
Dear Friends

Buy Now!
We fear that some may have forgotten that our pro-
duction of CharpentierÕs David & Jonathan opens 
on the 3rd December and that the box ofÞce is now 
open. We occasionally meet people who say ÒOh, 
yes, I must see it. When is it on?Ó

The rate of ticket sales is well above previous years 
and we are about Þve weeks ahead of last year. In 
particular, Wednesday 3 and Sunday 6 December 
are selling very fast. Good seats are still available 
but probably not for much longer.

For any forgetful readers, the performances are:

! Wednesday! 3 December 7:30 pm
! Saturday  ! 6 December 7:30 pm
! Sunday      ! 7 December  5:00 pm
! Monday    ! 8 December  7:30 pm

Bookings may be made through City Recital Hall 
Angel Place by phone on 8256 2222 or 1300 797 
118 (for the cost of a local call) or online at  
www.cityrecitalhall.com.

Anders Dahlin

Swedish haute-contre Anders Dahlin will sing the 
role of David.  ÒCanÕt waitÓ was the sign-off in his 
latest email.

We thought that you might like to see some up-to-
date photos so, with the world-wide resources of 
Pinchgut Opera, London-based thisisrealart and 
photographer Angus Muir we arranged a photo-
shoot in Malmo (Sweden) a couple of weeks ago. 
Here is a sample. Others can be seen on the website 
(www.pinchgutopera.com.au).

What’s happening

At the end of this week we will have the design 
presentation for David & Jonathan. This is a very 
exciting time for us as we get to Þnd out what this 
yearÕs production will look like. 

Sara Macliver and Sally-Anne Russell are taking 
part in the Australian National AcademyÕs Schubert 
project this week. The aim of the project is to foster 
interest in lieder and features six brackets of lieder 
performed by the soloists (who also include Chris-
topher Saunders and Peter Coleman-Wright) and 
Þve Schubert quartets.

Sara, who is having a very busy year, also recorded 
MozartÕs Exsultate Jubilate with Antony Walker 
and Orchestra of the Antipodes last week. This will 
be released on a CD also featuring Cantillation and 
the Mozart Requiem next year. 
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Basse de Violon
The orchestra for CharpentierÕs David & Jonathan 
would not have used cellos when it was Þrst per-
formed, but bass violins. The instrument, a little 
larger than the cello, was part of the violin family 
unlike the viola da gamba which looks similar but 
which is part of the viol family (youÕll also see a 
viola da gamba in David & Jonathan). The bass 
violin was used  to play the bass line in French op-
era, orchestral and ballet music during the 17th cen-
tury, as the double bass did not arrive in France un-
til about 1800.

Antony and Erin very much wanted to see if we 
could manage any bass violins to make our per-
formance as authentic as possible (there are none 
available to play in Australia). Nils Weiboldt will be 
coming from Europe for the production and will 
bring his bass violin. 
Danny Yeadon, our cello 
principal, also plays bass 
violin but does not have an 
instrument.

Danny heard that an old 
friend in the UK, Helen 
Gough, was reluctantly 
selling her bass violin. 
Danny had played it  in 
London some years ago 
and said it would be per-
fect. So the call went out to 
a very generous supporter 
of Pinchgut. ÒCould you 
possibly add to your donation 
this year so we can buy the bass violin?Ó asked An-
tony. Our wonderful supporter agreed.

As it happened, Helen is in Sydney with her chil-
dren at the moment accompanying her husband, 
Paul Goodwin who is conducting Orlando for Op-
era Australia. Helen is working as an architect these 
days - hence the decision to sell her bass violin.

Liz met Helen a couple of 
weeks ago over coffee to 
learn a little more about the 
instrument. It was made for 
her in 1995 by luthier Martin 
Bowers of Maldon in Essex. 
She played it a lot in that 
year, which was a Purcell 
anniversary, including a re-
cording of the complete Pur-
cell anthems with KingÕs 
Consort. ÒActually, I saw the 
wood that the instrument was 
made fromÓ Helen told Liz. 
ÒIt was a sycamore tree that 
was blown down in that huge 
storm in Southern England in 
October 1987.Ó 

Helen is sad to part from 
the instrument but is 
glad that it is to be part 
of Pinchgut and will be 
played by Danny. She 
mentioned that she and 
Danny studied together 
at the Royal College of 
Music and, before that, 
were in the National 
Youth Orchestra to-
gether. To complete the 
connection, Helen and 
John Pitman, from Can-
tillation, were friends at 
Cambridge. 

So, when you come to 
see David & Jonathan, 
look out for Danny and 
HelenÕs basse de violon. 

WeÕve not been able to get three of these so James 
Beck will be playing cello (though tuned down to 
the bass violin pitch). This, however, will mean that 
you will be able to make a visual comparison be-
tween the bass violin, baroque cello and viola da 
gamba.  

Opera Australia

We know that many of our supporters also follow 
Opera Australia. They have been very supportive 
and good to us over the years Ð making rehearsal 
space available and lending props and costumes. 
We expect to be using space at the Opera Centre for 
rehearsals again this year.

We were very happy to see the recent OA produc-
tion of HandelÕs Orlando which was directed by 
Justin Way and designed by Andrew Hayes and 
Kimm Kovacs. Justin, as we are sure you will re-
member, directed Semele, Fairy Queen and Darda-
nus for us and Andrew and Kimm designed Fairy 
Queen. Justin, Andrew and Kimm also directed and 
designed OAÕs Alcina last year. 

We also noticed, in that production someone who 
closely resembled Andrew Johnston, our produc-
tion manager, as a non-singing actor.

Next year, Antony Walker will conduct the Baroque 
Masterpieces program for OA, comprising PurcellÕs 
Dido & Aeneas and HandelÕs Acis & Galatea to 
mark the anniversaries of both composers (250 
years since Handel death and 350 years since Pur-
cellÕs birth). There will be a period instrument or-
chestra for the Þrst time in many years in the Opera 
Theatre pit.

In the spirit of healthy competition, we are consid-
ering doing Rogers & HammersteinÕs Oklahoma! 
with a bluegrass band in 2010.
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An Extremely Brief Overview of French Opera

Erin Helyard will be back with us at the harpsi-
chord and as assistant conductor for David & Jona-
than after spending the last several years complet-
ing his PhD at McGill University in MontrŽal. He 
has been closely in touch over that time discussing 
matters musical with Antony and Alison and pro-
ducing scores for us. French opera is a special in-
terest of his so we asked him to tell us what makes 
French opera, well, special.

For many people, ÒoperaÓ conjures up images of fat 
sopranos screeching in German about rings and 
swords with funny Viking-like hats or else it signi-
Þes overly romantic arias in Italian belted out by 
sweaty red-faced tenors in nineteenth-century eve-
ning dress. I think the Þrst image entered popular 
consciousness mainly through a single Ð and bril-
liant Ð 1957 animated short by Chuck Jones called 
ÒWhatÕs Opera, Doc?Ó which parodied highbrow 
notions of postwar musical culture as well as 
Wagnerian hyperbole itself. And the second image 
was underlined by the ÒThree TenorsÓ phenomenon 
of the late 1990s. Whatever happened to French 
opera?

Well, for many people, one of the greatest operas of 
all time Ð and certainly one of the most performed Ð 
is BizetÕs Carmen (1875). Translated into every 
European language in the nineteenth century it is 
today mostly sung in the language of the composer 
and librettist: French. But is it just the language that  
makes French Opera ÒFrenchÓ?

In a word: no. The story of opera in France in the
seventeenth and eighteenth centuries revolves

around an extraordinarily persistent rejection of 
outside inßuences. Opera was, of course, an Italian 
invention and Cardinal MazarinÕs attempt to intro-
duce it at the French court in 1647 was a dismal 
failure. If France was to have opera, it was to be 
distinctively French and free of all pernicious for-
eign tastes. France was to make opera its own. 
Through the establishment of the AcadŽmie Royale 
de Musique in 1672, Louis XIV bestowed a mo-
nopoly for the production of opera in French to his 
Florentine-born surintendant de la musique, Jean-
Baptiste Lully. Whilst heavily inßuenced by the 
original Italian model, Lully managed to forge a 
uniquely French style with the assistance of the 
great writer Phillipe Quinault. The resulting genre, 
tragédie en musique, was inspired by Aristotelian 
models of dramatic narrative. The chorus played a 
more important role than its Italian progenitor and 
verisimilitude was underlined by speech-like dec-
lamation in both the airs as well as the récitatif or-
dinaire. Lavish ornamentation made up for the lack 
of ÒunnaturalÓ lyricism that attracted the Italo-
philes. Unlike Italian opera there were often large 
swathes of elaborate ballet and the scene changes 
were said to have rivaled even that of the Venetians. 
Lully single-handedly created a national tradition 
that was immediately monumentalized in the publi-
cation of his oeuvre in 1679.

LullyÕs inßuence was so great throughout the eight-
eenth century that it was often very difÞcult for new 
composers to have their operas recognized by the 
conservative establishment. The so-called ÒQuerelle 
des BouffonsÓ in the 1750s pitted Italophiles (gen-
erally young men and women) against the staunch Ð 
and older Ð defenders of LullyÕs style. Jean-Phillipe 
RameauÕs operas were the result of many years of 
conscious study and preparation and led the way for 
the great reforms of Gluck in the 1770s. Lighter, 
more Italianate, genres of opéra comique in the late 
eighteenth century counterbalanced the seriousness 
of grand opéra. RossiniÕs astounding international 
fame in the 1820s Þnally effaced any lingering ap-
preciation of the older kind of French style, with its 
emphasis on dramatic unity, choruses and syllabic 
declamation. BerliozÕ Les Troyens (premiered 1863) 
was commonly held to be the natural culmination 
of the Gluckian style while Meyerbeer and others 
were more inßuenced by RossiniÕs conception of 
opera seria. WagnerÕs inßuence over operatic com-
position all across Europe at the close of the nine-
teenth century brought about Bugs dying in the 
hands of Elmer. 

It was not until the late 1970s that William Christie 
revived Les Arts Florissant and audiences rediscov-
ered a different kind of operatic tradition, one 
epitomized by composers such as Charpentier and 
Lully.

Erin Helyard MontrŽal August 2008
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Stage Manager

We asked Andrew Johnston, Pinchgut's production 
manager to tell us what the stage manager does in 
one of our productions.

A smooth, trouble-free Pinchgut performance relies 
on many people other than the performers.  Chief 
among these is the stage manager.

Perched at a console just off stage, the stage man-
agerÕs bible is her (almost all of PinchgutÕs stage 
managers to date have been women) score, marked 
with every cue in the show.  In constant communi-
cation with the lighting operator (in a booth at the 
top rear of the hall) and the assistant stage manager 
(on the other side of the stage, at one of the foyer 
doors, in the ceiling above the stage or manning a 
follow-spot), the stage manager calls every lighting 
change, each effects change and every singer onto 
the stage.

In front of her is a TV screen showing the action on 
stage and another one shows the conductor, so she 
can time her cues exactly to speciÞc beats in the 
music.  She is in contact with the front-of-house 
manager to get clearance to start the show, and 
when we have the live simulcast with ABC Classic 
FM, she has another headset to listen to their feed 
so she can start the show on time with the radio.

The stage manager sits next to the director 
throughout rehearsals so that she knows the show 
inside out.  Once the show is in progress she is in 
control of everything back-stage.  Should the show 
need to be stopped for any emergency, it is the 
stage manager who will make the call.  She makes 
sure the stage is mopped before every performance, 
the props are all present, she checks the tempera-
ture and humidity of the hall, she ensures there are 
tea bags and milk for rehearsals, she keeps every-
one updated when production needs change during 
rehearsals, she notiÞes singers of rehearsal times, 
she applies Þrst aid, she transfers doves from one 
cage to another, she washes all our cars ... well, 
alright that one isnÕt quite true.  Basically, sheÕs a 
star.

Maree Kanowski, 
who stage-managed 
Juditha Triumphans 
for us last year, will 
be back in the re-
hearsal room and at 
her console this year.  
We look forward to  
having her back on 
board once more.

From the Archives
Bassoonist Simon Rickard was in Sydney recently 
for a concert at Sydney Conservatorium of Music 
with Neal Peres Da Costa (who is chair of early 
music there) and violinist Lizzie Pogson.

Simon passed on some clippings he had come 
across of  reviews of a production of David & 
Jonathan he played in in 1994 in Europe.  William 
Christie, who was responsible for the rediscovery 
of Charpentier in the 20th century, conducted the 
semi-staged production in Ambronay, Paris, Ge-
neva, The Hague, Caen, Utrecht and London.

The Times critic wrote that Òthe desolation of 
David (after the death of Jonathan) is frankly as 
moving a moment as I know in all opera, made 
more so by the hollow chorus of victory and coro-
nation that followsÓ. Le Journal de Geneve con-
cluded its review with ÒBref, une production pleine 
dÕenthousiasme, quie a largement mŽritŽ la stand-
ing ovation dÕun public dŽchainŽÓ. The Haagsche 
Courant (writing of tenor Otto Bouwknegt, who 
sang David) said ÒHij heeft het type stem voor deze 
muziek, zingt op de vereiste bewegelijke, soepele 
manier, maar bezit vooralsnog een zekere 
eenkleurigheidÓ. Great praise indeed.

Simon remembers it as one of the tours that in-
stilled in him a great love for the French baroque.

Contest

In his excellent book Cheese Slices, Will Studd 
mentions that before killing Goliath, David was on 
his way to deliver cheese and other provisions to his 
brothers who were in SaulÕs army. How many 
cheeses was he carrying?

To give everyone a good chance of entering, the 
prize Ð two recordings of Pinchgut Opera produc-
tions (Orfeo and Idomeneo) from ABC Classics Ð 
will go to the Þrst correct answer received after 10 
September. 

Entries to ken@pinchgutopera.com.au please.

And thatÕs it from us. WeÕre looking forward to see-
ing you soon. All best wishes. 

Ken, Alison, Liz, Anna and Andrew.

Pinchgut Opera Ltd ABN 67 095 974 191 
email : liz@pinchgutopera.com.au
PO Box 239 Westgate NSW  2048  

ph. (02) 9518 1082  fax (02) 9572 8881
Sponsors

If you donÕt want to receive the newsletter please let us know. 
Would you like us to send this newsletter to a friend? 
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