
opera seria – though Orlando himself has only three
arias so structured – the work also shows a new sense
of continuity, with short aria forms, a number of
accompanied recitatives, and a flexible use of ensembles.
In Handel's hands what is often seen as the rather rigid
mould of Metastasian opera was being radically re-
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Before long, the Little Haymarket Theatre's activities

shaped. The ‘Mad Scene’ at the end of Act Two is a

would not be Handel's only competition. In 1732

good example. It follows a seventeenth century tradition

the idea of setting up a rival Italian opera company

by being constructed as a series of apparently unrelated

to Handel's was already being mooted. This new

episodes. But there is something else. Besides

company, to be known as the Opera of the Nobility,

including a few notorious bars in quintuple time, as

was financed by a young aristrocracy at whose head

Orlando imagines himself descending into Hades, there's

was the notoriously profligate Frederick, Prince of

also a recurrent Gavotte-like passage that symbolises

Wales. The composer Nicola Porpora was what we

Orlando's struggle to retain his mind – a neat musically

might call its artistic director. The reasons for creating

unifying device that serves a psycho-dramatic purpose.
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deus ex machina
Sketches of wings for flying machines, circa 1500, Leonardo Da Vinci Photo: Mary Evans Picture Library

Counter-tenors – the new
castrati?
From Handel’s lifetime to today’s
performance

and re-engaged Senesino, who returned to London in
October 1730. Orlando followed two years later, with
Senesino in the title role. Senesino always felt himself
best profiled as hero or tyrant; he disliked roles where
he was a supplicant or lover. He felt Orlando did not
play to his strengths: the role has just three da capo
arias and there is no conventional duet with the prima

Seven years into his London residency, in 1719, Handel
was sent by his patron, King George I, to recruit singers
for a Royal Academy of Music. Its purpose was to
perform Italian opera at the King’s Theatre in London’s
Haymarket. Opera seria (serious opera) was at the
height of its popularity and the King wanted to have
his own company performing in this style. It meant that

donna (leading lady). He also found the mad scene at
the end of Act 3 undignified for a singer of his standing.
Handel had pushed him into extreme dramatic territory
in an attempt to override the conventions of opera
seria. After the initial run of 10 performances Senesino
defected to the rival Opera of the Nobility. Of the 20
Handel roles he sang, he had created 17.

strict dramatic structures were to be respected: each

Since the 1920s Handel revival opera companies have

aria would adopt the da capo form and express only a

been forced to confront the loss of the castrato and

single emotion. The primi uomi (leading men) employed

adapt to new realities. Handel himself did not

for these arias were castrati. Handel was determined to

transpose down alto castrato parts for performance by

bring to London the best Italian singers he could find.

other voices. He would instead use a mezzo-soprano,

After having heard one Francesco Bernardi at the court

considering the castrato and the equivalent female

theatre in Dresden, he engaged him for the Royal

voice as interchangeable. Pitch mattered to Handel

Academy. Bernardi became known to audiences as

more than gender-specific role-allocation: he composed

Senesino, a stage name referring to his origins in the

for an alto first and a castrato second. This is evident

Siena region.

in his decision to write 26 male roles for female

Shadow puppets by Michael Fowkes & Chiara Ambrosio

Senesino (1686-1758), an alto castrato described as
‘powerful, clear and of unrivalled elocution’ matched

singers: the role of Medoro in Orlando, written for the
mezzo-soprano Signora Bertolli, is a good example.

by a ‘countenance well adapted to the stage’, began

Handel might not have followed the current practice of

his work for the Royal Academy in September 1720,

using counter-tenors for castrato roles. He used counter-

making his debut on 19 November. His arrival in

tenors primarily in his oratorios, never considering them

London marked a renewed liking by audiences of the

as castrato replacements. But advances in training have

Italian opera virtuoso, but his collaboration with Handel

since removed counter-tenors from the confines of the

would prove to be a stormy one. During the early years

church, allowing them to be introduced to the operatic

of the Royal Academy, Handel’s works included Giulio

stage. Tonight’s performance by Independent Opera,

Cesare (1724), Tamerlano (1724), and Rodelinda

with Orlando and Medoro sung by counter-tenors,

(1725). During a performance of Giulio Cesare with

stands as a testament to the ever-expanding potential

Senesino in the title role, a piece of scenery fell and

this voice-type offers as a substitute for the castrato.

startled him to such an extent that he broke down in
tears. The audience’s reaction was unexpectedly positive:

© Eric Crockett 2006

they wanted more, such was their thirst for drama.

Francesco Bernardi,

This frenzy was soon to become part and parcel of

detto il Senesino,

Senesino’s appearances.

Joseph Goupy after
Elisha Kirkall

Handel preferred lower castrato voices, regarding them

Mezzotint, 1727

as more noble, and his compositional style was much

Handel House

influenced by Senesino’s abilities: there are common

Collections Trust

figurations of complex rhythms and wide leaps, and a
wide range of roles from hero to lover. But by 1728
tensions between Handel and Senesino were such that
Handel no longer wished to have him in his company.
Without Senesino, the nobility and gentry withdrew
their financial support. Senesino left London to sing in
Paris, Venice, and Turin.
And it was in Italy that he and Handel met once more.
Handel set up a new Academy at the King’s Theatre
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Artist Biographies

Cast

Alessandro Talevi
Direction and Set Design

Gary Cooper
Conductor

Christopher Ainslie
Medoro

Rebecca Ryan
Angelica

Joana Seara
Dorinda

William Towers
Orlando

Alessandro was born in Johannesburg

Gary studied at Chetham's School of

Christopher began singing as a chorister

Rebecca came to international prominence

Joana was born in Lisbon and finished

William read English at Cambridge

and read Music and History of Art at

Music and New College, Oxford. He is

in Cape Town, his home city. Since

when she gave the UK première of the

her degree in Media Studies before

University and studied at the Royal

the University of the Witwatersrand,

established as one of the foremost

moving to London in 2005 he has had

newly rediscovered Handel’s Gloria at

coming to London to study at the

Academy of Music. Current roles include

Johannesburg. After completing an MA

ambassadors of the harpsichord and

lessons with David Daniels and Ryland

London’s Royal Academy of Music

Guildhall School. She completed her

Apollo (Britten Death in Venice) for

he furthered his studies at the Royal

period piano. Gary has made countless

Davies and is now studying at the Royal

conducted by Nicholas McGegan, a

BMus and MMus degrees, and the Opera

Frankfurt Opera, Poro (Handel Poro) at

Academy of Music as a vocal accompanist.

recordings, for radio, TV and on disc,

College of Music with Mark Tucker.

performance repeated under the direction

Course, supported by the Gulbenkian

Göttingen, Ottone (Monteverdi

including an award-winning CD of Bach’s

Christopher’s opera roles include

of Laurence Cummings at the London

Foundation, the Wingate Foundation,

L’incoronazione di Poppea) for Opera

Well-Tempered Clavier Book I, which was

Alessandro Tolomeo (2006 London

Handel Festival.

E M Behrens Charitable Trust and the

Theatre Company and Ottone in McVicar’s

chosen as The Sunday Times Classical

Händel Festival), Arsamenes Xerxes

Record of the Year, 2000. He is an

(2006 Edinburgh Festival Fringe) and

established conductor, working most

The Spirit in Purcell’s Dido and Aeneas

recently with English Touring Opera,

(2002 Cape Town). On the concert

conducting Handel’s Alcina. This year he

platform, his performances have included

will also be performing Beethoven’s

a range of Handel, Bach, Schütz and

Emperor Piano Concerto at the Barbican

Monteverdi. He regularly gives recitals in

and conducting the new Belgian period

the UK and abroad, especially of early

Talevi was instrumental in the conception

instrument ensemble, B’Rock, in Germany

music, but also including works by

of Independent Opera at Sadler’s Wells,

and the Low Countries. His duo partnership

composers such as Schubert, Vaughan

and directed and designed Independent

with baroque violinist Rachel Podger has

Williams and Britten.

Opera’s first production, Rossini’s La

taken them worldwide and includes a

Scala di Seta, in 2005. Talevi will serve

universally acclaimed venture recording

as Artistic Director until 2008. Future

the complete Sonatas for Keyboard &

projects with Independent Opera at

Violin by Mozart, four volumes of which

Sadler’s Wells include L’elisir d’amore.

are already recorded.

Talevi has directed and designed several
operas in the UK and South Africa; these
include La Voix Humaine, Noye’s Fludde,
La Princesse Jaune (London), Un Giorno
di Regno (Pretoria) and Gräfin Mariza
(Johannesburg). He has also produced
opera tableaux for the Royal Academy
of Music Opera course. He is currently
a staff director at English National Opera.

In 2007 he will revive Paul Curran’s
Teatro La Fenice production of Ariadne
auf Naxos and direct further tableaux at
the Royal Academy of Music.

Born in New Zealand, Rebecca graduated
with a Music Degree and won the New
Zealand Performing Arts National Award
for Singing before moving to London to
study at the RAM. Rebecca’s operatic
roles have included Blonde Die
Entführung aus dem Serail (Opera
Project) and Nannetta Falstaff (Iford
Arts). Concert engagements have
included Bach’s B minor Mass at Snape
Maltings and the Tilford Bach Festival,

Worshipful Company of Barbers. Opera

production of Handel’s Agrippina for

roles include Nannetta Falstaff (GSMD),

Frankfurt Opera. Previous roles include

the title role in Violet by Roger Scruton,

Medoro (Handel Orlando) and Farnace

Ninetta La finta semplice (GSMD),

(Mozart Mitridate) for the ROH, Oberon

Despina Così fan tutte (BYO 2005),

(Britten A Midsummer Night’s Dream)

Zerlina Don Giovanni (Opera! Festival,

with Gardiner for Teatro La Fenice

Netherlands) and Tartagliona The Little

Venice, and with Hickox for the ROH2

Green Swallow (British première, GSMD).

and at Aldeburgh, Lotario (Handel

She was a chorus member in the 2006

Lotario) for the London Handel Festival,

Glyndebourne Festival.

Eustazio (Handel Rinaldo) for Grange

Joana has appeared as a soloist in

Park and Lance (Paul Frehner Sirius on
Earth) for the Almeida.

Before moving to the UK, Christopher

Bach’s Christmas Oratorio, Bach’s

Mahler’s Symphony no 2, Vaughan

qualified as a chartered accountant and

Magnificat and The Creation (RTÉ

Williams’s Sea Symphony and Handel’s

William has appeared at the Barbican,

was also active as a violist, playing and

Concert Orchestra), Messiah (Irish

Messiah, and in song recitals in England

Royal Albert Hall, Amsterdam

touring with the South African National

Baroque Orchestra), Messiah and Mozart’s

and Portugal. She is a frequent soloist

Concertgebouw, Berlin Konzerthaus,

Youth Orchestra. Christopher has received

Requiem at St Martin-in-the-Fields,

with the Lisbon-based Baroque Ensemble

Großes Festspielhaus Salzburg,

During the forthcoming season, Gary will

numerous awards to continue his vocal

Mozart’s Exsultate Jubilate at the Queen

of Chiado and the Divino Sospiro Baroque

Konzerthaus Vienna, National Auditorium

be recording Mozart's Keyboard Variations

studies in Britain, including the Philip

Elizabeth Hall, Mozart’s Mass in C Minor

Orchestra. Joana has performed at the

Madrid, Flanders Early Music Festival

on a 1785 Viennese piano and

Carne Award, Mason Scholarship, Mason

and A Child of Our Time at the Royal

Festival de Musique Baroque d’Ambronay

and La Chaise Dieu, and with the CBSO,

performing Mozart's complete Piano

Award and a grant from the Ernest

Festival Hall and Poulenc’s Stabat Mater

and the Mafra International Festival of

BBC National Orchestra of Wales,

Sonatas in concert and will soon be

Oppenheimer Memorial Trust.

and Schmitt’s La Tragédie de Salomé

Music. Future dates include a recital in

Bournemouth Symphony Orchestra,

(RTÉ National Symphony Orchestra).

the Oxford Lieder Festival and the role of

Scottish Chamber Orchestra, The King’s

Orquídea in the world première in Oporto

Consort, Gabrieli Consort and ECO.

of O Rapaz de Bronze by the Portuguese

William was a soloist in Gardiner’s Bach

commencing a project to perform and
record all of Beethoven’s Piano Sonatas.
He will conduct the ensemble Arion in
Montreal, the Akademie Für Alte Musik
Berlin, the Irish Baroque Orchestra in
Dublin, an opera at next year’s Potsdamer
Festspiele in Berlin and Mozart’s Die
Entführung aus dem Seraglio for English
Touring Opera.

Forthcoming engagements include
Handel’s Messiah in Cardiff and Cape

Current engagements include Mme

Town, the title role in Handel’s Poro

Silberklang Der Schauspieldirektor

(2007 Handel Festivel) and Bach’s

(Auckland Philharmonia Orchestra),

St Matthew Passion in Houston, Texas.

Bach’s Magnificat and Messiah (Royal
Philharmonic Orchestra) and Mahler’s
Symphony No. 8 (RTÉ National
Symphony Orchestra). Her recordings
include Handel Silete venti for Naxos and
The Mozart Sessions for RTÉ TV.

composer Nuno Côrte-Real.

Cantata Pilgrimage. Future roles include
Death in Venice at Bregenz, Oberon at
the Linbury, Orlando (Handel Orlando) in
Göttingen, and Endimione (Cavalli La
Calisto) in Frankfurt. Concerts include
Death in Venice with Hickox, Handel’s
Belshazzar with Nicholas McGegan and
Bach’s B minor mass with the
Netherlands Bach Choir.
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Creative Team

Orchestra

Production

Acknowledgements

Harpsichord

Production Manager

Independent Opera at Sadler’s Wells

Gary Cooper

Andrew Quick

is especially grateful for the

Violins

Stage Manager

Madeleine Easton (leader)

Wendy Griffin-Reid

Katarina Bengtson
George Crawford
Linda Hannah-Andersson
Camilla Scarlet
Viola

Nicholas Warden
Zoroastro

Natalie Murray
Vocal Consultant

Cordelia Chisholm
Costume Design

Louise Hogan

Nicholas graduated from Durham

Natalie studied at the Guildhall School

Cordelia read English at Cambridge

Tim Smedley

University in 1997 and continued his

and the NOS. She has worked at WNO

University before training on the Motley

studies at the Royal Academy of Music.

and Glyndebourne, and is vocal coach

Theatre Design Course. Costume designs

Recent operatic roles include Caronte

at the RCM, Jette Parker Young Artist

include: La Scala di Seta (IO), The

(cover) (Orfeo, Monteverdi), conducted

Programme (ROH) and the NOS. Natalie

Wedding (Southwark Playhouse). Designs

Oboes

by Emmanuelle Haim, in an ongoing

conducts and has assisted Rinaldo

(set and costume) include: Herodiade

Kate Latham

European tour, and L’ami in the World

Alessandrini on Monteverdi's Il ritorno

and Nabucco (Dorset Opera), Peter

Premiere in La Chaux de Fonds,

d'Ulisse in Patria (WNO).

Grimes (Surrey Opera), Tales of Hoffmann

Switzerland, of Francois Cattin’s Et si
Bacon…, based on the life of Sir Francis
Bacon. Other roles have included the

Rachel Nicholson
Lighting Design

Priest and Hercules (cover), Hercules

Lizzie Elliott

Fahrenheit (Southwark Playhouse),

Herring (Antwerp, Brugge and Ghent

Bruford College where she is now a tutor.

Opera; Bass in Van Hekke’s Icarus

Previous credits include La Scala di Seta

(Walpurgis, Antwerp, Tongeren,

(Independent Opera), The House (BAC),

Amsterdam), Mr.Noye Noyes Fludde

The Sisterhood (ICA), Hot, Warm and

and Polyphemus Acis and Gallatea.

Deep (Sue Glasser Dance) and Irven

Vena, trained in classical and

Lewis (British Dance Edition).

contemporary South Asian dance, is

recognised prizes and scholarships have
included, in 2003, a Finalist in the

Dick formed Mesmer to provide

Veronnica Dunne European Union Opera

projection design and image production

Prize in Dublin, 3rd Prize in the National

services for theatre, performance, events

Mozart Competition in 2002 and a

and visual arts. He has collaborated with

four-year scholarship from the National

directors, photographers, choreographers,

Federation of Music Societies. Nick’s

artists, performers and designers.

most unusual and memorable engagement
has been to sing solo over the intercom,
from the bridge of the QEII cruise ship,

Matthew Wadsworth
Horns

Vena Ramphal
Choreographer

Nicholas Benz
Gavin Edwards

puppet theatre which has brought

Assistant Stage Managers

pleasure to thousands of children

Stuart Relph

and adults with its highly imaginative

Harry Forster

and groundbreaking productions.

Set Builders

We wish to thank the Handel

Weird Scenery

House Museum, London

Costume Supervisor

(www.handelhouse.org) for their

Sharon Marlow

generous advice, and permission for
use of images in this programme.

Costume Maker
Madeline Fry

We gratefully acknowledge the
constant and tremendous support

Wigs and Make-up

received throughout the year from

Alex Gillott

so many at Sadler’s Wells.

Moving Prop Construction

Thanks are due to the Unicorn

Michael Fowkes

Theatre, Abingdon, the Foundling

Animation

Museum and the Göttinger Händel-

Chiara Ambrosio

Gesellschaft for archive material

Michael Fowkes

used in the programme.

Workshop Assistant

We are also appreciative of all

Astrid Kaneberg

those who have helped with this
performance, in particular Linda

Administrative Assistant
Emma Smith

Melaniphy-White, David King and
Andrew Holden.

Dancers

Edition by Clifford Bartlett, used by

include the Ethical Fashion Forum,

Vena Ramphal

Photography

‘Desi DNA’ (BBC2), the dance film Fold

Amina Khayyam

Cover: Dominic Sweeny

film maker and performer. Commissions

(C4) and ‘Londoner’ (Trafalgar Sq).

Michael Fowkes
Puppetry/Shadow Animation

arrangement with King’s Music

Cast: Chris Ridley
Programme Design
Silk Pearce

Michael trained at Wimbledon School
includes commissions for The Little

The next production by Independent

Angel Theatre, The Unicorn Theatre,

Opera at Sadler’s Wells, Gaetano

Theatre-rites, Tam-tam theatre and New

Donizetti’s L’elisir d’amore, will take

Finn trained at Central School of Speech

Perspectives. Television work includes

and Drama and has worked with Mesmer

place at the Lilian Baylis Theatre on

characters for BBC2, UK-TV gold and

on Julius Caesar (Deborah Warner),

15, 17 and 19 May 2007.

'The Mighty Boosh'.

Richard II (Trevor Nunn at the Old Vic),

rpsichord

Measure for Measure (Complicite)

Chiara Ambrosio
Puppetry/Shadow Animation

and Gotterdamerung (ROH). Finn
designed Lacuna Theatre’s ‘Silverland’,
‘An Audience with William Barlow

Chiara is co-founder of A Curious

(Deceased)’ and co-designed ‘Sugar

Room productions, dedicated to the

Mummies’ at the Royal Court.

development and support of experimental
filmmaking and animation.
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Theorbo

Angel Theatre, an enchanting

of Art, specialising in puppetry. Work

Finn Ross
Video Design

to mark the occasion of the first ship
returning to New York after 9/11.

Hamelyn Heights (Young Vic).

an independent choreographer, dance

Dick Straker
Video Design

Sarah Humphrys

Dubya (New Players Theatre), 100º

Rachel studied Lighting Design at Rose

in the UK and abroad. Internationally

Sarah Halpin

(Guilford Opera), The Madness of George

(Buxton Festival) Supt. Budd Albert

taken him to many prestigious venues

Double Bass

Bassoon

A Winter’s Tale (Creation Theatre) and

Nick’s concert and oratorio work has

Cello

guidance offered by The Little
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