ladders and the flexibility of the boom arms
ensured that the four pattern 23’s suffered in
nearly every scene change. There was an
intriguing wheeled pyramid tower (about
14 ft) which was climbable to change colour
and focus, but the pans and tilts of the three
patt 23’s at its apex could be adjusted from
ground level — the pans by rods and the tilts
by bicycle brake linkages.

The massive rendered brick cyclorama
still had its banks of horizon floods with
long sausage lamps (the ones that are more
familiar on British stages as the light source
in water ripple boxes). Indeed they re-
mained throughout my Glyndebourne
decade because the cyclorama was so far

behind the acting area that it did not require
much intensity. My only cyc changes were
to have it painted a much lighter shade of
blue, and to replace the cloud machine with
a backlighting bar. This cloud machine
from, I believe, London’s Plaza cine-
theatre, was a typical grand German affair
of slides, lenses and mirrors. In 1959 it
could still light (with 3kW GES lamp) and
rotate, but no longer had motorised control
of the mirror angles. Its existence, like the
steam boilers understage, was all part of
John Christie’s early Wagnerian ambitions.
To theatre archaeologists it is an important
example of an era in staging: looking at it,
we should remember firstly that it was

THE BRITISH COUNCIL

International Specialist Course

Theatre Planning

20 January - 1 February 1985 in London

This course will provide an introduction to the problem of planning
buildings for performances. The intention is to give an outline of
the many technical and artistic factors which have to be brought
together in the process of designing theatres and concert halls.

The various forms of audience to performer relationship and the
effects of these on sight lines and acoustics in the auditorium will
be considered. Planning the stage for handling scenery, stage
lighting systems, the stage sound and inter-communication
networks are subjects which will be dealt with by experienced
practitioners and will be illustrated by visits to recent buildings in
and near London. Other matters to be discussed will include
performers’ accommodation, rehearsal spaces, production
workshops for scenery, stage properties and costumes, public
areas, the box office and the training of theatre technicians.

The Director of Studies will be Mr Roderick Ham, Architect and

Theatre Designer.

Qualifications of members

The course will be of great interest to all those contemplating
building theatres, opera houses or concert halls whether their
responsibility is to draw up a brief, design the building or some
technical aspect of it, or to run the building when it is complete.
Participants may therefore include senior staff from Ministries of
Culture and other governmental or non-governmental bodies
concerned with theatre planning and the briefing of architects for
theatre projects, and Directors of Arts or Cultural Centres, as well
as architects interested in the problems of theatre design, and
other senior people involved in aspects of theatre planning.

There are vacancies for 25 members.

Fee £645 (Residential).

Venue and accommodation

The course sessions will take place at the Art Workers’ Guild in
Central London. Residential participants will be accommodated at a

nearby hotel.

Applicants are advised to apply before 1 October 1984.

Further information and application forms are available from local
overseas Representatives of the British Council or from Director,
Courses Department, The British Council, 65 Davies Street, London

WI1A 2AA.

added a couple of years after the main stage
was completed and secondly that the pro-
scenium was subsequently widened in the
early 1950s.

The installation that I found in 1959 was
something that had been superb prewar and,
with some minor post-war adjustments, was
still adequate for the productions in the
Ebert  repertoire  particularly =~ when
designed, as most were, by Oliver Messel.
But by the second production of the season,
with the arrival of Giinther Rennert, I was
into a development programme which
started with rented 2kW fresnels (the old
heavily massive Strand Patt 102) which
were not only rigged daily on ladders but re-
rigged in different positions during the long
interval.

The long interval of around 1% hours can
be quite an influence on design and tech-
nology at Glyndebourne. It offers the possi-
bility of a total stage reset and a total light
refocus in the middle of the performance if
required. This often resulted in focusing the
entire rig three times per day — at 9 for
rehearsal, 3 for performance and around 7
during the interval. I do firmly believe that
this constant refocusing was one of the
major factors in my learning to design stage
lighting — observation of cause and effect in
relation to a gradual refining of pan, tilt and
focus at each rehearsal and performance.

The days were long and so were the
weeks. It was well into the 1960s before we
had enough stage and electrics crew to insti-
tute a weekly day off. So a 7-day 80-hour
week is my memory of these early summers.
However we did get to bed at night. Except
for about six non-performance Mondays
each season when we let lighting rehearsals
run through until about 2 am, no work was
done after the fall of the curtain apart from
striking the final scene. Designers were
required to work within the constraints of
the following timetable:

8 am. Stage crew set stage.

9 am. Light crew prepare.

9.30 am. Stage handed over for
focussing.

10.30 am. Commence rehearsal.

1 pm. Stage crew break.

1.30 pm.  Finish rehearsal.

2 pm. Light crew break.

Stage crew change to

performance.

3 pm. Light crew prepare.

3.30 pm. Stage handed over for
focussing.

4.30 pm. Tea if set-up complete.

5 approx. Performance.

7-8.30 pm. Interval change.
10 pm. Curtain falls.
by 10.15  Stage dark.

Although never formally admitted by any-
one, the final decision on whether a design
would meet this requirement really lay in
the hands of the legendary Jock Gough who
rejoiced in the programme credit of ‘Chief
Theatre Technician and Director of Scenic
Construction’. My relations with Jock
might be described as sweet and sour —




