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The last time you came to Glyndebourne was 
for the Opera Cup – how did you find that 
experience? 
That was the first time I came here so it 
was like walking into an exciting dream, 
like it was not real, I couldn’t believe it. The 
competition was so well organised, we were so 
well received, and it was quite an event. Being 
followed by cameras all the time was new for 
me – I’d never done a competition with so 
much coverage before.

You are back at Glyndebourne for the Tour 
this autumn to play Prince Charming in 
Cinderella (Cendrillon). How did you get  
the role? 
I got the role through an audition for 
Glyndebourne casting consultant Pål Moe in 
Paris. I was very stressed and tense as I didn’t 
think I would succeed, so when I knew I had got 
the part, I literally cried, I couldn’t believe it.

What does the story of Cinderella mean  
to you? 
As a child I read all of Charles Perrault’s tales 
and I watched the Disney version which is 
quite true to the original. I knew this tale 
by heart for a very long time and for me the 
modern significance is that, you never know 
what’s going to happen so you should never 
stop believing. If you are nice to people, even 
if they don’t reciprocate, good things will 
happen to you, and sometimes wearing shoes 

How did you get into opera? 
My parents are big opera lovers so they 
introduced me to it when I was very young 
– about six years old. Then when I was 
old enough to start studying singing they 
encouraged me to do it in the music school in 
my home town, Ajaccio in Corsica.

The lure of Prince Charming

Tour 2018

One of the founding objectives of the Glyndebourne Tour was to support young 
talent and 50 years on we are proud to say that nurturing artists is just as important 
to us now as it was then. Eléonore Pancrazi is singing at Glyndebourne for the 
first time this autumn as Prince Charming in Cinderella (Cendrillon), returning after 
her success in the Glyndebourne Opera Cup earlier this year. During rehearsals in 
September, Charlotte Alldis found out a little more about her.
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too large can be useful to find someone when 
you don’t have social media!

How do you prepare for a new role? 
First, if the piece is not in French, I translate 
all the text. Then I read the libretto a lot, to 
be sure I understand every single word of the 
text properly and I can play and act it without 
the music. Then I make all my characters 
an identity card – with their age, physical 
appearance, childhood history, connections 
and relations with the other characters, their 
evolution in the piece, their goals in life and 
their goals in the story. Then, if I can help 
myself physically, I’ll do it, for example I won’t 
wear a dress if I’m playing a man’s part. It 
depends on the size of my part but most of the 
time I try to work on it as soon as possible and 
it can take between one month to a year.
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What are you most looking forward to with 
playing this role and being on the Tour?
I am looking forward to singing again in this 
amazing theatre full of history with such great 
acoustics. Massenet’s music is so incredible 
to sing, and the part of Prince Charming is so 
beautiful and so touching, I can’t wait for the 
orchestra’s arrival; and most of all I’m really 
looking forward to working with Fiona Shaw – 
I am a big fan of her work. 

Charlotte Alldis is Glyndebourne’s  
Senior Marketing Manager
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aid or abet the stage team in their work is 
highlighted. ‘We pull out information that we 
don’t need and instead drop in where there’s 
dead time on stage and how we can facilitate 
additional space and time requirements from 
creative teams,’ explains Dave. 

The building and moving of sets start in 
February, prior to the Festival, when the stage 
team construct each of the six productions in 
turn on stage. This allows for technical checks 
and gives the team behind a new show their 
first look at the real life rendering of their 
creative vision.

‘The golden rule is that we try to take a 
revival production from the store into the 

‘I liken it to the sliding tile puzzle that you get; the 
one that’s got nine squares but only eight tiles, and 
you move one to slide one in. Only we don’t have the 
empty tile…’ 

Glyndebourne’s Head of Stage, Dave Turner, 
is describing the challenge he faces each 
summer to keep the sets and scenery for six 
different Festival productions in a constant 
state of rotation. ‘We have, in theory, six 
live spaces that we can use to store scenery 
in – the stage is one live space, each of the 
rehearsal studios is a live space, and the scene 
dock breaks down into three live spaces.’

Those six live spaces represent the squares 
of Dave’s sliding puzzle. From February to 
September, he and his team 
slide Festival productions 
from one space to the other, 
to ensure they are in the 
right place, at the right time 
for rehearsals, technical 
checks and performances. 

Their guide is the 
technical schedule, a 
12-month plan used by 
all the technical and 
production departments 
at Glyndebourne, and a 
tailored version of the 
Festival schedule book, 
prepared by Company 
Office (see article on page 10 
for more details on company 
office). Anything that might 

Puzzling pressures

Cover Story

Set changes, disappearing props, flying choristers… are all in a day’s work for 
Glyndebourne’s stage crew, but what appears seamless to an audience member takes 
precision timing, shrewd planning and more than a little bit of physics as Kate Harvey 
found out when she spoke to Head of Stage, Dave Turner.

 Dave Turner on the Cendrillon set, Tour 2018
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building, and get it built 
and back offstage in a 
week,’ says Dave. ‘With a 
new production we aim 
for two weeks, because it’s 
the first time we’ve seen 
it and fitted it together. It 
doesn’t always work like 
that, especially with new 
productions. We may go 
to a workshop and agree a 
deadline but occasionally, 
these visits highlight 
issues with the life-
sized objects that would 
be difficult to foresee 
when we’re planning with a 1:25 
representation of the set. This might mean 
that we need to make changes to overcome 
the issue, and that can push the delivery date 
back.’

Supporting creative teams to bring their 
ideas for a production to the stage is a key 
element of Dave’s work. One such example 
is assessing the viability of set designs, an 
exercise recently undertaken with the creative 
team behind next summer’s new production 
of Berlioz’s La damnation de Faust.

‘We mocked up the Faust set on stage recently 
before we committed to having it built.’ 
Dave says. ‘There are a few ideas in it that we 
needed to question, not only from a technical 
point of view but from a musical one too. For 
example, the positioning of some of the cast 
within the set might have caused musical 
problems for the maestro [the conductor], 
with him not being able to see them, so we 
had to mock that up for him to see. We took 
some of the equipment that we had in the 
building and mocked up the same playing 
space and represented the levels that people 
would be on. I think the end result will be 
fantastic. I’m really excited about it.’

After the Festival opens in May, the stage 
team have around three hours between the 
end of the morning rehearsal and the start 

of that evening’s performance to strike the 
rehearsal set and build that day’s show. 
While the window of time is pretty fixed, the 
demands of a changeover vary, as no two 
productions are the same. Are there ever 
times that a set change seems impossible? 
‘We have at least one or two of those every 
year!’ Dave says. ‘We make it work.’ And there 
are tricks of the trade to call on to help. 

‘One of the ways that we would attack that 
is to look at timings,’ Dave explains. ‘For 
example, Giulio Cesare this year had a 4.15pm 
curtain up [start time]. We knew from the 
last time we presented this show that we 
needed at least two and three quarter hours 
to get it ready after rehearsals finished at 
1.30pm – so we just knew it would be really 
tight. This year, we said, ok, what can we do? 
We had some of the scenery rebuilt so that it 
was easier to handle, needing fewer people. 
We also put specialist equipment in our 
flying system to allow us to be able to reset 
more easily, but we also moved the rehearsal 
times in the morning from 10.30am-1.30pm to 
10.00am-1.00pm.’

Another trick is to prioritise the availability of 
some scenic elements at a morning rehearsal 
to speed up a changeover. ‘We have a night 
crew setting up for every morning rehearsal 

Cendrillon rehearsal staging
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so we can ask them to omit 
certain items from that 
rehearsal, but additionally, 
we can ask them to prepare 
other items in advance for 
the evening performance. 
This is particularly 
effective, especially with 
our flying scenery. We try 
not to do that but where 
we know that we are really 
pushed, that’s the last 
resort.’ 

Each summer Dave’s 
sliding puzzle requires 
a bespoke solution. In 
2019, one of the biggest 
challenges will be the 
changeover from Rusalka 
into Die Zauberflöte, since 
both productions place a 
lot of demand on the fly tower. 
‘In Rusalka we have flying choristers’, Dave 
explains. 

‘We use specialist equipment to fly those 
choristers, specifically designed for personnel 
flying. That takes up a big amount of space 
within our fly tower and what we know is that 
the production immediately after that, which 
is Die Zauberflöte, is going to be incredibly 
congested in the air as well, so we have quite 
a task to try and work out how we can make 
our fly tower work for us next year.’ 

Dave and his team also have to come up with 
clever solutions that can bring technical 
tricks and effects to life. ‘That’s part of the 
job we do. We might be presented with a 
visual concept from the designer – how do we 
achieve the things that they’ve asked for it to 
do? A favourite is, ‘…and then this magically 
disappears’. Well, where does it disappear to 
we ask? ‘Don’t know, that’s your job!’’ 

One such challenge was presented by Melly 
Still’s production of Rusalka in which the 
Act III set features huge stylised trees that 
appear to be floating horizontally across 

the stage. ‘We tried really hard to make 
the audience question how the trees that 
they could see were there, the important 
visual was that there should be no sign of 
support or suspension,’ Dave remembers. 
‘There’s a whole series of wires which are off 
stage – one’s pulling it down, one’s pulling 
it up – so instead of it just hanging there, 
we’re see-sawing it off a single point. It was 
a massive exercise in physics; we had to do 
a lot of working out of forces that would be 
exerted on the scenery to make the whole 
thing work.’ 

Fortunately, Glyndebourne plans years in 
advance, allowing time to come up with such 
clever solutions. Dave and his colleagues 
are currently in discussion with the creative 
teams for the 2021 season so that, in three 
years time, the jigsaw of the Glyndebourne 
Festival will once again fall into place. 

Kate Harvey is Glyndebourne’s Press Manager

Rusalka, Festival 2011
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The magnanimity of Captain John Christie 
towards my grandmother, after World War I 
(WWI), is legendary within our family. Why 
did this happen given the great social gulf 
between him and my grandfather, Rifleman 
Frank Evans? Christie’s family had a London 
house, and estates in Devon and Sussex. He 
was an Etonian bachelor who taught physics at 
Eton pre-WWI. My grandfather’s family owned 
a music shop in Hackney. He’d had minimal 
education, married young and had four 
children by 1914 when he joined Christie’s men 
in the 9th King’s Royal Rifle Corps. 

John Christie’s letters between 1914-1916 
depict long periods of deprivation and 
boredom followed by short bursts of hell. In 
such situations, character is more important 
than social class. In 1915, Christie requested 
fruit cakes be sent to four of his ‘best men’, 
amongst whom was Rifleman Evans. He 
was both a competent carpenter and a lively 
clarinettist who would have boosted morale. 

Friendship and loyalty in WWI

Member memory

Frank Evans had a poignant relationship with Glyndebourne’s founder 
John Christie, as his granddaughter Wendy Lelas recalls.

Like Christie he loved both sport and risk 
taking: happily going out behind enemy lines 
to assess German capability.  

On health grounds Christie’s army career was 
terminated in early 1916. He strongly objected 
to medals for ‘doing nothing’ but family 
honour prevailed, and he was awarded the 
Military Cross. Depressed, Christie returned to 
Eton. From then on, his battalion was seriously 
under fire. Rifleman Evans was gassed twice, 
awarded the Military Medal in November 1916, 
with bar (second award) in August 1918. The 
battalion suffered such heavy casualties in the 
German offensive, in the spring and summer of 
1918, that it had to be disbanded on 3 August. 
Rifleman Evans survived to see the Armistice 
but died of flu, aged 31, eight days later. Only 
the clarinet came home.

His wife, Jane, every inch an Edwardian lady, 
was left with five children under ten, in three 
rooms in Hackney. Christie, who inherited 

Glyndebourne in 1919, could 
now ‘do his bit’. He invited 
Rifleman Evans’ family for 
summer holidays: Jane sang, 
played the piano and enjoyed 
the gardens, the children were 
looked after in the servants’ 
quarters and ran riot in the 
grounds.  A century later, the 
Glyndebourne Festival is now a 
must for our grandchildren.

If you have any stories  
you’d like to share with  
fellow Glyndebourne Members 
please email membership@
glyndebourne.comJohn Christie (left) and Frank Evans during World War I
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Shortly after Mozart’s death in 1791 a eulogy was 
given for the composer at the Masonic Lodge 
‘Crowned Hope’:

‘He was a diligent member of our Order; brotherly love, 
a peaceable disposition; advocacy of a good cause… a 
true, sincere sense of pleasure whenever he could help 
one of his Brethren with his talents: these were the 
chief characteristics of his nature…’ 

That Mozart was a Freemason is well known 
and well documented. But what remains more 
uncertain are the implications that allegiance 
has for his music. Can we, Dan Brown-style, 
successfully trawl his works for patterns and 
clues, searching for symbols that point to a 
second, secret meaning quite separate to the 
music itself? And what answers might we find 
if we do?

If there’s any work that justifies such an 
approach it’s Die Zauberflöte (The Magic Flute) 
– the collaboration between Mozart and 
fellow-Mason Emanuel Schikaneder. Famously 
described as ‘an Enlightenment allegory, 
veiled in masonic ritual’, the opera is densely, 
relentlessly allusive, weaving together its many 
strands of symbolism so tightly that they are 
almost impossible to unpick. But if there’s a 
single guiding thread through this magical 
maze of a piece, then Masonry might just be 
it – offering, if not quite an explanation, then 
certainly an amplification of some of the opera’s 
more unusual features.

Take the Overture, for example. Why does it 
break with convention and stand entirely apart 
from the rest of the opera, not connected by 

even the smallest musical idea or fragment 
of melody? Could it perhaps be that it was 
intended to serve as a different kind of 
introduction – not a preview of the action to 
come but of the ideas. 

An opera that invites us to follow the Masonic 
journey from darkness to light, chaos to order, 
superstition to Enlightenment rationalism, sets 
out its values clearly in an Overture that, after 
the assurance of its three opening chords (more 
on those later), quickly shifts from statement 
to question, certainty to doubt. From this 
exhilarating confusion however we move in 
the allegro into the ultimate musical symbol 
of order and balance: the fugue. Music, Mozart 
already tells us, can not only reflect rational 
order but actually bring it about.

And then there are those three opening chords. 
The number three recurs again and again 
through The Magic Flute – three boys, three 
ladies, three trials, the three temples of the 
Brotherhood, the three trombones that make 
their presence so clearly felt in the Overture, the 
list goes on. But it all begins here with those 
opening chords: three stentorian knocks on the 
door of musical enlightenment. 

The triangle, with its three sides, is perhaps 
the single most important symbol of the 
Freemasons (certainly the most recognisable), 
a sign of divinity, balance and order, each equal 
side representing a different aspect of creation: 
animal, vegetable and mineral. It’s an image 
translated not just thematically through the 
opera but also musically. Take a look at the 

Alexandra Coghlan unpicks the prolific symbols and puzzles within one of 
Festival 2019’s most-anticipated new productions – Die Zauberflöte.

Die Zauberflöte: opera’s 
Da Vinci Code?

Festival 2019
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key signature – E b major with its three flats 
arranged in, yes, a perfect triangle. There’s a 
reason that The Magic Flute’s dominant tonality, 
the key in which the opera both opens and 
closes, has been nicknamed the ‘Masonic key’. 
Does this knowledge unlock the secrets of the 
piece? Not exactly, but it certainly helps account 
for one of its more persistent symbols.

While numerology and pattern-hunting will 
get you so far in Flute, it’s allegory on a much 
broader scale that offers the most interesting 
insights. If we align the figure of the Queen 

of the Night – 
despotic, absolute, 
cold – with the 
staunchly Catholic 
Empress Maria 
Theresa and 
Sarastro with 
her progressive 
husband Emperor 
Joseph II (himself 
a Freemason) then 
what at first glance 
appears to be an 
escapist fairytale 
becomes a pointed 
political satire. 

But if Mozart and 
Schikaneder were 
so passionate 
about Masonic 
ideals why not 
celebrate them 
directly, rather 
than concealing 
them in symbols 
and allusion? 
Because the logical 
conclusion of 
a set of values 
that championed 
equality over 
hierarchy would be 
the undermining   

of Imperial 
authority, perhaps 

the destruction of the Empire altogether. 
Just four years after The Magic Flute’s premiere 
in 1791 Masonry was banned in Austria, its 
influence deemed dangerous in a political 
climate inflamed by revolution. Mozart’s opera 
survived, preserved by its protecting veil of 
symbolism – a work at once oblique enough to 
slip past the censors, but telling enough to keep 
his audience guessing and talking about the 
values of the Freemasons nearly 250 years on.

Alexandra Coghlan is Glyndebourne’s Opera 
Content Consultant
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Behind the scenes

As department names go Company Office 
sounds pretty ambiguous; to an outsider it 
could cover anything. The office is in a central 
location for all the other departments (at the 
back of the theatre) and when I arrive Nick 
Murray, Health and Safety Coordinator, is 
just leaving. Their door is always open, and I 
mean always.

So what do they do? As soon as I ask Ollie 
and Zara they immediately start reeling off a 
hundred and one things that could land on 
their desk from one day to the next. As I sit 

Every department has its challenges, and for Company Office it is not always what can 
be anticipated or expected. Charlie Snee spoke to Oliver Dunn and Zara Fyfe about 
what working in Company Office involves.

there, I begin to realise this is not a job for the 
faint-hearted. If you work in Company Office 
you have to be ready to deal with anything. ‘A 
problem, question or request’ Ollie says, ‘from 
a principal singer, dancer, chorus member, 
assistant director…’ and the list goes on.  

Company Office is headed up by Ian Jackson 
whose job title is Head of Planning and 
Company Management, which gives you an 
idea of the scale of the mission he has to 
accomplish. Zara tells me that ‘at the moment 
Ian is looking ahead to 2021 to get the Master 

What happens in Company Office?

Oliver Dunn and Zara Fyfe
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Schedule ready to be circulated.’ 
This is one giant jigsaw puzzle, and 
there are four different levels of 
scheduling.

‘Once this Master Schedule is 
complete it will be transformed into 
a schedule book for the Festival, and 
a schedule book for the Tour, and 
any other production too, like the 
Opera Cup’ (in 2019 it will include 
the community opera Agreed, which 
will appear on the main stage in 
the spring). Ollie shows me the 
schedule book for Festival 2018, and 
how it details all of the rehearsals. 
It is a three dimensional puzzle; an 
allotted time, an available space, and 
participants all have to slot together 
in order for it to work.

Zara explains that each week they 
create a Weekly Call Sheet. The 
schedules aren’t circulated directly 
to the singers, so this call sheet 
lets them know when they need to 
come in. It isn’t only for rehearsals; 
all singers need to be fitted for 
their costumes and wigs. This 
adds another layer of complexity; 
‘fitters and fitting rooms need to be 
available too’. Inevitably there are 
occasional changes. Essential to preventing 
these, and to make it easier when they have to 
happen, are the relationships with other staff. 
From the singers, to the costume and wig 
departments, to the assistant director (who 
liaises with Company Office on the director’s 
behalf). ‘The busiest time so far this year 
has been in the Festival when three shows 
were on stage, two shows were in rehearsal, 
and two cover casts were rehearsing too.’ 
Currently, each Festival production has a fully 
rehearsed cover cast understudying for the 
principal roles. Each day, at midday,  Company 
Office will hear from every single member of 
the cast performing that day to confirm that 
they are well enough to sing.

The Tour is a different experience. Ollie thinks 
about it and explains; ‘the Tour has a different 
rhythm. We move from venue to venue with 
the cast, arriving on Monday and leaving on 
Sunday.’ It comes with its own problems; 
‘travel’. I ponder out loud about being out on 
the road with everyone; ‘yes, and the pair of 
us have to get on’ starts Zara. Ollie continues; 
‘you couldn’t do this job together otherwise; 
last year we were only, at most, half a mile 
apart for the entire Tour.’

Charlie Snee is Glyndebourne’s  
Membership Coordinator

Oliver Dunn and Zara Fyfe
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Community opera

Have you ever wondered how a new opera is 
created? In 2016, we commissioned Howard 
Moody to write and compose a new opera 
for Glyndebourne’s main stage. Three years 
on the world premiere of Agreed will be 
performed next year with a chorus of around 
80 auditioned members of our community, 
five professional singers and the Orchestra of 
the Age of Enlightenment playing alongside 
local young instrumentalists, plus four soloist 
musicians on stage.

The starting point for composing a new work 
for Howard is always the libretto. Having 
spent nine months working on what was to be 
his fourth libretto for his own operas, Howard 
had found the themes he wanted to express 
but was unable to frame it dramatically. 
Uniquely, he turned to his daughter Anna for 
help. She soon drew together the different 
themes to shape a story and characters, at 
which point the job was hers!

Howard writes ‘the rhythms and images of 
Anna’s text entirely drive the pace for the 

Charlotte Alldis spoke to Anna Moody about writing the libretto for Glyndebourne’s 
new community opera. Agreed will be performed on Glyndebourne’s main stage from 
1 – 3 March 2019. There is also a Performance for Schools on 27 February 2019.

singers as well as the dramatic action. Both 
her instinct for dramatic action and the crafted 
style of her writing have given me the perfect 
reason to write music.’

Here we find out a little more about what her 
process was.

What inspired you when writing the story?
I started by reading lots of ancient myths 
and stories, seeking ingredients that could 
weave together the different themes. I already 
knew that there would be five soloists [Zara 
McFarlane, Nazan Fikret, Michael Wallace, 
Louise Winter and Tom Scott-Cowell], a chorus 
of mixed ages and a group of musicians on 
stage. I needed to find a way to bring these 
components together dramatically.

When shaping the characters, I was very 
influenced by different sounds. Elin and Maya 
are connected by the memory of a melody 
for example, and Korimako was inspired by 
birdsong. As for the narrator, Kronos, I heard 
Zara McFarlane’s track ‘Open Heart’ and 
immediately knew the character. It is amazing 
that Zara will actually be singing the role in 
this production.  

How long did it take you to write the libretto?
When I began, I was starting my second year 
at university and needed to have the first draft 
completed by Christmas. I would use the early 
hours of each morning to work on it before 
lectures. I then had a couple of months to 
re-draft and edit as the music started to take 
shape. Compressing the text to facilitate music 
was a steep learning curve for me and I quickly 

Writing a libretto from scratch

K
at

ie
 P

on
de

r



13

had to learn to cut words which stood 
in the way of song.

How did it feel when you first heard 
the music your father had written 
inspired by the story?
It was very exciting and extremely 
moving. His music responded to every 
twist and turn of the text and gave it 
a life I couldn’t have imagined when I 
was writing. Lines of poetry which pass 
by on the page have become melodies 
which will never leave my head.

How did it feel when you first saw the 
designs for the stage production?
To see Simon and Cordelia [director 
Simon Iorio and designer Cordelia 
Chisholm] present the story visually, 
scene by scene, was amazing. With 
its shifting worlds of water and 
landscape, this story presents many 
challenges for the stage. The designs 
interpret many specific details of 
the text and it was beautiful to see 
something which has been a picture 
in my head take on new shapes and be 
given a different life. 

Charlotte Alldis is Glyndebourne’s  
Senior Marketing Manager

Left: Anna Moody in Agreed 
rehearsals with composer  
Howard Moody  
Below: Group rehearsals during 
Agreed launch day, September 2018S
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Environment

In July 2018, Glyndebourne won the Highest 
Achievement for Improvement prize at the 
2018 Creative Green Awards. The award is 
testament to the company’s efforts, since 2005, 
to reduce its impact on the environment. 

The most eye-catching sign of this 
commitment is the Glyndebourne wind 
turbine, located just above the opera house. 
In the six years since it was commissioned, 
the turbine has generated, on average, the 
equivalent of 102% of the company’s annual 
electricity requirements. This is well above 
the 90% target and only possible thanks to a 
company-wide effort to reduce our electricity 
consumption.

Less visible, but still important, are the 
other changes Glyndebourne has made. 

Kate Harvey summarises Glyndebourne’s huge efforts 
to improve its environmental credentials

One example is the introduction of a ‘green 
purchasing’ clause to Glyndebourne’s 
purchasing policy. Adopted in 2014, the clause 
requires staff to consider environmental 
impact alongside cost when comparing 
products and services and selecting suppliers. 
We manage our expenditure very carefully, 
always seeking the best price, but we believe 
environmental considerations are also crucial 
to obtaining best value for money.

The newsletter you hold in your hands is 
evidence of the green purchasing clause in 
action. The publication is printed by Treetop 
Design & Print using vegetable based ink and 
Forestry Stewardship Council certified paper. 
The company also recycle widely, including the 
printing plates used in production. Treetop is 
based in West Sussex; one consequence of the 

new clause was to reinforce 
an existing culture of 
favouring local businesses 
where possible. Elsewhere, 
Glyndebourne’s Festival 
and Tour programmes 
are printed by Pureprint 
in Uckfield a few miles 
down the road (the first 
CarbonNeutral® printer 
in the world and the first 
EMAS registered and FSC 
certified printer in the UK). 
Using local businesses is 
good for the environment 
as it reduces transport 
costs, but it has also 
long been important to 
Glyndebourne to support 

The power of green
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the local economy. In 2013 our impact on 
the East Sussex economy was measured, 
concluding that Glyndebourne contributed an 
additional £16m to the local economy every 
year.

Other examples can be found in the 
Glyndebourne Shop, whose buyers work 
with a number of suppliers with strong 
environmental credentials. These include 
Wentworth Wooden Jigsaws, which are made 
in the UK using wood from forests managed 
on a sustainable basis in Wiltshire. Featuring 
exclusive designs by local artists like Julian 
Sutherland-Beatson, as well as Glyndebourne 
fans Grayson Perry and Peter Brookes, the 
jigsaws are presented in boxes made of 
recycled material. 

A recent tendering process for waste 
management services secured a significant 
breakthrough by putting environmental 
considerations at the fore. Glyndebourne is 
now operating zero waste to landfill thanks 
to a new contract with Paper Round, a total 
waste management company that started 
as a Friends of the Earth project in 1988 and 
continues to be ahead of the curve in offering 
the highest possible environmental standards 
for waste management. 

And it’s not just new suppliers that 
can support Glyndebourne in cutting 
its environmental footprint. In 2014, 
Glyndebourne, in association with its catering 
partner Leith’s, was awarded Two Stars by the 
Sustainable Restaurant Association (SRA), in 
recognition of an ongoing commitment to 
sustainability. 

Visitors to Glyndebourne this year will 
have noticed a new building project. The 
new Production Hub is the largest capital 
project undertaken at Glyndebourne since 
the building of the new opera house 24 years 
ago. Environmental concerns have been 
considered at each stage of the project so 

that the final building will 
meet the BREEAM (Building 
Research Establishment 
Environmental Assessment 
Method ) excellent standard 
for sustainability. 

These examples give a flavour 
of the many and varied ways 
that Glyndebourne is using 
its spending power to cut its 
environmental footprint and 
support local business, as well 
as preserve its bottom line. 

Kate Harvey is Glyndebourne’s 
Press Manager.S
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Glyndebourne now operates zero waste to landfill thanks to its 
contract with the Brighton-based company Paper Round

Glyndebourne’s turbine generates the equivalent of 
102% of the company’s annual electricity requirements
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Legacy

Getting to know Glyndebourne as a special place…
Before I was born my father was in the 
Navy during the War. He was based in the 
Mediterranean and used to stop off in Italy 
on shore leave where he would go and watch 
opera. That is when he fell in love with the 
art form. It was fitting then, that when my 
parents married my mother bought him a 
Glyndebourne Membership as a wedding gift. 
From then on they started coming every year.

My mother and father were farmers so 
Glyndebourne was their only annual trip as 
they couldn’t leave the animals on the farm 
for long. I always remember the excitement 
of their annual visits as it felt very special - 
especially when they would leave at 4am in the 
morning and change in a nearby field!

John Christie Society member and former wig technician, Fiona Robinson, 
tells us what inspired her gift to Glyndebourne.

When it was deemed we could sit still for long 
enough, my parents decided that they would 
start taking my brother and me. For me, this 
was when I was 12 years old. I remember it 
was Der Rosenkavalier in 1968 with Elizabeth 
Söderström; my father loved Strauss.

Growing up…
My family eventually moved to Sussex – to 
the village of Ripe, close to Glyndebourne. By 
the 1970s I’d left college and in search of a job I 
wrote to Glyndebourne looking for work, I said 
I would do anything. The cafe  wrote back and 
offered me a job. I got to meet so many great 
singers, including Dame Felicity Lott.  

After getting to know people and asking 
around, I was offered a job in Glyndebourne’s 

Legacy inspiration

Fiona Robinson 
visiting 
Glyndebourne as 
a child, with her 
mother
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‘ I am very grateful to the places that 
nurtured me as an inexperienced young 
artist and I want to give something 
back. I know Glyndebourne inspires 
similar feelings of gratitude in its 
audience members who have enjoyed 
memorable performances here. It is a 
unique place.’ 
Dame Felicity Lott

Upcoming Legacy Discovery 
Event, Saturday 6 April 2019

Interested in leaving a gift to 
Glyndebourne in your will? Join us for 
this free legacy event designed for you to 
discover more about the work we do, our 
vision for the future and how you can help 
us achieve it. 

Please contact  
bethany.moore@glyndebourne.com  
to book your place. 

Please note spaces are limited.

wig department knotting the hair. I remember 
Lady Christie used to pop in to have her hair 
cut and Sir George would regularly walk the 
dogs around the grounds; we were all one 
big family. Thinking back I was so lucky 
because whilst working in wigs we had David 
Hockney there doing The Rake’s Progress. It was 
fascinating. I worked in wigs for four years 
until 1979.

Leaving a legacy…
I was giving to Glyndebourne’s Annual Fund 
every year and was thinking that I wanted 
to do something in memory of my father. 
Glyndebourne was so important to him. He 
loved it such a lot and used to reminisce about 
meeting John Christie after the show.

This thought was in the back of my mind 
when I received information about the legacy 
event at Glyndebourne in spring 2017. At  
this event you could find out more about 

We are delighted to celebrate 10 years of 
the John Christie Society by announcing 
Dame Felicity Lott as the ambassador for 
Glyndebourne’s Living Legacy Society.

leaving a gift to Glyndebourne in your will.  
I attended  and was inspired to leave a gift.  
It was really interesting to meet other people – 
to realise there are lots of people out there  
that feel like I do and have experienced 
the same things. And we got to hear two 
wonderful young singers [William Rennie  
and Darwin Prakash] who had benefited from 
the education programme, which was such  
a treat. 

The future...
Having worked in wigs I was thrilled to hear 
about the new Production Hub being built 
and to find out that legacies have helped 
make it possible. I know how fantastic it will 
be to have all the making departments under 
one roof and it will make a huge difference to 
have all the modern facilities. I am excited to 
see what more can be done with the help of 
legacies and am so pleased to be a part of it.
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rained in August, and that was helped by the 
maintenance work we did in the previous 
autumn. We will also be spiking the lawns which 
is another way of making sure rain can reach the 
roots, and to help with aeration.

A favourite job in November is planting the 
spring-flowering bulbs. We will be planting 
up terracotta pots with beautifully-scented 
paperwhite narcissi, crocuses, hyacinths and 
grape hyacinths for inside the house. Outdoors 
we will be planting tulips and Dutch iris in 
the cutting garden for flower arrangements, 
and late-flowering tulips in the borders and 
containers which will welcome the cast and 
creative teams as they arrive for the start of 
rehearsals next April. We use favourites such as 
‘Apeldoorn’ and the pretty pink ‘Angelique’ in 
containers which we know will flower reliably 
but also experiment with new varieties to 
Glyndebourne to help the garden remain a 
vibrant and evolving creation.

November is the time for us to move our 
pots and containers under cover and into 
the greenhouses. We have a shade house 
with slatted wooden sides which affords 
enough protection for some plants, and 
two greenhouses which offer frost-free 
protection. Check your plants for any pests or 
diseased leaves before you move them into a 
greenhouse, make sure that air can circulate 
freely around each plant by giving them plenty 
of space between pots and keep watering to a 
minimum. Don’t give plants in the greenhouse 
any feed until next spring, when they will 
be ready to go back out into the garden. Any 
containers that are staying outdoors should 
be raised up onto feet so that they don’t get 
waterlogged by rain.

Autumn sees us getting the soil into good 
condition in the garden at Glyndebourne. 
Particularly after a hot and dry summer like 
this year’s, improving your soil’s condition is 
the key to ensuring a healthy garden next year. 
We incorporate lots of the compost we have 
produced onsite, it helps the soil retain water 
which will pay dividends if next year’s summer 
is another dry one. 

Helping the lawns to recover after the long 
dry spell is also an autumnal task. 2018 
was a beautiful summer for picnicking at 
Glyndebourne but was very hard on the grass 
and so we will be raking the lawns with a 
scarifier to remove the thatch (debris such as 
dried grass cuttings and dead moss). Thatch 
prevents rain reaching the grass roots so 
removing it is another way of making the 
most of any rainfall. We saw how quickly our 
parched, summer lawns improved once it 

Autumn leaves
Kevin Martin, Head Gardener, talked to Vicky Skeet about 
his autumn preparations in the Glyndebourne gardens
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It all depends when they died 
Under copyright law if a composer and librettist 
died more than 70 years ago their music and 
libretto are no longer copyright protected. If the 
musical score is protected under copyright then 
their estate, and their publisher, control the 
performance rights and the Music Library work 
with the publisher to provide the only edition of 
the score and parts available to be hired.

Recent research and revisions
Often for works that were created more than 70 
years ago academic research may result in the 
creation of a new edition (typically of music), 
sometimes correcting misprints or providing 
editorial or artistic updates made by an 
academic or musician other than the composer.

Hiring
Once an opera title has been programmed, sometimes as much as 
five years ahead, and the conductor appointed, the Music Library 
begins the process of sourcing and preparing the music.

Marking
In every orchestral score Music Library staff painstakingly insert 
detailed markings, using a 4B pencil (the markings may change!) 
to help indicate important musical direction and interpretation, 
for example the dynamics, tempo and articulation.

Bowing
For the strings the addition of bowing marks (up bow or down bow) is important information 
for players to provide a unity of sound within a string section and respond to direction of 
musical style and phrasing made by the conductor or orchestra leader.

 down bow  up bow

Have you ever wondered what happens in Glyndebourne’s Music Library, or indeed how 
musical scores are prepared for a performance? Charlie Snee did so she ventured down 
to the basement to find out more from her colleagues in the Music Library.

Knowing the score

Behind the scenes

Conductor’s preference
The conductor may have a preferred edition 
of the score, or on some occasions may 
create a new edition for themselves. For 
example, the Music Library created an edition 
of Hippolyte et Aricie (2013) and Hipermestra 
(2017) for the Festival under the guidance of 
conductor William Christie and his team.

The Music Library is responsible for hiring 
the music scores from the publisher, 
not only for the singers, conductor and 
individual orchestral parts but also for the 
production teams that include specially-
bound scores with interleaved pages for 
stage management notes.
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Dynamics & tempo
The composer (or publisher) may have 
included dynamic and tempo marks in the 
published score but often further indications 
are needed and the Music Library staff may 
need to make additional pencil markings too.

Well known markings include:

pp  (pianissimo/very softly)
 (crescendo/increase loudness)

  (fermata/pause)
ff  (fortissimo/very loud)
  (accent)
rit.  (ritardando/held back)

Cuts
Cuts can be made to the score, at both the 
instigation of the conductor, or a director 
depending on the desired narrative and pace. 
The Music Library staff will typically cover the 
extract of the music to be cut with a sheet of 
plain paper, so that the cuts can be reversed 
with ease. Transitions between the music 
before and after the cut may have to be created.

Bowing archives
Many opera houses (including Glyndebourne) 
hold a bowing archive for certain conductors, 
allowing the houses to share a specific 
conductor’s preferred markings with their 
colleagues elsewhere.

Different challenges 

Revivals
Productions that have been staged before 
generally provide less challenges for the 
Music Library, however on occasion some 
passages may need amending to suit a 
conductor or singer’s preference upon revival. 
Taking a Festival production into the Tour 
(or vice versa) can sometimes require a 
reconfiguration of the orchestra, necessitated 
by the space available in the different venue 
orchestra pits – this means that the Music 
Library has to anticipate the changes and 
have them in place long before the Tour 
arrives in any particular venue.

Coming up next
Sometimes the Music Library has to create 
new parts altogether. In the full score of 
Cendrillon (a new production for Tour 2018 and 
Festival 2019) there is a call for Cinderella’s 
famous ‘midnight bell’. However, no 
orchestral part exists for this so the Music 
Library will need to create this and ensure 
the percussionist is aware of when the 
music appears and from where they will be 
performing it – this may involve providing 
just a few pages of full orchestral score, or 

rewriting a passage as a separate part – ready 
to be moved around off stage if required. 
There is also call for ‘a clarion of bells’ for 
11 bars. This will be performed and require 
a decision from the conductor on whether 
it will be by tubular bells in the distance or 
a pre-recorded sound effect – dependent 
on what s/he decides the Music Library 
will organise a player, sheet music and an 
instrument to be available for either each live 
performance, or a recording session with the 
sound department.  

New work
Commissions of new work have a long 
history at Glyndebourne. Most recently in 
2017 Glyndebourne commissioned Hamlet, 
with music written by Brett Dean and a 
libretto by Matthew Jocelyn. They were both 
on site throughout the rehearsal period 
and would often, at the end of a long day of 
rehearsals, make minor tweaks to the score 
and/or libretto, requiring fast and agile 
changes from members of the Music Library 
staff to provide the singers, players and 
production staff the up to date version for the 
next day’s rehearsal. 

Charlie Snee is our Membership Coordinator and she spoke to Martyn Bennett, Head of Music Library and Resources
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How I spend the interval...

‘Coming off stage it’s a bit of a scramble to 
get off and clear the wings’ John explains. 
After changing out of costumes and eating 
a light meal the chorus have some free time. 
‘Up to 50 minutes of the long interval is our 
own, for a bit of socialising and mixing, 
or taking time for yourself’ John says, ‘It’s 
important to take time to wind down and be 
chilled and calm, to save your energy for the 
stage.’

There are two pastimes that usually occupy 
John during the interval – ‘the crossword 
and the crochet – alliterative hobbies!’ he 
jokes. John is currently part way through the 
cryptic crossword in today’s Guardian, ‘I prefer 
the house style of The Guardian, it’s witty and 
there’s a slightly less dense coding and you 
can parse it and have a little laugh at what it 
literally says at the same time.’

Crosswording isn’t always a solo pastime in 
the chorus. ‘Occasionally it’s collaborative’ 
John says, ‘Jeremy Bines [former chorus 
master] was hilarious… there was a time 
a couple of years ago when we would do 
competitive crosswording. We’d take the 
everyman crossword from The Observer, set 
a stopwatch and wear a badge of shame if 
either of us took more than 20 minutes to 
complete it!’

John’s advice to crossword novices who want 
to try their hand at solving cryptic clues is 
to avoid thinking of the obvious, ‘If you 
hear hooves, think zebra rather than horse. 
Frequently words will have several meanings 
and it may well be that the road less travelled 
is the direction they’re aiming at.’

Also on John’s desk is evidence of his other 

Andrew Batty caught up with baritone John Mackenzie-Lavansch, 
who’s been part of the Glyndebourne Chorus on and off since 2003, 
during a break in Saul to find out how he spends the interval.

interval activity, a half crocheted glove. 
‘Some people say that the crochet is my 
means to stop me being crotchety because 
it relaxes me’. John’s crocheting really takes 
off during the Tour ‘obviously it’s a bit more 
seasonally appropriate… I’ll do beanies and 
scarves and gloves and so forth, and prepare 
Christmas gifts while I’m on the road.’

John says that the highlight of his summer 
was the revival of Handel’s Saul. ‘That’s been 
an inspirational process to be part of. I mean 
really thrilling to have so much fresh blood 
within the body of the chorus… and maybe 
for that very reason it feels like a vibrant 
creation of the work rather than a painting-
by-numbers replication.’

John is on the road for the Tour; ‘I’m going to 
be a chorister and understudying Pandolfe in 
Cendrillon and singing the Marchese D’Obigny 
in La traviata and La traviata: Behind the Curtain’ 
he tells us, ‘It’s going to be a hefty bill of 
work but I’m looking forward to it.’

Andrew Batty is Glyndebourne’s Digital  
Content Editor
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MORE OPPORTUNITIES TO SEE OPERA ...
Tour 2018: 
October-November: Der Rosenkavalier screened 
in selected cinemas
6-10 November: Canterbury
13-17 November: Norwich
20-24 November: Woking
27 November-1 December: Milton Keynes
4 December: Golden Anniversary Celebration
8-9 December: The Glyndebourne  
Christmas Concerts

1-3 March 2019: Agreed Community Opera

DATES FOR YOUR DIARY
1 December 2018: Festival Society Members’ 
ticket ballot
18 January 2019: Associate Members’  
ticket ballot
18 February 2019: Second opportunity for 
Members to book Festival tickets
19 February 2019: Second opportunity for 
Associate Members to book Festival tickets
25 February 2019: Under 30s booking opens
3 March 2019: Public booking opens
23 April 2019: Tour Members’ ticket ballot 

Getting the most from  
your Membership
Throughout the year we’ll send you news and 
information relating to your Membership – such as your 
ticket application form and brochure, reminders about 
ballot dates and your annual subscription, and three 
editions of this newsletter.

If you would prefer to receive this newsletter by email 
please contact the Membership team. 

We are here to help
You can reach the Membership team Monday to Friday, 
10.00am – 5.00pm
+44 (0)1273 815 400
membership@glyndebourne.com

Glyndebourne News is edited by Karen Anderson
Front cover image: Sam Stephenson

For gifts and art inspired by the 
gardens, the South Downs and 
the opera presented on stage, 
including the jigsaw puzzle 
detailed on page 14.
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Tour, plus regularly updated 
information and insight into our 
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