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The Tour has reached over two million people 
with visits to 42 different venues across the 
UK and seven abroad, and has provided 
internationally acclaimed artists, such as 
Robin Ticciati, Gerald Finley, Emma Bell  
and Kate Royal, with the platform to launch 
their careers.

We continue to reach out to our generous 
Members and supporters, whom we 
believe share our ambition to open hearts 
and minds to opera, so that through our 
Tour and education programmes we can, 
with your support, excite and inspire 
future generations. The development and 
continuation of our Performances for Schools 
and Behind the Curtain programmes enhance 
this ambition. 

In the coming years we will invest in new 
productions for the Tour, which includes 
Cendrillon in 2018, to help build our stock of 
tourable productions and provide a mix of 
repertoire to maximise the opportunity to 
build new audiences whilst maintaining our 
existing audience base. With the help of our 
supporters we will be able to build on our 
rich history of spotting and supporting talent 
through exciting programmes, including, for 
example, ‘On the Road’, a new development 
scheme on the Tour for young orchestral 
players; and ‘Balancing the Score’, a new 
development scheme for female composers.

We look forward to the next 50 eventful years 
of the Tour!

This year we celebrate 50 years of the 
Glyndebourne Tour, which was developed 
by Sir George Christie in order to take our 
productions out on the road to broaden our 
audiences, whilst also providing development 
opportunities for up-and-coming talent. The 
Glyndebourne Tour, as well as our education 
programme, which was later formed in 1986, 
continue to play a vital role in opening hearts 
and minds to opera within communities local 
to Glyndebourne and across the country. 

Maintaining financial independence is 
fundamental to Glyndebourne, and we are 
proud of running a financially stable, year-
round operation, with a privately funded 
Festival that is able to support our Tour and 
education programmes. We truly value this 
financial independence as we believe it allows 
us to be original and inventive and take 
appropriate artistic risks, whilst providing 
necessary discipline to plan ahead. It is this 
financial independence that has enabled us to 
tour our productions for the last 50 years. Tour 
Box Office income covers approximately 40% 
of our (direct) Tour costs and our Arts Council 
grant a further 35%. Remaining costs are 
covered through generous donations from our 
supporters, Tour Membership subscriptions 
and subsidy from the Festival. The Festival 
bears all fixed costs – infrastructure, staff, 
productions etc – which remains so essential 
for us to be able to make the world-class opera 
we create accessible to more people by touring 
productions and subsidising ticket prices. 

Underpinning the success of the Tour

50 years of the Tour

Fifty years on, the Tour continues to play a fundamental part in 
nurturing young talent and widening Glyndebourne’s audience each 
year writes Neil Matthews, Trusts & Foundations Manager.
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1. Getting the Tour on the road  
for the first time in 1968 

Sir George Christie had an unfaltering vision 
for the Tour which was to reach more people 
and to provide performance opportunities 
for emerging talent. Sir George’s vision, 
passion and drive eventually secured the 
funding needed to get the Tour started in 1968. 
Looking back to the first Tour Brian Dickie, 
then Glyndebourne Tour Administrator, chose 
getting on the road as his golden moment: 
‘For the first few years we toured in spring and 
the first Tour started on 5 March in Newcastle 
before going to Liverpool, Manchester, 
Sheffield and Oxford. We took four operas on 
the road that year: Don Giovanni, Die Zauberflöte, 
L’elisir d’amore and L’Ormindo. It was all hands 
on deck packing up the trucks and as a young 
man in my early 20s I found it all utterly 
exhilarating.’ 

2. The sumptuous period costumes and 
wigs worn by the Glyndebourne Chorus 
in Don Pasquale 
Pauline Lecrass, Head of Costume, who 
joined during the Tour of 2006, found it hard 
to pick just one costume highlight of the 
Tour so far. The striking ensemble in Don 
Pasquale, which showcases the many skills of 
our production teams, won her vote in the 
end. ‘Working for the first time with designer 
Julia Hansen, supporting the realisation of 
her particular vision of the piece, sourcing 
rich cream fabrics from the UK and Europe 
and using a specialist digital printer to match 
fabrics to wallpaper was simply a joy’ she 
says. The reveal of the elaborate costumes 
and wigs worn by the Glyndebourne Chorus, 
which delights audiences when they appear 
suddenly on the revolving set in Act II, always 
makes her smile.

As part of our 50th anniversary celebrations we talked to some 
of the people who have been instrumental in taking the Tour on 
the road to find out their golden moments.

Loading up the Tour vans in 1968 Photo: Glyndebourne Archive Don Pasquale, Tour 2011 Photo: Bill Cooper

Five golden moments of the Tour

50 years of the Tour
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3. Creating a baby grand piano in  
under a week for the new production  
of The Turn of the Screw in 2006 

The highlight of the Tour to date for Paul 
Brown, Head of Props at Glyndebourne since 
2005, was working on the new production of 
The Turn of the Screw in 2006. In particular the 
extraordinary challenge of having to build 
a 4ft baby grand piano from scratch in just 
under a week. During the Tour rehearsals a real 
baby grand piano had been used but it proved 
too heavy for the stage so a week before the 
final dress rehearsal the decision was made 
that a prop piano would need to be made 
from scratch. In just three and a half days a 
keyboard had been sourced and amended 
(it was made slightly smaller for the stage) 
by Sussex Pianos, the body was built by the 
props team and then the whole piano was 
spray painted black by car body specialists. An 
incredible feat by the props team and some 
trusted suppliers.

4. Working with David Hockney and  
his team on the striking make-up  
for the Tour performances of  
The Rake’s Progress in 1992 

Sarah Piper, Head of Make-up, was visibly 
excited as she thought back to working on The 
Rake’s Progress on the Tour. She remembered 
it as if it was yesterday and said ‘it would 
certainly feature as one of my Desert Island 
Discs make-up highlights since working at 
Glyndebourne.’ One of the most exciting 
challenges of bringing designer David 
Hockney’s vision to life was that after the 
interval everyone returns to the stage in 
monochrome costumes and make-up. Having 
to strip all of the colour from everyone’s face 
was difficult, even with the long interval 
during the Festival, but doing it on Tour in just 
20 minutes and often working in much smaller 
spaces was even harder. The thrill of being able 
to make it work is the very reason the show is 
so memorable for Sarah.

The Turn of the Screw, Tour 2006 Photo: Mike Hoban The Rake’s Progress, Tour 1992 Photo: Donald Cooper

50 years of the Tour
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5. April De Angelis’s original, poetic 
libretto for Flight, a new commission for 
the Tour in 1998 by Jonathan Dove 

Ian Julier, Senior Music Librarian chose our 
final golden moment. The setting for April De 
Angelis’s skilful libretto is an airport lounge 
and was inspired by the true story of a refugee 
who was living at Charles de Gaulle airport. 
A variety of characters are explored on stage 
from a stranded stateless refugee to unhappy 
married couples. 

‘Partners are changed, buried truths are brought 
to light, a baby is born and a plane finally 
takes wing: it’s episodic in soap-opera fashion, 
but consistently diverting and occasionally 
touching for all that’ The Telegraph on Flight

Unusually, the libretto is completely original 
and was not a piece that had been adapted or 
inspired by other work. It is also written in 
rhyming couplets perhaps borne out of April’s 
awareness that what she was writing was 
going to be sung, ‘I hum a tune as I go along’. 
Similarly the libretto for Glyndebourne’s 
newest Festival commission, Hamlet, was also 
written as a poem. 

Flight, Tour 1998 Photo: Mike Hoban

Competition time
To mark 50 years of the Tour we are 
holding a special celebration event 
featuring some of the distinguished artists 
that have starred in the Tour. The Golden 
Anniversary Celebration will take place at 
Queen Elizabeth Hall, Southbank Centre 
in London on Tuesday 4 December 2018. 

We have two pairs of concert tickets to 
give away (value £50 per ticket). To enter, 
send us your answer to the question below 
no later than midday on Friday 24 August 
to: membership@glyndebourne.com

Membership, Glyndebourne,  
East Sussex BN8 5UU

QUESTION:  
Which city did we visit in our first Tour 
which we will be returning to in 2019?

The two winners will be notified on  
Friday 31 August.

For terms and conditions visit  
glyndebourne.com

Tour 2018: La traviata, Cendrillon, La traviata:  
Behind the Curtain

Tour 2019: Rinaldo, Rigoletto, L’elisir d’amore

The Tour starts with performances at 
Glyndebourne before visiting Canterbury, 
Milton Keynes, Woking, Norwich and in  
2019 Liverpool.
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The premiere of Cendrillon at Paris’s Opera-
Comique in May, 1899 was a triumph by 
any standards. Audiences were beguiled by 
gorgeous costumes and designs, and elaborate 
and innovative stage effects that brought the 
magic of Charles Perrault’s classic fairytale 
Cinderella to new operatic life.

But even among so much spectacle one 
element of the opera stood out above 
all others, impressing even the sternest 
detractors of composer Jules Massenet. ‘All 
of the music,’ wrote the critic of literary 

Alexandra Coghlan explores the musical world of Cendrillon which premieres at 
Glyndebourne this autumn as part of Tour 2018 before appearing in Festival 2019.

magazine La Revue des deux mondes, ‘is full of 
melodies, rhythms, harmonies, colours... 
and the three fundamental characteristics 
of emotion, enchantment and balance are 
perfectly portrayed.’

Massenet might be best-remembered today 
for his two great tragedies, Manon and 
Werther, but it’s Cendrillon – the composer’s 
unassuming opera feerie, a musical fairytale 
spun from romance and moonlight with the 
lightest of touches – that is arguably his most 
sophisticated score. 

A quick glance 
through the large 
and unusual 
orchestration alone 
tells us the care with 
which Massenet 
painted his pastel-
coloured tale. A 
viola d’amore, lute, 
crystal flute, fife and 
gongs all add their 
distinctive, evocative 
tone to the score, 
deployed sparingly 
and for specific 
atmospheric effect 
– used to colour the 
opera’s four very 
different musical 
worlds.

The world of Prince 
Charming and 
the court is one of 

Cendrillon – Massenet’s  
musical fairytale
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nostalgic, gilded pomp. Massenet conjures 
its formality and tradition in music that 
harks deliberately back to the 18th century. 
A lively sequence of Baroque dances sets the 
scene at the ball (music that never loses its 
wit and Belle Epoque personality among the 
pastiche) while the score’s period instruments 
come together to create a sound-world for the 
romantic, gently melancholic, figure of Prince 
Charming himself.

Set against the elegant, elevated world of 
the court we have the everyday goings-on 
at the home of Cendrillon, her stepmother 
Madame de la Haltière, her two stepsisters 
and her downtrodden father Pandolfe. There’s 
a delightful, almost pastoral simplicity to 
the music of Cendrillon and Pandolfe. Their 
concerns are simple, their emotions truthful, 
sincere, and all these are expressed in dialogue 
of folk-like directness and tunefulness. Artifice 
and exaggeration, by contrast, are the hallmarks 
of the music of Mme de la Haltière and her 
daughters. All are colourful figures of ridicule, 
whether in the ponderous, mock-solemnity 
of Mme de la Haltière (written, naturally, 
for a stentorian contralto) or the chattering, 
twittering idiocy of Noémie and Dorothée.

But if Cendrillon’s interactions with her father 
and family belong to the everyday, then her 
love scenes with the Prince are a different 
matter. Music that was once simple and 
artless takes on new richness and complexity, 
harmonies thicken and darken with Wagnerian 
chromaticism, and musical dialogue 
becomes the sensual twist and tug of true 
duet. Whatever their musical sophistication 
however, Cendrillon’s young lovers remain 
essentially pure, kept chaste by Massenet’s 
decision to cast the role of Prince Charming 
not as a tenor but a mezzo-soprano. Mature, 
sexual attraction between man and woman 
is softened into the innocent, pre-pubescent 
affection of unbroken voices. The opera’s love-
scenes sit alongside those of Der Rosenkavalier 
as some of the most glorious celebrations of 
the female voice.

At the glittering centre of any good fairytale 
however is magic. La Fée, Massenet’s Fairy 
Godmother, counters the worldly clamour 
of the contralto Mme de la Haltière with her 
high coloratura soprano. Gossamer-light 
in its agility and delicacy, sparkling with 
ornamentation, Massenet’s music for La Fée 
transforms woods and forests into a fairytale 
glade, and in a scene invented specifically for 
the opera, Massenet brings his lovers together 
in a ‘mystical marriage’ by moonlight. 
Suffused with light from thick layers of 
strings, catching the ear with high woodwind, 
the episode is a counterbalance to the public 
scenes of the court – a private moment of 
musical romance equal to anything the 
composer ever wrote.

It was Massenet himself who caught the 
beauty of Cendrillon best, describing the score 
as ‘... inscribed upon a pearl from Perrault’s 
casket of jewels’. It’s an image that captures 
both the opera’s delicacy and its radiant, 
unapologetic beauty – an operatic pearl to be 
handled with infinite care, and one that shows 
no sign of losing its lustre.

Alexandra Coghlan is Glyndebourne’s Opera  
Content Consultant.

Bringing Cendrillon to Glyndebourne

Opportunities to see Massenet’s  sumptuous 
musical fairytale  are few and far between. 

 We are delighted to let you know that 
a number of people have joined the 
Glyndebourne Glass Slipper Circle. This 
fundraising initiative has been launched to 
give insight into our work and bring those 
who support the production  closer to the 
heart of Glyndebourne; this dedicated Circle 
of supporters will help bring Cendrillon to 
Glyndebourne for the first time ever. 

You can find out more about Fiona Shaw’s 
vision and have the opportunity to get 
involved yourself at: 
glyndebourne.com/glassslipper
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In 2015 Merry Holden was one of the six-strong 
company of dancers performing in Saul. She 
returns in 2018 as dance captain and assistant 
choreographer. Kate Harvey, Press Manager, 
spoke to her about the role of dance in this 
production. 

Dance plays a big part in Saul – how do you view its 
contribution to the overall performance?

Dance is always an integral part of Barrie and 
Otto’s collaborations. The really striking thing 
about Saul, is that almost all of the company, 
including the principals, are required to dance 
at some point. The six dancers often express the 
mood, thoughts and emotions of the principals 
in a visual medium, but at other times we are 
used to provide a contrast to the action that 
frequently surprises the audience. 

What is Handel’s music for Saul like to dance to?

It’s a real joy! The music has so many layers 
and interesting rhythms, which Otto, the 
choreographer, plays with and uses in a very 

inventive way. The music itself is constantly 
moving and almost invites dance, despite 
the fact that, of course, Saul was originally an 
oratorio and not an opera.

What should we look out for among the dance  
numbers in Saul?

High energy levels and lots of unusual 
movements that might surprise you.

Which is your favourite moment in the production?

I think that the opening of the second half is 
magical – but I don’t want to say too much 
about it so as not to spoil the effect for all the 
people coming to see the production for the 
first time. The audience reaction in 2015 when 
the curtain rose gave me goosebumps.

Are there any changes to the choreography  
for this revival?

No, but obviously there are new performers both 
singing and dancing, who will bring their own 
exciting energy and interpretations to their roles.

Have you danced in many operas in your career? How 
does performing in an opera differ from other types of 
performances that you’ve been involved in?

I have been lucky enough to perform in lots 
of operas. It is, in my opinion, the ultimate art 
form, because it combines everything – music, 
words and movement. It is the holistic aspect 
of opera that I find so rewarding and a pleasure 
and honour to be involved in.

George Frideric Handel was a master showman so would surely have approved of the 
two, highly entertaining, productions of his works that are revived in Festival 2018. David 
McVicar’s all-singing, all-dancing production of Giulio Cesare in 2005 transformed the 
way Handel is staged worldwide and is one of Glyndebourne’s biggest hits, while Barrie 
Kosky’s staging of Saul deployed surreal, high-energy choreography by Otto Pichler to 
spectacular effect. In both these productions, dance plays a vital part, providing more 
than just decoration.
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Dance takes the lead in Saul

Festival 2018
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Our design for the Production Hub has three 
main aims: first, to provide an excellent 
working environment for the different 
creative groups who will use the building; 
second, to achieve a building whose form and 
appearance are likely to enhance its external 
environment; and third, to make it as efficient 
and sustainable as possible. It is worth noting 
that the buildings it is replacing were not good 
in any of these respects. 

While the second of these aims may be a matter 
of subjective judgement, generally all three 
support each other. For instance, carefully 
designed window openings will give the optimal 
amount of daylight for the interior, avoid 
overheating from sunlight (requiring energy-
consuming cooling) and probably look right. 

The workspaces in the two-storey structure are 
arranged around a double-height central space, 
which itself will be used for assembling large 
items constructed in the workshops around 
it. The space has generous roof lights and will 
help to create a sense of unity and identity for 
those working in the building, including those 
working in the costumes department on the first 
floor. This effect will be enhanced by the first-
floor tearoom, and faces both into the central 
space and across to the opera house itself.

Good lighting is critical for many of the activities, 
especially perhaps for wig-making and costume-
making. The whole design seeks to maximise 
the use of daylight, using roof lights as well as 
windows and providing blinds where they will 
be needed to control glare from the sun. This 
combination should provide the most pleasant 
and efficient light for work, and minimise energy 
consumption. The electric lighting has been 

carefully designed with the same aims. A similar 
approach has been taken with ventilation, which 
as far as possible will be provided by passive 
means, so that mechanical ventilation will 
only be used in highly populated areas like the 
rehearsal room.

These energy-saving measures, combined with 
electricity sourced from the wind turbine, have 
helped the design to achieve an ‘Excellent’ 
BREEAM rating. Another factor has been the 
extensive use of timber. The roof is formed of 
CLT (cross-laminated timber) panels that will 
be visible from the interior, while the external 
cladding is of dark grey stained ‘Accoya’ boards. 
These consist of quite ordinary timber that has 
been treated to stabilise them and give them 
longer life. We hope that this material, combined 
with the orderly form of the new building, will 
mean that it makes a positive contribution to 
the Glyndebourne site, and particularly to the 
experience of visitors who will see it when they 
arrive by car. 

You can take a virtual tour at glyndebourne.com/hub

Notes on the design…

Production Hub

Architect’s impression of the rehearsal studio. The 2018 
Annual Fund is helping to purchase essential equipment, 
including a sprung dance floor.
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Nicholas Hare, lead architect of the new Production Hub currently under 
construction, shares his thoughts on the design of the new building.
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History

Der Rosenkavalier, Strauss’s ‘most feminine 
opera’ according to producer John Cox, has 
enjoyed three very different productions on 
the Glyndebourne stage. Originally mooted 
by Fritz Busch before the war (he knew 
Strauss and had asked him about a reduced 
orchestration for the small Glyndebourne 
theatre), the first production was eventually 
staged in 1959, as the opening production 
of Glyndebourne’s 25th anniversary season. 
It marked the end of artistic director Carl 
Ebert’s long and very impressive reign at 
Glyndebourne, and it was also the last opera 
here to be designed by Oliver Messel, who 
had first started designing for the company in 
1950. The period and nature of the opera lent 
itself perfectly to his Rococo style, and many 
of the critics considered his design some of 
the best work he had done for Glyndebourne.

In stark contrast the third, and more recent 
production, started life in 2014, and was 

An exhibition of Erté’s drawings and costumes for Glyndebourne’s 1980 production of 
Der Rosenkavalier capture the essence of his art and ensure an enriched experience this 
summer for Festival goers writes Julia Aries, Glyndebourne’s Archivist.

revived at the beginning of Festival 2018. 
A colour-saturated fiesta, it departed from 
the traditional mid-18th-century setting of 
Strauss’s romantic comedy in a stage setting 
designed by Paul Steinberg which jumbled 
together period features from the 20th century 
with quirky and surreal results, aided by Nicky 
Gillibrand’s costumes and director Richard 
Jones’s trademark control of the crowd scenes. 
Judging by the audience response to the 
current exhibition at Glyndebourne, it is the 
1980s production that remains a favourite in 
the memory of many of our Members.

In 1979 John Cox, Glyndebourne’s Director 
of Productions, approached Erté’s agent to 

Erté with John Cox. Photo: Guy Gravett 

Erté’s lasting gift
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ask if the redoubtable artist, then aged 86, 
was still active and interested in designing 
Glyndebourne’s new production of Der 
Rosenkavalier. Perhaps best known for his 
elegant, often Art Deco-inspired, designs 
which had graced over 200 magazine covers, 
the fee Glyndebourne could offer the artist 
equalled only the amount he charged for 
one poster and so his agent, Eric Estorick, 
was dismissive – but Erté, it turned out, had 
waited all his life for the chance to design this 
one opera, and accepted. During the ensuing 
discussions, he raised the idea of updating 
the opera to the middle of the 19th century, 
thereby providing a starker outline and darker 
colour pallette for the male costumes, with 
highly romantic female dress and elaborate 
livery and uniform to maintain fantasy and 
decoration.

The results of his labours have returned 
to Glyndebourne 38 years after they were 
first unveiled. This large collection of Erté’s 
original designs has been generously 
loaned, by their current owner, Elizabeth 
Meshkvicheva, to Glyndebourne for display 
during the current Festival season, following 
a successful exhibition at Bonhams in London 
last year. Festival goers can enjoy seeing 
designs from Acts I and II in the Mildmay 
Restaurant, and designs, costume and props 
from Act III in the Archive Gallery until the 
end of August as well as a collection of limited 
edition gifts in the Glyndebourne Shop.
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Glyndebourne Opera Cup

The standard was extremely high and the 
jury, made up of representatives from top 
international opera houses, faced a tough 
task choosing the winners. Dame Janet Baker, 
the competition’s president, was on hand 
to present the prizes, to the excitement of 
competitors and audience alike. Three months 
on, Kate Harvey, Glyndebourne’s Press 
Manager finds out what the prize winners 
have been up to since the competition.

Mezzo-soprano Samantha Hankey, 25, 
from the US, was the overall winner of the 
inaugural Glyndebourne Opera Cup and also 
took home the Media prize, chosen by a panel 
of opera critics and classical music journalists. 
A native of Massachusetts, she attended the 
Merola Opera Program in San Francisco and 
recently graduated from The Juilliard School.

‘The Glyndebourne Cup was probably the 

In March 2018, Glyndebourne held its first international singing competition, the 
Glyndebourne Opera Cup. Following a worldwide search that attracted nearly 200 entries, 
and preliminary rounds in Berlin, London and Philadelphia, 23 semi-finalists were whittled 
down to just ten singers who competed in the final on 24 March.

widest reaching competition or performance 
I have done to date due to the streaming on 
both Sky Arts and Medici, and because of that 
the response was incredible!’ Samantha said. 
‘My friends and family were so supportive 
and it was also nice to hear from members 
of the industry who have been watching my 
development over the last few years.

‘It was a bit surreal getting to sing at 
Glyndebourne, especially on the set of one 
of my favorite operas (Così fan tutte),’ she 
continues. ‘I really appreciated how the days 
of rehearsing and competing were spread out 
during the week, allowing me to explore the 
local area, prepare my music, and get plenty 
of rest. But the moments that will stick with 
me are without a doubt performing with the 
stylistically sensitive Orchestra of the Age 
of Enlightenment and Dame Janet Baker’s 
poignant and insightful words about what it 
means to be an opera singer and the challenges 
we will endure as we pursue this career.’

Samantha is currently preparing to debut the 
title role in the world premiere of a new opera 
called The Rose Elf by composer David Hertzber, 
which is being performed in the Catacombs 
of Brooklyn’s Green-Wood Cemetery. ‘The 
performance venue is so unusual and it 
actually really lends itself to this work; it deals 
with human tragedy and the supernatural,’ 
Samantha explains. ‘Although the space 
can be challenging for staging as it’s quite 
narrow, I’ve learned that catacombs are also 
acoustically fantastic for the voice.’ 

Three months on...

First place winner Samantha Hankey with Dame Janet Baker
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Since the Glyndebourne Opera Cup, Samantha 
has enjoyed further award success – it 
was recently announced that she is one of 
40 finalists in the 2018 edition of Placido 
Domingo’s Operalia competition and in April 
she was awarded a Richard Tucker Career 
Grant.

Second place in the Glyndebourne Opera 
Cup went to American soprano Jacquelyn 
Stucker, 28, a Jette Parker Young Artist at the 
Royal Opera House. Jacquelyn is currently 
performing the role of Azema in Rossini’s 
Semiramide at Bayerische Staatsoper.

The winner of the Audience Prize, with a third 
of all votes cast by those in the auditorium 
who watched the final, was Kosovan soprano 
Elbenita Kajtazi, 27, who also took third place. 
As a young girl Elbenita was forced to flee her 
home in war-torn Kosovo with her family, 
and live as a refugee in Albania. Her story 
struck a chord and following the final she was 
interviewed by The Times, BBC Radio 4 and the 
BBC World Service.

‘The reaction after the competition was 
incredible,’ she said. ‘I received such good 
feedback from so many important people who 
know opera.  I just debuted the role of Violetta 
and am preparing to go to Hamburg State Opera 
next season. After the Glyndebourne Opera 
Cup, I signed with Zemsky/Green artist agency 
and I am very happy to work with them on my 
journey.’ Like Samantha, Elbenita has been 

selected to compete in the finals of the 2018 
Operalia competition in Lisbon this August.

The Ginette Theano prize for most promising 
talent was awarded to American soprano 
Emily Pogorelc, 21. Pogorelc was the youngest 
competitor to reach the final and is currently 
entering her final year at the Curtis Institute 
of Music.

‘The Glyndebourne Opera Cup was such 
a wonderful experience as it allowed me 
to reach a wider audience and show my 
colleagues in the opera industry what art I 
am capable of producing under pressure,’ 
she said. ‘Since the finals, I was asked to 
step into the role of Cunégonde in Leonard 
Bernstein’s Candide at Washington National 
Opera, making both my Kennedy Center and 
my major opera house debut. I have also 
begun my time at the Ryan Opera Center at 
Lyric Opera of Chicago, which I am enjoying 
immensely.’

The first of the ten competition finalists to 
return to Glyndebourne will be French mezzo-
soprano Eléonore Pancrazi, who performs 
the role of Le Prince Charmant in a new 
production of Massenet’s Cendrillon, directed 
by Fiona Shaw for Glyndebourne Tour 2018.

Plans are afoot for the next Glyndebourne 
Opera Cup, which will take place in 2020.

Second place winner Jacquelyn Stucker

Elbenita Kajtazi took third place and the Audience PrizeA
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Education

The Giufà Project will involve young people 
and artists from all over Europe taking over 
the town of Battle, East Sussex for ten days 
between Monday 20 and Friday 31 August 
– filling it with collaborative artworks and 
performances, and has been put together 
with partners including Opera Circus, Battle 
Festival, Crisis Classroom, YMCA Downslink 
and Project Artworks.

The idea for the project originated with Laura 
Fatini, a writer and director based in Sarteano, 
Tuscany, where the GYO team visited last year 
as part of the research and development for 
Belongings. Along with Darren Abrahams, a 
Brighton-based trauma therapist and long-
standing collaborator with the education 
department, they created the artistic starting 
point for a project that aims to engage artists 

Following on from 2017’s youth opera Belongings by Lewis Murphy, and in anticipation 
of 2019’s community opera Agreed by Howard Moody, Glyndebourne Youth Opera (GYO) 
are continuing to explore the highly topical theme of migration in an unusual collaborative 
project this summer.

and young people across Europe.  They write 
of the project:

Giufà is a character known throughout Europe by 
many different names (Giufà is his name in Sicily).  
He is a traveller, a migrant, and offers us the chance 
to explore the theme of migration through the many 
folk tales in which he features. 

The Giufà Project is a collaboration between artists, 
young people and creative organisations across 
Europe to explore the theme of migration in the 
context of the mass movements of people taking 
place across the planet right now and to deliver new 
creative work in response. It has been born from 
The Complete Freedom of Truth (TCFT), a youth 
programme created by Opera Circus which delivers 
cultural exchanges, residencies, skills development 
and leadership to a growing network of young 

The Giufà Project
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people across Europe and has been commissioned by 
Glyndebourne as part of the company’s ongoing work 
to introduce opera to a wider audience.

Migration has become a hot political issue and is 
driving political policy in many nations across the 
world. Europe in particular is experiencing a cultural 
crisis, as the continent strives to find a way to include 
people from the Middle East and Africa into societies 
already adjusting to the effects of globalisation. Each 
country and community is approaching this issue in 
its own way, but at its heart the question remains the 
same – how do we include new people without losing 
who we already are?

And yet migration is human. It is part of the 
human condition. We have always journeyed – for 
exploration, for knowledge, for trade, curiosity and 
escape. And as people have moved they have taken 
their stories with them, mixing them with the local 
traditions and creating something richer in their 
place. In Giufà we have found a tangible expression 
of that movement and this project is a way for us to 
keep the stories moving in the 21st century.

There will be a sharing event in Battle 
on Thursday 30 August followed by a 
performance at the Battle Festival on Saturday 
20 October. guifaproject.com

Annual Report 2017: The infographic below provides a snapshot of Glyndebourne’s education 
activity last year. You can see the full infographic within our newly-published Annual Report at 
glyndebourne.com/annualreport

65
Members of

GYO took part
aged 9-19

70%
From state schools

47%
31 First time on

the Glyndebourne
stage

126
Rehearsal hours

21,097
People engaged with our education

programme over 42,337 hours

3,000
Tickets sold to 90 schools for
our Performances for Schools

Belongings

Glyndebourne Academy

28
Auditioned

88
Applications

9
Academy

singers

Education
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10 years of Raise your Voice
The education department run Raise Your 
Voice each year for local people living with 
dementia and their carers. Supported by 
volunteers we’re delighted to be entering 
our tenth year. 

The theme is always an opera from 
Glyndebourne’s current Festival or Tour 
repertoire. Raise Your Voice sessions include 
lots of singing, some drama, art and craft, as 
well as time to chat over tea or coffee. 

‘I’d like to say how important it is for all of 
us, it makes one’s life a lot happier’  
RYV participant 

Dementia Friends

Glyndebourne’s Dementia Friends 
Glyndebourne is continuously working 
to make sure every visit is as enjoyable as 
possible for everyone.

Earlier this year Carla Webb (pictured below 
right) and Alice Bridges (below left), from our 
Customer Services team, went on a course 
with the Alzheimer’s Society. Carla explains ‘It 
was incredibly enlightening and a complete 
eye-opener for someone like me, who 
previously didn’t have any real knowledge 
of dementia. I had heard of the Alzheimer’s 
Society but wasn’t aware of their ‘Dementia 
Friends’ initiative.

‘They’re passionate about making sure people 
understand the facts, which helps dispel 
negative assumptions about living with 
dementia. More importantly they provide 
the tools to create awareness and encourage 
people to make a positive difference by, 
amongst other things, being kind and patient 
whenever you encounter someone who may 
need support.

‘Since attending the course Alice and I have 
become Dementia Friends Champions and 
have now trained the Front of House staff.’

When you visit, you may see staff wearing a 
small blue badge which indicates that  
they’ve joined Carla and Alice in becoming a 
Dementia Friend. 

Along with becoming a Dementia Friendly 
organisation Glyndebourne is always looking 
to improve our service to anyone with special 
requirements. 

If you have an enquiry or suggestion please  
get in touch via the Membership team.
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trying some more unusual vegetables such 
as kohlrabi, and also carrots, cauliflowers and 
beans in different colours and shapes. It will 
be well worth a visit to take a look and the 
greenhouse doors are also open for you to see 
what’s going on in there.

Yew hedge cutting is an end of July job. Our 
yew hedges are tall but whatever the height of 
your hedges be sure to use a stable and sturdy 
stepladder, ours are tripod ladders specially 
designed for use when hedge-cutting. Don’t 
cut hedges on a very hot day; the newly-
cut and exposed ends of branches can get 
scorched. It’s also a tiring job and best done in 
stages if you’ve got a sizeable hedge, so that 
you can be sure you do it safely.

We use hand clippers but are looking at electric 
clippers as battery technology improves and, 
bearing in mind Glyndebourne’s commitment 
to sustainable power, are investigating the 
possibility of installing a solar panel on one of 
the garden buildings to power the charging of 
garden equipment.

We used to supply our yew cuttings for 
medical research and one year measured 
how much we clipped, it weighed almost two 
tonnes. Now we dispose of the clippings by 
burning as they take a long time to compost 
successfully and are toxic to cattle and other 
animals if left on the ground. 

My gardening tips for July include 
remembering to make notes about and take 
photographs of the garden during each of 
its phases and changes so that you can plan 
future planting. And remember too, to make 
time to enjoy the rhythms of your own garden 
and its wildlife.

Gardens each have their own rhythm and at 
Glyndebourne the roses are at their peak at the 
beginning of July. In the Mary Christie Rose 
Garden, now in its third year, the roses are 
coming into their own. Any new plants need 
the first year after planting to settle in, and the 
second year to stabilise and start growing. We 
thinned the roses in the winter of 2016/2017 to 
allow more space and better air flow between 
plants to stop the spread of any diseases like 
black spot. Ideally, leave enough space around 
a rose to be able to walk around it, a shrub rose 
needs about one metre square of space. 

By July, most of our plants will have been 
planted out and some will already have 
flowered and gone over, leaving spaces in 
the beds. We fill any gaps with annuals such 
as Cleome spinosa and the umbellifer Ammi 
majus, as well as with dahlias which start 
flowering in July. Some of the dahlia tubers 
will have been in the ground over winter but 
others will have been lifted and kept in the 
greenhouse in pots. Those can now be brought 
out and plunged into the gaps.

The vegetable garden at Glyndebourne will 
be looking good in July too – this year we are 

July in bloom
Kevin Martin, Head Gardener, describes the 
Glyndebourne gardens in the height of summer.
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How I spend the interval...

Glyndebourne live broadcasts: Madama Butterfly 
took place on 21 June and Vanessa will be 
broadcast on 14 August live to selected cinemas 
and via telegraph.co.uk and glyndebourne.com

Simon: By the time the interval starts on a live 
filming and broadcast day we’ll know whether 
our year’s planning and organising has paid off. 
I work with 50 external colleagues, as well as 
Glyndebourne staff, to make the live recording. 
We use two huge outside broadcast trucks 
housing the specialist recording equipment 
and the film and technical directors, music 
producers and sound engineers to enable us 
to record in 4K. My job is to support those 
specialists so that filming goes smoothly.

There are up to eight film cameras in the 
auditorium, recording different angles of the 
production, and during the interval I’ll ensure 
that the digital files from each camera are 
offloaded and ready for editing. I’ll also review 
the footage and make sure that everything 
is backed up to the servers onsite and in the 
cloud. I’ll also be making versions of the filmed 
footage for colleagues, such as the make-up 
and wigs teams, to review before they go back 
for the second part of the performance.

Just before curtain up I’ll be standing behind 
the EVS operator, who drops in pre-prepared 
short films as we wait for the opera to begin 
after the interval. It’s surprising how long a 
minute seems when you’re broadcasting live, 
the curtain hasn’t gone up yet, and you need 
to fill time with more shots of the audience 
settling into their seats.

Jane: I’ll be spending the interval with Amy 
Gibb, the film director, and the camera, sound 
crew and presenter of the live links, creating 

Jane Birch, Media Production Co-ordinator, and Simon Yapp, Digital 
Media Technical Producer, reveal what they do during the interval on a 
live recording and broadcast day.

the short pieces of film shown during the 
interval at cinemas. The cinema interval is 
20 minutes long and we film the presenter, 
Katie Derham, talking to the cast, creative 
team or musicians about the opera. During 
the Madama Butterfly interval we interviewed 
conductor Omer Meir Wellber, and then the 
Glyndebourne Chorus live just before curtain 
up, which was an exciting experience. Last 
year we interviewed the London Philharmonic 
Orchestra’s percussionist who helped to create 
the amazing soundworld for Brett Dean’s 
Hamlet. In the moments before curtain up he 
dropped the marble used to make one of the 
sounds but he found it again with seconds 
to spare. That’s part of the challenge of live 
filming, you only get one chance. Fortunately 
Katie has worked with us before and is always 
calm and puts interviewees at ease, and can 
talk fluently and knowledgeably about the 
productions.

We like to film in the gardens to capture the 
atmosphere and excitement of the evening, 
and I’ll make sure that there isn’t too much 
external noise so that we can record Katie 
speaking clearly. Sometimes we have to ask 
audience members to avoid walking or talking 
across the shot for a few moments while we 
film, and people are very accommodating. Lots 
of people are interested in the filming process 
and have seen the cameras in the auditorium 
so stop to ask what’s going on. When the end 
of interval bells ring, and the light has almost 
gone, we’ll be filming our last shots and 
getting ready to hand back to the cameras in 
the auditorium for the rest of the recording.

Interview by Vicky Skeet
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MORE OPPORTUNITIES TO SEE OPERA ...
Festival 2018 screenings:
26 July: Saul (Recorded live in 2015)
14 August: Vanessa (Live) 

Tour 2018: 
12 October-3 November: Tour performances  
at Glyndebourne of La traviata, Cendrillon,  
La traviata: Behind the Curtain
October-November: Der Rosenkavalier  
screened in selected cinemas
November-December: Tour 2018 travels to 
Canterbury, Woking, Norwich and Milton Keynes.
4 December: Golden Anniversary Celebration
8-9 December: The Glyndebourne  
Christmas Concert
1-3 March 2019: Agreed community opera

DATES FOR YOUR DIARY
28 August: Deadline to register interest in 
Associate Membership
Early October: Festival 2019 brochure and 
ballot form posted to Members
1 December: Festival Society Members’  
ticket ballot
18 January 2019: Associate Members’  
ticket ballot
18 /19 February 2019: Second opportunity  
for Members/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@glynebourne.com

Glyndebourne News is edited by Karen Anderson

Visit the Glyndebourne Shop website for gifts 
and art inspired by the gardens, the South 
Downs and the opera presented on stage.

glyndebourneshop.com

Glyndebourne News is printed on FSC 
accredited paper stock using vegetable 
based inks. Printed by Treetop Design & Print

Follow @glyndebourne

Glyndebourne Productions Ltd 
Registered No 358266 England
Glyndebourne is a registered charity
Charity No 243877

Don’t forget you can choose to receive more insights by email at  
glyndebourne.com/preferences

glyndebourne.com
Visit the Glyndebourne website for 
information on the Festival and Tour, plus 
regularly updated information and insight 
into our year-round activity.



50 years on the road
Can you spot the objects from 
previous touring productions? 

•  The messenger pigeon from 
Don Pasquale

•  Medicine cart from  
L’elisir d’amore

•  Supermarket shelves from 
Hänsel und Gretel

• Swan from Saul
• Bird from The Rake’s Progress
• Pig from Higgledy Pigglety Pop!
•  Balloon bicycle from  

Die Zauberflöte
• Basket from Falstaff
•  Girl with the pearl earring  

from The Second Mrs Kong
•  Fox tail from The  

Cunning Little Vixen
•  Commendatore statue  

from Don Giovanni
• Tree from The Turn of the Screw
• Stewards trolley from Flight
•  House model from  

Madama Butterfly
•  Donkey’s head from  

A Midsummer Night’s Dream
• Corn from Eugene Onegin
• Fan from Carmen
• Skull from Hamlet
• Earth football from Rinaldo
•  The yellow sofa from  

The Yellow Sofa
• Telephone from La Voix humaine
• Dirt from The Rape of Lucretia
•  Curtain from Behind the Curtain
•  May King hat from  

Albert Herring
• Caravan from Macbeth

To check you’ve spotted 
everything please visit 
glyndebourne.com/tourquiz

Our ‘Tour at 50’ image is illustrated by Rich Joyner. Rich and his colleague Bethany Moore work in 
Glyndebourne’s development team. They have written and illustrated a new children’s book, The 
Mulberry Bees, a tale of music, fun and curious creatures inspired by Glyndebourne. It is available 
from the Glyndebourne Shop.


