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“Salzburg is no place for my talents. In the first place, professional musicians there are
not held in much consideration; and secondly, one hears nothing, there is no theatre, no
opera; and even if they wanted one, who is there tosing?”  So wrote Wolfgang Amadeus
Mozart in the summer of 1778 in a letter to a close family friend, the Jesuit priest Joseph
Bullinger,

The previous year, the 21-year-old Mozart, desperate to escape from the shackles of his
employer, the mean, autocratic and disagreeable Archbishop Colloredo, finally
obtained leave of absence to seek his fortunes elsewhere in Europe. Among the places
he visited with his mother in search of work was Mannheim, a vibrant centre of musicin
the late 18" century with, reputedly, the best orchestra in Europe. It was also the home of
the Weber family, cne of whose daughters, Aloysia, Mozart courted, and another,
Constanze, he ultimately married.  Although he never obtained employment at the
Palatine court, he soaked himself in the Mannheim style and made friends with many of
its practitioners. He told the Elector of Bavaria, Karl Theodor, “to write an operahere is
my dearest wish”. The operatic repertoire in Mannheim was wide and much admired
by Mozart, offering works by, among others, J. C. Bach, Jommelli and Gluck, respectively
German, ltalian and French, and all, in their various ways, developing the concept of
opera serin, whose rules and conventions were first codified earlier in the 18" century by -
primarily - the Italian poet and librettist Metastasio,

Opera seria - serious opera- is to allintents and purposes a 20" century phrase coined to
distinguish this kind of opera, usually called dramma per musica 200 years earlier, from
opera buffa- comicopera. Serious opera was for the nobility, and dealt with big issues
such as gods and heroes struggling with the conflict between love and duty, with
characters often derived from ancient Greece and Rome, It was not necessarily tragic,
but it was essentially serious, allowing little or no scope for wit and humour (although
Handel did his best). By contrast, opera buffa (or in France opéra comigue and in Germany
singspicl) was more of a middle-class entertainment, dealing with themes and characters
from everyday life, and often replacing recitative with dialogue. Mozart, being the
genius he was, took both forms into new, previously uncharted, territory - not just
structurally, but by the depth of his characterisation and the emotive power of his musie.
By 1779, he was backin Salzburg: and the court of Bavaria had moved to Munich, taking
most of the Mannheim musicians with it. In August 1780, Mozart finally got the
commission he had been angling for: he was invited by the opera intendant (the
Director-General in the service of the court), Count Joseph Seeau, to write an opera to
open the 1780-81 Carnival season in Munich.

This would be a major court occasion, and the subject would be prescribed as part of the
commission. The Elector was a Francophile and well-read: he and the court authorities
would have been aware that a French-based story, with its use of choruses and ballets,
would offer more scope and flexibility to Mozart than a strict Metastasian ITtalian
libretto.  So the subject chosen was Idomenée, based on an opera by composer André
Campra and librettist Antoine Danchet, written in 1712. A libretto was commissioned
from a reasonably competent Italian poet, chaplain and court musician Giambattista
Varesco. Being based in Salzburg, he was in a position to wotk closely with Mozart,
although he had to produce the text in consultation with Count Seeau. This opera was
in turn based on a play of the same name by Prosper Jolyot de Crébillon, writlen seven
yearsearlier.

The characters in Mozart's opera are based far more on 18" century French literature
than on the legends of ancient Greece. In Homer's lliad Idomeneus, King of Crete,
grandson of Minos, and great grandson of Zeus and Europa, is presented as a warrior
general, a great spearman, fierce as a wild boar, and resembling a lightning bolt hurled
down from Mount Olymposby Zeus. Homer doesn't mention his return to Crete after
the war: that was left to Virgil in Book Il of the Aeneid, but all Virgil says is that
Idomeneus reached Crete safely and then fled into exile. The story of [domeneus’ vow
to Neptune to sacrifice the first person he encountered on reaching land after a storm at
sea appears only 300 years later in a commentary on the Aeneid by a renowned Roman
grammarian, Maurus Servius Honoratus - but he doesn't specify the name of the victim,
or whether the sacrifice was actually carried out.

1300 years after that, in 1699, Francois de Salignac de la Mothe-Fénelon included the
story of Idomeneus' vow and sacrifice of his son as a passing episode in his book Ies
Aventures de Télémaque a book which Mozart used as one of his sources. Idomeneus'
son was still nameless - he only acquired the name Idamante six years later in de
Crébillon's play - but he did meet his death at the hand of his father. Ilia, in a sense the
heroine of the opera, is a fiction of the 18" century. She is one of the supposedly fifty
children of King Priam (so what's the harm in inventing another?), most of whom lost
theirlives in the Trojan war. Ilia survives as a prisoner of the Cretans. Her name (Ilione
in the Campra/Danchet opera) is presumably based on Homer's name for Troy, Hlium.
Finally we meet Electra, daughter of Agamemnon and Klytemnestra, King and Queen
of Mycenae in Argos, better known as the protagonist of Sophocles’ play and Richard
Strauss' opera of that name. Thereisno locus classicus for her appearance in Crete (as, it
would seem, a refugee from Mycenae after her father was butchered by her mother on
his return from Troy), but Campra and Danchet give her amajor role in their opera.

Most of the principal characters end up mad or dead (or both) in one or another of the
French sources for [domeneo but not in Mozart's and Varesco's opera.  One can only
guess at the extent to which Mozart was the dominant influence in the shape and
emphasis of the libretto, and of its characterisation, but it is clear from his letters home
from Munich that he had plenty to say to Varesco. What comes through clearly in what
is assuredly Mozart's first great opera - arguably the greatest of all opera seria - is that the
principles of the Enlightenment played a considerable part in the dénouement,



The central tenet of Enlightenment thinkers, wheo could be found throughout society,
was that knowledge should be based on logic, observation and reason, rather than
tradition and myth,

They believed that people should think for themselves, rather than submit to an absolute
authority, be it king, pope or god, or put up with social injustice. Human beings were
not helpless dependants on the whim of the gods: they could influence their destiny
through feeling and reason.  Applying these theories to Idomeneo, we find, for
instance, that:

- Ilia, although admitting the conflict between loyalty to Troy, her family and love, is able
to put aside old enmities and move on. She can embrace Idamante's generosity of spirit
into her own life:

- Electra, by contrast, is trapped by the intensity of her jealousy and sense of betrayal,
which destroy her hope, and eventually her reason. She cannot even name Ilia - she
refersto herasavile Trojan slave. (Itis a moot point whether Electra is free to resume her
witch-hunt of her father's killer, or whether, in this version of her story, life ends in
Crete.)

- Idamante, although prepared to be sacrificed in order to free his father from his
injudicious vow, is spared to take over the kingdom from his father, with Tlia at his side.
It is Neptune/Mozart who is moved by Ilia's and Idamante's love to rewrite the tragic
ending of all the earlier versions.

- Even Idomeneus, who must face exile, describes himself as the happiest of people, ashe
sees his successors make peace with former enemies and look to a future built on hope
and love.

Mozart was in the fortunate position of knowing most of the musicians and singers
available to him from his years in Mannheim He set off for Munich in November 1780
having already begun composition. His father had to act as a constant intermediary
between him and Varesco. Mozart's sense of drama and timing gave rise to extensive
cuts in the libretto, and he had to tailor the music to the performers' ability and whims,
Composers of opera serin were supposed to defer to their singers, though Mozart, even at
24, was skilled at getting what he wanted. Forinstance, his [Idlomeneo, Anton Raaff, was
well past his prime at 66, but Mozart treated him with immense care and courtesy,
writing a propos a change Raaff had suggested: “He is right, and even were he not, some
courtesy ought to be shown to his grey hairs”.  But Mozart held his own on the big
issues. For instance, Raaff thoughtlittle of the glorious quartet in ActTII, the emotional
high point of the opera: but Mozart refused to alter a note, and we can see how tactful he
was in dealing with the singer as he describes their exchange in aletter to his father.

Mozart used the accepted forms of opera seria in ldomeneo, but he took them to new
heightsand in new directions. The four elements that he blended so skilfully are:

- Recitativo secco ot dry recitative, accompanied by keyboard and cello.  These are the
sections most akin to conversation, staying close to the rhythm and stress of normal
speech, and are used to advance the plot: - Recitativo accompagnato, or orchestrally
accompanied recitative, used for passages of high drama, and less freely declaimed than
dry recitative:

- Arigs, usually constructed on the same pattern as the ABA, so-called da capo, arias of the
Handelian period, but with much greater freedom of key, vocal line, instrumentation
and harmonisation, especially in the repeat sections. The arias often elide into the next
recitative seamlessly rather than ending in a great flourish. Above all, they illustrate the
emotional state of the character at the time.

- Choruses, which play a important part in putting the behaviour of the main characters
into a social framework, The Cretans, Trojans, sailors, priests, etc., caught up in the
action bring home to the listener what it means to be a prisoner in a foreign land, to be
shipwrecked in a violent storm, to be terrified by an all-engulfing monster, to need to
placate the angry gods with human sacrifices and so on. They are called on finally to
express the joy of the people at a happy ending to what threatens at the start to be a grim
and gruesome tragedy.

Time ran out for all the myriad changes and adjustments needed for one reason or
another, and Mozart was clearly far from content with the final shape of the piece by the
time of the premiére (twice postponed) on 29 January 1781. At the beginning of that
month he had written to his father in Salzburg that “my head and my hands are so full of
Act Il that it would be no wonder if I were to turn into a third act myself”. He was still
making cuts at the last minute (he had written three hours of music in all) and it is
difficult for present-day directors to know what Mozart would have regarded as a
definitive score. We have no first-hand account of the first performance, since Leopold
Mozart and his daughter were both present in Munich, and Wolfgang had no need to
write letters to them.  Only three performances were given in Munich, and the piece
was not played again in Mozart's lifetime, though he longed to hear it in Vienna.
Stanley Sadie sums up its beauties, and its importance in Mozart's operatic output:
“With its unparalleled richness of orchestral writing, its abundance of wonderfully
expressive orchestral recitative and its grandly conceived choral scenes, Idomeneo
represents a new departure, a venture into a field of a kind he never again had
opportunity to explore, and a profoundly musical response to the problems of serious
opera in the generation after Gluck. Mozart's solution was not, like Gluck’s, a
simplification, a paring down of opera to its dramatically essential elements; on the
contrary, his score is one of the most complex and elaborate of the time, and the most
closely worked in its key structure - the linking of particular groups of keys with
different characters of emotions - and its motivic treatment, where certain types of
phrase are used allusively, especially in the orchestral recitative. The flexibility of the
structure, with a musical texture that often abjures the traditional breaks (except where
they serve dramatic ends), was new for Mozart and is something he never did again. . ..
ldomeneo remains, in many respects, the richest and most original of all Mozart's
operas, and indeed of all serious operas of the 18" century, “

It took a very long time for Idomeneo to arrive in Britain. The first performance was not
until 1934 in Glasgow, and it reached England (Glyndebourne)} only in 1951. It still
remains a comparative rarity in the opera house, and HGO are proud and excited to
present a production in the intimate setting of Upstairs at the Gatehouse, where
audiences can experience its full emotional impact and originality.



THE STORY
Introduction

Take as your starting point a world populated by capricious gods who manipulate events to su it
{hemselves, treat human beings as their playthings, and expect sacrifices to placate their wrath
and to avert disaster. Tntroduce into this harsh environment a warrior king on a dangerous
voyage home after along and arduous siege. His prisonets, under the command of his son, have
already arrived safely; but he is still at sea in a fierce storm conjured up by Neptune, god of the
waves. Fearing shipwreck, he promises Neptuneto sacrifice the first personhe meets on landing
in exchange for hissafety.

| fowever, since this is the world of late 18" century opera and of the Enlightenment and not of
ancient Greece, do notexpecta tragicending to the story: Mozarthad other ideas. The gods can
Wlill cause plenty of trouble in their determination to punish men for their arrogance and folly:
hul they do not always get fheir ownway. Itispossible for men to be master of theirown destiny,
albeit ata price.

The principal characters in the opera (but not in ancient Greek literature) are Idomeneo, King of
{'rele, who was one of the Greek generals in the Trojan war: his son, Idamante: 1lia, a Trojan
princess who was captured by Idomeneo - her father, King Priam was killed in the war: and
Fettra, who fled to Crete when her father, King Agamemnon of Argos, was murdered on his
pettirn from the war,

ActI
Wia iw alone, bemoaning her fate. Ller family and friends are dead: she is a prisoner of the
Crotanes she fuebeen shipwrecked along with her captors: shehas fallen in love with the hated
enenty fhamande, who caved her life. Now she is torn between loyalty to her father, and
gundedaredy Tove for the prince, Tocapit all, she helieves that Idamante is captivated by Clettra.

Yol whenshe gazes up at idamante, all her hatred melts away.

ldamante arrives o summon the whole city to celebrate peace. He is also a troubled soul, fearing
hriss beloved father has been swallowed up in the storm at sea: but he tetls Ilia that there is hope
that Minerva may have protected ‘him, since his fleet has been sighted off shore. 1lia is sardonic:
the Trojans have to suffer the fury of the gods while Minerva smiles on the Cretans. Not s0, says
Idamante. The Trojans will all be freed: the only prisoner left will be himself - captured by the
peauty of Ilia, [liahasto hide her feelings, which Idamante misreads as anger. lia takes refuge
in duty, reminding him of the enmity between their fathers. ldamante gives way tohis feelingsin
along, complex aria: heis innocent and hurt by Tlia's rejection - he adores her, and is in anguish.
He would kill himself if that was her will: he cansechereyes command it- shehasonly tosay the
word. The prisoners are freed, and rejoice that war is over - “may love and reason draw hatred's
poison and bring new joy”, they all sing. Two Cretan women praise the warrior who ends the
fighting and brings peace to the world.  Two Trojan men pay homage to Hia, whose beauty has
brought them freedom.

Flettra chidesIdamante: therelease of the Trojans is an insult to the Greeks. Idamante rejects her
rebuke- it's enough tohave won: this is the time to show mercy. Arbace, Idomeneo's counsellor,
enters with terrible news: Idomeneo is dead, drowned in the storm, Tdamante, oul of his mind
with grief, heads for the shore: Tia, still smarling at the auferinga ol oy, i peveriheless full ol
pily, while Flellra i desporate for g different geanon e T renees ) The attiaslos helween
[eLamante aned i, Aswd foebs e T lond e onty el whin e prey e e o i e

From marrying this “vile Trojan slave”. Elettra is not quite the single-minded avenging Fury of
Sophocles or Richard Strauss, but she shares the same temperament: her fierce anger and
jealousy surface in abitter, self-pitying tirade against the woman who has stolen her lover. Both
of them will feel her rage, her “cruel spite”.

This tumultuous aria segues into a chorus of Cretan sailors clinging for dear life to flotsam, while
the waves hurl them against the shore as they beg Heaven to relent and come to their rescue. At
last the storm subsides and they crawl to safety, leaving their leader on the beach alone. It is
Tldomeneo - he has been saved after all. He ought to be peaceful but he is full of apprehension,
because the vow he gave to Neptune in return for his safety - that he would sacrifice the first
person he met on Jand - was wrong, and he fears he will be haunted by his innocent victim.
Idomeneoisindespair: “mustl suffer living death for the weakness of amoment?”

As his aria ends, he catches sight of the "wretch whom Imust sacrifice'- Idamante, of course, who,
as he looks out over the wreckage of the Cretan fleet, glimpses a qurvivor. He greets him asa
fellow-sufferer with the will and power to help him. “Have you really suffered so much”, asks
Idomeneo: Idamante explains, and recognition slowly dawns on them both. Idamante's short-
lived joy tums to bemusement, as Idomeneo seems to reject his son. Idomenco warns him to
keep his distance, and leaves Idamante to veflect ruefully on the tears that have so quickly
drowned his happiness. To find his gather and within minutes to lose him - it is a torment too
decptobeborne.

SHORT INTERVAL
Intermezzo and Act 11

The citizens of Crete give thanks to Neptune for restoring their king, and two of their company
sing of how the sparkling waves reflect the sea-god’s glory.  They praise the gods who saved
them from the horrors of hell.  But the chorus knows that the fanfares signal the preparation of
the sacrifice: “the god shall have blood”. Idomeneo tells Arbace of the promise he made to
Neptune, and whohas to be the victim of the promised sacrifice. Arbace is horrified. “Tell me
how to save my beloved son”, pleads Idomeneo. #Send him abroad”, advises Arbace, “putdon't
tell the people - we'll find another way to placate the god”. Idomeneoapproves: [damante can
escort Eletira back to Argos. Tlia greets Idomeneo warmly; the king reciprocates with equal
graciousness, and promises honourable friendship. Ilia goes one step further in a gentle aria:
che has lost her father, her 1oved ones, her homeland: henceforth he will be her father, and Crete
willbe her home.

ldomeneo is puzzled by this display of warmth is there more to her happiness than this? Can
<he have fatlen in love with Idamante? He suspects that the wrath of heaven has been aroused
again by Idamante's premature release of the Trojan captives, and ofTlia in particular. Now there
are three victims tobe sacrificed on the sea-god'saltar aswift death for one, a slow torture of grief
for the others,  In his anguish, Idomeneo lets fly in a ferocious aria, giving vent to the storms
wilhin him, which rage more fiercely than the tempest from which he wassaved. Thus Neptune
lakes vengeance on his pride: he demands the god to tell him why he was rescued at the point of
(leath, only Lo drown in grief hours later. Thereisnoanswer: only vocal fireworks, Elettra, by
Conlrisl, is overjoyed by the turm ofevents: she is free to return t0 her homeland in the company
of hor peloved.  Tler heartis bursting: with her rival safely out of the way, she is confident of her
power Lo charm Idamante into forgetting his love for Tlia. The tigress sheathes her Claws inan
lectionate aria, dreaming of how she will persuadeherloved oneto putasidehis childish




Passion and embrace her loving heart. Suddenly she hears a march in the distance: it is calling
her to board the ship. She will leave the shores of Crete, where she (like everyone else, it scems)
has suffered deeply, with sweet contentment and no resentment. Allis ready for the journey: the
citizens, joined by Elettra, sing softly that the sea is calm for the voyage (in a chorus that is a
precursor, even down to the rare key of E major, of the great trio Soave il vento [“May the breezes
blow lightly” ] in Cosi fan tutfc where the girls bid farewell to their lovers).

Idomeneo, somewhat pompously and unconvincingly, bids Idamante set sail and distinguish
himself by deeds of hercism in Argos: “if you want to learn to be a king”, he admonishes him,
“begin now by helping the suffering; be worthy of yourself and of your father”, Thisleads toa
moving, bittersweet farewell trio, in which Idemeneo, Idamante and Elettra express their feelings
in turn before uniting their voices in a firm affirmation: they will trust heaven's mercy to shield
them from harm.  But no sooner said than undone: another violent storm flares up and the
citizens are terrified that the gods' anger will destroy themall.  They're positive thata crime must
have been committed to make Neptune so angry and the culpritshall die!

In the mayhem, Idomeneo calls out to the god that he and he alone is the guilty one and should be
purished. He is defiant: if Neptune demands another victim for his transgression, he will not
stand forit: itisnotjustice. The storm continues torage, and the Cretans, unable to grasp what is
happening or why, can only flee from what seems like impending disaster.

INTERVAL
ActIll

Ilia, alone, has no need to hide her heartache. Butshe still has to suffer the agony of being close to
herlover without being able to confess her passion. She bids the breczes (E major again!) take her
message to Idamante: she loves him now and forever in joy and pain, a love so tender as will
never oceur again in thislife.  AsIdamante approaches, Ilia is thrown into confusion: should she
speak out orstay silent, stay or hide? Idamante tells her thathe is seeking her outnot to press his
love onher, but to ask her forgiveness before going tohis death. A terrible sea-monsteris creating
havocin the city, and it is for him to deal withit or die in the attempt. Ilia reminds him that the
empire depends on him, But empire means nothing to Idamante if Tlia is not at his side.
Idamante's determination to embrace death finally drives llia to declare her love. Idamante can
scarcely frust whathe hears - is this a false dream to soothe hiswoes?  Iliais even more distressed,
remorseful and guilt-ridden. But finally she bursts out “Ilove you, adore you, and if you mean to
perish, I shall die of grief”. Finally they are free to celebrate their love, which they do in a
rapturous duet.

To their dismay, theiridyllis interrupted by the arrival of Idomeneo and Elettra, Idamante takes
the initiative and asks his father why he avoids him, and appears to hate him. Is he the cause of
Neptune's anger? Idomencosticks to hishard line: Idamante has been exiled, he is not welcome;
hemust obey and leave. Iliasays she will joinhim inexile - alive or dead, they will stick together.
Idamante bids her farewell. In the ensuing quartet, the emotional heart of the opera and a match
for any of Mozart's operatic ensembles, the four characters pour out their hearts. Idamante will
leave, but alone. Elettrais furious at their parting, the others decply sorrowful.

Solemn music ushers in the High Priest with a dire message for Idomeneo. Does he realise the
carnage the monster is creating in the city? That every street is a river of blood? Thousands
upon thousands have been swallowed up by the bloated creature, which becomes greedier by the
minute.

Idomeneo alone has the power to save his people; they cry out for help, and he takes no action.
“To the temple, your highness” calls the Priest. Bul who is to be sacrificed? Reluctantly,
Idomeneo reveals that the victim is tobe Idamante. “May it please the gods,” he cries bitterly, “to
see a father kill the son heloves so deeply.” The Cretans are horrified, and the High Priest pleads
for Heaven's mercy on theinnocent. Deathisstaring everyonein the face,

Idomeneo, echoed by the priests, sings a prayer to Neptunebidding him temper his anger, and to
calm the storm He implores the god to accept their repentance and to restore his favour. This
solemn moment is suddenly interrupted by paeans of praise off-stage. What is happening,
demands Idomeneo?Arbace enters with the joyful news that Idamante, far from embracing his
death, has killed the monster,  Alas, responds the king: now Neptune's wrath will return with
redoubled force to punish them - and Idamante will find the death he sought. Tdamante enters,
zesolved to fulfil his sacrificial role, and bids his father accept a final kiss. Henow understands -
his father's strange behaviour stemmed from love, not rejection, and nobly offers his life in the
assurance that this will bring peace and blessings to the people.  Idomeneo in turn begs
Idamante's forgiveness - his son is the victim of blind unyielding fate, Suddenly it is too much:
he cannot strike the blow. Idamante bids him stand firm, and not to let pity or love distract him
from what he must do. He urges his father to strike: death holds no terrors for him. But as
Idomenco's resolve returns, and they exchange a last kiss, Ilia rushes in to halt the sacrifice.
There is general consternation. She demands that the knife be turmed on her she should be the
victim.

As she commands Idomeneo to kill her, there is a roll of thunder, The Voice of Neptune is heard.
Justice is to be done: Tia's and Tdamante's love has triumphed. Idomeneo must lay down his
crowi: Idamante will rule in his place, and Ilia will be his queen. Heaven is content, and the
innocent are rewarded.

Idomeneo, Idamanie and lia are in rapture: only Elettra is enraged. Her jealousy knows no
bounds.  She would rather follow her brother Orestes to hell than live to sec her rival triumph
overher. The venom and vehemence of her final outburst bring her to the point of death butshe
cannot quite bring herself to take her life - or soitseems. Peace and calm follow this rancorous
display: it remains only for Idomeneo to do the god'sbidding. His vow hasbeen redeemed: and
in hislast decree, he cedes the throne to Idamante, and welcomes Ilia as the royal consort. Among
his happy people, he declares himself tobe the happiest. Amid general rejoicing, the Cretans give
theirblessing to the couple and wish them joy and happiness,

Notes and synopsis by Alastair Macgeorge, April 2008,

HAMPSTEAD GARDEN OPERA's

next production at 'Upstairs at the Gatehouse'
will be another 'first’,
Donizetti's irresistible romantic comedy,

"Elisir d’Amore (The Elixir of Love)
- November 6™ - 16™ 2008 -




THE CHARACTERS (IN ORDER OF APPEARANCE)

April 10, 12, 18, 20 (matinee)

ILTIA Stefanie Kemball-Read

Princess of Troy, daughter of King Priam

IDAMANTE Louise Adamson™
Son of Idomeneo, King of Crete (April 12,17, 18, 20)

' TWO CRETAN WOMEN Katy Powis*

Katy Butcher™

TWO TROJAN PRISONERS Philip Hayes*
Martin Musgrave

ELETTRA Helen-Julie Johnson
Princess of Argos, daughter of King Agamemnon

ARBACE Alex Routledge
Counsellor of Tdomeheo

IDOMENEO Philip Medino

King of Crete, returning from the Trojan war

HIGH PRIEST Philip Hayes*

of the Cretantemple

VOICE OF NEPTUNE Danny Smyth*

God of the sea, the Earth-Shaker

April 11, 13 (matinée), 17, 19

Julia Hessey™

Violetta Gawara*
(April 10, 11, 13, 19)

Iris Korfker*
Amaia Arregui

Alex Routledge
Matthew Holt
Hannah Sawle*
Philip Hayes*

George Smart™

Alex Routledge

Matthew Jelf*

Shipwrecked Cretans, Trojan prisoners, Cretan citizens, Priests,

Amaia Arregui, Katy Butcher®, Claudia Conway, Jessica Flynn*,
Philip Hayes*, Matthew Holt, Liz Hunt, Matthew Jelf*, Iris Korfker*,

Antonia Leach, Martin Musgrave, Jill Noakes, Nicola Ogborn*, Katy Powis*,

Alex Routledge, Danny Smyth*

* Début with HGO

THE DIONYSUS ENSEMBLE
(Orchestral Manager Léonie Adams 07947 070 909)

Violinl(leader)
Violin 2

Viola

Cello

Double Bass
Flute

Oboe

Clarinet
Bassoon

Horn

Timpani
Continuo keyboard
Continuo cello

Laura Virtanen
Esther Hopkinson
Suzanne Evans
Valerie Welbanks
Samuel Rice
Debbie Martin
Jose Azkue
Felicity Vine
Debbie Barnes
Kerry Reid

Ric Elsworth
Katrine Reimers
Valerie Welbanks

Orchestral reduction by Tony Burke @ Pocket Publications

THE PRODUCTION TEAM

Production Director

Music Director/Conductor
Consultant Music Director
Assistant Music Director
Assistant Rehearsal Pianists

Production Design
Assistant Director/Stage Manager
Lighting Design

Sebastian Harcombe
Katrine Reimers
Robin Newton
Alastair Macgeorge
Suzy Ruffles
Domenica Cardullo
Nicolai Hart-Hansen
Jodie Kearns
Cameron Bannister
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engagements: Mozart s Exultate Jubilate (with- London  Irish Symphony Orcheetra) and
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Jill Noakes (Chm‘us)' Sah g in éhoruses, and t'o'ok stnall parts in ensembles, with Floral Opera, for
many years. She studies singing with Carlos Aransay. With HGO she has been in the chorus of
Carmen, Magic Flute; Marriage. of Figaro, La Traviata & Yeugeny Onegm Jill studied pianoin
Venice, Italy with Gino Gorini'and then, at the Guildhall School of Music, with Robert Collet
and Mary Peppin. Sheis coached by Richard Shaw in London.  She teachies piano privately

loeally. Jillislooking forward to singinginthe chorus of Lali yaviata with Vox Lirikain Jone:

Jlﬂlﬂ Hessey (ﬂm) began her smgmg trammg as a Iumor Fxh1b1t1oner at Trlmty Collcge of

the Royal Northem College of' Muslc Manchcqter Sirice then she has continued her studies in’
London. - Opeératic roles include Donna Elvira (Don Giovanni), Despina (Cosi Fan Tute),
Papagena (The Magic Flute), Servilia (La Clemenza di Tito); Barbarina (Marridge of Figaro)l.e -
Petit Yniold (Pelléas et Mélisande), Blanche de la Force (Dialogues of the Carmelites) ;Giulietta -
(I Capuleti ¢ I Montecchi), Lisa (The Grand Duke), Melissa (Princess Ida), Eliza (The Zoo) and e
Clara(The Duenna). Idomeneois Julia's début with HGO.



Colloge Chapei and Chamber Choirs.. She has performeci in the UK and abroad. with the BRC
Symphony Chorus and in 2007 completed Birkbeck University's Coneeit Singing Foundation

Course with Distinction, Jdomeneo representsher opera(and HGO) début.
LizHuant (Chorus) sang inthe choruses of Macheth, Le Comte Ory, and La Traviata withFloral

Ope1a Idomeneo will be her third opera with HGO and she has thoroughly enjoyed rehearsing it.

Liz sings with the Medici Choir, under John Baird, and recently sang with them in.a performance
of Bach'sSt, Matthew Passzon at St theq Church nearTottenham Court Road, London

Loulse Adamson (Idamante) is smdymg for a Masters in Performance with Linda Hirst at.
Lrinity Col]ege of Music. ~ She holds scholarships from the Elsie Skellein, Susan Morden,.
Culters Company, Kathleen and John Wates Trusts. Recent operatic appearances include Third'

Boy in Die Zauberflte at Dartingion, chorus in- Carmcn with Mean Time Opeta and chorus in.
Dzalogues des Carmélites at Trinity College of Music. Louise is a regular Oratorio soloist and has®
appeared recently with nghgate Choral Soc;ety, The Lotidon Chorus, Eastcote Choral Society
and Downland Chorale. - She also gives recitals as a soloist and with her vocal trio Troika,

Idomeneo marks her dobut with HG Q.

Martm’M'u'sgraw e (Choms‘ & 2”d 1 roﬂm) started smgmg with the New Zealand National Youth.-

Choirat age 16 in 1988, and then went on to study singing at Victoria University of Wellington

with Emily Mair. Whllst at Victoria he uniderstudied Leporello (Don Giovanni). Hethen joined.
Wellmgton City Opera, m 1993 performmg Tn Ballo in Maschem, Perer Grrmes and Brtter.

Yevgeny Onegm (Captam Petrowoh) Healso recently sang in Opera London's debut productron _

of The Marriage of Figaro:

Matthew Holt { Chorus & 2” i’}wan ) started singing w1th the London Welsh Chorale in 2005. ok

mcludo ‘The Comtab]o in 4 tare performance of Ehzabeth Maconohy s The Three Strangers, :
staged in the Sir Jack Lyon's Concert Hall York under the direction of her daughter, comiposer aind.-

lecturer: Dercola LeFanu.
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Boccanegm) mMa‘y‘ 2008 n Spam : :
‘itefame Kemball—Read (Ilm) tramed it Tnmty College of Mus:c obta1 nmg hor postgraduate :

Opera, Idomeneo wﬂi beleetta s debut wnth HGO.
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