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1 “I shall be too late!... Down!” 2.10
2 “Drink!” 1.29
3 “Which way? Which way?” 2.59
4 A Mad Tea-Party... “Nurse it for a bit.” 4.51
5 The Queen’s Piano and Croquet Masterclass 3.01
6 The Lobster-Quadrille 2.04
7 The Trial – Who Stole the Tarts? 2.25
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16 Humpty Dumpty 4.58
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ALICE IN WONDERLAND
By Jenny Woolf 

WHO IS ALICE?  

To understand the background to the 
Alice books, it’s helpful to consider 
the class system which dominated 
Victorian life. Little ‘Alice‛, born in 1852, 
was the second daughter of Henry 
Liddell, Dean of Christ Church, who 
held one of the highest social positions 
in Oxford. His wife was a formidable 
woman who managed a huge budget 
to run the Dean’s home and entertain 
his distinguished visitors. Part of her 
role was to organize advantageous 
marriages for her daughters, and it 
was hoped that Alice and her sisters 
would eventually marry into the 
aristocracy – or even royalty. Indeed, 
at one time it looked as if Alice might 
marry Queen Victoria’s youngest son, 
Prince Leopold. 

Carroll was 20 years old when Alice 
Liddell was born, and during her 
childhood he worked in a junior 
teaching role in the university. He 
had neither good connections nor 
financial prospects, so would never 
have been considered as a husband 
for any of the Liddell girls. But he was 
very popular with children and had 
always loved entertaining his many 
sisters and brothers. Mrs Liddell 
liked him, and let him make friends 
with her four oldest children, Henry, 
Lorina, Alice and Edith, when they 
were young. Carroll taught them 
games and took them on outings with 
his brother Wilfred, or with friends, 
during which he often told them 
stories. It was in July 1862, when Alice 
was ten, that he first began to tell her, 
Lorina, Edith and his friend Robinson 
Duckworth the story of ‘Wonderland’. 

Alice was a lively and confident little 
girl, and Carroll was very fond of 
her, but there are no contemporary 
suggestions that she played a major 
part in his life. The relationship with 
the children lasted till summer 1863, 
when Mrs Liddell became concerned 
at local gossip suggesting that Carroll 
was using his friendship with the 
children as a means to court their 
governess, or alternatively, that he was 
angling to marry Lorina, who was by 
then 14 and on the brink of entering 
the highly competitive marriage 
market. Any breath of controversy 
could compromise the eligibility of all 
the girls, so Mrs Liddell asked Carroll to 
stay away from the family for a while. 
He accepted this, and stayed away for 
a year or so, after which his friendship 
with the Liddells was resumed on a 
more distant and formal level. 

In late 1864, when Alice was 12, Carroll 
sent her the original Wonderland 
story, which he had written out and 
illustrated. The volume was accepted 

and displayed in the family home 
for guests to read, but at that time, 
children’s stories were not taken 
seriously at all. Neither the Liddells 
nor Carroll publicized the connection, 
and Mrs Liddell did not consider that 
the Alice books were worth a mention 
in the Dean’s biography, which she 
commissioned after his death. 

After Alice grew up, she confided to 
her three children that she was the 
original of the girl in the story book, 
but didn’t tell anyone else. However, 
when she was in her eighties, her son 
persuaded her to reveal her secret 
to the world, and she seems to have 
enjoyed doing so.  

ALICE IN WONDERLAND 

The Wonderland story was told over  
at least two days. Alice had the main 
role in the story, but her two sisters,  
as well as Carroll and Duckworth, 
made disguised appearances 
swimming about in Alice's Pool of 
Tears: Edith was the Eagle, Lorina 
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was the Lory, Carroll (under his real 
name of ‘Dodgson’) was the Dodo, and 
Duckworth was the Duck. The book is 
a succession of dreamlike encounters 
with odd fairytale characters in curious 
locations, with many references to 
people, places and songs that the 
children knew. These include the 
‘treacle well’ (healing-well) at Binsey, 
which they had visited, and the song 
‘Beautiful Soup’, based on ‘Star of the 
Evening, Beautiful Star’, which they 
could sing. 

While Carroll was writing the story out 
for Alice, he showed it to friends, who 
urged him to publish it commercially. 
He liked the idea, so he lengthened 
the story by adding the Mad Tea Party, 
the Frog and Fish Footmen and the 
Duchess and Pig, as well as some 
smaller changes, and commissioned 
the political cartoonist John Tenniel to 
illustrate it. Publication was scheduled 
for 1865, but for technical reasons  
the first edition did not go on sale  
until 1866. 

Carroll genuinely considered his 
story to be a simple fairytale, but its 
interesting use of language, logical 
conundrums, amusing parodies 
and unsettling undertones quickly 
attracted readers of all ages, for many 
different reasons. The original text 
is still in print and widely available in 
scores of different languages.  

THROUGH THE LOOKING-GLASS, 
AND WHAT ALICE FOUND THERE 

Carroll decided to write a follow-up 
‘Alice’ story based on a chessboard, 
but the writing went slowly at first. 
In 1869, his father died suddenly, an 
event that he described as the worst 
blow of his life, and he immediately 
became head of the family. This 
included responsibility for his ten adult 
siblings, none of whom had a proper 
job or a permanent home. It was an 
exhausting and distressing time, and it 
is interesting that he chose it to work 
on completing Through the Looking-
Glass and What Alice Found There.  

Once more, Tenniel was the illustrator, 
and the book was published in 1871. 

Some parts of Looking-Glass, notably 
the scenes after Alice becomes a 
Queen, seem to reflect Carroll’s 
acute stress and anxiety at the time, 
and many readers have noted the 
preoccupation with death in the book. 
Towards the end, the story descends 
into frightening chaos, with elements 
suggestive of a Victorian séance. At this 
point, Alice bravely takes control and 
delivers herself back to a reassuringly 
normal life. 

THE LASTING LEGACY OF  
LEWIS CARROLL

Alice and her world have inspired 
countless creative works, adaptations 
and spinoffs, and more examples 
continue to appear in the fields of 
music, fashion, photography, dance 
and gaming, and in all kinds of themed 
events and attractions. Hundreds of 
translators have pitted themselves 
against the books’ multi-layered texts, 

and innumerable artists, including 
Arthur Rackham, Tove Jansson, 
Peter Blake and Yayoi Kusama have 
illustrated the stories; Salvador Dalí’s 
set of huge Alice prints, which include 
a depiction of a soft watch, are among 
the most striking. The original Tenniel 
illustrations are still very popular, and 
also the most interesting, for they 
precisely illustrate what Carroll himself 
thought everything should look like 
– including a fair-haired ‘Alice’ who 
looked nothing at all like Alice Liddell. 
In fact, Carroll supervised Tenniel so 
closely and relentlessly, that at first 
Tenniel refused to illustrate Looking-
Glass for him. He was eventually 
persuaded to do so, but afterwards,  
he revealed, he somehow lost the 
taste for illustrating books for ever!

Jenny Woolf is the author of The Mystery 
of Lewis Carroll, a thematic biography 
published in 2010 by St Martin’s Press 
New York and Haus UK. A revised edition 
was published in the UK in 2015.
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OPERA THAT BREAKS  
ALL THE RULES
By Toby Young

What would you bring with you to 
a tea party? Maybe some fondant 
fancies? Perhaps freshly baked 
scones? Gerald Barry brings warbling 
cakes, a barbershop quartet of babies 
and a contralto dormouse to his, 
which – for a composer whose operas 
infamously include plate-smashing and 
megaphones – is hardly surprising. 
Barry’s artistic voice is shocking, 
enchanting and often downright weird. 
He revels in contrasting the hilariously 
absurd with the heart-wrenchingly 
beautiful to create a surreal musical 
language that is perfectly suited to the 
fantasy world of Lewis Carroll. 

From the moment the Mad Hatter 
stumbles onto the stage, we are 
immersed in a kaleidoscopic musical 

playground that is at once enticing, 
transfixing, shocking, disturbing 
and provoking of the deepest of 
belly laughs: a trait all too rare in 
contemporary music. This is opera 
that breaks all the rules. Singers 
are pushed to the extremes of their 
ranges, most notably in the role of 
Alice, whose dizzying tightrope of 
a part contains an astonishing 98 
top Cs, of which 30 occur in the first 
minute of music! Supersonic tongue-
twisters (particularly in the virtuoso 
croquet lesson) and moments of 
extreme vocal stamina leave us in 
awe, as we watch while Barry, with an 
anarchic twinkle in his eye, takes apart 
the very building blocks of operatic 
singing before deftly rebuilding them 
into something fantastical and new. 

Barry ‘s treatment of 
the text is charmingly 
mischievous, obsessing over 
an obfuscation and restructuring of 
language that rivals even Lewis Carroll 
himself. By going against the grain of 
the words through unnatural rhythms, 
accentuations and repetitions – so far 
from textbook that it has even been 
described as ‘clumsy’ – Barry subverts 
Carroll’s language in order to reveal 
something new in it, prompting us to 

engage with the words in a different 
way (for example Humpty Dumpty 
recounting his tragic tale to an ironic 
rendition of Beethoven’s Ode to Joy). 
Phrases that are too ludicrous or 
shocking to be uttered in the real world 
are rendered into sound through 
extended vocal techniques – speaking, 
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shouting, growling, whispering, 
squealing and so on – that short-circuit 
all rationality to penetrate straight to 
our emotional core. ‘I’ve done all the 
screaming already’, gasps an exhausted 
Alice, recalling the mute character of 
Marlene at the end of Barry’s earlier 
opera, The Bitter Tears of Petra von Kant, 
whose choked-up silence is less an 
absence of speech than a liberation 
from the claustrophobic entrapment 
of the world around her. Clearly a 
recurrent theme. 

Like the Cheshire Cat, who leaves just 
a ghostly, enigmatic grin behind him, 
the melodic profile of this music is 
both curiously familiar and strangely 
disorientating. Quixotic allusions 
to recognizable works appear and 
disappear in a dreamlike way, as 
Baroque dances punctuated by 
Stravinsky-like ‘wrong notes’ rub 
shoulders with Romantic orchestral 
tone poems and riotous parlour 
songs. Familiar points of reference 
are completely turned on their head 

through stylistic dislocation, like  
a strange childhood game that no 
one told us the rules for. Whether 
by re-imagining a delicate chorus of 
daisies as a series of fortissimo barks 
or underscoring the dramatic fight 
between the Red and White Knights 
with a fragile and melancholic waltz, our 
expectations are constantly thwarted. 
There is a similar sort of bizarre, 
dream-like logic to much of the musical 
narrative. Carroll’s famous Jabberwocky 
poem appears three times in Barry’s 
topsy-turvy libretto: retold first as a 
super-speed rousing Russian patriotic 
hymn, then an emotional lament in 
French, before finally reappearing as an 
angular German marching song. With 
dizzying dexterity, we are led through 
fantasy worlds of extreme contrast, 
full of sudden and unexpected twists 
and turns, where music is constantly 
repeated, broken up or juxtaposed  
at random. 

But in the skewed world of a 
Wonderland where ‘nine minus eight’ 

equals ‘bread and butter’, the peculiar 
logic of Barry’s fragmented structures 
seems to somehow make sense. ‘It is 
not necessary for the music to “go” 
anywhere’, he writes. ‘The pleasure 
lies in the conversation on the way, 
the artistry in handling the language.’ 
Without a common-sense chronology 
to anchor us, the series of paradoxes 
that drives these rapid changes of 
direction becomes our new logic. 
Like an over-tired toddler, the music 
swings dramatically from full-throttle 
hyperactivity to slow-motion naptime, 
barely giving time for us to catch 
our breath. This sense of play is the 
key to unlocking Alice. Rather than 
worrying about how to understand 
the rich symbolism and allegory of this 
postmodern romp, Barry invites us to 
forget our inhibitions and experience 
the opera through the eyes of a child: 
to become Alice herself. 

In many ways, both Carroll and Barry 
are writing at times where childhood 
innocence is at risk – in the 19th 

century from an ideological production 
of ‘seen and not heard’ values, and 
today from the socially-alienating 
technology of smart phones and 
social media, which are purported 
to promote anxiety and lower self-
esteem in adolescents. This risk is 
palpable in Alice through an acute 
tension between the childhood 
fantasy world of Wonderland and 
the moralistic Victorian values that 
persistently attempt to infiltrate it. 

In the early part of the 19th century, 
novels were expected to provide 
moral education for readers of all 
ages, to ‘dress up morality and the 
sublimest truths of natural religion in 
the easy language of infancy’ (Mary 
Collyer). By concealing topics such as 
politeness, obedience to parents and 
table manners within their fictional 
stories – an approach known as 
‘instruction with delight’ – writers of 
Victorian children’s books sought 
to create a generation of miniature 
grown-ups, often at the expense of the 
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pleasures of youth. Barry’s obsession 
with this intervention of oppressive 
formality is a central theme in nearly 
all of his operas: from The Triumph of 
Beauty and Deceit (2002), a homage to 
Baroque moralistic battles between 
pleasure and truth, to his more  
recent The Importance of Being Earnest 

(2009-10), which offers a critique of the 
unthinking enactment of mannered 
Victorian etiquette. 

Such a challenge to social formality 
is evident from this opera’s opening 
moments. Alice’s gymnastic scales and 
arpeggios are echoed back to her like 
didactic vocal exercises; the orchestra 

acts as a stern teacher, playing back the 
elements that need to be improved on 
with increasing frustration. The further 
Alice goes down the rabbit hole, the 
more combative this scene becomes, 
with the student pushing back against 
their teacher in a spectacular duel of 
technical prowess. A while later, the 
Queen of Hearts offers Alice a piano 
masterclass by shouting phrases 
from Carl Czerny’s aptly named 
technical manual Die Schule der 
Geläufigkeit (School of Velocity), used 
by burgeoning pianists to develop their 
technique and ensure ‘even finger 
strength’. This all seems an appropriate 
musical nod to Carroll, who was well 
known to be disapproving of heavy-
handed education techniques such as 
learning by rote, which he believed to 
stifle childhood imagination. (As the 
Mock Turtle observes, ‘what is the use 
of repeating all that stuff… if you don’t 
explain it as you go?’) This playful take 
on Victorian education is echoed later, 
when Tweedledum and Tweedledee – 

symbolizing cautious parental figures 
– try to dissuade Alice from curiosity 
with a moral tale about oysters. In 
rebellion, Barry becomes impertinently 
behaved here, setting the text to an 
unrelenting sequence of cluster chords 
in resemblance of a frustrated child 
smashing the piano with their fists. 
Perhaps the best example of this sort 
of educational commentary appears 
in the surreal world of the tea party. 
The highly ritualized, rule-bound 
nature of Victorian mealtimes was an 
inevitable source of inspiration for 
Carroll, who invites his disorderly cast 
to break all the rules: resting their 
elbows on the table, shouting as loudly 
as they can and even sitting down 
uninvited! Barry’s score demonstrates 
similarly bad manners with its extreme 
repetitions, unnatural text-setting 
(‘no room no room no room’) and 
erratic musical phrases that are either 
bizarrely short or ridiculously long. 

With this music coming straight 
from the madhouse, it seems no 
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coincidence that a common practice 
in Victorian asylums was to dress 
patients up in formal clothing and  
re-create socially accepted rituals such 
as formal lunches and tea parties. As 
Franziska Kohlt notes, these events 
helped patients reconnect with socially 
accepted behaviour in ‘an attempt 
to re-educate them, [by] promoting 
values such as industry, self-control 
moderation and perseverance; an 
aspect that made the treatment 
of lunatics comparable to that of 
children’. With music that is as 
nervous and fidgety as the Hatter 
himself, Barry’s score for the tea party 
alternates uncomfortably between 
wild, breathless hysteria and a kind 
of despondent cortège; the music 
periodically imprisoned and restrained 
by extended repetitions of a single 
bar at a time. ‘Faster, faster’, cries a 
voice, as the music gains speed and 
we are pushed further out of control. 
Without the grounding regularity of 
time, the music is at its most unhinged, 

recalling philosopher Gilles Deleuze’s 
observation that the Mad Hatter and 
the White Rabbit went ‘mad together 
the day they murdered time’. 

But what does this all mean for us? 
Well, whether middle-class tea party 
or a cure for insanity, the inherent 
absurdity of this pantomime is given 
a meaningful edge by returning to 
the presence of Alice. This powerful 
juxtaposition is an invitation for us to 
stand back from the action and try 
and see the world through a child’s 
eyes. If the uneasy menace of an 
adult world nudges out from behind 
Carroll’s writing, it positively explodes 
from the ferocious power of Barry’s 
orchestral writing, with its shifts 
between child-like naivety and dark, 
atonal complexity. When Alice goes 
through the looking glass we go with 
her, learning new ways to deal with the 
strange, jarring and complex world we 
all find ourselves in; and part of this 
means embracing the darker, scarier 
corners of this strange new world. 

Alice’s heightened, melodramatic 
surrealism is a compelling invitation 
to make sense of our surroundings 
in a new way, by throwing away our 
inhibitions and biases, and allowing 
ourselves to experience the ever-
changing, confusing, fragmented 
world around us with the same 
sense of wonder and openness as 
a child. We might walk out into the 
familiar streets of central London, 
but – as for Alice – this world will 
never seem quite the same again.

Toby Young is a Leverhulme Early 
Career Fellow at the Guildhall School of 
Music & Drama. He is also a composer 
and producer, who has worked with 
artists including the London Symphony 
Orchestra, Philharmonia Orchestra 
and the Rolling Stones.
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JABBERWOCKY
'Twas brillig, and the slithy toves 
Did gyre and gimble in the wabe: 
All mimsy were the borogoves, 
And the mome raths outgrabe.

“Beware the Jabberwock, my son! 
The jaws that bite, the claws that catch! 
Beware the Jubjub bird, and shun 
The frumious Bandersnatch!”

He took his vorpal sword in hand; 
Long time the manxome foe  
he sought— 
So rested he by the Tumtum tree 
And stood awhile in thought.

And, as in uffish thought he stood, 
The Jabberwock, with eyes of flame, 
Came whiffling through the  
tulgey wood, 
And burbled as it came!

One, two! One, two! And through  
and through 
The vorpal blade went snicker-snack! 
He left it dead, and with its head 
He went galumphing back.

“And hast thou slain the Jabberwock? 
Come to my arms, my beamish boy! 
O frabjous day! Callooh! Callay!” 
He chortled in his joy.

'Twas brillig, and the slithy toves 
Did gyre and gimble in the wabe: 
All mimsy were the borogoves, 
And the mome raths outgrabe.
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ALICE’S ADVENTURES  
UNDER GROUND
1

(Alice onstage. The White Rabbit enters stage right running fast in a straight line 
across the stage.)

White Rabbit: (Panic) I shall be too late! (Exits stage left.)

Alice: (Brilliant) Down! Down! Down! Will the fall never end? 
 How many miles have I fallen? 
 I must be getting somewhere near the centre of the earth.  
 That would be four thousand miles down. 
 That’s about the right distance. 
 What latitude or longitude have I got to?  
 Will I fall right though the earth? 
  I’ll come out among people who walk with their heads 

downwards. 
I’ll ask them what country it is. 
Is this New Zealand or Australia?  
Down! Down! Down!

(The White Rabbit enters stage left, running fast.)

White Rabbit: How late it’s getting! (Exits stage right.)

Alice:  Even if my head goes through, it would be of very little use  
without my shoulders. 

Oh I wish I could shut up like a telescope!  
I think I could, if I only knew how to begin.

2

Bottle 1,2,3,4: (Rousing/Raucous) Drink! Drink! Drink! 
 Drink me! Drink me! Drink me!

Alice: I must be shutting up like a telescope!

Cake 1,2,3,4: (Blazing) Eat! Eat! Eat!  
 Eat me! Eat me! Eat me!  
 Yummy, yummy, yummy!  
 Yum, yum, yum!

3

Alice: Which way? Which way? 
  Now I’m opening up like the largest telescope that ever was! 

Good-bye feet!

(The White Rabbit enters stage right running fast.)

White Rabbit: (Terror) Oh! The Duchess, the Duchess! 

Alice: Sir!

(The White Rabbit starts violently and runs into the darkness of stage left.)

Alice: Have I been changed in the night? Who am I? 
  Four times five is twelve, and four times six is thirteen,  

and four times seven is – 
London is the capital of Paris,  



22 23

and Paris is the capital of Rome, 
and Rome – 
Où est ma chatte? [Where is my cat?]

(The White Rabbit enters stage left running fast.)

White Rabbit: (Horror) The Duchess! The Duchess! (Exits stage right.) 

(A Footman with the face of a fish runs on and knocks loudly on a door. A Footman 
with the face of a frog opens it. Both have powdered hair curling all over their heads. 
The Frog-Footman hands over a great letter nearly as large as himself.)

Fish-Footman:  (Very Grand) For the Duchess: An invitation  
from the Queen to play croquet.

Frog-Footman:  (Pomp) From the Queen: An invitation  
for the Duchess to play croquet.

(The Footmen bow low and their curls get entangled. The Fish-Footman exits. 
The door opens and a large plate flies out grazing the Footman’s nose and smashes. 
Walls part to reveal the Duchess’s kitchen. The Duchess is nursing a baby and the 
cook is stirring. A large cat grins.)

Alice: Why does your cat grin like that?

The Duchess:  (Uncaring) It’s a Cheshire Cat, and that’s why. Pig!

Alice: I didn’t know that Cheshire-Cats could grin.

The Duchess: They all can, and most of ‘em do.

(The cook throws fire-irons, saucepans, plates and dishes at the Duchess and the 
baby. The Duchess takes no notice when they hit her. The baby is screaming.)

Alice: (Alarmed) There goes his nose!

(The Duchess begins nursing the child again, singing a lullaby to it, violently shaking  
it at the end of every line.)

The Cook: Speak roughly to your little boy,  
 and beat him when he sneezes: 
 He only does it to annoy  
 because he knows it teases.

Baby 1,2,3,4: Wow! Wow! Wow!

(The Duchess tosses the baby violently up and down.)

The Duchess: I speak severely to my boy, 
 I beat him when he sneezes: 
  For he can thoroughly enjoy  

the pepper when he pleases.

Baby 1,2,3,4: Wow! Wow! Wow!

4

The Duchess: Nurse it for a bit. (She flings the baby at Alice.) 
  I must go and get ready to play croquet with the Queen.

(The Duchess exits as the Cook throws a frying pan at her.)

Cheshire Cat: Do you play croquet with the Queen today? 

Alice: I would like to, but I haven’t been invited yet.

Cheshire Cat: You’ll see me there.
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(He vanishes and then reappears.)

Cheshire Cat: Did you say ‘pig’, or ‘fig’?

Alice: Pig.

Cheshire Cat: (Enigmatic) All right.

(This time the Cheshire Cat vanishes quite slowly, beginning with the end of his tail, 
and ending with the grin, which remains some time after the rest of it has gone.)

A MAD TEA-PARTY

(A table is set outside under a tree, and the March Hare and the Hatter are having tea 
at it: a Dormouse is sitting between them, fast asleep, and the other two are using it 
as a cushion, resting their elbows on it, and talking over its head. The table is a large 
one, but the three are all crowded together at one corner.)

Hatter: (Bossy, rude) No room! No room! No room!

Alice:  (Protesting) There’s plenty of room! (Sits down at one end of 
the table.)

March Hare: Have some wine. Have some wine. Have some wine. 

Alice: I don’t see any wine!

Hatter:  (Malicious/crowing) There isn’t any. There isn’t any. There  
isn’t any.

March Hare/Hatter:  (Bullying) Your hair needs cutting. Your hair needs cutting. 
Your hair needs cutting.

Dormouse:  I breathe when I sleep is the same as I sleep when I breathe.

Hatter: (Fantastic) Twinkle, twinkle, little bat! 
 How I wonder what you’re at! 
 Up above the world you fly  
 Like a tea-tray in the sky. 
  Twinkle, twinkle, twinkle, twinkle, twinkle, twinkle, twinkle, 

twinkle, twinkle, twinkle, twinkle, twinkle!

 (Cries out in anguish) It’s always six o’clock now.  
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 It’s always  tea-time.  
 (Shout) I want a clean cup, let’s all move one place on.

(The Hatter moves as he speaks, and the Dormouse follows him: the March Hare 
moved into the Dormouse’s place, and Alice takes the place of the March Hare.)

Hatter:  (Mounting Hysteria) Mouse-traps, Mausefallen, and  
the moon, und der Mond, and memory, und das 
Gedächtnis. Lovucshkimyshi i luna, a pamyit!  
[Mousetraps, the moon and memory!] 
Trappole per topi, e la luna, e le memoria.  
[Mousetraps, and the moon and the memory.] 
Mus in laqueum diaboli, et lunam, et memoria. 
[A mouse in the devil's snare, the moon and memory] 
The Queen! The Queen!

(A large rose-tree stands near the entrance of the garden: the roses growing on it are 
white, but there are three gardeners at it, busily painting them red.

The gardeners throw themselves flat on their faces. The sound of many footsteps. 
First come ten soldiers carrying clubs all shaped like the three gardeners, oblong and 
flat, with their hands and feet at the corners:

Next ten courtiers: these are ornamented all over with diamonds, and they walk two 
and two, as the soldiers did. After these come the ten royal children.

Next come the guests, mostly Kings and Queens, and among them Alice recognises 
the White Rabbit: he is talking in a hurried nervous manner, smiling at everything 
that is said, and goes by without noticing her.

Then follow the Knave of Hearts, carrying the King’s crown on a crimson velvet 
cushion. And, last of all come The King and Queen of Hearts.

When the procession comes opposite to Alice, they all stop and look at her.)

The Queen: Who is this? What’s your name, child? 

Alice: Alice.

The Queen:  (Pointing to the three gardeners lying around the rose-tree) 
Who are these? 
Turn them over

(The Knave of Hearts turns the gardeners over, very carefully, with one foot.)

The Queen: Get up!

(The three gardeners jump up and begin bowing to the King, the Queen, the royal 
children and everybody else.)

The Queen: Stop. 
 I see.  
 Are their heads off?

Soldier: Their heads are gone. 

The Queen: (To Alice) Can you play croquet? 

Alice: (Softly) Yes.

White Rabbit: (To Alice) It’s a very fine day. 

Alice: Very.
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THE QUEEN’S CROQUET-GROUND

The Queen: Get to your places.

(In the following section, the performers should deliver the text as if addressing 
massed rallies of thousands. Everything is done as in a storm, fighting the elements, 
declaiming like feverish circus masters, animal trainers, and frenetic auctioneers. 
The task is to marry piano techniques to croquet. The scene should go like the wind, 
never slower than the speeds indicated. Players are guillotined randomly.)

The Queen:  (Tyrannical) Beweglichkeit der Finger bei 
ruhiger Hand. Mouvement des doigts 
enlaissant reposer la main. Action of the 
fingers, the hand quiet.

Cheshire Cat/King: Mouvement des doigts.

The Queen:  (Cruel) Das Untersetzen des Daumens.  
Le passage du pouce. The passing of  
the thumb.

Alice/Queen/Hatter/Hare/Cat/King: The passing under!

Hatter:  (Hysteria) Deutliche Geläufikeiteit. Volubilité 
d’exécution. Clearness in rapidity.

Queen/Hatter/Hare: Rapidity.

March Hare:  (Light-headed) Leichte Beweglichkeit im 
ruhigen Staccato. Mouvement léger, 

staccato tranquille. Light motion in  
quiet staccato.

Alice/Queen/Hatter/King: in quiet staccato.

Cheshire Cat:  (Monstrous) Gleichheit in Doppelläufen. 
Egalité dans les gammes en tierces. 
Evenness in double passages.

Queen/Mouse/Hatter/Hare/King:  double passa-

The King:  (Harsh) Deutlichkeit in gebrochenen 
Accorden. Clarté dans les accords brisés. 
Clearness in broken chords.

Alice/Hatter: broken chords

Alice:  (Thrilling) Leichte Beweglichkeit der linken 
Hand. Agilité de la main gauche. Light action 
of the left hand.

Mouse/Hatter/Hare/Cat/King: Left hand. Agilité de la main gauche.

Dormouse:  (Wonder) Zartes Hüpfen un Abstoßen. Avec 
delicatesse, bien detaché. Delicate skips and 
detached notes.

Alice/Queen/Hatter/Hare/Cat: Zartes Hüpfen.

The Queen:  (Despotic) Gewandheit im Fingerwechsel. 
Agilité dans le changement des doigts. 
Readiness in changing the fingers.
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Alice/Queen/Hatter/Hare/King: agilité

The Queen:  (Fanatical) Die möglichste 
Geläufigkeit. Pour acquérir la plus  
grande agilité. The utmost velocity.

Alice/Hatter/Hare: Velocity!

Cheshire Cat:  (Manic) Accord passagen. Passages 
en accords. Chord passages.

Alice/Queen/Mouse/Hatter/Hare/Cat/King: Chord passages.

The Queen:  (Shouting Auctioneer) Schnelle Moll 
Skalen. Gammes mineures. Grand 
vitesse. Minor scales in rapid tempo.

Alice/Queen/Cat/King:  Grand vitesse.

Dormouse:  (Bureaucratic) Doppeloktaven. 
Octaves doubles. Double octaves.

Alice/King: Double! Octaves!

Alice:  (Vertigo) Der Daumen auf 
Obertasten bei völlig ruhiger 
Haltung der Hand. Exercise du 
pouce sur les touches noires 
enlaissant  reposer la main. The 
thumb on the black keys the 
position of  the hand perfectly quiet.

Alice/Queen: Touches noires, reposer

The King:  (Domineering) Geläufige Deutlichkeit. Clarté et 
precision. Clearness in running passages.

Alice/Hatter/Hare/Cat/King: Clarté. Running passages.

Alice:  (Dizzy) Die möglichste Schnelligkeit in Accord 
passagen. Le plus grand vitesse, grand vitesse, 
dans le passage des accords. The utmost velocity 
in chord passages.

Hatter/Hare/Cat/King: Le plus grand vitesse.

The Queen:  (Heated) Leichter Armbei geschmeidigen Fingern. 
Legèreté dans les bras pendant l’agilité des doigts.  
Light arm, the fingers flexible.

Queen/Hare/King: Legèreté dans les bras é des doigts.

Dormouse: (Inflamed) Gleichmässiger Aufheben beider Hände.  
  Pour enlever les deux mains avec agilité.  

Uniformity in raising the hands.

Alice/Hare: Deux mains avec agilité.

Hatter/March Hare:  (Over-heated) Bravour in Ausschlag und Bewegung. 
Bravoure dans l’attaque et dans le mouvment. 
Bravura in touch and action.

Alice/Queen: Bravoura attack!

Hatter/Hare/Cat/King: (Violent) Trillerübung. Exercise de trilles. Trill exercise.

Alice/Queen/Mouse/Hare:  Triller! Übung!
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The Queen: (Storm) Oktaven mit Bravour. Octaves de bravoure.  
 Octaves Bravoura!

Alice/Mouse/Cat/King: Octaves mit Bravour!

The Queen: (Whirlwind) Bravour im Ausschlag und in Tempo.  
  Bravoure  dans l’attaque e le movement. Bravura 

in touch and tempo

Alice/Queen/Mouse/Cat/King: Bravoure! Bravura! 

Cheshire Cat: How are you getting on?

Alice:  I don’t think they play at all fairly, and they don’t  
seem to have any rules.

The King: (Irritated) Who are you talking to? 

Alice: A Cheshire Cat.

The King: (Narcissistic) It may kiss my hand. 

Cheshire Cat: (Urbane) I’d rather not.

The King:  (Very irritated) Don’t be impertinent, and don’t look 
at me like that.

Alice: (Helpful and friendly) A cat may look at a king.  
 I’ve read that in some book.

The King: (Imperial) Well, it must be removed.
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THE LOBSTER-QUADRILLE

The Mock Turtle (Queen)/Dormouse:  Will you walk a little faster?”  
said a whiting to a snail. 
“There’s a porpoise close behind us,  
and he’s treading on my tail.  
See how eagerly the lobsters  
and the turtles all advance. 
They are waiting on the shingle –  
will you come and join the dance? 
“You can really have no notion  
how delightful it will be, 
When they take us up and throw us,  
with the lobsters out to sea!” 
But the snail replied “Too far, too far!”,  
and gave a look askance –  
Said he thanked the whiting kindly,  
but he would not join the dance. 
Would not, could not, would not, could not,  
would not join the dance. 
“What matters it how far we go?”  
His scaly friend replied. 
“There is another shore, you know,  
upon the other side.

Hatter:  (Cry out like Laurence Olivier at Agincourt) 
The further off from England the nearer 
is to France.

Cheshire Cat:  (Cry out) Plus on s’êloigne de l’Angeterre, 
plus on se rapproche de la France.

The King:  (Cry out) Chem dal’she myot Anglii, tem 
blizhe k Frantsii. 

The Mock Turtle/Dormouse:  Then turn not pale, beloved snail,  
but come and join the dance?  
Will you, won’t you, will you, won’t you, 
will you join the dance? 
Will you, won’t you, will you, won’t you,  
won’t you join the dance?”

Hatter/Hare/Cat/King:  (Virtuosic coloratura) Beautiful Soup. 
Beautiful Soup. 

March Hare: (Shout) Chorus again!

Hatter/Hare/Cat/King: Beautiful Soup. Beautiful Soup. 

Conductor:  (Cry out) The trial’s beginning! 

Hatter/Hare/Cat/King: Beautiful Soup. Beautiful Soup.
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THE TRIAL – WHO STOLE THE TARTS?

(The King and Queen of Hearts seated on their throne with a great crowd assembled 
around them - birds and beasts and the whole pack of cards. The Knave stands 
before them in chains and near the King is the White Rabbit, with a trumpet in one 
hand, and a scroll of parchment in the other. In the middle of the court is a table with 
a large dish of tarts on it.)

The King: Read the accusation!

(The White Rabbit blows on the trumpet, unrolls the parchment and reads.)

The White Rabbit: (Ecstatic) The Queen of Hearts 
  (Euphoria) She made some tarts all on a summer day:

(The Queen making the tarts.)

The White Rabbit: The Knave of Hearts, he stole (Joy) those tarts. 
 And took them quite away.

The King: (Importantly, to the jury) Consider your verdicts.

The White Rabbit:  (Exasperated)  Not yet, not yet.  There’s a great deal to 
come before that!

The King: (Commanding) Call the first witness.

(The White Rabbit blows on the trumpet)

The White Rabbit: First witness!

(Enter the March Hare with a teacup in one hand and bread-and-butter in the other. The 
Queen puts on her spectacles and stares hard at the Hare who turns pale and fidgets.)

The King: (Threatening) Give your evidence! 
 (Impatient) Call the next witness!

(Enter the Cook.)

The King: What are tarts made of?

(The King looks at Alice, mystified.)

The King: Call the next witness! 
 (To Alice) What do you know about this business?

Alice: Nothing.

The King: Nothing whatever?

Alice: Nothing.

The King: That’s very important. 

The White Rabbit: Unimportant.

The King:  (Order) All persons more than a mile high to leave the 
court. 

Alice: (Objects) I’m not a mile high.

The King: You are.

The Queen: (Grotesque) Two miles high.

(At this the whole pack of cards rise up into the air and come flying down on Alice. 
She screams in fright and anger and tries to beat them off.)
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JABBERWOCKY IN RUSSIAN

Alice/Queen/Dormouse/White Rabbit/ 
March Hare/Cheshire Cat/King:  Varkalos’. Khlivkie shor’ki  

Pyryalis’ po nave,  
I khryukotali zelyuki  
Kak myumziki v move.

  O bojsya Barmaglota, syn,  
On tak svirlep i dik!  
A v glusche rymlet ispolin,  
Zlopastnyj Brandashmyg.

  No vzyal on mech, i vzyal on schit,  
Vysokikh polon dum,  
V gluschobu put’ ego lezhit  
Pod derevo Tumtum.

  On vstal pod derevom i zhdet,  
I vdrug graakhnul grom:  
Letit uzhasnyj Barmaglot  
I pylkaet ognem.

  Raz-dva, raz-dva, gorit trava,  
Vzhi-vzhi, strizhaet mech, 
Uva- uva, i golova  
Barabardaet s plech.

  O svetozarnyj mal’chik moj,  
Ty pobedil v boyu!  
O khrabroslavlennyj geroj,  
Khvalu tebe poyu!

9

THE GARDEN OF LIVE FLOWERS

Alice: Tiger Lily! I wish you could talk!

Tiger Lily: I can talk.

Alice: Can all flowers talk?

Tiger Lily: As well as you can, and louder!

Chorus of Daisies: Bough-wough! Bough-wough! Bough-wough!

Tiger Lily:  They know I can’t get at them, or they wouldn’t dare to do it!

(Several of the pink daises turn white.) 

(Enter the Red Queen)

The Red Queen: (Inquisition, to Alice) Where do you come from!?  
 Where are you going!? Look up, (Alice looks up)  
 Open your mouth (Alice opens her mouth)  
 Wider! (Alice opens her mouth wider)

Alice: I wanted to see the garden.

The Red Queen:  (Superior) I’ve seen gardens compared with which this 
would be a wilderness.
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Alice: I wanted to reach that hill.

The Red Queen:  (Scornful) I could show you hills, in comparison 
with which you’d call that a valley.

(For some minutes Alice looked out in all directions over the country. There were a 
number of brooks running straight across it from side to side, and the  
ground between was divided up into squares by a number of green hedges, that 
reached from brook to brook.)

Alice/Queen/Tiger-Lilly/Daisies:  It’s a great, huge game of chess that’s being played  
all over the world!

10

The Red Queen: (to Alice) When you get to the Eighth Square you’ll  
 be a Queen.

(They begin to run hand in hand.)

The Red Queen: (Shout) Faster! Don’t try to talk! Faster! Faster! 

Alice: (out of breath) Are we nearly there?

The Red Queen:  (Amazed) Nearly there!? We passed it ten minutes ago!! 
(viciously!) Faster!

(The wind whistles in Alice’s ears, almost blowing the hair off her head.)

The Red Queen: Faster! Faster! Now! Now! Now! 
 Don’ try to talk! 
 (Shout) Tais Toi! Tais Toi! Now! Now! 
 Noooooooooow! 
 Faster! Faster!

Alice: Are we nearly there?

The Red Queen: Now! Now! Now! 
 Faster! Faster! Faster! Faster!  
 Now! Now! 
 Rest!

  At the end of two yards, (puts a peg to mark  
the distance), I shall give you your directions – have 
another biscuit.

  At the end of three yards I shall repeat them – for fear  
of your forgetting them.

  At the end of four, I shall say good-bye, and at the end  
of five, I shall go.

(She’d put all the pegs in by this time, and Alice looks on as she returns to the tree, and 
then begins slowly walking down the row. At the two-yard peg she turns round and says:)

The Red Queen:  A pawn goes two squares in its first move, so you’ll go very 
quickly through the Third Square by railway, and you’ll find 
yourself in the Fourth Square in no time. That square  
belongs to Tweedledum and Tweedledee – the Fifth  
is mostly water – the Sixth belongs to Humpty Dumpty.  
The Seventh Square is all forest – however, one of the  
knights will show you the way – and in the Eighth Square  
we shall be Queens together.

(At the next peg the Queen turned again, and said:)
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The Red Queen: Speak, in, French.

JABBERWOCKY IN FRENCH

Alice: Il brilgue: les tôves lubricilleux 
 Se gyrent en vrillant dans le guave,  
 Enmîmés sont les gougebosqueux,  
 Et le mômerade horsgrave.

 (Ecstatic) Garde-toi du Jaseroque, mon fils! 
 La gueule qui mord; la griffe qui prend! 
 Garde-toi de l’oiseau Jube, évite  
  Le frumieux Band-á-prend.

Alice/Queen/Chorus: (Roar) Ahhhh

Chorus (Men): Son glaive vorpal en main il va- 
 T-à la recherche du fauve manscant;  
 Puis arrivé à l’arbre Té-Té, 
 Il y reste, réfléchissant.

Alice:  Pendant qu’il pense, tout uffusé, 

The Red Queen:  Le Jaseroque, à l’oeil flambant, 

Alto: Vient siblant par le bois tullegeais,

Alice: Et burbule en venant.

Chorus (Men): Un deux, un deux, par le milieu,  
 Le glaive vorpal fait pat-à -pan!  

 Le bête défaite, avec sa tête, 
 Il rentre gallomphant.

Tenor 1: (Tenderly) As-tu tué le Jaseroque?

Tenor 2: (Loving) Viens à mon coeur, fils rayonnais!

Baritone: (Rough) O jour frabbejeais! Calleau! Callai!

Bass: (Rough Il cortule dans sa joie.

12

JABBERWOCKY IN GERMAN

Chorus (Men): (March) Eins! Zwei! Eins! Zwei! 
 (With increasing hysteria) Eins! Zwei! Eins! Zwei! 
 Und durch und durch und durch und durch 
  Sein vorpals Schwert zerschniferschnück, 

zerschniferschnück, 
(Screaming) zerschniferschnück, zerschniferschnück,  
Da blieb es todt! Er, Kopf in Hand,

 Geläumfig zog zurück.

Tenor 1: (Hushed) Und schlugst Du ja den Jammerwoch?

Tenor 2: (Tenderly) Umarme mich, mein Böhm‘sches Kind!

Tenor 1: (Joyful!) O Freuden-Tag! O Halloo-Schlag! 
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The Red Queen: Remember who you are! Goodbye.

Alice:  (With great excitement) I want to get into the Third! Square!

(She runs down the hill and jumps over the first of the six brooks into a train.)

(Guard puts his head in at the window of the carriage.)

Guard: Tickets please!

(Everyone holds out a ticket about the same size as themselves. The tickets fill  
the carriage.)

Guard: (to Alice) Show your ticket, child!

(During the following, the Guard looks at her, first though a telescope, then through  
a microscope, and then through an opera-glass.)

Passengers:  Don’t keep him waiting child! His time is worth a thousand 
pounds a minute!

Alice:  I haven’t got one. There wasn’t a ticket-office where  
I came from.

Passengers:  There wasn’t room for one where she came from. The land 
there is worth a thousand pounds an inch!

Guard:  Don’t make excuses. You should have bought one from 
the engine-driver.

Passengers:  The man that drives the engine! The smoke is worth a 
thousand pounds a puff!

Alice: Then there’s no use in speaking.

Passengers:  Better say nothing at all. Language is worth a thousand 
pounds a word.

Guard: (to Alice) You’re travelling the wrong way! 

Passengers: So young a child, so young a child, so young a child 

(The train engine screams and jumps over a brook.)

Alice: It’s taking us into the Fourth Square!

THE WOOD OF NO NAMES

Fawn: What do you call yourself?

Alice: Nothing

(They exit the Wood of No Names)

Fawn: (Shock) You’re a child!

Chorus:   (Triumphant)  You’re a child!  You’re a child!  You’re a child! 

Alice:  If I could only get to the Eighth Square before it gets dark! 
It’s getting so dark.

14

TWEEDLEDUM AND TWEEDLEDEE

Alice: (Points at Tweedledum) First Boy! 

Tweedledum: The sun was shining on the sea, 
 shining with all his might, 
 And this was odd, because it was 
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 the middle of the night.

Alice: (Points at Tweedledee) Next Boy! 

Tweedledee: You could not see a cloud, because 
 No cloud was in the sky: 
 No birds were flying overhead – 
 There were no birds.

Tweedledum: O Oysters, come and walk with us!’ 
 The Walrus did beseech! 
 A pleasant walk, a pleasant talk,  
 along the briny beach!

Tweedeldee: Four other Oysters followed them, 
 And yet another four; 
 And thick and fast they came at last, 
 And more, and more, and more –

Tweedledum: All hopping through the frothing waves, 
 and scrambling to the shore.  
 ‘But wait a bit’ the Oysters cried,  
 ‘Before we have our chat; 
 for some of us are out of breath,

All: And some of us are fat!’ 

Tweedledee: Now, if you’re ready, Oysters dear, 
 We can begin to feed.’

All: (Terrified Oysters) ‘But not on us!’ the Oysters cried. 
 But (Scream) not on us!

(Tweedledum and Tweedledee exit and the White Queen runs in wildly.)

15

The White Queen: Bread and butter, bread-and-butter. 
 (to Alice) I’ll take you. 
 Two pence a week, and jam every other day.

Alice: I don’t want any today.

The White Queen: You couldn’t have it if you did want it. The rule is jam 
 tomorrow, and jam yesterday – but never jam today.

Alice: It must come sometimes to jam today.

The White Queen:  No it can’t. It’s jam every other day: today isn’t any other day. 
(screams) Oh! Oh! Oh! My finger’s bleeding! Oh! Oh! Oh!

Alice: Have you pricked your finger?

The White Queen: I haven’t pricked it yet. But I soon shall – Oh! Oh! Oh! 

Alice: When will you do it?

The White Queen: When I fasten my shawl again. Oh! Oh!

(The brooch flies open, the Queen clutches wildly at it and pricks her finger.) 

The White Queen: That accounts for the bleeding, you see. (Smiles) 
 Now you understand how things happen here.

Alice: But why don’t you scream now?

The White Queen: I’ve done all the screaming already. (Exits)
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HUMPTY DUMPTY

Humpty Dumpty:  (Meditative, pleased): If I did fall off – which there’s no chance 
of – but if I did. If I did fall, The King has promised me – the 
King has promised me – with his very own mouth –

Alice: What a beautiful cravat you’ve got on!

Humpty Dumpty:  (Urbane / suave) It’s a present – from the White King – and 
Queen. They gave it to me, they gave it to me as an  
un-birthday present.

Alice: What is an un-birthday present?

Humpty Dumpty:  (Superior) A present given when it isn’t your birthday of 
course.

Alice: (Innocent) I like birthday presents best.

Humpty Dumpty:  (Patronizing) You don’t know what you’re talking about 
(Condescending) How many days are there in a year?

Alice: Three hundred and sixty-five.

Humpty Dumpty: (Disdainful) And how many birthdays have you?

Alice: One.

Humpty Dumpty:  (Patiently) And if you take one from three hundred and 
sixty-five, what remains?

Alice: Three hundred and sixty-four, of course. 

Humpty Dumpty: (Importantly) I’d rather see that done on paper.

(Alice writes out the sum for him. The sum is projected onto a screen.)

(Humpty Dumpty and Alice look a the sum on the screen.)

Humpty Dumpty: That seems to be done right. 

Alice: You’re holding it upside down!

Humpty Dumpty:  (Gaily) Ha! To be sure I was! I thought it looked a little queer.

(They look again at the screen with the sum projected right way up.)

Humpty Dumpty:  (Loftily) That seems to be done right - (assured) though I 
haven’t the time to look it over thoroughly just now.

(Hushed)   In winter, when the fields are white,  
I sing this song for your delight – 
(Matter-of-fact) only I don’t sing it.

 (Hushed) I took a kettle large and new; 
 Fit for the deed I had to do.

 My heart went hop, my heart went thump:  
 I filled the kettle at the pump.

365
–   1
364

365
–   1
364
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 Then someone came to me and said  
 ‘The little fishes are in bed.’

 I said to him, I said it plain, 
 ‘Then you must wake them up again!’

 I said it very loud and clear: 
 I went and shouted in his ear.

 But he was very stiff and proud: 
 He said ‘You needn’t shout so loud!’

 And he was very proud and stiff.  
 He said ‘I’d go and wake them, if – ‘

 I took a corkscrew from the shelf: 
 I went and pushed and kicked and knocked.

 And when I found the door was shut,  
 I tried to turn the handle, but

All: (Delirious) My heart went hop, my heart went thump:  
 I filled the kettle at the pump.

 Then someone came to me and said 
  ‘The little fishes are in bed.’

 I said to him, I said it plain, 
 ‘Then you must wake them up again!’

 I said it very loud and clear: 
 I went and shouted in his ear.

 But he was very stiff and proud: 
 He said ‘You needn’t shout so loud!’

 And he was very proud and stiff. 
 He said ‘I’d go and wake them, if – ‘

 I took a corkscrew from the shelf: 
 I went and pushed and kicked and knocked.

 And when I found the door was shut,  
 I tried to turn the handle, but

 (pause)

Alice: Is that all?

Humpty Dumpty: (Sings privately to himself, as if trying out the question.)  
 Is it all? That is all? It is all. That is all. 
 (public, cold, brisk)  That’s all. Goodbye.

Alice: (Friendly) Goodbye, till we meet again.

Humpty Dumpy:  (Disdainfully) I shouldn’t know you (sneering) again if we  
did meet, (gives her one of his fingers to shake): you’re so, 
exactly like other people.

(A heavy crash shakes the forest from end to end. Soldiers come running in through 
the wood, at first in twos and threes, and then at last in such crowds that they 
seemed to fill the whole forest.

Alice goes behind a tree for fear of being run over, and watches them go by. They trip 
over something or other, and whenever one goes down, several more fall over him, so 
that the ground is soon covered with heaps of men.
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Then come the horses. Having four feet, these manage better than the foot-soldiers; 
but even they stumble now and then, and whenever a horse stumbles, the rider falls 
off instantly.

The confusion gets worse every moment, and Alice escapes the wood into an 
open place where she finds the White King seated on the ground writing in his 
memorandum book.)

17

The White King:  (Delightedly) I’ve sent them all! Did you happen to meet any 
soldiers, my dear, as you came through the wood?

Alice: Yes, several thousand.

The White King:  (Joy) Four thousand two hundred and seven, that’s the 
exact number. I couldn’t send all the horses, because two 
of them are wanted in the game. And I haven’t sent two  
messengers, either. They’ve both gone to the town. Just  
look along the road, and tell me if you see either of them.

Alice: I see nobody.

The White King:  I wish I had such eyes! To be able to see Nobody! And at 
that distance too! It’s as much as I can do to see real people!

Alice: I see somebody now! But he’s coming very slowly – 
 and what curious attitudes he goes into!

(The messenger keeps skipping up and down, and wriggling like an eel, as he comes 
along, with his great hands spread out like fans on each side.)

The White King: Not at all. He’s an Anglo-Saxon – and those are  
 Anglo-Saxon attitudes. 
 (To the messenger) Who did you pass on the road?

Messenger: Nobody.

The White King:  Quite right. This young lady saw him too! So of course  
Nobody walks slower than you.

(The Messenger exits. Alice and the White King walk along in silence.

The White King: Ten minutes for refreshments! 

(Trays of white and brown bread are handed around.)

18

Alice: (Shouts) Look! Look! There’s the White Queen 
 –  running across the country!

THE WHITE QUEEN RUNNING ACROSS THE COUNTRY

Alice: She came flying out of the woods!

THE WHITE QUEEN FLYING OUT OF THE WOODS

Chorus: Ah! Ah!

Alice: How fast these Queens can run!

THE WHITE QUEEN RUNNING FAST

Chorus: Ah! Ah!

(Enter a Knight in crimson armour.)
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Red Knight:  Ahoy! Ahoy! Check! (Gallops down upon her brandishing a 
great club. The horse stops suddenly.)  
(to Alice) You’re my prisoner! (He falls off his horse.  
He gets back up.) You’re my –

(A White Knight gallops in)

White Knight:  Ahoy! Ahoy! Check! (He draws up at Alice’s side and falls 
off his horse just as the Red Knight had done. He gets on  
again and the two Knights sit and look at each other  
for some time without speaking.)

Red Knight: (Courteous) She’s my prisoner, you know (pause)

White Knight: (Suave) Yes, but then I came and rescued her. 

Red Knight: (Quietly) Well, we must fight for her, then.

(The Red Knight puts on his helmet – something the shape of a horse’s head.)

White Knight:  (Polite) You will observe the Rules of Battle of course? 
(Puts on his helmet.)

Red Knight: I always do.

(They bang away at each other with fury. When one Knight hits the other, he knocked 
him off his horse; and if he missed, he fell off himself. They hold their clubs with their 
arms, as if they were Punch and Judy. They always fall off with a great noise, like a 
whole set of fire-irons falling into the fender.

The horses are quiet letting them get on and off as if they were tables. They always 
fall  on their heads; and the battle ended with their both falling off in this way, side 
by side. When they got up again, they shook hands, and then the Red Knight mounted 
and galloped off.)

White Knight:  I’ll see you safe to the end of the wood – and then I must go 
back, you know. That’s the end of my move. 
(Violent) I hunt! I hunt! For haddock’s eyes 
Among the heather bright, 
and work them (Raving) ha ha ha ha ha  
into waistcoat-buttons 
in the silent night.

 I weep! (Shrieking) Ha! Ha! Ha! 
 For it reminds me so 
 of that old man I used to know 
 Whose look was mild, whose speech was slow,  
 Whose hair was whiter than the snow, 
 Ha! Ha! Ha! 
 Whose face was very like a crow, 
 (burning) With eyes like cinders all aglow,  
 Who seemed distracted in his woe, 
 who rocked his body to and fro,  
 and muttered mumblingly and low,  
 as if his mouth was full of dough,  
 Who snorted like a buffalo – 
 That summer evening long ago.
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(As the Knight sings the last words of the ballad, he gathers up the reins, and turns 
his horse’s head along the road by which they had come.)

White Knight: (to Alice) You’ve only a few yards to go. 
 Down the hill and over that brook, and then  
 you’ll be a queen!

(Alice turns with an eager look in the direction to which he pointed).  

White Knight: But you’ll stay and see me off first? 
 I shan’t be long. You’ll wait and wave

(Clamour of bells)

White Knight:  When I get to that turn in the road! I think it’ll encourage 
me, you see.

Alice:  Of course I’ll wait. And thank you very much for coming so  
far – and thank you for the song – I liked it very much!

White Knight:  (Savage, cry out!) I hope so, but you didn’t cry so much as 
I thought you would.

(Alice watches the horse walking leisurely along the road, and the Knight tumbling 
off, first on one side, and then on the other.)

20

Chorus (Men): (Wild) Without the frost, the blinding snow, 
 The storm-wind’s moody madness – 
 Within, the firelight’s ruddy glow,  
 And childhood’s nest of gladness. 

 The magic words shall hold thee fast:  
 Thou shalt not heed the raving blast!

(After the fourth or fifth tumble the Knight reaches the turn and then she waves  
to him, and waits till he’s out of sight. A very few steps brought her to the edge of  
the brook.)
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Alice: The Eighth Square at last!

(She bounds across and throws herself on the ground and a crown is suddenly  
on her head.)

Alice:  If –

(The Red Queen and the White Queen are sitting close to her.) 

The Red Queen: (Severe) Speak when you’re spoken to! 

Alice: (Protesting) I only said ‘If’ -

The Red Queen: (Mocking) She says she only said ‘if’ -

The White Queen: But she said a great deal more than that! 
 Oh, ever so much more than that!

The Red Queen: A nasty vicious temper. 
 What’s the French for fiddle-de-dee?

All: Italie! Italie!

The White Queen:  (Inquisition) Can you do addition? What’s one and one and 
one and one and one and one and one and one and one 
and one and one and one and one and one and one!

Alice: (Panic) Ah!

The Red Queen: She can’t do addition. 
  (Brutal) Can you do subtraction? Take nine from eight.

Alice: Ah!

The White Queen: She can’t do subtraction. Can you do division?  
 Divide a loaf by a knife – what’s the answer to that?

Alice: Ah!

Red and White Queens: Bread-and-butter! 

The Red Queen: (Roar) Fan her head!

(The Red and White Queens blow Alice’s hair around.)

The Red Queen: What is the cause of lightning?

A ROARING IS HEARD

Alice:  The cause of lightning is the thunder – no!  
No! I meant the other way!

The Red Queen: It’s too late to correct it, too late! too late!

(Alice strangles and kills The Red Queen.)

Alice: Down! Down!

Chorus (Men): (Wild) Without the frost, the blinding snow, 
 The storm-wind’s moody madness – 
  Within, the firelight’s ruddy glow,  
 And childhood’s nest of gladness. 
 The magic words shall hold thee fast:  
 Thou shalt not heed the raving blast!

 Still she haunts me, phantom-wise, 
 Alice moving under skies 
 Never seen by waking eyes.

END
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IRISH NATIONAL OPERA
Irish National Opera is Ireland’s 
newest and most enterprising opera 
company. It champions Irish creativity 
in its casting, its choice of creative 
teams and in its commitment to the 
presentation of new operas.

The company has performed large-
scale productions of works from the 
great operatic canon by Mozart, Verdi, 
Puccini and Rossini in the Gaiety and 
Bord Gáis Energy theatres in Dublin, 
the National Opera House in Wexford 
and Cork Opera House. It has also 
taken touring productions of works by 
Thomas Adès, Offenbach, Gluck and 
Vivaldi — the first ever production of  
a Vivaldi opera in Ireland — to venues 
in all parts of the country.

INO was formed in January 2018 
through the merger of two award-
winning companies, Opera Theatre 
Company and Wide Open Opera.  
The two companies joined forces  

in 2017 in response to an Arts Council 
initiative, and have delivered Ireland 
its first ever truly national opera 
company. In its first 24 months 
of operation Irish National Opera 
produced 72 performances of 14 
different operas in 24 Irish venues,  
and its long-term target is to visit  
over 20 Irish venues annually.

INO is committed to taking Irish opera 
productions abroad. Its FEDORA–
Generali Prize winning production of 
Donnacha Dennehy and Enda Walsh’s 
The Second Violinist, a co-production 
with Landmark Productions, has been 
seen in Galway, Dublin, London and 
Amsterdam.

INO’s 20 Shots of Opera, 20 short 
operas that were conceived, 
composed, recorded and filmed in 
just six months, showcase the breadth 
and depth of Irish operatic talent. 
The project was praised in The Wall 
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Street Journal as “an exhilarating 
jaunt through up-to-the-minute 
creativity” and is available to watch 
online on irishnationalopera.ie and on 
operavision.eu. Also available to view 
online is Mozart’s Seraglio mini-series, 
Rossini’s The Barber of Seville, Handel’s 
Acis and Galatea and the company’s 
inaugural Gala Concert The Big Bang!. 
In addition to livestreamed and on-
demand offerings, the company 
responded to restrictions on indoor 
audiences by presenting work ‘Beyond 
the stage’. This includes site-specific 
outdoor performances of Strauss’s 
Elektra in Kilkenny Arts Festival, street-
art operas, outdoor film screenings 
of Maxwell Davis’s The Lighthouse in 
iconic locations including Hook Head 
Wexford, Valentia Island and Fanad 
Head, and creating the first virtual 
reality community opera Out of the 
Ordinary, which won the FEDORA  
Digital Prize in June 2021.

The ABL Aviation Opera Studio 
provides a platform for emerging 

opera artists in several disciplines. 
Studio members gave the much-
praised world premiere of Evangelia 
Rigaki’s This Hostel Life in the crypt of 
Dublin’s Christ Church Cathedral last 
September, and they also presented 
the free, introductory show, The Deadly 
World of Opera, as part of Dublin City 
Council’s MusicTown festival.

INO is a member of Opera Europa, 
FEDORA, and is an Operavision partner.

Funded by the Arts Council

www.irishnationalopera.ie
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GERALD BARRY  
COMPOSER

Gerald Barry was born in Ireland in 
1952 and studied with Stockhausen 
and Kagel. His early music from 1979 
included “ ” for ensemble,  
of which Kagel wrote: 'Gerald Barry  
is always sober, but might as well 
always be drunk. His piece “
” is, on the contrary, not rectilineal, 
but ' '. Also from 1979 is Ø for 
two pianos who play the same music 
simultaneously. 

Canada was sung by Allan Clayton 
with the CBSO under Mirga 

Gražinytė-Tyla at the 2017 BBC 
Proms. Barry's Piano Concerto was 
premiered at Musica Viva in Munich 
with the BRSO under Peter Rundel.

His first opera The Intelligence Park, 
recorded on NMC was at the 1990 
Almeida Festival directed by David 
Fielding. A new production by Nigel 
Lowery opened at Covent Garden in 
September 2019. A second opera, The 
Triumph of Beauty and Deceit (1991) 
also staged by Lowery, opened the 
2002 Aldeburgh Festival, followed 
by performances in London and 
the Berliner Festwochen conducted 
by Thomas Adès. A new staging by 
Sam Brown took place in 2013 at the 
Badisches Staatstheater Karlsruhe. 

The Bitter Tears of Petra von Kant 
was at English National Opera in 
2005 and Theater Basel in 2008 
directed by Richard Jones. La Plus 
Forte (2007), a one-act opera for 
the 2007 Festival Présences, Radio 
France, was premiered by Barbara 

Hannigan. An English version of 
the work was made for the Royal 
Concertgebouw Orchestra.

Barry’s opera, The Importance 
of Being Earnest (2009–10), was 
co-commissioned by the LA 
Philharmonic and the Barbican 
and staged at Opéra national de 
Lorraine, Nancy, the Royal Opera 
House, Covent Garden and given a 
US premiere at Lincoln Center with 
the New York Philharmonic and by 
Northern Ireland Opera. Earnest 
received a 2013 RPS Award for Large-
Scale Composition and the recording, 
released on NMC, was nominated 
for a 2016 Grammy Award. It was 
staged by Julien Chavaz for Nouvel 
Opéra Fribourg and in Paris.  Alice’s 
Adventures Under Ground, premiered 
with Thomas Adès conducting the 
LA Phil and Barbara Hannigan in the 
title role. It was at Covent Garden 
in February 2020 in a production by 
Antony McDonald. A new production 
by Julien Chavaz will open at Theater 

Magdeburg in 2023. His latest opera, 
Salome, for the LA Phil, the South 
Bank and Dutch Radio, was covid 
postponed and awaits its premiere.   
He is currently writing a Double Bass 
concerto for the Berlin Philharmonic 
in 2022.

CLAUDIA BOYLE  
SOPRANO

Boyle has secured her stellar 
reputation on the world-wide stage 
as one of the finest Irish opera singers 
of her generation. Her appearance 
last February in the title role of Gerald 
Barry’s Alice’s Adventures Under Ground 
at the Royal Opera, Covent Garden, 

© Betty Freeman

© Frances Marshall
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won high praise, with Opera magazine 
writing she ’seemed to possess limitless 
stamina and... to take every vocal 
demand in her stride‛. She won both 
the First Prize and Critics Award at The 
Maria Callas Competition in Verona 
where the Callas Estate presented 
her with the miraculous medal once 
owned and worn by the legendary 
singer. And she was chosen by film 
director Mike Leigh to star as Mabel 
in Gilbert & Sullivan’s The Pirates 
of Penzance, his first ever opera 
production. Important appearances 
have included Donizetti’s L’elisir 
d’amore at Oslo Opera House and 
Semperoper Dresden, Mozart’s Die 
Entführung aus dem Serail at Komische 
Oper Berlin, Bizet’s The Pearl Fishers 
at English National Opera, Britten’s A 
Midsummer Night’s Dream and Verdi’s 
Rigoletto at Teatro dell’Opera di Roma, 
and Donizetti’s Lucia di Lammermoor 
at Danish National Opera. She created 
the role of May-Shan in Christian 
Jost’s Rote Laterne at Opernhaus Zürich 

and performed in Gerald Barry’s The 
Importance of Being Earnest with the 
New York Philharmonic at Lincoln 
Center. Her concert career has taken 
her to Salzburg, Tokyo, São Paulo and 
Ankara as well as the G20 summit 
in 2019, with conductors including 
Riccardo Muti, Paavo Järvi, Eivind 
Gullberg Jensen and Kent Nagano.

CLARE PRESLAND  
MEZZO-SOPRANO

Critically acclaimed British/Irish 
mezzo Clare Presland is ’mesmerising 
with an intensity that almost sears 

the flesh‛ says The Times. Future 
seasons include house debuts in 
Barcelona and Lille, and a return to 
Royal Opera House, Covent Garden 
and Scottish Opera. Her most recent 
work includes a main-stage debut 
as Red Queen/Queen Of Hearts in 
Gerald Barry’s Alice’s Adventures Under 
Ground Royal Opera House Covent 
Garden, which she also performed 
with RTE Concert Orchestra, New 
Music Dublin; Komponist in 
Ariadne auf Naxos Longborough 
Festival; Countess Susanna in Il 
segreto di Susanna Opera Holland 
Park and Scottish Opera and Soloist 
in Beethoven’s Choral Fantasy, Gloria 
and Sanctus/Benedictus from Mass in 
C with Esa-Pekka Salonen conducting 
Philharmonia Orchestra at Royal 
Festival Hall. Additional recent 
performances include Aksinya in 
Lady Macbeth of Mtsensk Opera de 
Lyon;  Patient 2 Venables’ in 4.48 
Psychosis (world premiere) Royal Opera 
House at the Lyric Hammersmith; 

Christina in Eichberg’s Glare (world 
premiere) Royal Opera House; 
Hermia in A Midsummer Night’s 
Dream Aldeburgh Festival, 
Snape Maltings, English National 
Opera, Hyogo Performing Arts 
Center in Japan; Fenena in Nabucco 
Chelsea Opera Group, Cadogan Hall; 
Varvara in Káťa Kabanová Opera 
Holland Park; Realtor in Tansy Davies’ 
Between Worlds (world premiere) 
English National Opera at The 
Barbican; Carmen (title role) Nevill 
Holt Opera; Page in Salome, Margret 
(cover Marie) in Wozzeck, Palestinian 
Woman in The Death of Klinghoffer, 
Wardrobe Mistress/Schoolboy/Page 
in Lulu, Sonyetka in Lady Macbeth of 
Mtsensk, Flora in La Traviata, Mercedes 
in Carmen, Second Lady in The Magic 
Flute, and Carmen (cover) English 
National Opera. Clare trained at the 
Guildhall School of Music and Drama. 
She was a Royal Philharmonic Society 
Chilcott Award winner.
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HILARY SUMMERS  
CONTRALTO

Born in South Wales, contralto 
Hilary Summers has recorded over 
forty CDs spanning works from the 
early baroque period to the present 
day and has performed in most of 
the major concert halls and opera 
houses around the world. Her 
world premieres include George 
Benjamin’s Into the Little Hill at the 
Bastille, Paris; Elliot Carter’s What 
Next at the Staatsoper, Berlin; Gerald 
Barry’s The Importance of Being Earnest 
in London and New York and Alice’s 
Adventures Under Ground with the LA 
Philharmonic Orchestra in Los Angeles 
and for the Royal Opera House, 

Covent Garden; Peter Eotvos’ Le 
Balcon at the Aix Festival and Facing 
Goya and War Work by Michael Nyman.  
Most recently she made her debut 
appearance at Teatro alla Scala, Milan 
singing ‘Nell’ in the world premiere 
of Kurtag’s Fin de Partie, before 
reprising the role for Dutch National 
Opera. Hilary worked closely with 
the iconic composer and conductor 
Pierre Boulez from 2004. With the 
Ensemble Intercontemporain, they 
recorded his masterwork Le marteau 
sans maître, for which she won a 
Grammy, and performed the piece 
worldwide.  Highlights for the 2021-
22 season include Cal McCrystal’s 
new Production of HMS Pinafore at 
ENO, performances and a recording 
with the Early Opera Company, a 
return to Opera National de Paris 
and performances at the Palau de la 
Música Barcelona and the Auditorio 
Principe de Asturias, Oviedo.

GAVAN RING  
TENOR

Irish tenor and former baritone Gavan 
Ring is an INO Artistic Partner and 
hails from Cahersiveen, Co. Kerry. 
He studied at the Schola Cantorum 
at St Finian’s College, Mullingar, read 
education and music at Dublin City 
University and is also an alumnus 
of the National Opera Studio in 
London. He is the first opera singer 
to complete doctoral studies at the 
Royal Irish Academy of Music and his 
research led to the first performance 

in 107 years of Robert O’Dwyer’s 
Irish-language opera Eithne. Career 
highlights include leading roles at 
La Monnaie, Brussels, Opéra Royal 
de Versailles, Glyndebourne, Welsh 
National Opera, Scottish Opera, 
Opera North, Garsington Opera, 
Wexford Festival Opera and Opera 
Holland Park. Concert highlights 
include performances with the LSO at 
the BBC Proms and Lucerne Festival 
under Simon Rattle, the Orchestra 
of the Age of Enlightenment at the 
Royal Festival Hall under Mark Elder 
and the Munich Radio Orchestra at 
the Prinzregententheater under Keri 
Lynn-Wilson. Recital work includes 
broadcasts on BBC Radio 3 and RTÉ 
lyric fm and appearances at Wigmore 
Hall, the Oxford Lieder Festival and 
the Ludlow English Song Festival. His 
discography includes the songs of 
John F Larchet, Rossini’s Sigismondo, 
O’Dwyer’s Eithne, Gilbert and 
Sullivan’s HMS Pinafore, Offenbach’s 
Fantasio and Fleischmann’s Orchestral 
Works for the Champs Hill, BR Klassik, 

© Frances Marshall
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RTÉ lyric fm, Linn Records and Opera 
Rara labels. Gavan is kindly supported 
by Howard Gatiss, Skellig Six 18 
Distillery and Michael and Giancarla 
Alen-Buckley.

PETER TANTSITS  
TENOR

Named one of his generation’s most 
consistently satisfying performers by 
Opera magazine, tenor Peter Tantsits 
excels in the opera and a variety of 
concert repertoire up to the complex 
works of Milton Babbitt, Luigi Nono, 
György Ligeti, Karlheinz Stockhausen, 
Pascal Dusapin, and Bernd Alois 
Zimmermann. In January 2020 he 

gave his debut at the Royal Opera 
House Covent Garden London, and 
future engagements include his debut 
at the Salzburg Festival as well as 
projects in New York, Tokyo, Dublin, 
Barcelona and Basel. His career has 
already brought him to some of the 
finest houses of the world including 
Concertgebouw Amsterdam, Berliner 
Philharmonie, Leipziger Gewandhaus, 
Wiener Konzerthaus as well as 
Bayerische Staatsoper, Oper Köln, La 
Scala, Festspielhaus Baden-Baden, 
Glyndebourne Festival, LA Opera and 
the opera houses in Basel, Mainz, 
Bonn, St. Gallen and Karlsruhe.

His repertoire stretches from Erik 
Der Fliegende Holländer (at Maggio 
Musicale Fiorentino under Maestro 
Luisi) up to world premieres of 
contemporary pieces. During his 
career he has developed a strong 
focus on contemporary music. 
Highlights of recent seasons include 
Alviano Die Gezeichneten, the title role 
in Dusapin‘s Perelà, Ferraud Oberst 

Chabert, cover roles in Die Soldaten, 
Wozzeck and Ligeti's Le Grand 
Macabre,  as well as contemporary 
pieces like Canti di vita e d'amore, The 
Nubian Word for Flowers and A Trip to 
the Moon. At the Vlaamse Opera he 
had a huge success with the world 
premiere of Les Bienveillantes in 2019 
and also performed Madame White 
Snake at the Hong Kong Arts Festival.

STEPHEN RICHARDSON  
BASS-BARITONE 

Stephen Richardson studied at 
Manchester University and the 
RNCM. He has created roles in 
many important contemporary 

works including Thomas Adès’ The 
Tempest (Royal Opera House); Tan 
Dun’s Orchestral Theatre II‚ Re‚ and 
Tea (Suntory Hall‚ Tokyo), Barry’s 
The Triumph of Beauty and Deceit‚ The 
Importance of Being Earnest and The 
Intelligence Park, Tavener’s Eis Thanaton‚ 
Resurrection‚ The Apocalypse and Fall 
and Resurrection (City of London 
Sinfonia‚ St Paul’s Cathedral), and the 
British premiere of The Handmaid’s Tale 
(English National Opera).

Most recent and upcoming 
engagements include Dikoy Katya 
Kabanova and Father Trulove The 
Rake’s Progress (Opera di Roma), Hotel 
Manager and Duke Powder Her Face 
(Irish National Opera)‚ Powder Her Face 
(Nevill Holt Opera), King of Hearts 
in Unsuk Chin’s Alice in Wonderland 
(Los Angeles Philharmonic and 
The Barbican), Baron Ochs Der 
Rosankavalier (Bolshoi‚ Moscow and 
Opera North)‚ Dansker Billy Budd 
(Rome Opera and Opera North)‚ 
Geronte Manon Lescaut (The Grange 

© Don Freeman
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Festival and Opera Holland Park)‚ 
Timur Turandot and Powder Her Face 
(Northern Ireland Opera)‚ Dikoy Katya 
Kabanova‚ Simone Gianni Schicchi and 
The General Silent Night (Opera North)‚ 
Bartolo and Rocco Fidelio (Garsington 
Opera)‚ Rocco (Bridgewater Hall/BBC 
Philharmonic Orchestra).

Other notable appearances include 
Hobson Peter Grimes (La Scala‚ Royal 
Opera House‚ Opera North and 
Aldeburgh Festival)‚ Geronte di Ravoir 
Manon Lescaut (Welsh National Opera 
and Savonlinna Festival)‚ Sarastro 
The Magic Flute‚ Daland The Flying 
Dutchman and Lady Bracknell The 
Importance of Being Earnest (Northern 
Ireland Opera)‚ Rocco (Garsington 
and Winterthur Festival)‚ Frank 
Die Fledermaus (Korean National 
Opera)‚ Micha The Bartered Bride‚ 
Commandant From The House of The 
Dead and The Adventures of Pinocchio 
(Opera North)‚ Ferrando Il Trovatore 
(Den Jyske Opera).

Recordings include Where the Wild 
Things Are‚ title role in Goehr’s Death 
of Moses (Unicorn Kanchana), Purcell’s 
Ode for the Birthday of Queen Mary 
(DG Archiv)‚ Stravinsky’s The Flood and 
Britten’s A Midsummer Night’s Dream 
London Symphony Orchestra / Sir 
Colin Davis‚ Philips) and Albert Herring 
(Chandos).

ALAN EWING  
BASS

Alan Ewing has sung for the Royal 
Opera, Covent Garden, ENO, WNO, 
Netherlands Opera, Berlin Staatsoper, 
Zurich, Karlsruhe, Strasbourg, Opera 

national de Lorraine Nancy, Lille, 
Nantes, Opera Colorado and at 
the Festivals of Salzburg, Lucerne, 
Aldeburgh, Maggio Musicale and 
New Zealand in a wide repertoire 
including Osmin, Sarastro, Ochs, 
Bartok’s Bluebeard, Rocco, Ferrando 
Il Trovatore, Sparafucile, Leporello, 
Kutuzov War and Peace, Fafner, 
Polyphemus Acis and Galatea and the 
title role in Sweeney Todd. 

Alan Ewing began his career in the 
world of Renaissance and Baroque 
music with concerts for Sir Roger 
Norrington, Philip Pickett, Andrew 
Parrott, Paul McCreesh, Marc 
Minkowski and Les Musiciens du 
Louvre, and William Christie and Les 
Arts Florissants. Other conductors for 
whom he has worked subsequently 
include Sir Colin Davis, Steuart 
Bedford, Richard Hickox, Christian 
Curnyn, Jean-Claude Malgoire and Sir 
Antonio Pappano.

Recent engagements included 
Cardinal King Roger, Bosun Billy 

Budd, Frontier Guard Boris Godunov, 
Garden and Caretaker 2,  Policeman 
3, Gentleman 5, Respectable Lady’s 
Son 1 and Kovalyov’s acquaintance 
3 in the new production of The Nose, 
and 2nd Soldier Salome at the Royal 
Opera House, Covent Garden, Gremin 
Eugene Onegin and Hunding in the 
new production of Die Walküre in 
the inaugural season of Grange Park 
Opera, The Nose for Komische Oper, 
Berlin, Claudio Agrippina for Opera 
Collective Ireland in Dublin, Nettuno 
Il ritorno d’Ulisse in patria at Kilkenny 
Arts Festival with Akademie für Alte 
Musik Berlin, Lady Bracknell in Gerald 
Barry’s The Importance of Being Earnest 
at the Barbican and the Rose Theatre 
New York, for the Royal Opera and 
Opera National de Lorraine, Powder 
Her Face for English National Opera 
and Arriaga Theatre, Bilbao, Bottom  
A Midsummer Night’s Dream at the 
Hyogo Performing Arts Centre, Japan 
and Dream of Gerontius for BBC 
Symphony Orchestra at Barbican Hall.



74 75

ANDRÉ DE RIDDER  
CONDUCTOR

’One of the world’s most daring 
conductors‛  Wall Street Journal

André de Ridder’s stylistic versatility, 
projects and collaborations make 
him much in demand by the BBC 
Proms, the Holland, Sydney and 
Manchester International Festivals, 
and orchestras such as the New 
York Philharmonic, Chicago and 
Melbourne Symphony Orchestras, 
Hong Kong Philharmonic Orchestra, 
Finnish Radio Symphony Orchestra, 
BBC Symphony Orchestra, Orquesta 
Nacional de España, Orchestre de 
Paris, Ensemble Intercontemporain 
and Royal Concertgebouw Orchestra. 

Forthcoming debuts include 
Rotterdams Philharmonisch Orkest, 
Orchestre Symphonique de Québec, 
Orquestra Simfònica de Barcelona 
and Cincinnati Symphony Orchestra.

He is Artistic Director of Musica 
Nova Helsinki, founder of the 
groundbreaking ensemble ‘stargaze’, 
and in 2018 he received a Royal 
Philharmonic Society Award for his 
work as Artistic Curator of London’s 
Spitalfields Festival. This season he 
launches  ‘Unclassified Live’, a series of 
genre-defying concerts in collaboration 
with London’s Southbank Centre, based 
on the BBC Radio 3 programme and  
co-curated and presented by the 
show's presenter Elizabeth Alker.

In the field of opera, De Ridder 
maintains close relationships 
with some of the most prominent 
composers of our time, including Kaija 
Saariaho, Daníel Bjarnason, Michel 
van der Aa, whilst also performing 
repertoire works such as The Magic 
Flute, Bluebeard’s Castle and Nixon in 
China.  He has worked with directors 

including Kasper Holten, Barrie  
Kosky, Peter Sellars, Marco Štorman 
and Enda Walsh, and appeared  
at Staatstheater Stuttgart, Finnish 
National Opera, Dutch National 
Opera, Irish National Opera and  
Den Jyske Opera. 

With ‘stargaze’, performing projects 
ranging from Bach to Beethoven 
to avant-garde electronics and 
contemporary classical music,  
the group are regularly invited by 
leading concert halls including the 
Barbican Centre London, Kölner 
Philharmonie, Philharmonie de Paris, 
and Elbphilharmonie Hamburg.  
In 2020, they present ‘(not) Another 
Beethoven Cycle’, a re-examination  
of all of Beethoven’s symphonies. 

De Ridder’s discography includes 
‘Four Seasons Recomposed’ by Max 
Richter (DG), orchestral music by 
Bryce Dessner and Jonny Greenwood 
(DG), and ‘Africa Express Presents: 
In C Mali’ (Transgressive Records), a 
recording he produced with Malian 
and western artists including Brian 

Eno and Damon Albarn.

IRISH CHAMBER ORCHESTRA

The Irish Chamber Orchestra is 
Ireland’s most dynamic ensemble. 
Mixing traditional repertoire with new 
commissions and collaborating with 
everyone from DJs to dance companies, 
the ICO pushes the boundaries of what 
a chamber orchestra can do. These 
days, you are as likely to find us at 
the Electric Picnic as Mozartfest, but 
wherever we perform, the ICO delivers 
world-class concerts feted for their 
energy and style.

Each year, Ireland’s busiest chamber 
ensemble presents concert seasons 
in both Limerick and Dublin, embarks 
on two national tours, and makes 
a series of prestigious international 
appearances supported by Culture 
Ireland. Our Artistic Committee works 
closely with our Artistic Partners to 
devise exciting, diverse and innovative 
programmes, mixing standard 
repertoire with new work – often 
specially commissioned – from the best 
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young Irish composers. This versatile 
approach enables us to appeal to music 
fans of every stripe while upholding the 
highest artistic standards.

The driving force behind our recent 
success is our Principal Conductor/
Artistic Partner Jörg Widmann, a 
composer, conductor and clarinettist 
whose irrepressible energy and 
pursuit of excellence has enabled 
the ICO to expand its horizons, 
attracting outstanding international 
performers such as Thomas 
Zehetmair, Brett Dean, Sheku 
Kanneh-Mason Tabea Zimmermann, 
Igor Levit and Elisabeth Leonskaja. 
The last seven years have seen ICO 
perform at leading concert halls and 
festivals across Europe, the U.S. and 
South America. The ICO released a 
series of acclaimed recordings on 
the prestigious Orfeo label and will 
release its second recording on Alpha 
Classics in the Autumn. The ICO was 
the first Irish Orchestra to complete a 
three-year residency at Heidelberger 
Frühling and is currently orchestra-in-

residence at Kilkenny Arts Festival.

At the heart of this vision is the belief 
that music is for everyone. That is why 
the ICO has implemented an ambitious 
and far-reaching strategy that aims to 
take music out of the concert hall and 
into the local community, inspiring 
children to try music for themselves, 
and supporting them on their journey 
from first lesson to public performance.

Our ground-breaking initiative, Sing 
Out with Strings (SOWS), offers primary 
school children in Limerick the 
chance to learn free music. Now in its 
eleventh year, the project has been 
hailed as a model of social inclusion, 
offering opportunities for young 
people, developing key life skills and 
providing tangible long-term benefits 
for participants, their families and the 
wider community.

The ICO is orchestra-in-residence at 
the Irish World Academy of Music and 
Dance at the University of Limerick, 
and is funded by The Arts Council of 
Ireland/An Chomhairle Ealaíon.
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GERALD BARRY

ALICE'S ADVENTURES  
UNDER GROUND

1 “I shall be too late!... Down!” 2.10
2 “Drink!” 1.29
3 “Which way? Which way?” 2.59
4 A Mad Tea-Party... “Nurse it for a bit.” 4.51
5 The Queen’s Piano and Croquet Masterclass 3.01
6 The Lobster-Quadrille 2.04
7 The Trial – Who Stole the Tarts? 2.25
8 Jabberwocky in Russian 1.33
9 The Garden of Live Flowers... Chorus of Daisies 1.51
10 “When you get to the Eighth Square, you’ll be a Queen.” 2.10
11 Jabberwocky in French 2.07
12 Jabberwocky in German 1.15
13 “Remember who you are! Goodbye.” 3.10
14 Tweedledum and Tweedledee 2.04
15 “Bread and butter,” 1.12
16 Humpty Dumpty 4.58
17 “I’ve sent them all!” 3.22
18 The White Queen Running Across the Country... “Look, look!” 1.22
19 “Ahoy! Ahoy! Check!” 6.32
20 “Without the frost, the blinding snow,” 2.39

Total timings 53.24
6 35212 06952 3
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Libretto by the composer based on the texts by Lewis 
Carroll by arrangement with Schott Music Ltd 
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