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I am pleased to welcome Independent Opera (IO)

Independent Opera was founded in 2005 as a platform for

back to Sadler’s Wells for their performances of

new talent at all levels in the production of opera. This mission

Simplicius Simplicissimus.

has encompassed opera productions, scholarships at the UK’s

For over 10 years now, Independent Opera has been
presenting high-quality, innovative productions of popular

leading opera schools, and fellowships to help promising
young artists in the period after their formal education. We

Simplicius
Simplicissimus

will also be launching an annual concert for our current

Composed by Karl Amadeus Hartmann (1905–1963)

scholars at Wigmore Hall in October 2017.

After the novel by Hans Jakob Christoffel von Grimmelshausen

to supporting emerging singers and directors by

Since our beginning, we have produced a variety of operas:

New English translation by David Pountney

providing them with a platform to showcase their work.

from comic to tragic, 18th century to 21st century, established

and less well-known operas for audiences to enjoy. At the
same time, the company has maintained its commitment

In presenting the UK première of this important work by
Karl Amadeus Hartmann, a mid-century German
composer still relatively unknown in this country, IO
continues to honour this tradition. I congratulate Polly
Graham and her team on this new production and IO on
their support of operatic talent.

repertoire to new works. During this journey, we have
discovered that the pairing of 20th- and 21st-century opera
with the vision of a young director is a particularly vibrant
combination. The modern sensibility and future-focus of young
directors bring an immediacy and relevance to modern and
contemporary opera. Staging the UK première of Simplicius
Simplicissimus has been an ambitious project that Polly

Alistair Spalding CBE

Graham, IO’s 2016 Director Fellow and Nate Gibson, our

Artistic Director and Chief Executive, Sadler’s Wells

Designer Fellow, have enthusiastically and determinedly
embraced. We hope you enjoy this evening’s performance.

Independent Opera’s exhaustive process to test and
nurture young talent for the 2016 Director Fellowship

Bill and Judy Bollinger Co-Founders, Independent Opera

unearthed several candidates who will surely go on to

Hans Werner Henze wrote that for Hartmann, composition

develop major careers in opera.

during the years of National Socialism was ‘a subversive act, like

Among the ten finalists, Polly Graham’s bold and
imaginative approach stood out and captured the hearts
and minds of the panel.

writing forbidden leaflets’. Simplicius Simplicissimus is brimming
with subversion. The innocent young protagonist reveals the
between the truth-telling child swept up in a war-torn,
picaresque adventure, and Hartmann’s own experience of living

Bill and Judy Bollinger’s generous investment. As is this

through the war in Munich. Simplicius Simplicissimus examines

evening’s audience.

the effects of being surrounded by war and the impact this has

Director, Opera Europa

Director . . . . . . . . . . . . . . . . . . . . . Polly Graham
Designer . . . . . . . . . . . . . . . . . . . . Nate Gibson
Lighting Designer . . . . . . . . . . . . Ceri James
Projection Designer . . . . . . . . . . Will Duke
Choreographer . . . . . . . . . . . . . . Michael Spenceley
Assistant Conductor . . . . . . . . . . Harry Sever
Assistant Director . . . . . . . . . . . . Matthew Holmquist
Music Staff . . . . . . . . . . . . . . . . . . . Charlotte Forrest
Orchestra . . . . . . . . . . . . . . . . . . . . Britten Sinfonia

dirty truth of war. There are clearly autobiographical parallels

Polly and her creative team are the latest to benefit from

Nicholas Payne

Conductor . . . . . . . . . . . . . . . . . . . Timothy Redmond

on an individual’s consciousness. Hartmann’s ultimate
condemnation of war is that no one, not even Simplicius,
‘the simplest of all creatures’ can escape it. Bringing this
allegory to life has been challenging and rewarding. I am

CAST
Simplicius . . . . . . . . . . . . . . . . . . . . Stephanie Corley
Farmer . . . . . . . . . . . . . . . . . . . . . . . Emyr Wyn Jones
Soldier . . . . . . . . . . . . . . . . . . . . . . . William Dazeley
Hermit . . . . . . . . . . . . . . . . . . . . . . . Adrian Thompson

Independent Opera plays a key role in enabling

grateful to Independent Opera for this unique opportunity to

emerging artists to make the difficult transition from

stage the UK première.

Sergeant . . . . . . . . . . . . . . . . . . . . . Tristan Hambleton

organisation my full support, by both spreading the word

Polly Graham Independent Opera Director Fellow 2016

Governor. . . . . . . . . . . . . . . . . . . . . Mark Le Brocq

about IO and actively helping its singers with vocal

Thank you for joining us for Karl Amadeus Hartmann’s

Captain . . . . . . . . . . . . . . . . . . . . . . Matthew Durkan

student to professional, which is why I give the

coaching and advising them on how best they might
achieve their ambitions.
Dame Anne Evans

Simplicius Simplicissimus. We are thrilled to host Polly Graham
and support her in the staging of this opera. We also welcome
designer Nate Gibson and the Britten Sinfonia.
Natalie Murray Beale Artistic Advisor, Independent Opera
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The Thirty Years’ War

Synopsis
PART I
The Thirty Years’ War is raging through Germany. In a remote part
of the country, a farmer orders a peasant boy to guard his sheep
and keep the wolves away by playing his pipes. The boy dozes
under a tree. He sees life reconfigured in the structure of branches
of this tree, this Ständebaum: peasants at the bottom of the tree
and imperious lords at the top weighing the branches down.
The boy is woken by a mercenary soldier who asks the way to the
nearest village. Though the boy refuses to tell him, the Soldier and
his fellow mercenaries find the village nonetheless, and plunder
and destroy it. The boy flees for his life.

PART II
The boy finds himself in a remote forest inhabited by an old hermit,
who gives him refuge and names him Simplicius. The Hermit teaches
him how to pray and how to live in the natural order of the forest.
Two years pass and the Hermit is now close to death. He asks
Simplicius to help him dig his grave. On his death-bed, the Hermit
commands Simplicius to stay true to himself.

Above: The Hanging, an etching from
The Miseries and Misfortunes of War,
by Jacques Callot, 1633

T

he thirty Years’ War (1618-1648), saw every German
state, and troops from all the major European powers,
fighting in Germany. It was devastating for the civilian
population and for the economy. As armies criss-crossed
the country they spread terror and plague.
The artist Jacques Callot recorded the brutal impact on
villagers in Lorraine (then part of the Holy Roman Empire)
of the arrival of a pillaging army. Similar horrors were
experienced all across Germany, and were never forgotten.
It is generally conceded that the economic consequences
of the war were still discernible well into the nineteenth
century.
In early May 1945, Hitler’s successor, Admiral Dönitz,
ordered the German armed forces to stop fighting.
Albert Speer, Hitler’s architect and Armaments Minister,
rationalized the capitulation by explaining:
The destruction that has been inflicted on Germany can only be
compared to that of the Thirty Years’ War. The decimation of our
people through hunger and deprivation must not be allowed to
reach the scale of that epoch.
Excerpted from Germany: Memories of a Nation, by Neil MacGregor, with permission from Penguin
UK ISBN-13: 978-0141979786 (paperback); Allen Lane ISBN-13: 978-0241008331 (hardback)

‘How much do we really know about the
vaults and caverns which lie somewhere
under the structure of a great nation –
about the psychic catacombs in which
all our concealed desires, our fearful
dreams and evil spirits, our vices and
our forgotten and unexpiated sins, have
been buried for generations? In healthy
times, these emerge as spectres in our
dreams. To the artist they appear as
Satanic apparitions...
‘But suppose, now, that all of these
things generally kept buried in our
subconscious were to drive for
emergence in the blood-cleansing
function of a boil? Suppose that this
underworld now and again liberated by
Satan bursts forth, and the evil spirits
escape the Pandora’s box?’
Friedrich Reck-Malleczewen (1884–1945), from
Diary of a Man in Despair, 11 August 1936

The Hermit dies, and Simplicius weeps at his grave. The Soldier
and the Sergent, having just destroyed a nearby village and raped
a group of women there, kidnap him and whisk him off to the court
of the Governor.

PART III
The Soldier brings Simplicius to the court of the depraved Governor.
A girl is being made to dance and strip for the pleasure of the
Governor and his men. The Soldier explains that powerful men do
as they please with anyone of lower status, including women and the
poor. Simplicius embraces The Woman, and is lauded as a simple fool
by the Governor, who gives him carte blanche to say what he thinks.
The Governor enjoys listening to his ‘fool’, who speaks truths that
he is blind to, and which he finds amusing. Simplicius predicts the
Governor’s downfall: he describes the Ständebaum, warning the
Governor that he sits at the top of a tree whose roots are burdened
with the poor, depraved and damaged people, exploited by the
lords. A bitter legacy awaits the Governor and his kind. As Simplicius
speaks, the sound of rebellion is heard: peasants are besieging the
court. They charge in and lay waste to all but the ‘fool’, Simplicius.

POLLY GRAHAM
The performance begins at 7.45pm and ends at approximately 9.40pm.
There will be a 20-minute interval.
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The ‘inner emigrant’:
Hartmann in Nazi Germany

Clockwise from top:
A painting by Hartmann’s
brother, Adolf, 1937
The living room at the Hartmann
Society in Munich
Hartmann at the piano, 1950s

By staying in Nazi Germany but remaining politically detached,
was Karl Amadeus Hartmann taking a stand or protecting himself?
BY ERIK LEVI

I

n a review of musical life in Munich published in the new music journal Melos in
November 1932, the critic Ludwig Lade singled out Karl Amadeus Hartmann as the one
composer living in the city who was making waves. According to Lade, the ‘aggressively
gifted’ Hartmann had boldly taken on the culturally conservative Bavarian music
establishment by writing works in a radical modernist style that owed much to Stravinsky,
Hindemith, Milhaud and Krenek. Lade concluded that it was only a matter of time before he
would gain recognition as one of Germany’s most significant up-and-coming composers.
But time was not on Hartmann’s side. Barely three
months after this article appeared, Adolf Hitler had
swept to power, and the democratic Weimar Republic
was dissolved. Hitler and the Nazis unleashed a
proscriptive and xenophobic cultural programme
designed to consign all the leading proponents of
Weimar culture to the margins. German musical life
was turned upside down as many prominent figures
who had prospered in the 1920s were ostracised and
eventually forced out, often to be replaced by those
more openly compliant to the new directives.
Hartmann was profoundly affected by these purges.
Early in 1933, anti-Semitism forced his Jewish
publisher Benno Balan to leave Germany for good.
Since Balan’s catalogue was focused almost
exclusively on works by avant-garde composers, no
Aryan music publisher was eagerly waiting in the
wings to take over his business. This meant that
Hartmann’s previous compositions were now not
readily available. A further setback was the Bavarian
Radio’s cancellation of a proposed broadcast of his
Burleske Musik for piano, wind instruments and
percussion. The radio authorities, now under Nazi
control, were under strict instructions not to sponsor
any music that was believed to be stylistically tainted.
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Humiliated by this snub and becoming increasingly
outraged at the way the Nazis were muzzling any
opposition to their policies, Hartmann saw no
alternative but to take a stand against the regime.

Perhaps like many anti-Nazis
who decided not to emigrate,
Hartmann was playing a
double game, cautiously
resisting the regime abroad,
while appearing to be passively
compliant at home
Henceforth, he would deliberately isolate himself
from musical life in Germany, expressly forbidding
any public performance of his compositions within
the Third Reich. Many of his works from the 1930s
were only performed abroad, mainly at contemporary
music festivals. Hartmann steadfastly maintained
this position, with one sole exception in 1942 when he
accepted a commission to write incidental music to
Shakespeare’s Macbeth for Munich’s Residenztheater.
5

Reflecting on this course of action later in his life,
Hartmann acknowledged that in 1933, ‘I recognised
that it was necessary to make a statement, not out of
despair and anxiety in the face of that power, but as
an act of protest. I told myself that freedom triumphs
even at those times when we are annihilated – at least,
this is what I believed at that moment.’
Post-war commentators single out Hartmann as one
of the very few composers to remain in Nazi Germany
who entered into a kind of ‘inner emigration’. It’s a
term that has frequently and somewhat controversially
been applied to writers who did not leave but chose to
attack the regime from within. Yet Hartmann’s position
was somewhat different since his role appears on the
surface to have been more passive.
Inevitably, Hartmann’s relationship with the Third
Reich raises questions that cannot be easily resolved.
Perhaps the most puzzling is his refusal to follow
many other prominent anti-Nazi musicians and leave
Germany after 1933. He could have easily crossed the
border to a new life in Switzerland, where he would
surely have been able to continue working with his

‘I recognised that it was
necessary to make a statement,
not out of despair and anxiety
in the face of that power, but as
an act of protest. I told myself
that freedom triumphs even
at those times when we are
annihilated – at least, this is
what I believed at that moment’
close friend and mentor, the conductor Hermann
Scherchen, but he was not prepared to be uprooted
from his beloved Munich. Perhaps he feared that his
relative inexperience as a practical musician at that
time would have made it hard for him to earn a living
abroad. True, he was not sufficiently established by
1933 to be confident of securing a teaching post at a
foreign music conservatoire. More crucially, he was
married into a relatively prosperous Munich family,
and maybe feared that a decision to leave could have
jeopardised his personal and financial security.
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Even more surprising, however, is the seemingly lax
attitude of Nazi officialdom towards Hartmann. One
might have expected him to have been severely
censured for daring to promote works abroad whose
underlying message seemed so critical of the regime.
After all, one of the first compositions he completed
during this period was the symphonic poem Miserae,
written in protest against the establishment of a Nazi
concentration camp in Dachau. Its dedication to ‘my
friends who had to die a hundred times, who sleep for
all eternity; we do not forget you (Dachau 1933–4)’
publicly embarrassed the German ambassador. Yet
whether that information was readily available to
listeners experiencing Miserae for the first time at a
contemporary music festival in Prague in 1935 is not
entirely clear. Critics reviewing Miserae commented on
the unbridled anger and sense of struggle emanating
from the music, but did not point explicitly to the
political circumstances that inspired its composition.

It should also be noted that since German critics
generally refrained from attending the annual
festivals of the International Society for Contemporary
Music, an organisation that Germany had left in
1934, no reviews of Hartmann’s compositions
were published in the Nazi press. Under these
circumstances, his work was not subjected to a
campaign of vilification, and he remained essentially
a marginalised figure at home. Ironically, this placed
him in a far less precarious position than his
compatriot Paul Hindemith, another composer who
endured a fraught relationship with the Third Reich.
Some musicologists present Hindemith as another
musical representative of ‘inner emigration’, drawing
parallels in subject matter between the older
composer’s opera Mathis der Maler and Hartmann’s
confessional Simplicius Simplicissimus. This connection
seems particularly germane since both operas were
conceived and composed during the same period. It is
true that Hartmann and Hindemith drew upon past
eras in German history to reflect on the brutality and
senselessness of war, and the book-burning scene in
Mathis provides unambiguous parallels to events that
were happening in Germany during 1933.

It is more than likely that Hartmann was especially
careful not to divulge too much about his music except
to his closest friends for fear of reprisals against him
and his family. For their part, Nazi bureaucrats seemed
to have turned a blind eye to Hartmann’s activities,
ignoring such obvious gestures of defiance as his claim,
as printed in the programmes of international music
festivals, to be the representative of an ‘independent
Germany’. Perhaps like many anti-Nazis who decided
not to emigrate, Hartmann was playing a double
game, cautiously resisting the regime abroad, while
appearing to be passively compliant at home.
Certainly, his relationship with Nazi organisations
appears to have been ambiguous. Take, for example,
his dealings with the Reichsmusikkammer, which he
was obliged to join as a professional musician
working in Germany. No documentary evidence has
emerged to suggest that the relationship was
problematic. Admittedly, like many fellow musicians,
Hartmann resisted for as long as possible supplying
interfering bureaucrats with the requisite proof of his
Aryan identity. Only on one occasion did he receive a
mild rebuke from an official for having attended a
contemporary music festival that, according to Nazi
propagandists, was dominated by Jews and
Bolshevists. Yet at no time was Hartmann prevented
from travelling abroad to hear his music performed.
The only travel restrictions placed on him came during
the Second World War, when it proved impossible for
his work to be performed anywhere since so much of
Europe was under German occupation.

Yet as the central character in Hindemith’s opera,
Mathis is a far more passive observer, refusing in the
end to subjugate his art to political action.
Furthermore, the musical language of Mathis is hardly
modernist with strongly defined tonal centres that
relate to German folksong and chorale.
There are contrasts too between the two composers’
positions during the Third Reich. Whereas Hartmann
refused to compromise his musical and aesthetic
principles, Hindemith seemed to modify his earlier
radical style to suit the prevailing climate of cultural
conservatism in Germany in a desperate attempt to
reach some kind of accommodation with the Nazis. Yet
Hindemith was pilloried alongside Schoenberg Weill
and Stravinsky at the Degenerate Music Exhibition in
1938, and left with no option but to emigrate.

Above:
‘Ständebaum’, etching by Adolf
Hartmann for an unrealised staging
of Simplicius Simplicissimus
Adolf Hartmann’s sketch for Act I
of Simplicius Simplicissimus
Hartmann with his wife, Elisabeth,
and their son, Richard in 1936

Hartmann was spared such humiliation and, although
the isolation he suffered in the 1930s remained with
him, he was to be a key figure in rebuilding the
musical life of post-war Bavaria.
Erik Levi is Professor of Music at Royal Holloway, University
of London and author of the books Music in the Third Reich
(1996) and Mozart and the Nazis (2010).
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The music of Karl
Amadeus Hartmann
BY GUY RICKARDS

A

lthough Karl Amadeus Hartmann’s completed output is modest in size, his importance
as a symphonic and operatic composer in particular, his influence as an administrator
– he created the much-emulated Musica Viva concerts in Munich – and his unimpeachable
reputation as an opponent of Nazi tyranny render him almost unique among his peers and
time, making him inarguably one of the key figures of mid-20th-century German music.

Hartmann was born in Bavaria on August 2, 1905, the
youngest of four brothers in an artisanal family of
liberal, socialist leanings. The family were at the mercy
of economic currents, particularly after the First
World War; young Karl Amadeus was usually kitted
out in his brothers’ hand-me-downs. His father,
Friedrich Richard Hartmann, was a schoolteacher and
amateur painter. Karl seems to have gained his gift for
music from his mother, Gertrud. His encounter, aged
ten, with Weber’s opera Der Freischütz was a formative
experience, not least the music of the ‘Wolf’s Glen’
scene, which, he later recalled, ‘enchanted me and
stimulated me to my first efforts at composing.’
His father, however, did not approve of his musical
ambitions, even going to the extent of locking the lid
of the family piano. Karl was finally permitted to enrol
at the State Academy of Music in 1925, on the
condition that he learn an instrument to gain some
earning potential. Karl’s career as a trombone player at
the Bavarian State Opera was undistinguished: too
often he missed his cue because he was concentrating
on what the rest of the orchestra was doing.
Hartmann’s principal teacher at the Academy was
Joseph Haas, one of the ‘Munich School’ of
composers. Although of a conservative inclination,
Haas played an active role at the progressive festivals
at Donaueschingen, but did not share Hartmann’s
enthusiasm for the music of Stravinsky and Bartók.
After several heated disagreements, and the realisation
that his works would not be well received, Hartmann
left the Academy without graduating.
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Simplicius director Polly
Graham at the Hartmann
archive in Munich

With his symphonies set in order, Hartmann turned
to concerto writing with his Piano Concerto (1953),
accompanied by the anti-Romantic ensemble of winds
and percussion, and the larger Viola Concerto (1954–5),
which incorporated a piano into the winds-andpercussion orchestra. The best-known of his concerto
works is the compelling Concerto funebre for violin and
strings, originally written as Musik für Trauer in 1939.

In the early 1930s his works became freer and more
ambitious in scope. Notably, some works featured
percussion even in chamber settings: the largest being
an unfinished set of five small one-act operas,
Wachsfigurenkabinett (loosely, ‘Wax-doll’s Display Case’).
Hartmann was still a minor composer when the Nazi
takeover turned him into a composer of international
stature. He soon grasped the nature of the new regime,
adopting ‘inner emigration’ within Germany as a
protest, taking no part in German musical life and
A poster for Hartmann’s Musica
Viva series in Munich; many
posters for the series featured
the work of distinguished artists
such as Joan Miro, the artist
whose work is presented here

banning performances of his work within the Reich. As
the Reich’s boundaries advanced, performances dried
up. Promising openings came to naught, despite the
success of his First String Quartet (1933) or the budding
partnership with Paul Collaer at Belgian Radio, who
premièred Symphonie ‘L’oeuvre’ (after Emile Zola) in 1939.

endeavour to internationalise the context of his works,
to remove elements that had been driven in their
original guise by the specific conditions and situation
in Nazi Germany. By 1945 Hartmann had composed
seven symphonies and other symphonic works; over
the next ten years he revised and overhauled them, at
times beyond recognition of the originals.

In the Reich’s early years, Hartmann and conductor
Hermann Scherchen worked out the scenario for
a new opera based on Grimmelshausen’s Simplicius
Simplicissimus. Hartmann felt that the phrase ‘the times
are so strange that it’s impossible to tell if you’ll survive
them’ was especially relevant for the mid-1930s, with
the German people losing their ‘spiritual centre’, and
humanity shown in all its barbarity: ‘There was nothing
here that one would expect to find in an opera... yet [it]
was demanding to be put on stage, not as a pleasurable
play but as an urgent message.’ He concentrated on
three scenes from the earlier part of the novel – hence
the original title, Des Simplicius Simplicissimus Jugend
(‘The Most Simple Simpleton’s Youth’) – and worked
out the libretto with Walter Petzet. Hartmann’s ‘urgent
message’ was not heard until 1948 and then initially
only in a concert performance of a partly revised
version conducted by Hans Rosbaud. A staging by Erich
Bormann followed in Cologne the next year, conducted
by Richard Kraus, but Hartmann’s compositional
energies were elsewhere.
In the immediate post-war period, as he rebuilt musical
life in Bavaria, Hartmann simultaneously reinvented
his own symphonic catalogue. In part this was an

Finally, in 1956 he took up Simplicius Simplicissimus again.
He revised and retitled it, adding the subtitle ‘Three
Scenes from his Youth’, completing the revision in 1957
in time for a new staging by Joachim Klaiber at
Mannheim’s National Theatre, conducted by Karl
Fischer. For the new version, Hartmann increased the
instrumentation for a larger orchestra with an expanded
string section (replacing the one-in-a-part of his first
conception) and removed some minor choral passages.
Tonight’s production, the first staged in the UK, follows
in most essentials the 1957 revised version but has
restored a few passages omitted in 1956–7. In particular,
a scene that includes the Feldvebel (Sergeant) at the
start of Part 3 is restored. The orchestration uses Karl
Peinkofer’s 1976 reduced percussion version for two
players (premièred in Munich that year) and adds two
more percussionists from the expanded 1957 version.
Most importantly, tonight’s production premières a
new translation into English by David Pountney.
Guy Rickards contributes to Gramophone and International
Piano. He is the author of Hindemith, Hartmann, Henze
(1995) and Jean Sibelius (1997), both Phaidon Press.
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Tristan Hambleton (Sergeant & Ensemble)
Stephanie Corley (Simplicius)

Polly Graham (Director)
Matthew Holmquist (Assistant Director)

Artist Biographies

David Pountney
Translation

Timothy Redmond
(Conductor)

Stephanie Corley
(Simplicius)

James Way (Ensemble)
Tristan Hambleton (Sergeant & Ensemble)
Matthew Durkan (Captain)

Nicholas Morton
(Ensemble)

David Pountney was Director
of Productions at Scottish
Opera, 1975–1980, and at
ENO, 1980–93, and Intendant
of the Bregenz Festival
2003–14. He is Artistic
Director of WNO since 2011,
where recent productions
include Lulu, Guillaume Tell,
Mosè in Egitto, Pelléas et
Mélisande, La Chute de la
maison Usher, Figaro Gets a
Divorce, In Parenthesis and La
Voix Humaine. For The Royal
Opera he has directed Greek
Passion and Maskarade. He
has directed world premières,
written librettos for Maxwell
Davies and others and
translated operas into English
from Russian, Czech, German
and Italian. Recently, he
directed Das Rheingold (Lyric
Opera of Chicago). He was
made a CBE, a Chevalier de
l’Ordre des Arts et Lettres
and Cavalier’s Cross of the
Order of Merit of the
Republic of Poland.

houses around the world.
Highlights include Powder
Her Face (ROH, ENO,
Mariinsky), The Original
Chinese Conjuror (Aldeburgh,
Almeida) and The Golden
Ticket (St Louis, Wexford,
New York). He worked closely
with Thomas Adès for the
première of The Tempest at
ROH and subsquently at
Strasbourg and the Met.
He has conducted
productions for Opera North,
ETO and Mahogany Opera
Group; for festivals in
Bregenz and Los Angeles;
and has been on the music
staff of Glyndebourne,
Garsington and De Vlaamse
Opera. He conducted the UK
première of Šimon Voseček’s
Biedermann and the Arsonists
for Independent Opera.
Timothy conducts and
records with many major
British and European
orchestras, and has longstanding associations with the
Royal Philharmonic and
London Symphony orchestras.
He is Professor of Conducting
at the Guildhall School.

Polly Graham, the recipient of
the Independent Opera
Director Fellowship 2016,
read English at Trinity
College, Dublin. She
completed an MA in Text and
Performance at RADA.

A love of contemporary music
has taken Timothy Redmond
to orchestras and opera
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Her directing work for WNO
includes Kommilitonen!,
the UK première of Iain Bell’s
A Christmas Carol and
Unheard Voices: CREW.
Other directing work includes
Nighthawks (Yellow Earth
Theatre), Mr Punch and Me
(Royal Welsh College of
Music & Drama), Alcina
(Barefoot Opera and
Grimeborn) and Old Pye,
a film co-directed with
Simon Drew for ENO’s
Baylis programme.
She has led workshops for
WNO, ENO, Glyndbourne,
the National Opera Studio
and RWCMD.
Recent and future projects
include her WNO main stage
début with Martin’s Le Vin
Herbé and The Emperor of
Atlantis for RWCMD.

Nate Gibson
Designer

Polly Graham
Director

Timothy Redmond
Conductor

his production of Usher House
at San Francisco Opera.

Polly spent two years as
Genesis Assistant Director at
Welsh National Opera,
mentored by David Pountney.
She was revival director for

Nate Gibson is a set and
costume designer for
performance. He has a
background in fine and
performing arts, as a maker,
designer and performer.
He has an MA in Theatre
Design from Royal Welsh
College of Music & Drama
and a BA in Interdisciplinary
Art from Alfred University,
New York.

As model maker, Nate’s
credits include The Hairy Ape
with Stewart Laing, Falstaff
and Hamlet with Samal Blak,
Wozzeck at Chicago Lyric and
Seraglio at Glyndebourne with
Vicki Mortimer, and assorted
projects with Oliver Townsend.

Ceri James
Lighting Designer
Ceri James trained at the
Royal Welsh College of Music
& Drama and the University
of Southern California.
Recent engagements include
A Christmas Carol (WNO),
Woman in Black and Brief
Encounter (Torch Theatre
Company); Roald Dahl City of
the Unexpected (National
Theatre Wales) Merch yr Euog
and Rhith gân (Theatr
Genedlaethol); Belonging
(Re-Live); Hunting of the Snark
(Sherman Theatre Company/
RGM Productions); Meet Fred
(Hijinx Theatre); Still Life
(Mappa Mundi Theatre);
Rosie’s War (Theatr na n’Og);
NSFW (Waking Exploits);
Tides (Catrin Finch concert
tour); Beneath the Streets
(Punch Drunk/Hijinx Theatre);
Gladiator (Chainworks
Productions); The Sea/
Innocent and Trojan Barbie
(Trinity College). He was also
visual designer for 22 Strings
(Sekou Keita concert tour).

Recent design work includes
The Marriage of Figaro at the
RWCMD, A Christmas Carol
for WNO and Woyzeck at
the London Academy of
Music & Dramatic Arts.
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Ballet and Contemporary
Dance, where he won a
Wayne Sleep scholarship.
After graduation Michael
joined the Protein Dance
Company, and was also a
member of the Precarious
Physical Theatre and
Multimedia dance company.

Will Duke
Projection Designer
Will Duke’s opera and dance
credits include Benjamin,
dernière Nuit (Opera Lyon);
Kommilitonen! (WNO Youth
Opera); Opera for the
Unknown Woman (WMC &
Fuel); Comma 40 (Bloomberg
Space); The Difference
Engine (The Dance Umbrella,
Gate Theatre) and Salvage
and The Rain Parade (Lost
Dog Dance).
Other credits include
The Encounter (Complicité;
Barbican, international tour
and Broadway); Beware of Pity
(Complicité and Schaubühne;
Berlin); Queen Anne (RSC);
Dusk and Above Me The
Wide Blue Sky (Fevered Sleep;
Young Vic); Mountaineering
(non zero one; Roundhouse
and Salisbury); Where Have
I Been All My Life? (New Vic
Theatre); 20th Century Boy
(UK tour); Our House (New
Wolsey Theatre and UK tour);
One Night in November
(Belgrade Coventry) and
Hitchcock Blonde (Hull Truck).

Credits include The Great
Train Dance, Haining
Dreaming and 5 Soldiers
(Rosie Kay Dance Company);
Close Distance (Parlor Dance)
and The Crutch with Karla
Shacklock. He was Dance
Captain and part of the
creative team for the opening
of the Paralympic Games
2012. He recently toured
the UK in The Happiness
with the Karla Shacklock
Company and performed in
Manchester’s Battle of the
Somme commemoration.

Michael Spenceley trained
at the Rambert School of
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Britten Sinfonia is an Associate
Ensemble at the Barbican, and
Norwich, Cambridge (where it
is an Ensemble-in-Residence
at the University) and Saffron
Walden, where the orchestra
became Resident Orchestra in
Autumn 2016. Britten Sinfonia
also presents a chamber music
series at Wigmore Hall and
appears regularly at major UK
festivals. The orchestra’s
growing international profile
includes regular touring to
North and South America
and Europe.

Choreography credits include
Sister at the Tête-à-Tête
festival and Xerxes, Alcinia
and Tannhauser for the
Longborough Festival Opera.

Stephanie Corley
Simplicius
Soprano Stephanie Corley
studied at the Royal
Welsh College of Music &
Drama and the National
Opera Studio.

Britten Sinfonia
Orchestra

Michael Spenceley
Choreographer

artists from across the musical
spectrum, resulting in
performances of rare insight
and energy.

Britten Sinfonia is one of the
world’s most celebrated and
pioneering ensembles,
acclaimed for its virtuoso
musicianship and an inspired
approach to concert
programming that makes
bold, intelligent connections
across 400 years of
repertoire. Britten Sinfonia
does not have a principal
conductor or director but
instead collaborates with the
finest international guest

Her operatic engagements
include title roles in The
Merry Widow (Opera North);
Madama Butterfly (Mid
Wales Opera); Musetta in
La bohème (Nederlandse
Reisopera); Donna Elvira in
Don Giovanni and Countess
in Le nozze di Figaro
(Longborough Festival); Freia
in Das Rheingold in Palermo
with Graham Vick; and
Emma (Khovanschina) with
Birmingham Opera Company.
Recent engagements include
the title roles in Madama
Butterfly (Opera Project in
Bristol) and in Ines de Castro
(Scottish Opera); Gayle in
The Ice Break (Birmingham

Academy of Music, where he
was awarded the inaugural
ABRSM scholarship, a
Countess of Munster Trust
Scholarship and the D’Oyly
Carte Trust Scholarship.

Opera); Woglinde/Third
Norn in Götterdämmerung
(Teatro Massimo di Palermo)
and Micaëla in Carmen
(Blackheath Opera).

Matthew Durkan
Captain

William Dazeley
Soldier
Baritone William Dazeley
studied at Cambridge
University and the Guildhall
School of Music & Drama.
His operatic performances
include Alfonso in Così fan
tutte, Yeletsky in Queen
of Spades and the title role
in Don Giovanni (all Opera
North); Traveller in Death
in Venice (Garsington);
L’Ami in The Fall of the
House of Usher (Welsh
National Opera/Göttingen
Festival); Eisenstein in Die
Fledermaus (Bolshoi Theatre,
Moscow); Harasta in Cunning
Little Vixen (Glyndebourne
Festival) and Enrico in Maria
de Rohan (Buxton Festival).
William’s wide concert
repertoire includes world
premières of Birtwistle’s
The Last Supper as Jesus
(Deutsche Staatsoper) and
Hosokawa’s Hanjo (Aix-enProvence Festival/Théâtre de
la Monnaie). Recent
performances include Herr von
Faninal (Der Rosenkavalier)
for Opera North, Starveling
(Britten’s A Midsummer Night’s
Dream) at Glyndebourne and
Celebrant in Bernstein’s
Mass in Barcelona.

Winner of the 2014 Stuart
Burrows International Voice
Award and a finalist in
the 2014 Kathleen Ferrier
Competition, Matthew
Durkan is a recent graduate
of the National Opera Studio.
In 2013–14, Matthew was a
member of the ENO’s Opera
Works programme and joined
the Harewood Artist
programme at ENO in
2015–16, making his début as
Fiorello in The Barber of
Seville. Upcoming ENO roles
are Marullo (Rigoletto) and
Ormonte (Partenope).

Tristan made his professional
debut as Karl in the world
première of David Bruce’s
Nothing, a Glyndebourne
community opera in
association with the ROH,
and Balthazar in Donizetti’s
La Favorite for University
College Opera at Theatre
Royal Stratford East. More
recently he has sung Marullo
(Rigoletto) for Nevill Holt
Opera.
Operatic repertoire includes
the title role in Le nozze di
Figaro, Leporello in Don
Giovanni, Nick Shadow
in The Rake’s Progress,
Superintendent Budd in
Albert Herring and Bottom
in Britten’s A Midsummer
Night’s Dream.

Nicholas Morris
Ensemble
Nicholas Morris trained at the
Royal Conservatoire of Scotland.

Last season he made his
début with the Opéra de
Rouen Haute Normandie
as Masetto in Don Giovanni
and return to Longborough
Festival for the role of
Melisso (Alcina).
Matthew studied at the Wales
International Academy of
Voice and at the Birmingham
Conservatoire. He studies
with Dennis O’Neill.

and Bolzano; Bob Boles
(Peter Grimes) and Šapkin
(From the House of the Dead)
for Opera North; General
Sir Philip Wingrave (Owen
Wingrave) for Opéra National
de Lorraine and Weill’s
Seven Deadly Sins and
Errollyn Wallen’s Yes (ROH).
Mark’s Wagner repertoire
includes Loge Das Rheingold
(Longborough Festival),
Siegmund Die Walküre,
Froh Das Rheingold and
Steersman Der fliegende
Holländer (Opera North)

Mark Le Brocq
Governor
Mark Le Brocq trained at the
Royal Academy of Music and
the National Opera Studio.
He began his career as a
company principal with ENO.

Tristan Hambleton
Sergeant

He recently created the
title role in the UK première
of Šimon Voseček’s
Biedermann and The
Arsonists (Independent
Opera at Sadler’s Wells)
and premièred Iain Bell’s
A Christmas Carol and in
In Parenthesis.

Bass-baritone Tristan
Hambleton is a recent
graduate of the Royal

Other roles include Aron
(Moses und Aron) for WNO;
Painter/Client (Lulu) in Cardiff

Recent roles include Count
Almaviva (Marriage of Figaro)
and Ceprano (Rigoletto) for
Opera Brava; Smirnov (The
Bear); cover for Huntsman
and Gamekeeper (Rusalka)
for Scottish Opera; Learned
Judge (Trial by Jury), Andy
Tracy (Losers), Premier Soldat
(Salome) and Caporale (Il
cappello di paglia di Firenze)
for Wexford, and Footman/
Waiter (Der Rosenkavalier)
and Gunner’s Mate (Billy
Budd) for Glyndebourne.

Nicholas Morton
Ensemble
Nicholas Morton is a graduate
of the Royal College of Music
International Opera School
(RCMIOS). Nicholas is
continuing his studies with
Tim Evans-Jones.
Recent roles include Doctor
Falke (Die Fledermaus),
L’horloge comtoise and Le
Chat (L’enfant et les
sortileges) and Sid (Albert
Herring) for RCMIOS and
Erasto (Giove in Argo) for
London Handel Festival. He
created the role of the
Architect in Serpentine: the
analysis of beauty, an RCM
collaboration with Tête-àTête. Upcoming roles include
Malatesta for Euphonia
Opera’s Don Pasquale.
A keen recitalist, Nicholas has
performed at the British
Embassy in Paris, the Elgar
rooms in the RAH, Cadogan
Hall, and Leith Hill Place.
Nicholas is grateful for the
support of a Richard Carne
Scholarship and the Countess
of Munster Musical Trust.

He has covered Pollux (Castor
and Pollux) and Walt Disney
(Perfect American) for ENO.
Roles include Denisov (War
and Peace), Arcalaus (Amadis
de Gaule), The Officer (In the
Penal Colony), Emperor
Überall (The Emperor of
Atlantis), Junius (The Rape of
Lucretia), Dancairo and
Escamillo (Carmen) and Peter
(Hänsel und Gretel).
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where he studied with Adrian
Thompson and was
supported by the Behrens
Foundation, Donald Adams
Memorial Trust and the
Musicians Benevolent Fund.

Bradley Smith
Ensemble
Tenor Bradley Smith was a
choral scholar and read music
at St John’s College,
Cambridge and trained at
the Royal Academy of Music,
where his roles included
Tom Rakewell (The Rake’s
Progress), Male Chorus
(The Rape of Lucretia) and
Le Prince Charmant in
Massenet’s Cendrillon.
Opera engagements include
Peter Quint (The Turn of the
Screw) as a Young Artist
for Opera Holland Park;
Tamino (Die Zauberflöte)
for Longborough Opera’s
Young Artists’ Tour; Nathaniel
Walterson in the première
of Pincher Martin by Oliver
Rudland at the Britten
Theatre, London; Trojan Man
(Idomeneo) for Garsington
Opera and Leilio in Cesti
Le nozze in sogno in
Innsbruck and Salzburg
Plans include the title role
in Albert Herring at the
Buxton Festival.

His opera roles include
Sam in Our Town (GSMD),
Prologue/Peter Quint in
The Turn of The Screw
(Frome Festival), Boy/Bull
in How the Whale Became
(ROH), Male Chorus in
The Rape of Lucretia
(Lyric Productions), Witch
in Hansel and Gretel,
Basilio in Le nozze di Figaro
(both ECO) and Fireman
in Biedermann and the
Arsonists (Independent
Opera at Sadlers Wells).
Adam has appeared as
a soloist with London
Symphony and Royal
Philharmonic orchestras,
among others. In recital he
has appeared at Song in the
City, Saffron Hall, Wigmore
Hall, Barbican Hall, Milton
Court and Snape Maltings.

Adrian Thompson
Hermit
Adrian Thompson trained at
the Guildhall School, where
he is now a professor.

Adam Sullivan
Ensemble
Adam Sullivan is a recent
graduate of the Guildhall
School of Music & Drama,
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Operatic credits include title
role in Peter Grimes; Skuratov
(From The House of the
Dead); Snout (A Midsummer
Night’s Dream) for Teatro alla
Scala; title role in The Diary of
One Who Disappeared (Aixen-Provence); Valzacchi
(Rosenkavalier) for ROH; Mr
Upfold (Albert Herring),
Triquet (Eugene Onegin), and
School Teacher (The Cunning

Little Vixen) for Glyndebourne
and Monostatos in Magic
Flute (ROH, ENO).
More recently he has sung
Eisslinger (Die Meistersinger)
with Glyndebourne and
Shapkin (From The House of
the Dead) in Finland. Future
performances include Shapkin
(From The House of the
Dead), Mr Upfold (Albert
Herring) at the Grange
Festival and Scribe
(Khovanschina) for WNO.

Andrew Tipple
Ensemble
Bass Andrew Tipple studied
at the Royal Academy of
Music and the Royal
Conservatoire of Scotland as
a member of the Alexander
Gibson Opera School, where
he was the recipient of the
ABRSM Scholarship.

Trust, the Sheila White
Bequest Countess of Munster
Trust, Drake Calleja Trust, the
Behrens Foundation and the
Mario Lanza Foundation.

Chiara Vinci
The Woman
Chiara Vinci trained at the
Ballet Rambert and performs
professionally as a dancer,
actor and opera singer. Chiara
has danced roles for ENO,
Royal Swedish Opera and
Garsington Opera, including
The Cunning Little Vixen.
This year Chiara sang the role
of the Shepherd in LFO’s
Tannhäuser; performed the
role of Steph in Dress
Rehearsal, a play by A J Evans
using classical singers, and
created the roles for Sister
and Psyche by Born Mad for
Tête-à-Tête.

Recent and forthcoming
engagements include
Zaretsky (Eugene Onegin) for
Garsington Opera and
Bartolo/Antonio (Le nozze di
Figaro) in Norway.

She is a regular visiting
member of music staff at
Opera North and ENO, as
well as at Grange Park
Opera, Garsington Festival,
Longborough Festival Opera,
Opera Holland Park,
Birmingham Opera Company,
Buxton Festival, Mid Wales
Opera, Aldeburgh Music,
Mahogany Opera Group, and
the Royal Opera House,
where she was short-listed for
the appointment of Assistant
Chorus Master.

Harry Sever is a conductor
and composer whose work
spans a variety of genres
and media.

Hailing from the South Wales
valleys, Emyr Wyn Jones
recently finished his studies as
an opera student at Royal
Welsh College of Music &
Drama, studying with Eric
Roberts and Michael Pollock.

Born in Sussex, James Way
graduated from King’s College
London with a first-class
honours degree in music,
before continuing his training
at the Guildhall School of
Music & Drama, where he
studies with Susan Waters and
is supported by the Guildhall

Emyr sang with the Hallé
Orchestra in a Somme
commemoration concert and
with the CBSO in Vaughan
Williams’s Serenade to Music.
His many awards include
a RWCMD HRH Prince of
Wales Scholarship, the Ian
Stoutzker Prize 2016 and was
a 2016 Worshipful Company
of Musicians Silver Medalist.

Harry Sever
Assistant Conductor

Emyr Wyn Jones
Farmer

James Way
Ensemble

Guildhall School of Music &
Drama, and becoming the
Leonard Hancock Scholar at
the National Opera Studio.

This season James made his
BBC Proms debut as a tenor
soloist in Vaughan Williams’s
Serenade to Music with the
BBC Symphony Orchestra at
the Last Night of the Proms at
the Royal Albert Hall.

This summer Chiara sang the
role of Sophie Scholl in
Maxwell Davies’s opera
Kommilitonen! with the WNO
Youth Opera.

Operatic roles include
Seneca (L’incoronazione di
Poppea), Snug (A Midsummer
Night’s Dream), Simone
(Gianni Schicchi), Balthazar
(Amahl and the Night
Visitors), Commendatore
(Don Giovanni), and Capellio
(I Capuleti e I Montecchi).
Concert performances
include the St Matthew
Passion at Leamington Spa,
the St John Passion at
Arundel Cathedral, Handel’s
Messiah at Southwark
Cathedral and requiems by
Durufle, Fauré and Mozart.

Recent and future
performance highlights
include the role of the Holy
Fool (Boris Godunov) with the
Philharmonia Orchestra at the
Royal Festival Hall, solos in
Bach’s St Matthew Passion
with John Eliot Gardiner
and the English Baroque
Soloists and the role of Davy
in Roxanna Panufnik’s new
opera, Silver Birch, for
Garsington Opera.

Nana/Starkey (Peter Pan)
(WNO), for which he
received an Independent
Opera Voice Fellowship.

Opera roles have included
Collatinus (The Rape of
Lucretia), Papageno (Magic
Flute), Don Alfonso (Così fan
tutte), Sid (Albert Herring),
Forrester (Cunning Little
Vixen), Figaro (Le nozze di
Figaro) and the title role in
Falstaff (all for RWCMD);
Schelkalov/Boyar Khruschov
(Boris Godunov), Henry Cuffe
(Gloriana) (St. Endellion
Opera Festival) and Cover

As a music director, he works
primarily in opera. Recent and
forthcoming engagements
include Swansea City Opera
(La bohème), WorkshOPERA
(Boys of Paradise and East o’
the Sun, West o’ the Moon at
the Tête-à-Tête festival), New
Chamber Opera (Tamerlano)
and The Nutcracker (Peter
Schaufuss Ballet).
As a composer, Harry’s
theatre scores include his first
musical, James and the Giant
Peach (Sell-A-Door), The
Kreutzer Sonata (Arcola
Theatre) and My Mother Said
I Never Should (The Theatre,
Chipping Norton). For the
screen, credits include Stalker
(CBS/Sky Living).
Harry studied at Oxford and
trained at the Guildhall
School of Music & Drama.

Matthew Holmquist
Assistant Director
Matthew Holmquist
graduated from the University
of Exeter in 2015 with a BA
Hons in Drama. While at
university Matthew founded
the Red Oak Theatre Group,
a student-led performance
group that was created to
give students professional
performance opportunities.
Matthew’s directing credits
include The Last Five Years,
Merrily We Roll Along and
Funny Girl (Red Oak Theatre);
After The End (EUTCO);
We Had A Black Dog
(Climbing Trees Theatre)
and The Walk On Drugs
(Cityscape Theatre).
Matthew’s assistant
directing credits include:
Insignificance (Theatre
Clwyd), Kommilitonen! (WNO
Youth Opera), The Curse of
Ruddigore (Unknown Theatre
Company) and Jerusalem
(Common Players).

Charlotte is the regular
rehearsal pianist for Sir John
Eliot Gardiner and the
Monteverdi Choir, as well as
the orchestral pianist for the
ORR, and has performed with
the choir at the Wigmore
Hall, Versailles and
Amsterdam Concertgebouw.
She made her Wigmore Hall
debut with soprano Laura
Mitchell, supported by the
Countess of Munster Trust.
She was a 2013 Kirckman
Concert Society Artist with
International Soprano Elena
Xanthoudakis.
Charlotte performs abroad as
well as around the UK with
London Festival Opera,
Raymond Gubbay Ltd, and
the BBC Concert Orchestra,
along with regular broadcasts
on BBC 1, 2, and Radio 3. She
is on the board of trustees of
the educational and
development project Opera
Prelude, and Head Vocal
Coach for the Young Artists’
Programme at Mid Wales
Opera, and London vocal
academy Opera & More.

Charlotte Forrest
Music Staff
Charlotte Forrest read music
at the University of Edinburgh
before gaining a double
masters as an accompanist
and répétiteur at the
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Orchestra and Acknowledgements
BRITTEN SINFONIA

MUSIC STAFF

First Violins
Jacqueline Shave leader
Charlotte Maclet (leader 11 Nov)
Ruth Ehrlich
Roland Roberts
Fiona McCapra (11 Nov only)

Charlotte Forrest
John Cuthbert
Tamara Lorenzo Gabeiras

Second Violins
Miranda Dale
Alexandra Caldon
Judith Kelly

Simplicius
Alice Privett

Violas
Clare Finnimore
Helen Kamminga
Rachel Byrt

Soldier
Nicholas Morris

Cellos
Caroline Dearnley
David Edmonds
Alessandro Sanguineti

UNDERSTUDIES

Farmer
Andrew Tipple

Hermit
Adam Sullivan
Sergeant
Emyr Wyn Jones

About Independent Opera
at Sadler’s Wells
Scenery and painting
Set-up (Scenery) Ltd.
Lighting
White Light Ltd.
Orchestra Manager
Hazel Terry
Rehearsal Studios
Lilian Baylis House – English
National Opera
Toynbee Studios
Transport
Paul Mathew Transport Ltd
Public Relations
Macbeth Media Relations
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Governor
James Way

Programme Editor
Inge Kjemtrup

Captain
Nicholas Morton

Programme Design
Silk Pearce

Flute & Piccolo
Sarah O’Flynn

The Woman
Amelia Cardwell

PHOTOGRAPHY

Clarinet
Joy Farrall

PRODUCTION

Rehearsal photography
Max Lacome

Bassoon
Sarah Burnett

Production Manager
Tom Lee

Trumpet
Bruce Nockles

Deputy Production Manager
Robert K Harm

Trombone
Douglas Coleman

Stage Manager
Wendy Griffin-Reid

Percussion
Toby Kearney
Jeremy Cornes
Tim Gunnell
Ignacio Molins
Owen Gunnell (17 Nov only)

Assistant Stage Managers
Harriet Kennedy
Amy Parker

Double Basses
Ben Russell
Katy Furmanski

Harp
Sally Pryce

Chief Electrician
Adam Squire
Lighting Operator
Liam Tranter
Projection Programmer
Sam Hunt
Props Supervisor
Simon Wilcock

Costume and set design
Nate Gibson

Stephen Medcalf,
David Pountney and
Alessandro Talevi for mentoring
of Polly Graham
Director Fellowship
Interview panellists for
2015 & 2016 awards
Stephen Medcalf Head of Panel
Anna Gustafson
Natalie Murray Beale
Nicholas Payne
Timothy Redmond
Dominic Wheeler
Director Fellowship
Workshop audition panellists for
2015 & 2016 awards
David Pountney Head of Panel
Martin Duncan
Annilese Miskimmon

INDEPENDENT OPERA
AT SADLER’S WELLS
Chief Executive
Anna Gustafson
General Manager
Chrissy Jay
Artistic Advisor
Natalie Murray Beale
Administrative Assistant
Grace Cook
Director Consultant
Stephen Medcalf
Casting Consultant
Sarah Playfair
Artistic Consultant
Alessandro Talevi

Independent Opera at Sadler’s Wells was founded in
2005 to serve as a London platform for outstanding
emerging artists in every discipline of opera
production. The roots of Independent Opera (IO) lie in an
encounter between Bill Bollinger, Co-Founder of IO, and
Alessandro Talevi, an accompanist from the Royal
Academy of Music, whose production of Poulenc’s La voix
humaine Bill attended. Bill’s imagination was fired by the
anomaly between the size of ambition and the budget,
and with Alessandro, he determined to find a way to use
this as a model for supporting outstanding talent. Anna
Gustafson joined as General Manager, and IO launched its
first production – Rossini’s La Scala di Seta – at the London
Oratory School’s Arts Theatre.
IO needed a permanent home and the following year
formed a relationship with Sadler’s Wells, where it
presented three productions: Handel’s Orlando (2006); a
double bill of one-act operas by Elizabeth Maconchy, The
Sofa and The Departure (2007); and a new chamber
orchestration of Debussy’s Pelléas et Mélisande (2008).
IO’s most recent production, Šimon Vosecek’s Biedermann
and the Arsonists, directed by 2015 Independent Opera
Director Fellow Max Hoehn, took place last November to
critical acclaim.
To mark its 10th anniversary, Independent Opera
awarded its 100th and 101st awards – two Director
Fellowships, each of which would provide the
recipients the opportunity to stage a chamber opera at
the Lilian Baylis Studio, Sadler’s Wells.
The search for emerging directors took place in 2014, with
operas scheduled for 2015 and 2016. Candidates were
nominated by 30 leading members of the profession.
Once nominated, candidates submitted a concept
proposal and were interviewed. The finalists directed a
scene for a panel of internationally renowned directors.
Interview and workshop audition panellists are listed
opposite on page 16. The process itself was a positive
experience for candidates, and we believe this rigorous
approach allowed us to engage the most promising talent.

Costume Supervisor
Rike Zöllner

The finalists in 2014 included Richard Gerard Jones,
Sophie Motley, Pedro Ribeiro, Karolina Sofulak, Caroline
Steinbeis, Rafael R Villalobos and Max Webster.

Wardrobe Mistress
Celestine Healy

Polly Graham is the 2016 Independent Opera
Director Fellow.

Hair & Makeup Artist
Jessica Summer Buckley
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SPECIAL THANKS TO...

Since 2007, Independent Opera’s programme of Artist Support
has supported 121 artists in the fields of singing, directing,
design, choreography and production through a comprehensive
programme of scholarships, fellowships, partnerships and
patronage. These programmes provide financial assistance
and mentoring to artists at the outset of their careers. To
complement this extensive programme, IO is establishing an
annual concert at Wigmore Hall, the first of which takes place
on Friday 6 October 2017, to showcase current voice scholars
from the UK’s leading music conservatories.
The 2016–17 Voice Scholars and Fellows are:
Voice Scholars:
Samantha Clarke (Soprano) Royal Northern College of Music
Katie Coventry (Mezzo) Royal College of Music
Charlotte Drummond (Soprano) Royal Conservatoire of Scotland
Nika Goric (Soprano) Royal Academy of Music
Jade Moffatt (Mezzo) Guildhall School of Music and Drama
Postgraduate Voice Fellows:
Katie Lowe (Soprano)
Milan Siljanov (Bass Baritone)
Wigmore Hall/Independent Opera Voice Fellow:
James Newby (Baritone)

At Independent Opera we believe passionately in
‘supporting
artists who are themselves passionate about
opera. Through our productions and the Independent
Opera Artist Support scheme we have been privileged to
help a large and diverse range of artists including Directors,
Designers, Singers and Choreographers, and we look
forward to supporting many more in the years to come.
Natalie Murray Beale, Artistic Advisor, Independent Opera

Tristan Hambleton, James Way,
Nicholas Morton and Amelia Cardwell during
rehearsals for Simplicius Simplicissimus

’
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