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Synopsis

The productions of the Ring in Adelaide in 1998 and 2004 and Parsifal in 2001 were
landmarks in Australia’s cultural history. They were artistically successful, attracted
considerable commercial benefits to South Australia and generated nationwide expectations
of further performances. Yet those expectations went unfulfilled. The success of Adelaide’s
Wagner decade had depended on an effective combination of artistic vision, management
skills, politics and patronage. This thesis is an analysis of those factors and the extent to
which they at first enabled and then jeopardised the dream of an on-going Wagner
performance tradition in the South Australian capital.

Politics provided the incentive for this venture when the South Australian Government sought
to achieve a major ‘cultural tourism’ success in the wake of a major ‘sports tourism’ calamity
- the loss of the Australian Formula One Grand Prix to Victoria. The goal of emulating the
“Wagnerian’ city of Seattle was also embraced at the political level. The General Director of
the State Opera of South Australia (SOSA), Bill Gillespie, recommended the hiring of a Paris
production of the Ring for restaging in Adelaide in 1998. A dedicated Ring Corporation was
established to oversee the production, and the outcome was a notable success. Performances
of Parsifal (the first staging of this work in Australia) which followed in 2001, confirmed that

the pursuit of a Wagner performance tradition in Adelaide was a viable goal.

The direct involvement of State and Commonwealth Governments in the planning and
production processes provided a vital source of funding support, but it also led to conflicting
priorities between senior officials and the opera company management. SOSA was, and
remains, a statutory body governed by The State Opera of South Australia Act. Although the
Ring of 1998 was a considerable success, official reservations about the capacity of SOSA
management to oversee an entirely new Ring prompted a government offer of the
production’s artistic management to Opera Australia. By that time, former Production
Director Stephen Phillips had succeeded Gillespie as General Director. When Opera Australia
declined this offer, attempts were made to broaden the governance base. However, political
events intervened, including a change of State Government, and de facto oversight of Ring
planning shifted to the State Opera. This led to some unfortunate consequences such as the
abandonment of the broadly based Ring Corporation model, a decision not to appoint a Ring

Artistic Director or Production Manager, and a concentration of governance and management



responsibilities in the hands of the small State Opera Board and the General Director. As a
result, SOSA management lost control of the production design and building processes. This
led to a budgetary blow-out and the need for rescue interventions by the State and
Commonwealth funding authorities who commissioned an inquiry and engaged expert
personnel. Without those interventions the production would very likely have foundered.
Opportunities for exporting the production as it then stood were frustrated by the scale and

technical complexity of the scenery.

Notwithstanding the consequences of its flawed management model, the 2004 Ring was
hailed as an artistic triumph and featured, among its high points, Australian soprano Lisa
Gasteen as Briunnhilde at the peak of her career. Nevertheless, soon after the performances,
the Commonwealth arts funding body, the Australia Council, indicated that it would not be
interested in funding a remount, although this was not revealed publicly at the time. From
2003 onwards the (new) State Government faced criticism in Parliament about Ring
budgetary excesses, and it too became disenchanted with the idea of funding a remount.
Eventually a remount feasibility study was commissioned in late 2006 which, in its final
(2008) report, recommended a return to a broadly-based Ring Corporation model rather than
the 2004 management structure. However, this came too late and, following confirmation that
Commonwealth funds would not be forthcoming, the State Government announced that it too
would be unable to fund a remount. SOSA management then offered the production to Opera

Australia which (once again) did not take up the offer.

In 2009, when SOSA became aware of the interest of an interstate private donor in
contributing to a new Ring, General Director Sephen Phillips proposed an entirely new
production for 2013 with a new creative team. He envisaged that this new production would
be financed from a combination of South Australian Government funds and private donations,
thus avoiding the need for Commonwealth funding. By that time Opera Australia was also
considering staging a Ring in Melbourne and, ultimately, the private donor, who was a
Melbourne resident, opted to support Opera Australia’s production in 2013. After 2010,
SOSA made no further efforts to stage the Ring or to maintain Adelaide’s ambition to

become a centre for the performance of Wagner’s stage works.
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CHAPTER 1

Introduction and Overview

In 1995 the government of South Australia endorsed a proposal for the production of Richard
Wagner’s largest and most demanding work for the operatic stage - his ‘stage festival play for
three days and a preliminary evening’ Der Ring des Nibelungen (‘The Ring of the Nibelung’
— usually shortened to ‘the Ring’). It was the start of an ambitious plan to make Adelaide a
centre for the performance of Wagner’s stage works in the Asia-Pacific region after the
example of Seattle in North America. This resulted in a production of the Ring in 1998, the
Australian premiere staging of Parsifal in 2001, a new Ring in 2004 and, as an epilogue, The

Flying Dutchman in 2009. How did this plan evolve, and why did it end prematurely?

The success of the productions of Wagner’s works in Adelaide during the decade 1995- 2005
depended on an effective combination of artistic vision, management skills, politics and
patronage. This thesis is an analysis of those factors, their interrelationships and the extent to
which they at first enabled and then jeopardised the dream of an on-going Wagner

performance tradition in the South Australian capital.

When the idea of producing the Ring in Adelaide was mooted late in 1994 and given State
Government endorsement the following year, it was widely seen as an important cultural
tourism initiative for South Australia. Many prominent South Australians supported the
project, as they had supported the foundation of the Adelaide Festival of Arts four decades

earlier.

HYPOTHESIS 1: The Ring of 1998 was regarded not only as an operatic event

but also as a measure of South Australia’s prominence in the arts. This
philosophy underpinned governmental involvement in the project and provided
the rationale for high levels of financial support. (See Chapter 2)

Chapter 3 addresses the early steps towards bringing Adelaide’s first Ring production to
fruition, the breadth of community support, and the relevance of Seattle Opera’s model for
creating a successful Wagner performing tradition. The South Australian Government drew
parallels between Adelaide and Seattle as centres for the arts and technological innovation,

and foresaw the Ring as an important element in a mutually beneficial relationship. The

11



Seattle model had been invoked from the earliest days of the Adelaide Ring proposal, and in
1997 Premier John Olsen told Parliament: ... we are looking at the possibility of ensuring
that it [the Ring] returns to Australia and to Adelaide every third or fourth year, as happens in
Seattle in the United States, which is now known as the city in the US where the Ring is
regularly performed’.* However, in 2000 the State Opera of South Australia (SOSA) declined
opportunities to establish a relationship with Seattle Opera and to explore ways of benefiting
from the Seattle experience. This was an early indication that the priorities of the opera
company and the State Government would not always coincide, notwithstanding SOSA’s

position as a statutory authority responsible to the Arts Minister and to the Parliament.

HYPOTHESIS 2: The hope that Adelaide might emulate Seattle’s record as a

centre for the performance of Wagner’s works provided further justification for
State and Commonwealth support of the productions. However, while political
considerations motivated and enabled the Wagner initiative in Adelaide, Seattle

Opera had been motivated primarily by artistic goals. (See Chapter 3)
The 1998 Adelaide Ring: A political initiative

Chapter 2 deals with the South Australian Government’s decision in 1995 to stage the Ring in
1998, a decision motivated primarily by the desire to achieve a major ‘cultural tourism’
success in the wake of a major ‘sports tourism’ calamity - the loss of the Australian Grand
Prix (a round of the FIA Formula One World Championship) to Victoria. Although South
Australia had long enjoyed a fine reputation in cultural matters, especially through the
Adelaide Festival of Arts founded in 1958 the Grand Prix had become the State’s principal
tourist attraction after 1985. The State Labor Government of John Bannon had secured the
car race in 1985 for a ten-year term. However, in September 1992 Bannon resigned his
premiership following the collapse of the State Bank of South Australia which left the State
facing debts of $3 billion. Soon afterwards, the car race organisers, headed by British
businessman and billionaire Bernie Ecclestone, entered into negotiations with Jeff Kennett’s
recently elected Victorian Government for the race’s relocation to Melbourne from 1996.

John Bannon’s successor, Lynn Arnold, lost the December 1993 elections, and the Liberal

! parliament of South Australia, House of Assembly. (1997). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia House of Assembly, February, 26, p. 1042.

2 Adelaide Festival directors have included Sir Robert Helpmann, Anthony Steel, The Earl of Harewood, Barrie
Kosky, Robyn Archer and Paul Grabowsky.
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Government of Dean Brown came to office with a landslide majority.® The new government
was confronted with the challenge of finding major tourism events which might offer similar
economic benefits to the Grand Prix. In 1994 an Events Steering Committee* was created
within the South Australian Tourism Commission to consider proposals. This committee
received formal submissions from forty different groups, and among them was a proposal to
stage Wagner’s Der Ring des Nibelungen in three complete cycles. With admirable foresight,
the Chairman of SOSA, Tim O’Loughlin, who was by profession an executive of the mining
company Santos, had recognised an opportunity for the opera company if a suitable project
could be identified. He consulted SOSA General Director Bill Gillespie who suggested the
Ring, and together they drafted a submission.® Gillespie, an experienced and highly qualified
American opera administrator and long-time Wagnerian, had been appointed to the State
Opera in 1988. The circumstances of his appointment are covered in Chapter 2. In 1995 he
vacated the General Directorship to become Avrtistic Director of the Ring, and the Production
Director and Deputy General Director Stephen Phillips moved into the General Director’s

position.

The 1994 proposal found a political champion in Diana Laidlaw, Minister for the Arts (1993-
2002) who advanced it with enthusiasm and commitment and persuaded her Cabinet
colleagues that an Adelaide Ring would be a worthy counterpart to the Adelaide Festival.
Most other State capitals had broadly-based arts festivals by that time, but nobody else had
the Ring, although both the Australian Opera (as it was called until 1996) and Victoria State
Opera had been interested in staging it.® Importantly, the project also won the support of the
Minister for Tourism (and Deputy Premier from 1996) Graham Ingerson, who oversaw the
work of the Events Steering Committee and, subsequently, the Australian Major Events

Corporation within the South Australian Tourism Commission.

Unlike Opera Australia, Opera Queensland,” West Australian Opera and Victorian Opera,®

which are all companies limited by guarantee, SOSA is a statutory body governed by The

¥ Martin, R. (2009). Responsible Government in South Australia. (Vol. 2, p. 141). Adelaide, SA: Wakefield
Press.

* Parliament of South Australia, House of Assembly. (1994). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia House of Assembly, May 18, p. 1236.

> Lloyd, T. (1998, August 8). Bill’s epic journey. Adelaide Advertiser, p. 12. A copy of the submission is in the
Gillespie papers in the National Library of Australia in Canberra.

® Lloyd, T., ibid., and also Cosic, M. (1995, May 20). For opera fans, paradise will be in Adelaide. The Sydney
Morning Herald, p. 6.

" Opera Queensland was called The Lyric Opera of Queensland from 1982 to 1995.
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State Opera of South Australia Act 1976. During the period under consideration, its Board
was subject to the general control and direction of the Minister,” and Board members were
appointed and removed by the Governor in Council acting on the advice of Ministers.™
SOSA was required to present a report to the Minister on its activities during the previous
financial year,'! and this report had to be laid before both Houses of Parliament within 12
sitting days of presentation. The report had to include the company’s accounts audited by the
Auditor-General.® SOSA could not, without the Minister’s consent, make any expenditure
that was not already authorised by a budget approved by the Minister™® - an important point
which led to difficulties in respect of the 2004 Ring. These were stringent political controls
which had no parallel with any other Australian opera company. The implications of this
distinctive governance model are dealt with in several chapters, and were of particular

significance for the way in which the productions were developed and managed.

For the State Government in 1995, the Ring project would be an exercise in cultural tourism,
a means of rejuvenating the State’s arts profile after a period of relative stagnation, and a
visible sign of South Australia’s creative vibrancy. On the advice of the Crown Solicitor,™
corporate governance was vested in a specially created public corporation - the State Opera
Ring Corporation (SORC), a subsidiary of the State Opera, which came into being after the
gazettal of the Public Corporations (State Opera Ring Corporation) Regulations on 6 July
1995. The creation of SORC followed the usual South Australian practice of establishing
subsidiary corporations to manage major public events, especially those involving more than
one agency.'® The regulations made clear that SORC (independently of SOSA) was a body
corporate capable of suing and being sued in its corporate name.*® There were benefits in this
arrangement because it protected the parent company from any liabilities incurred during the
production and staging of the multi-million dollar Ring. The Managing Director of SORC
was Stephen Phillips, who had been appointed General Director of the State Opera after Bill

& Victorian Opera was established in 2005 as a successor to Victoria State Opera which had merged with the
Sydney-based Australian Opera in 1996.

® State Opera of South Australia Act 1976 (Historical version: 1.12.1989 to 31.3.2007), Section 17. On a day-
to-day basis, this means oversight by the Executive Director and officers of Arts SA.

19 Sections 6 and 8 of the Act.

' Section 28 of the Act.

12 Section 23 (3) of the Act.

13 Section 26 (3) of the Act.

 parliament of South Australia, House of Assembly, Estimates Committee B. (1995). Parliamentary debates
(Official Hansard). Adelaide, Australia: South Australia House of Assembly, 21 June 1995, pp. 85-96.

1> Other examples have been the Adelaide Film Festival, the World Police and Fire Games, the Australian
Children’s Performing Arts Company, and the Seventh Australian Masters Games.

'8 public Corporations (State Opera Ring Corporation) Regulations 1995, section 5.
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Gillespie vacated this position in 1995 to become Avrtistic Director of the Ring.” The creation
of SORC facilitated the appointment of directors from outside the State Opera Board, the
existing members of which, though enthusiastic supporters of the State Opera, had no
experience of managing arts projects as large and as complex as the Ring. In 1997, Sydney-
based Donald McDonald was invited to chair SORC. Mr McDonald was at that time
Chairman of the ABC and a Board member of the Sydney Olympic Games Organising
Committee. Most importantly, he brought to SORC exactly the kind of abilities and
experience required of additional directors by the regulations, having been Chief Executive of
the Australian Opera between 1987 and 1996 and General Manager of the Sydney Theatre
Company.*® Donald McDonald had excellent connections with the Howard Coalition
Government in Canberra (specifically with the Minister for Communications, Information
Technology and the Arts, Senator Richard Alston, who was responsible for the ABC) and
with business figures and philanthropists in the eastern states. The failure to replicate this
Ring Corporation model for the 2004 Ring was, in my view, one of the principal sources of

that production’s difficulties, and this is considered in Chapters 4 and 8.

The production concept, sets, designs and properties for the 1998 Adelaide Ring had been
created for the Théatre du Chatelet in Paris in 1994 and were hired for the Adelaide season.
Gillespie had been sent overseas to identify a production that could easily be transported to
Adelaide and, as a result, recommended the Chételet’s streamlined and striking staging
(Chapter 2). The original Paris conductor, Englishman Jeffrey Tate, French stage director,
Pierre Strosser, and English assistant director, Stephen Taylor, were also engaged for
Adelaide.™ The principal singers, chorus and orchestra (an augmented Adelaide Symphony
Orchestra totalling 128 musicians including relief players, some from interstate) were specific
to Adelaide. Englishman Lionel Friend was the assistant conductor, and SOSA’s chorus
master Florin Radulescu undertook this role for the Ring. The other members of the music
and production staff were principally Adelaide-based, with a few coming from elsewhere in
Australia to perform specialised tasks. In November 1997, one year ahead of the
performances and before the arrival of Jeffrey Tate, Peter Grunberg, head of music staff at

San Francisco Opera, undertook several weeks of introductory rehearsals with the Adelaide

7 The SORC Regulations, section 11, provided that the chief executive officer of the State Opera would be the
chief executive officer of the Ring Corporation.

8 Who’s Who in Australia (XLIX ed.). (2013). Melbourne: Crown Content Pty Ltd.

% SA Premier Dean Brown and Minister for the Arts Diana Laidlaw. Media Release. (1995, May 19). South
Australia wins world classic opera epic.
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Symphony Orchestra. He had worked with Jeffrey Tate on the Ring previously and was
familiar with his style and requirements.? Grunberg’s engagement was indicative of the
thorough artistic planning that underpinned the 1998 Ring and for which Gillespie was
chiefly responsible.

The Ring was staged in three complete cycles at the Adelaide Festival Theatre between 18
November and 12 December 1998 at a cost of $7.896 million, to which the State government
contributed $2.762 million®!, the Commonwealth contributed $250,000, and box office and
other production revenue returned $4.201 million or 53% of the total operating expenses. The
balance of the income was made up of sponsorships, donations and other revenue totalling
$705,000. The three cycles returned a small operating surplus of $22,000.% The original 1995
budget estimates for the 1998 Ring had envisaged expenditure of $6.458 million, and it was
on this basis that the project was approved by the State Government.? In June 1996 these
estimates were revised upwards to $8.355 million, a movement prompted mainly by increases
in administrative costs and cover (understudy) cast expenses.** Reaction to this $2 million
budget increase took the form of questions in Parliament and a report to the Arts Department
by consultant Derek Watt (Chapter 3). In the end, the actual cost was nearly $450,000 less
than the June 1996 revision. After the performances, an economic impact study conducted by
the SA Centre for Economic Studies on behalf of Arts SA and the South Australian Tourism
Commission, found that the 1998 Ring returned an estimated economic benefit to the State of
$10 million.” Preliminary estimates in 1995-96 had foreshadowed an economic impact of
$14 million, which was subsequently revised down to between $9 million and $13 million.
The volatility in all of these figures demonstrates just how difficult it is to determine precise

and unwavering estimates years in advance for a project of such complexity and scale.

This was the first time that the Ring had been staged in its entirety in Australia since 1913,

when the Quinlan Opera Company from the United Kingdom had performed two cycles in

% Milton, N. (1998, June). The Ring, Issue 2 Newsletter. State Opera of South Australia.

?! The State contribution was made up of a $1.47 million grant from Arts SA and $1.292 million underwriting
by Australian Major Events, created in 1995 as the events arm of the South Australian Tourism Commission.
2 SA Auditor-General’s Report on the State Opera of South Australia for 1998-99. The record of Ring
productions around the world suggests that any surplus is a noteworthy achievement.

“ Minister Laidlaw quoted $6.4 million in Parliament, as recorded in Parliament of South Australia, House of
Assembly, Estimates Committee B. (1995). Parliamentary debates (Official Hansard). Adelaide, Australia:
South Australia House of Assembly, June 21, p. 82.

2 parliament of South Australia, Legislative Council. (1996). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia Legislative Council, July 10-11, pp. 1677-8 and 1725-6.

% The SA Centre for Economic Studies combined the resources of the University of Adelaide and Flinders
University. Its report was presented to the State Government in May 1999.
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Melbourne and one in Sydney. Much was made of the historic nature of the 1998 Ring in
publicity, and this played a part in attracting the attendance of Wagner’s great-granddaughter
Eva Wagner-Pasquier who was a guest of honour at the first cycle. The third cycle was
transmitted live to the Space Theatre in the Festival Centre (and recorded on video tape),
enabling free viewing of the performances by members of the public. The model for this relay
was San Francisco Opera’s relay of its 1985 Ring into a neighbouring auditorium® of which

Gillespie was aware.

HYPOTHESIS 3: SOSA was not equipped to produce a Ring and associated

activities without substantial assistance from governments and from external
agencies and individual experts. The 1998 Ring management model was an
effective one and would have provided a sound basis on which to begin

structuring the 2004 production. (See Chapters 2 - 4)

The Adelaide performances of 1998 were successful artistically and financially. 63% of
tickets sold were to patrons from interstate or overseas.?” Importantly, this Ring received
bipartisan support in Parliament, with members on both sides speaking eloquently of its
benefits, and supporting the notion of another Adelaide Ring in the near future.?® Audience
members were overwhelmingly in favour of the staging of another Ring in Adelaide, as
revealed in the survey by the SA Centre for Economic Studies.”® These positive reactions
fuelled public discussion of the creation of an entirely new, home-grown production for
Adelaide. The State Government had in fact been considering an on-going Ring involvement
for some time, with a ‘pre-emptive’ strategy™° adopted as early as 1995 (see Chapter 3). In
1996 SOSA was asked by the Minister to consider what might be required to stage a new
Ring. On the last night of the 1998 performances, Minister Laidlaw announced the allocation
of $250,000 to set up an inquiry, ‘the Ring Consortium’, to look at what was needed to create

a new Ring production.® This followed an economic impact study for a future Ring by the

% |indsey, Robert. (1985, June 4). New York Times.

T SA Centre for Economic Studies Report, p. 4. (1999, May).

% See for example Parliament of South Australia, Legislative Council and House of Assembly. (1998).
Parliamentary debates (Official Hansard). Adelaide, Australia: South Australia Legislative Council, November
25, pp. 332-335, and South Australia House of Assembly, November 26, pp. 450-451.

%% 96% of respondents indicated they would be likely to recommend a future production of the Ring to friends or
colleagues if it were staged again in Adelaide. 95% of overseas visitors stated they would be likely to
recommend a future production to friends or colleagues. 81% of all respondents stated they would be likely to
attend a future production.

% The strategy was aimed at pre-empting any interstate plans to stage the Ring.

% Jones, D. and Plane, T. (1998, December 18). Adelaide in a cycle of success. The Australian, p. 20. | was
present when this announcement was made.
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accounting firm Ernst & Young, which delivered its report to Arts SA and the Minister in
August 1998. Arts SA Executive Director O’Loughlin told the media that, based on
international experience, a new Ring would cost up to $11 million, comprising $5 million for
sets and costumes, and $6 million for operating costs, mostly wages.* The 1998 Ernst &
Young report followed an ‘in-house’ inquiry in 1997 by O’Loughlin himself into the
practicalities of making the Ring a regular Adelaide event. He had begun this study when he
was Chairman of the State Opera in response to the Minister’s request, but was better
equipped to complete it as a senior public servant. He looked primarily at Seattle in the US
which, at that time, was staging a Ring cycle at four-yearly intervals.®* Nobody questioned
the assumption that a new Adelaide Ring could only be produced under the aegis of the State

Government through the Minister for the Arts and her department, Arts SA.
The Nugent Inquiry and lasting financial benefits to SOSA from the Wagner decade

In 1997 a Major Performing Arts Inquiry chaired by Dr Helen Nugent was set in motion by
the Commonwealth Minister for the Arts, Senator Richard Alston, with the support of all
State Governments through the Cultural Ministers Council. The Inquiry presented its findings
(the ‘Nugent Report’) in December 1999. The Report made 95 recommendations to
governments, of which 89 were accepted. One of the recommendations was for a funding
model for each of the major performing arts companies which would be used as a basis for
determining the level of ongoing support for each company. From my own discussions with
Dr Nugent in Adelaide in 1999 it was clear that she was impressed by the success of the 1998
Ring, by the plans for Parsifal in 2001 and by expectations of a new Ring in 2004. As a
result, SOSA secured a funding advantage over other state opera companies, an advantage
which continues to this day even though the company no longer produces Wagner’s works.
The immediate outcome of the Nugent Report was that all states agreed to contribute to the
Commonwealth’s proposed $70.2 million national funding boost for the performing arts. It
was as a consequence of this that the South Australian Government was able to negotiate, in
early 2000, majority Commonwealth funding for a new Ring in 2004. Once again, it was the

State Government that was driving plans for a new Ring.

% Holgate, B. (1998, September 11). Extra confidence in the Ring. The Australian, p. 17. O’Loughlin’s

estimate of $5 million for sets and costumes turned out to be right on target ($4.757m) for the final costs in

2004. The SOSA budget estimates for sets and costumes on the other hand were unrealistic at $1.9 million. The

g\tter figure appears to have been simply a modification of the costs for the modest 1998 imported production.
ibid.

% Securing the Future. Major Performing Arts Inquiry, Final Report. Department of Communications,

Information Technology and the Arts, 1999, Recommendation 5.2.4, p. 27.
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HYPOTHESIS 4: The Nugent Report’s recommendation of ‘niche’ or

‘specialist’ status for SOSA (the only opera company and one of only five
performing arts companies to be so designated) flowed directly from an
appreciation of South Australia’s Wagner initiative. It was the cultural tourism
appeal of the Ring in particular which gave national and international
dimensions to SOSA’s work, and justified a special level of Commonwealth
funding and a special contribution to a new production. As a consequence of the
adoption of the Nugent Report recommendations, the South Australian
Government was able to negotiate majority Commonwealth funding support for

the new Ring. (See Chapter 5)
The 2001 Adelaide Parsifal - between the Rings

In order to provide a Wagnerian bridge between the Rings of 1998 and 2004, Phillips
proposed the staging of a new production of Wagner’s final work, Parsifal, as part of the
2001 season. The decision to do this came about when Leo Schofield, then Artistic Director
of the Sydney Festival and the Olympics Arts Festival, told me in Sydney in 1999 that his
plan to bring the Barenboim/Kupfer Parsifal with the Berliner Staatsoper Unter den Linden
and Staatskapelle Berlin to Sydney had fallen through because of the unwillingness of the
New South Wales Carr Government to fund the visit. The Berlin visit would have marked the
first staged performances of Parsifal in Australia’s history. When I informed Stephen Phillips
of this development, he recalled that the Australian Opera had commissioned designs for
Parsifal from German designer Carl Friedrich Oberle in the early 1990s but had not
proceeded with the production because of budgetary pressures.® He managed to acquire
those designs from Opera Australia for use in the Adelaide production. The Parsifal

production is addressed in Chapter 6.

The four performances of Parsifal in Adelaide between 22 September and 2 October 2001
linked the main events of the two Rings - ‘main’ because they attracted the greatest number
of tourists to South Australia and achieved the largest economic returns. The Parsifal
performances were conducted by Jeffrey Tate, the conductor of the 1998 Ring, and directed
by Elke Neidhardt, who had been the choice of the Australian Opera for the production that
never happened.® By that time, Neidhardt had also been selected to direct the 2004 Ring. The

* Oxenbould, M. Timing is Everything: A Life Backstage at the Opera. Sydney NSW: ABC Books, p. 570.
36 i
ibid.
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intention was that Parsifal would maintain the Wagner momentum for South Australia, block
other states from getting a foot in the Wagnerian door, add to SOSA’s audience data base,
and build on the 1998 Ring donor support base. Consequently, no thought was given to
staging it beyond a single season, and this remained the case notwithstanding its artistic and
commercial success and the ready availability of the beautiful sets and costumes by Carl
Friedrich Oberle and Australian designer Sue Field. An approach was made to Seattle Opera
in late 2000 offering the Adelaide production for their planned Parsifal in 2003. This
approach was made at the suggestion of Asher Fisch who had been engaged to conduct it and
who, by then, had been invited to conduct the 2004 Adelaide Ring. The offer was declined
because Seattle wanted to create its own, distinctive production for the opening of its
refurbished opera house, with visual references to the Pacific Northwest of the United
States.*’

The Adelaide Parsifal cost $2.274 million to produce and stage, and the South Australian
Government provided a special grant of $200,000 towards this.*® Parsifal was one of three
major State Opera productions and two minor productions in the financial year 2001-02,%
and so parts of the regular operating grants from the Australia Council* and the State
Government*! were also used to meet costs. Box office returns and other production revenue
for Parsifal totalled $1.058 million, and donations accounted for the remainder. Parsifal
earned three times more in ticket sales and production revenue than the next most successful
SOSA production that season, Andrea Chenier.** An Economic Impact Study conducted by
Barry Burgan, senior economist at the Centre for Economic Studies at the University of
Adelaide, found that the four performances of Parsifal had generated $2.4 million in
economic activity for South Australia, notwithstanding travel disincentives at that time
caused by the terrorist attack on the New York World Trade Centre eleven days before

opening night, and the collapse of Ansett Airways two days after that.

%7 phillips, Stephen. Oral information to Peter Bassett (2000, October 18). Also Bargeen, Melinda. (2001, May
22). Parsifal to open 2003 opera season, Seattle Times.

% This was in addition to regular annual operating grants to the State Opera. The Australia Council and Arts SA
had agreed to maintain existing grant levels or better for SOSA for the period 1 January 2001 to 31 December
2003.

% No works other than the Ring were staged during Ring years.

% The Australia Council grant to the State Opera for 2001-2002 totalled $1,791,000 comprising: $871,000
(general); $703,000 (special purpose 2004 Ring Cycle); $158,000 (Opera Conference productions), and $59,000
(seed funding). Source: SA Auditor-General’s Report for the year ended 30 June 2002.

*! State Government grants to the State Opera for 2001-2002 totalled $1,427,000 comprising: $997,000
(general); $200,000 (special purpose Parsifal), and $230,000 for orchestral services of the Adelaide Symphony
Orchestra, which at that time was managed by the ABC. Source: SA Auditor-General’s Report for the year
ended 30 June 2002.

* SA Auditor-General’s Report for the year ended 30 June 2002.
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A larger opera company™ might have considered mounting a second Adelaide season of
Parsifal three years later in conjunction with the 2004 Ring, and there would have been
advantages in doing this. Once an augmented Adelaide Symphony Orchestra (130 musicians
including relief players) had been assembled for the new Ring, this orchestra would have
been available for rehearsals and performances of both works. The musicians were familiar
with both the Ring and Parsifal scores from their 1998 and 2001 performances, Asher Fisch
could have conducted both works, the Director (Elke Neidhardt), Lighting Designer (Nick
Schlieper) and Assistant Conductor (Lionel Friend) had been engaged for both productions,
and there would have been economies of scale in terms of marketing, ticket sales, ancillary
events and the like.** However, as the new Ring began to occupy more and more of the State
Opera’s attention, and budgetary problems arose, no further efforts were made to export, sell,
rent or restage the Parsifal production, and it was deemed more expedient to dispose of the
sets and costumes and save on storage costs. | remember being shocked to hear of this at the
time and, in retrospect, it still appears to have been a rash decision and a squandered
opportunity. One can only conclude that, to SOSA management, the Parsifal production was
less important as a work of art than as a programming strategy. The 1998 Ring had been a
‘one-off” and now, with Parsifal following the same course, a pattern was being established.
As events transpired, both the 2004 Ring and the 2009 Flying Dutchman were also destined
to become ‘one-offs’. This was not the way in which Seattle had become a major centre for

the performance of Wagner’s works.

HYPOTHESIS 5: Parsifal was an important and successful undertaking from

both artistic and cultural tourism points of view, and helped to maintain
audience interest in the Adelaide Wagner initiative. However, as a contribution
towards an on-going Wagner performing tradition it was something of a wasted
opportunity since it was given only a single season before its scenery and

costumes were destroyed. (See Chapter 6)

*% The State Opera of South Australia had a regular staff of 29 in 1988, which was reduced to 8 in 1989, 11 at
the time of the 1998 Ring, 10 at the time of the 2001 Parsifal, and 10 (including consultants) at the time of the
2004 Ring. There were repeated media references to ‘a permanent staff of four’ in connection with the 2004
Ring but these references were largely for ‘effect’. A great many additional staff were engaged specifically for
the 1998, 2001 and 2004 productions (including more than 200 for 2004) although these did not appear on
SOSA’s permanent establishment.

* Multiple Wagner operas in a single season with the same conductor and director are not uncommon; a notable
example being the Berlin Staatsoper’s 2002 Festtage conducted by Asher Fisch’s mentor, Daniel Barenboim and
directed by Harry Kupfer. At Bayreuth, seven operas are usually performed three or four times during the
Festival.

21



The 2004 Ring and its management structure

Chapter 3 examines the State Government’s strategies for the production of a new
‘Australian’ Ring, strategies which began in earnest in 1996-97, even before the 1998 Ring

had been performed.

Chapter 4 examines the administrative planning of the 2004 Ring. Following the Minister’s
announcement in 1998 of the creation of a Consortium to consider requirements of a new
production, a group of South Australian arts leaders was assembled by Tim O’Loughlin for
this purpose. The Consortium met for the first time on 4 February 1999, its members being:
Tim O’Loughlin (Arts SA) as chairman; Stephen Phillips (SOSA); Nicholas Heywood
(Adelaide Festival of Arts); Kate Brennan (Adelaide Festival Centre Trust); Bob Clarke
(Adelaide Symphony Orchestra) and Les Neilsen (Department of Communications,
Information Technology and the Arts, Canberra). Its first decision was to commission former
Adelaide Festival director Anthony Steel to produce a report outlining a management model
for a new Ring.*® Three members of the Consortium had Adelaide Festival connections.
Anthony Steel had been Artistic Director of three Festivals (1974, 1976 and 1978), General
Manager/director of the Adelaide Festival Centre Trust, and had had extensive international
experience in arts management. Nicholas Heywood had been appointed General Manager of
the Adelaide Festival in 1997 after being Chief Executive Officer of the Brisbane Biennial
International Music Festival which, in 1995, had featured two concert performances of
Parsifal with a fine international cast. Kate Brennan had become CEO of the Adelaide
Festival Centre Trust in 1998, overseeing both the organisation and the facility, and had
occupied that position during the first Ring. O’Loughlin was keen to have people with such
experience involved with a new Ring, but this did not sit well with Phillips’s view that, with
the 1998 Ring behind it, SOSA was capable of managing another Ring as an in-house
production like any other operatic undertaking (see Chapters 3 and 4). Such were
O’Loughlin’s reservations about the capability of SOSA management to produce a new Ring
from scratch that he contemplated handing over its artistic management to Opera Australia.

Approaches were made but Opera Australia was not receptive to the idea.*®

The first action of the Ring Consortium was to commission Adelaide Festival director and

former Artistic Director Anthony Steel to undertake an inquiry into requirements and options

% This report Another Ring for Adelaide? was delivered in draft form to Tim O’Loughlin at Arts SA in July
1999 and was presented formally to the State Government later that year. Appendices 9 and 10.
46 51

ibid.
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for a new Ring. Steel’s report, compiled after extensive meetings and discussions in Australia
and Europe, was delivered in the second half of 1999. It included a recommendation for the
use of a Ring Consortium along the lines of the 1998 SORC. Eventually, SOSA would
disregard virtually all the recommendations of the Steel report and pursue its own course.
After October 2000 when O’Loughlin moved from Arts SA to a more senior position in the
public service, close SA Government supervision of the Ring preparations began to wane.
Major problems besetting the Adelaide Festivals of 2000 and 2002 occupied much of the
Minister’s attention and, early in 2002, the Liberal Government lost office and was replaced
by the Rann Labor Government. These developments coupled with the fact that the
Commonwealth was now the majority funding body, saw a shift of control of Ring planning

from the State Government to SOSA management, with unfortunate consequences.
The winding up of the State Opera Ring Corporation

Central to SOSA’s plans for an in-house Ring production model were decisions not to appoint
a new SORC Board and to initiate steps to have SORC wound up. Oversight of the new Ring
was to be in the hands of the eight-member SOSA Board which was also overseeing the
company’s regular seasons and operations. In January 1999, SOSA had proceeded to put its
financial house in order after the first Ring and, in the process, sought ministerial approval
(retrospectively) to have the terms of several directors extended from 24 July 1998 until 30
September 1999 to allow for the winding up of SORC.*" The assumption seemed to be that
SORC had been created specifically for the 1998 production and had achieved its purpose. In
fact though, the operations of SORC were not limited to any particular production and, under
the Regulations creating it, it could have continued until September 2006. On 31 May 2000, a
week after the Minister’s announcement in Parliament of the decision to proceed with the
new Ring, a formal decision was made by SOSA to wind up SORC and to transfer its
remaining surplus of $22,000 to the opera company.*® However, the dissolution of SORC was
not finalised until 6 February 2003 and so, legally, it remained empowered but dormant for
another three years. SOSA management preferred not to reactivate it, which they could have
done at any time by appointing new Board members with the Minister’s approval. The
decision not to make use of SORC for the purpose for which it had been created was an

irresponsible one in view of the success of the corporate structure for 1998. It did however

" Approval was given in a letter of 27 January 1999 from the Minister for the Arts to the Chairman of SOSA in
response to the latter’s discussions with Arts SA. Referred to in the SOSA Board agenda for February 1999.

“8 This was referred to in the Auditor-General’s Reports for the years ended 30 June 2000, 30 June 2001, and 30
June 2002.
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suit SOSA’s immediate interests and reduce the risk that ‘outsiders’ (especially Adelaide
Festival and Adelaide Festival Centre Trust outsiders) would become involved in the Ring
production process. This issue is crucial to an understanding of the problems that beset the
production of the 2004 Ring.

Significantly, when a feasibility study was commissioned in 2006 by the South Australian
Government to look into the possibility of remounting the 2004 Ring, the final report
recommended that a Ring Corporation model be adopted for future productions, and that the
2004 model should not be followed (see Chapter 9).

Concentration of responsibilities in fewer hands

SOSA General Director Stephen Phillips provided internal continuity between the two Rings,
worked tirelessly on the productions themselves and became, to all intents and purposes, the
face of the State Opera. This led some journalists to describe him as the author of Adelaide’s
Wagner project. Penelope Debelle, for instance, in a piece entitled Adelaide the Ringmaster
in the Fairfax press on 30 November 2004, wrote: ‘Stephen Phillips ... had a 10-year plan to
import the French production of the Ring Cycle - staged in Adelaide in 1998 - with the hope
Australia’s first production of the Ring would follow.”*® This was not true, but it was a
persistent myth despite Minister Laidlaw having set the record straight in a statement to
Parliament on 25 November 1998 when she said: ‘I acknowledge the efforts of Mr Tim
O’Loughlin who is now CEO of Arts SA but who, approximately four years ago, was
Chairman of State Opera, and Mr Bill Gillespie, the then General Manager and Artistic
Director of State Opera. Together they put a proposition to me which | was able to take

*50 1t also overlooked the Government’s initiatives in 1996-7 for a new

forward to Cabinet.
Ring, its decision to establish and fund the Ring Consortium, and its handling of negotiations
with the Commonwealth for major subsidies. Commentators, especially from the eastern
states, tended to overlook the central role played by the South Australian Government in
bringing the Rings of 1998 and 2004 to fruition, and were inclined to assume that SOSA was

an independent entity like other Australian opera companies.

Phillips decided not to appoint an Artistic Director for the new Ring but, as General Director

of SOSA, to undertake this role himself. The very title General Director combines the

* Debelle, Penelope. (2004, November 30). Adelaide the Ringmaster. The Age. Retrieved from:
http://www.theage.com.au/news/Arts/Adelaide-the-Ringmaster/2004/11/29/1101577402031.html:

%0 parliament of South Australia, Legislative Council. (1998). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia Legislative Council, November 25, p. 332.
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functions of General Manager and Artistic Director. If SORC had been revived for 2004 with
the same format as for 1998 - when separate General Manager and Artistic Director positions
existed - Phillips would have been responsible for management decisions but not artistic

ones.

The restructuring of Ring management arrangements, including the decisions to wind up
SORC and not to appoint a dedicated Artistic Director, led to a concentration of
responsibility in fewer hands for 2004 than in 1998, notwithstanding the greater challenge of
building a new Ring from scratch. Coinciding with this was a weakening of official
supervisory arrangements with the change of government in early 2002, change of Minister,
change of senior Arts SA personnel, and a shift in the funding balance from the State to the
Commonwealth. In this environment there was a heightened risk that administrative and

planning problems would arise, and they did.

HYPOTHESIS 6: The impetus for the 2004 Ring came from the South

Australian Government. Early planning and negotiations about Commonwealth

funding were also handled by the Government. There was considerable
scepticism in official circles about the ability of SOSA management to oversee a
project as large and complex as a new Ring, and consideration was given to
broadening the governance and management base. The General Director of
SOSA on the other hand was confident that, after the company’s experience of
the 1998 Ring, it was capable of producing a new Ring by itself. The resolution of
this crucial difference in judgment would ultimately determine not only the
course of the 2004 production but also prospects for on-going Wagner
performances. Political and administrative events delivered to the General
Director of SOSA a greater freedom of action and a greater control over Ring
decision-making than had been the case for 1998, and yet he had fewer resources

at his disposal. (See Chapters 4 and 5)
Problems with the budget

The 2004 Ring was at greater risk of budgetary over-runs than the earlier production because
its design elements were unknown and uncosted. In 1998, after the preliminary Ernst &
Young study, O’Loughlin had told the media that based on international experience a new

Ring would cost up to $11 million, comprising $5 million for sets and costumes, and $6
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million for operating costs, mostly wages.>* A figure of $12 million was referred to from time
to time in parliamentary debates and the media, reflecting a 1999 trial budget by SOSA
management which anticipated expenditure of $11.7m.>* However, in June 2000, State Opera
management prepared a five-year business plan which showed Ring costs of just $9.3 million.
The Board approved this plan in August 2000.%* This represented a modest $1.4 million
increase on the actual production costs incurred for the hired 1998 Ring, and was unrealistic
for a new production. The Auditor-General in his report for the year ended 30 June 2004
noted that:

Audit were unable to locate documentation which supported a conclusion that a Board
decision to schedule the 2004-05 production of The Ring was based on full review

and evaluation of the relevant merits of the production.

He was also critical of the fact that the State Opera Board did not receive from management
formal regular reporting on the achievement of documented key timeframes and milestones
for the 2004 production. John Hill, the Minister assisting the Premier for the Arts after March
2002, told the Parliament in June 2004 that he had requested details of the budget records
relating to the original decision to produce the 2004 Ring, and had found only ‘a notional
understanding of approximately $10 million’ that had not been properly worked through.>
Few people were aware of the official $9.3 million business plan figure before it was revealed
publicly in the 2003-04 Auditor-General’s Report. However, as early as July 2000, SOSA
was referring to a Ring budget of $13 million in its correspondence with artists’ agents, that is
one month after the business plan was prepared and one month before it was approved by the
Board. | was advised to use this figure when, between July and October 2000, | assisted
Phillips in a voluntary capacity to prepare a shortlist of potential conductors, and liaise with

their agents.*®

> Holgate, B. (1998, September 11). Extra confidence in the Ring. The Australian, p. 17.

%2 For example, Parliament of South Australia, Legislative Council. (2003). Parliamentary debates (Official
Hansard). Adelaide, Australia: South Australia Legislative Council, September 25, p. 233. See also (2000,
May), First all-Australian Ring cycle set for Adelaide. International Arts Manager, p. 5, and Nunn, L. (2000,
July 24). Home production needs ring-in. The Advertiser, p. 27.

> Referred to by Anthony Steel in his report A new Ring for Adelaide? delivered to Arts SA in July 1999.
Appendix 9.

> SA Auditor-General’s Report for the year ended 30 June 2004, p. 1029.

*® parliament of South Australia, House of Assembly, Estimates Committee A. (2004). Parliamentary debates
(Official Hansard). Adelaide, Australia: South Australia House of Assembly, June 16, p. 34.

The ‘approximately $10 million’ may have referred to the SOSA five-year plan figure of $9.3m of June 2000.
% phillips, Stephen. (2000, July 27). Email to Peter Bassett. Appendix 11.
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In February 2004, the Premier informed Parliament that SOSA’s latest five-year business
plan anticipated a total Ring cost of $12.596 million.>” However, two months later, on 27
April 2004, SOSA was obliged to increase its official figure to $14.2 million to accommodate
further costs.”® In May 2004 Minister Hill told Parliament that the expert team brought in to
manage the budget had revealed the actual figure for the Ring to be $15.345 million.> In the

end though, after some savings, the cost settled at $15.143 million.*
The fluctuating budget estimates for the 2004 Ring can be summarised as follows:

September 1998  Up to $11m. T. O’Loughlin/Arts SA’s initial estimate.
1999 $11.7m. Trial budget by SOSA.
June/August 2000 $9.3m. SOSA five-year business plan (in Auditor-General’s Report).

July 2000 $13m.  SOSA information to artists’ agents.

February 2004 $12.596m. SOSA five-year business plan announced by the Premier.
April 2004 $14.2m. SOSA revised estimate (in Auditor-General’s report).
May 2004 $15.345m. Calculation by expert team, announced by Minister Hill.
FY 2004-05 $15.143m. Actual costs, resulting in an operating deficit of $178,000.

The Premier, Arts SA and the MPAB were not at all happy with the way SOSA had managed
the budget of the 2004 Ring (see Chapter 8). There was also a question of whether SOSA had
observed the State Opera Act requirements that its operating budget be approved by the
Minister annually and that expenditure could only be incurred in accordance with the
approved budget. The evidence of repeated, extra-budget or post-approved expenses suggests
that it had not.** After the dismantling of the Ring Corporation, there was also a risk that the
State Opera itself could be irreparably damaged by the collapse of the project. Such an event
would have left SOSA (and behind it, the Government) vulnerable to legal action and claims
for compensation. One of the reasons for creating SORC in the first place had been to protect
SOSA from just such an eventuality. Furthermore, under the terms of the Commonwealth
grant, if, for any reason, the State Opera had failed to carry out the 2004 Ring, unexpended

> parliament of South Australia, Legislative Council. (2004). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia Legislative Council, February, 16, p. 960.

*8 SA Auditor-General’s Report for the year ending 30 June 2004, p. 1029.

> parliament of South Australia, House of Assembly. (2004). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia House of Assembly, May, 27, p. 2273.

% SA Auditor-General’s Report for the year ending 30 June 2005, p. 1293.

81 See for instance the findings of the 2003 Stuart Report.
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moneys would have had to be refunded. In practice, this meant that the State would have had

to refund the Commonwealth millions of dollars while also being vulnerable to litigation.

A production cost of $15.143 million was not, in itself, excessive when compared with the
cost of other Rings in recent times. The 2011 San Francisco Ring (a co-production with
Washington National Opera) for instance, was reported to have cost US$23 million, and the
2010 Los Angeles Ring cost a whopping US$31 million, a figure made public when Los
Angeles County had to come to the rescue with a loan of $14 million. Houston Grand Opera,
which hired the Valencia Ring after its co-production arrangement with Opera Australia fell
through, was reported to have set its budget at USD$16 million. Opera Australia’s budget for
the 2013 Melbourne Ring was $15.5 million®® and the final figure was reported to be at least
$20 million.®® As a statutory body, SOSA was open to public scrutiny and could not be coy
about its finances. However, the crucial issue was not that expenditure had exceeded the
budget estimate but that the government had been embarrassed politically in circumstances
where legislative and administrative controls should have ensured that this would not happen.
No government is less forgiving than one that has been embarrassed on the floor of
Parliament by the actions of one of its own instrumentalities. At issue therefore was the
quality of government supervision, the quality of SOSA’s management procedures, and the
nature of the relationship between SOSA and the Minister/Department. These are all matters

that I shall address in more detail in subsequent chapters.

Publicly, Phillips blamed technical and production cost increases for the budgetary
overruns,® but he did not explain why, as General Director (and de facto Artistic Director
and Production Manager) he had allowed this to happen, or why the design budget had been
set so low ($1.9 million) in the first place. In an email to me of 14 January 2002, the Director,
Elke Neidhardt wrote: ‘One of the good things about this [design] team, I feel, is that there
are no egomaniacs and that the whole thing will remain a creative process, most likely
horribly over budget in its first state, until the bitter end. Which is how it should be.’ Clearly,
her expectation was that the designers would pursue their ideas with all of their creative

energy until it became necessary to modify them in response to management direction or

%2 Boland, Michaela. (2010, August 26). Opera Australia to scale Ring’s epic heights. The Australian.

% Nicholson, Anne Marie (Reporter). (2013, November 18). Philanthropist helps bring marathon opera to
Australia. ABC Lateline. Retrieved from: http://www.abc.net.au/lateline/content/2013/s3893804.htm.

% Opera News (2004, June 3). State Opera Mounts ‘Most Expensive Musical Production in Australian History’
with $15m Ring. Retrieved from:
http://www.operanews.com/Opera_News_Magazine/2004/6/News/State_Opera_Mounts_Most_Expensive_Mus
ical_Production_in_Australian_History_With_$15m_Ring.html
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financial constraints. In the end though, there were no requests to modify the proposals,
although it would have been open to SOSA to make them. This matter is examined in
Chapter 8.

Michael Scott-Mitchell’s designs were brilliant but they were also massive and put a
considerable strain on the technical resources of the Adelaide Festival Theatre, by then thirty
years old and lacking stage lifts (although possessing the largest orchestra pit in Australia).
Indicative of this operating strain was the need to reschedule the starting time of Das
Rheingold in each cycle to allow sufficient time for the entire under-lit stage to be removed
and replaced by hand for Die Walkiire the following evening. The physical handling of large-
scale scenery required the engagement of many additional casual staff, with resulting extra
manpower costs. The scenery also had to be removed and stored off-site between operas,
utilising 38 semitrailers. Unbudgeted-for costs were incurred by spectacular special effects -
especially the huge water curtain with its pumping and storage systems for 20,000 litres of
water, and the dazzling fire effects. Eventually, the size and technical demands of the scenery
would discourage overseas and interstate opera companies from any thought of leasing the
production. An unforeseen expense arose from the need to have the Ring sets built by twenty
different companies in five states. Preliminary work had begun in 2002 on drafting a
memorandum of understanding for the Adelaide Festival Centre Trust (AFCT) workshops to
build the scenery for the Ring, but this had not been finalised when the workshops entered
into a commercial arrangement for work in Sydney and Melbourne, as they were entitled to
do.® Consequently, the AFCT workshops were unable to guarantee that the Ring sets would
be finished in time for the start of the 2003 rehearsals. This was a particularly damaging
development in terms of the cost of the production, and one must conclude that it was another
consequence of the failure to appoint an Artistic Director and/or Production Manager for the
2004 Ring (see Chapter 8).

It was hardly surprising that Phillips did not have time to carry out all of the responsibilities
of a Ring Avrtistic Director/Production Manager, since he was fully engaged as SOSA’s
General Director overseeing five productions in 2001: The Turn of the Screw, Verdi’s
Requiem, Andrea Chenier, Parsifal and a concert of music by Orff and Fauré; four
productions in 2002: EI Nifio (Adams - with the Adelaide Festival), Akhnaten (Glass),

% parliament of South Australia, Legislative Council. (2004). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia Legislative Council, February, 16, p. 936. Also (2004), South Australia
House of Assembly, Estimates Committee A, June 16, p. 34.
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Sweeney Todd, Don Giovanni, plus two Young Artists works; and the mainstage operas
Cavalleria rusticana & Pagliacci and Dead Man Walking plus four Young Artists works in
2003. If ever a production needed a dedicated Artistic Director to work collaboratively with
the design team and scenery building workshops from the outset it was the 2004 Ring, but no

such person had been appointed.

My impression at the time was that State Opera management was at a loss to know what to do
when Ring costs went over budget, other than to amend the budget and look for additional
funds. The solution adopted in early 2003 was to try to secure more corporate sponsorship
which, at that stage, was easier said than done. The 1998 production had taken advantage of
commercial and philanthropic connections within and beyond the State, particularly with the
assistance of prominent supporters such as the Governor of South Australia for whom | was
working at the time. Although a number of major sponsors had come on board for 2004,
Adelaide had fewer corporate headquarters than, say, Sydney or Melbourne, and by 2003
there were not many left to engage. These realities had been recognised in the forward
planning stages when I proposed to Phillips a strategy of pursuing many smaller contributions
from individual patrons, rather than relying so much on larger donations from a small
corporate pool. This approach was modelled on Seattle Opera’s Ring donor program and it
was successful, although Seattle also had the advantage of being able to draw on large
corporate donations and family trusts. This left governments as the only other sources of

additional funding assistance.

In 2003, because of alarming budgetary increases and the threatened collapse of the whole
project, the Major Performing Arts Board (MPAB) of the Australia Council and Arts SA,
commissioned theatre consultant Richard Stuart to look at the physical and technical aspects
of the production budget and identify potential cost efficiencies.?®As a result of this very
thorough review, the MPAB made it a condition of additional funding of $1.3 million that
technical and production experts should be brought in to manage the budget.®” This happened
in early 2004 when the experienced and capable Noel Staunton was brought in as Executive
Producer, Pamela Foulkes from the Sydney Opera House became Assistant Producer,
Christopher Potter from Opera Australia was appointed Technical Director, and other key

staff members from Opera Australia and elsewhere were engaged. The State also contributed

% parliament of South Australia, Legislative Council. (2004). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia Legislative Council, February, 16, p. 960.

%7 parliament of South Australia, House of Assembly. (2004). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia House of Assembly, May, 27, p. 2273.
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an extra $1.68 million on condition that these changes were made. Effectively, these

interventions by governments rescued the production and ensured its ultimate success.

By May 2004, with only six months to go before opening night and with most tickets sold,
the South Australian Government could not afford to allow the project to fail. After the final
performance in December 2004, Premier Rann told the media: ‘If we had cancelled the

[Ring] festival it would have cost more and we wouldn’t have had anything to show for it’.%®

HYPOTHESIS 7: The budgetary and production crisis that assailed the 2004
Ring in 2003 can be traced back to the flawed SOSA management model. This

model was characterised by a ‘push back’ against official oversight, the exclusion
of external participation in decision making, and the concentration of decision
making in few hands. As a result, the production process was compromised and
only the rescue efforts of governments and funding agencies ensured that

deadlines were met and performance expectations achieved. (See Chapter 8)
The aftermath

The 2004 performances were highly successful in terms of audience reaction, national and
international reviews, and peer judgments (the Adelaide Ring won an unprecedented ten
Helpmann Awards in 2005). A Super Audio Compact Disc recording was made of the
complete cycle by Melba Recordings which took the performances to the world and, in the
process, garnered praise and awards including the Prix Lauritz Melchior, Académie du disque
lyrique (Paris), twice. The economic impact of the new Ring on the South Australian
economy was estimated to have been $14.2 million. However, the production and budgetary
crisis that strained relations between State Opera management and both the State Government
and the Australia Council eventually undermined Adelaide’s hopes of becoming a Wagner

centre in perpetuity (see Chapter 9).

Phillips had long resisted the idea of securing an early commitment from governments for a
restaging, although such a course would have followed the example of Seattle Opera which,
in 2001 announced its intention to stage its Ring again in 2005, 2009 and 2013. Instead, he

preferred to wait and see how the production was received.®® ‘We will talk to the government

% Cosic,M. (2004, November 24). Opera’s ringing endorsement despite blow-out. The Australian. Retrieved
from: http://blog.hoiking.org/pictures/2005/11/Adelaide-Ring.pdf.

% In 2000 I had put the argument to Phillips for early endorsement, at least in principle, of a restaging, based on
the Seattle model.
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and see if it is in everybody’s interests to restage the cycle,” he said the day after the final
performance of Gotterdammerung.’ The initiative, it seemed, lay with the State Government
which, by that stage, was in no mood to initiate anything to do with the Ring. The likely
views of the Australia Council were not discussed, but an inquiry commissioned by the State
Government in 2006 revealed that, even then, the MPAB of the Australia Council was hostile
to the idea of funding a remount of the 2004 Ring. Phillips was of the opinion that they had
been unwilling to provide more funding from as early as the end of 2004 (see Chapter 9).
Immediately after the 2004 performances, SOSA’s priority was not a remount in Adelaide but
export of the production overseas. China, Singapore, Hong Kong and Los Angeles were all
mentioned as potential destinations, the hope being that leasing arrangements would recover
some if not all of the rescue funding provided by State and Commonwealth Governments.
Although media reports suggested that there was serious interest in the production, nothing
came of it, mainly because of the size and complexity of the scenery and effects, and the
transportation and staging costs involved (Chapter 8). No consideration was given to
modifying the designs to make them more marketable. It has to be said too that the attempted
negotiations with overseas authorities were played out in public for domestic consumption

and were not well handled.

In September 2005, nine months after the last performance in 2004, Minister Hill announced
that the South Australian Government through Arts SA and the South Australian Tourism
Commission would commission ‘a study into the feasibility of reprising the Ring in Adelaide
and its possible longer term future as a major event on South Australia’s and Australia’s
cultural tourism calendar.’’* However, another year would pass before the firm of Ernst &
Young was invited on 27 October 2006 to provide ‘an objective review and assessment of the
economic and financial benefits to South Australia of a remount of the 2004 Ring Cycle
production’.”? Eight days earlier, the Premier (who was also Arts Minister) told the House
that the government ‘was seeking expressions of interest. We are having a feasibility study

about whether or not we will have another Ring Cycle and whether it is a different version of

0 Cosic, M. (2004, November 24). Opera’s ringing endorsement despite blow-out. The Australian. Retrieved
from: http://blog.hoiking.org/pictures/2005/11/Adelaide-Ring.pdf.

™ parliament of South Australia, House of Assembly. (2005). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia House of Assembly, September 12, p. 3263.

2 Mackie, G. (2006, October 27), Ring Cycle Feasibility Study Contract. Retrieved from:
http://webcache.googleusercontent.com/search?g=cache:kjGY A3YngOMJ:https://www.tenders.sa.gov.au/tender
s/contract/download.do%3Fid%3D2405%26section%3Dcontract+&cd=1&hl=en&ct=cInk&gl=au
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the one we have just had, or something completely different. We are not ruling anything

out 573

It had taken two years to get to the point of initiating a broadly focused feasibility study,
during which time the huge sets remained in storage, the Adelaide Symphony Orchestra
endured a bruising fight for survival following the recommendations of the 2005 Strong
Report into Australia’s orchestras, and audience enthusiasm for a remount began to wane. In
those circumstances, a casual observer might have wondered whether the State Government
and SOSA management had any interest in restaging the 2004 Ring at all. The deadline for
the Ernst & Young feasibility study report was 8 December 2006, although this was extended,
and the report was delivered on 27 December. A supplementary report considered the
implications of a remount in 2011 rather than 2010, and this was delivered in March 2008.
The South Australian Government had made it clear that it would only contribute to a
remount of the 2004 Ring if the Commonwealth would agree to provide similar funding. In
November 2007 the Coalition parties lost the Commonwealth general elections and the Rudd
Labor Government took office. Peter Garrett was appointed Minister for the Arts. One month
later, Minister Hill (not, it should be noted, the Arts Minister himself, Mike Rann) and the
South Australian Minister for Tourism, wrote to their federal counterparts enquiring about
Commonwealth interest in supporting a possible remount of the Ring. By that time, arts
funding applications in respect of the State Opera of South Australia were being determined
by the Major Performing Arts Board of the Australia Council, not by the Minister. So what,
one might ask, could the South Australian Government have expected? The tourism ‘angle’
might provide an answer, as it had at the time of the Nugent inquiry. Indeed, the Ernst &
Young report, after mentioning the Australia Council’s negative position on a remount,
suggested that Tourism Australia might be able to assist. In April 2008 Minister Garrett
replied to the South Australian Ministers on behalf of the Commonwealth that the latter
would be unable to contribute special funding for a remount of the 2004 Adelaide Ring.
Consequently, the State Government announced that it too would be unable to contribute
funds.™ Nevertheless, SOSA continued to receive a level of annual funding from the

Australia Council that was considerably higher than that received by any of the other state

"8 parliament of South Australia, House of Assembly. (2006). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia House of Assembly, Estimates Committee A, October 18, p. 11.

™ parliament of South Australia, House of Assembly. (2008). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia House of Assembly, April 10, pp. 3060-1.
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opera companies. This remains the case despite the fact that, since 2004, the State Opera of

South Australia has staged only one Wagnerian opera — The Flying Dutchman in 2009.

A final glimmer of hope came with an expression of interest on the part of Melbourne
resident and philanthropist Mrs Maureen Wheeler in supporting a new Ring production in
Australia. Mrs Wheeler was prepared to contribute $5 million to such a project. After the
2008 decision by governments not to support a remount of the 2004 Adelaide Ring, she
explored the practicalities of staging a new production in Melbourne (her preferred location),
and | assisted her with this for about nine months from mid-2008 (see Chapter 9). However,
in the absence of a suitable venue for the rehearsal and performance time required, she felt
unable to proceed with that idea. Opera Australia had already looked into the possibility of
staging the Adelaide Walkiire at the State Theatre in Melbourne but had found that the sets
were too large and complicated for the stage there without incurring major expense. There
were also plans afoot to close the State Theatre in 2012-13 for major renovations. In August
2009 Mrs Wheeler met with Stephen Phillips who indicated his willingness to work with her
on an entirely new production for 2013 with the creative team she had in mind. In order to
secure SA Government funding and to cope with the closure of the State Theatre in 2013, the
performances would have had to have taken place in Adelaide first, before moving to
Melbourne. In November 2009 she met with the Chief Executive of Opera Australia, Adrian
Collette, and OA’s newly appointed Artistic Director, Lyndon Terracini. Terracini in
particular was keen to produce a Ring in Melbourne (Chapter 9).” The anticipated closure of
the State Theatre was postponed, making it available after all for rehearsals and performances
and, in December 2009, Mrs Wheeler informed Phillips that she had accepted Opera
Australia’s proposal for a complete Ring in Melbourne in 2013.

With the substantial costs of storing the sets from the 2004 Ring continuing to eat into
SOSA’s budget, it was decided in late 2010 to write off the production. The sets, properties
and costumes were then dismantled, auctioned off, recycled or lodged in museum collections.
Consideration was given to producing Die Meistersinger in 2010 but this idea came and
went. Thought was also given to hiring a production of Tristan und Isolde from Rome Opera

under attractive terms for performance in 2012, but this did not proceed when it became clear

" Gill, R. (2009, November 10). Bringing Melbourne in from the operatic cold. The Age. Retrieved from:
http://www.theage.com.au/news/entertainment/arts/bringing-melbourne-in-from-the-operatic-
cold/2009/11/09/1257614998370.html.
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that Opera Australia’s Ring would go ahead in 2013. Operatic life in Adelaide moved in
different directions after Stephen Phillips resigned in 2011, and the vision of Adelaide as a

Wagner centre in the Asia-Pacific region was finally dispelled.

HYPOTHESIS 8: Notwithstanding an overwhelmingly positive reception from

audiences and critics to the 2004 performances, prospects for restaging the 2004
Ring in Australia and overseas had been undermined by the production and
budgetary problems flowing from the flawed management model. In 2009 an
entirely new SOSA Ring production with a new artistic team was proposed for
2013. Eventually, the announcement in 2010 by Opera Australia of the staging of

its new Ring ruled out even this option. (See Chapter 9)

Sources and methodology

Political considerations had inspired the establishment of an Adelaide Wagner performance
tradition, and political and management factors subsequently led to its abandonment
notwithstanding the artistic success of the three productions. A central issue in this thesis
therefore is the connection between those productions and the policies, priorities and
functions of governments. Because of the central role played by State Governments in
initiating and funding the two Adelaide Rings and Parsifal, and the position of SOSA as a
statutory body responsible to the Minister for the Arts, | have been able to access a great deal
more material in the public domain than would have been the case if SOSA had been a
company limited by guarantee like other Australian opera companies. For this reason,
parliamentary statements and debates, annual reports of the Auditor-General, reports
commissioned by government departments, and opera company reports and publications have
provided especially valuable insights into one of the most interesting ventures in the history

of the performing arts in Australia.

Through freedom of information applications | have obtained copies of hitherto confidential
reports going back to 1999. These have been of crucial importance. Other material of
significance has included recorded audio interviews with key players (held in the collections
of the State Library of South Australia in Adelaide) and the collected papers of former State
Opera General Director and Ring Acrtistic Director Bill Gillespie, now in the collections of the

National Library of Australia in Canberra. | have also drawn on documentary films and radio
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broadcasts made by the Australian Broadcasting Corporation, and a diverse array of articles

and interviews in the print media.

Above all, I have been able to draw on my personal experience and close involvement in a
variety of roles, official and unofficial, dating from 1995. This involvement at close quarters
(see Appendix 1) has informed my approach and determined the priorities and structure of the
thesis. Over the past twenty years | have assembled a large personal archive (see Appendix
11) relating to the ‘Wagner decade’ and its aftermath. These documents concern the State
Opera and the Ring Corporation, policy issues, dramaturgy, recruitment of artists, artistic
administration, public relations, preparation and editing of publications, fund-raising,

marketing, education and post 2004 developments.

Of particular significance is a complete set of my email exchanges with the late Elke
Neidhardt between October 2001 and July 2003 on dramaturgical matters relating to the 2004
Ring production (see Appendix 4). Heinrich Porges and Richard Fricke left detailed accounts
of Wagner’s rehearsals of the Ring at Bayreuth in 1876, and there have been other
commentaries by directors on their productions, but I am not aware of any other
comprehensive records of communications between a dramaturge and the director and
designers of a Ring production over such an extended period. That is why | have included the

complete exchanges in the appendices to this thesis.

Many years have elapsed (in some cases more than two decades) since the events being
considered took place. Therefore I have relied predominantly on contemporary sources and
reports, including my exchanges with key participants, which reflect actual views and actions
at the time. Important material from these sources is included in both the general and
confidential appendices. Discussions with a number of former State Opera Board members,
opera company staff and government officials have been of assistance in alerting me to useful

lines of enquiry.

My general approach to the subject has been a chronological one, since the key issues of
management and policy were revealed most clearly in the unfolding of the Wagner decade. If
chronology provides the ‘warp’ of the research fabric, its ‘weft’” is made up of a number of
recurring themes such as the nature and quality of government oversight, relationships
between government officials and State Opera management, the quality and effectiveness of
State Opera governance and management procedures, the quality of artistic decisions
including the selection of the creative team and singers, relations between the State Opera
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and other interested parties such as the Adelaide Symphony Orchestra, the Adelaide Festival
Centre Trust, and tourism and marketing bodies, pursuit of long-term goals, remounts and
new productions, and critical reviews and audience responses. The three major productions
attracted an extraordinary level of media coverage and commentary in Australia and

overseas, reflecting their ground-breaking roles in Australia’s operatic history.
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CHAPTER 2

The origins of the Adelaide Ring of 1998

The 1991 collapse of the State Bank of South Australia and the resulting cost to the State of
more than $3 billion sealed the fate of the Bannon Labor Government. John Bannon, who had
been in office since 1982, resigned as Premier and Treasurer on 4 September 1992, and the
party leadership passed to Lyn Arnold. Arnold contested the election of 11 December 1993
from a fatally weakened position, and the electorate’s judgment was predictably brutal. The
ALP, which had previously held 22 seats in the 47-seat House of Assembly and formed
government with the support of two Independent Labor members, was left with only 10 seats,

while the Liberals, led by Dean Brown, won 37 seats.

While the triggers for the Labor Government’s defeat had been the bank’s collapse and the
resulting findings of the State Bank Royal Commissioner and the Auditor-General, this was
not the only disaster to befall the outgoing government. In 1993 the Australian Grand Prix
was lost to Victoria, although this development did not become public knowledge until after
the new government had been sworn into office. The Bannon Government had secured the
car race in 1985 for a ten-year term, and had appointed the Managing Director of the State
Bank, Tim Marcus Clark, to be the inaugural Chairman of the Grand Prix Board. The
findings of the State Bank Royal Commission were severely critical of both the government
and the Bank Board and management, including Clark, and the Auditor-General’s
independent inquiry was similarly critical of the Bank’s internal management. These findings
came to the attention of Formula One chief Bernie Ecclestone, and on 16 September 1993,
the Formula One organisers entered into an agreement with the Kennett Government in
Victoria to relocate the car race to Melbourne after the expiry of the existing contract in 1995.
Ironically, it had been the collapse of the State Bank of Victoria (owned by the Victorian
State Government) that had contributed to the 1992 defeat of the Kirner Labor Government
and the election of the Liberal Party led by Jeff Kennett. Melbourne-based Australian Grand
Prix chief Ron Walker revealed in March 2015 that Ecclestone had told Bannon that he could
have the race for as long as he remained in office as Premier, and that there was a written

agreement between Ecclestone and Walker that Melbourne would take over the Grand Prix as
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soon as Bannon failed to re-sign the race, which happened when he resigned as Premier in
September 1992.

South Australian Minister for Tourism Mike Rann, who had responsibility for the Grand Prix
and had been Premier Bannon’s adviser at the time of the 1985 decision, later pleaded
ignorance of the relocation agreement or of any side agreement between Ecclestone and
Bannon. Nevertheless, within a fortnight of the Victorian agreement’s unannounced signing
and shortly after Bannon’s resignation, he had dispatched Grand Prix Executive Director Mal
Hemmerling? to London to meet with Bernie Ecclestone on 4 October 1993. The fate of the
Adelaide Grand Prix remained a closely guarded secret until the December 1993 election was
over. As late as 20 October, Minister Rann was still vigorously rejecting suggestions that the
race might be lost to Victoria.® Incoming South Australian premier Dean Brown was told by

Ecclestone of the relocation on 16 December 1993, two days after being sworn into office.

The Formula One agreement with South Australia ran for another two years, which gave the
Brown Government time to develop an alternative, high profile tourism event or, more
realistically, a cluster of events to replace the Grand Prix. An Events Steering Committee was
established within the Tourism portfolio, divided into nine subcommittees representing
tourism, arts, sport, conventions, entertainment, food and wine, multicultural, events, and
marketing.® Proposals were invited from interested groups. Some forty submissions were
received, including ones for a tall ships event, dragon boat racing, musical concerts in rural
centres, wine festivals and gourmet weekends, a world left-handers’ golf tournament,
automotive events and conferences, and a month-long multicultural festival combining the
existing Italian, Greek and German festivals. It was the opinion of the Minister and the
committee that the Grand Prix could be replaced in economic terms by upgrading existing
events and by adding one or two national or international events which would be offered on

an annual basis.® Initially, arts events had not been thought of as likely substitutes for a multi-

! Fogarty, Mark. (2015, March 8). Melbourne had eye on grand prix since 1980s, claims retiring chief Ron
Walker. The Sydney Morning Herald. Retrieved from: http://www.smh.com.au/sport/motorsport/melbourne-
had-eye-on-grand-prix-since-1980s-claims-retiring-chief-ron-walker-20150308-13yh41.html.

% Dr Hemmerling had been Director of the Cabinet Office, SA Department of the Premier and Cabinet, 1984-85.
® Parliament of South Australia, House of Assembly. (1993). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia House of Assembly, October 20, p. 973.

* Parliament of South Australia, House of Assembly. (1994). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia House of Assembly, March 22, p. 573.

> The Hon. G A Ingerson, Minister for Tourism, Parliament of South Australia, House of Assembly. (1994).
Parliamentary debates (Official Hansard). Adelaide, Australia: South Australia House of Assembly, May 18, p.
1236.

® ibid.

39


http://www.smh.com.au/sport/motorsport/melbourne-had-eye-on-grand-prix-since-1980s-claims-retiring-chief-ron-walker-20150308-13yh41.html
http://www.smh.com.au/sport/motorsport/melbourne-had-eye-on-grand-prix-since-1980s-claims-retiring-chief-ron-walker-20150308-13yh41.html

million dollar international car race but, as the committee pursued its work, ‘the arts went up

the list from the bottom to near the top’.7
The Ring as a major cultural tourism event

When proposals to replace the Grand Prix after 1995 were invited, the Chairman of the Board
of the State Opera of South Australia (SOSA) Tim O’Loughlin noted that options were not
restricted to sporting events. He spoke to SOSA General Director Bill Gillespie® about the
possibility of SOSA submitting a proposal with international appeal in time to meet the six
months deadline for submissions. Gillespie responded that he did not need much time to think
about it; there was only one operatic event likely to attract international visitors on a large
scale, and that was the Ring. O’Loughlin asked what would be needed to put a proposal
together, to which Gillespie replied that a flexible approach should be taken. SOSA had
already brought in a number of productions from overseas: Samson et Dalila from San
Francisco/Chicago in 1990, Nixon in China from Houston in 1992 and Otello from the
Canadian Opera in the same year. The model therefore existed for an imported Ring
production. In Gillespie’s view, it was important not to fall into the trap of thinking it was
necessary to mount a brand new Ring, which might never get a second season — a prophetic
observation in light of the fate of the 2004 Ring.

Gillespie felt that if SOSA could find a high quality production (sets, costumes and director’s
concept) from a major house - one that could be brought in without provoking any sense of
Australian ‘cultural cringe’ - it would be possible to build around it, given sufficient lead
time.? In response, O’Loughlin proposed that Gillespie should travel overseas as soon as
possible to identify a suitable production. On 28 October 1994, the day after SOSA’s last
performance of Salome in that season, Gillespie was on a plane to Paris to see the new
production at the Théatre du Chatelet directed by Pierre Strosser. He continued on to New
York, Seattle and San Francisco. He also stopped in Arizona to meet Glynn Ross, founder
and former General Director of Seattle Opera and architect of Seattle’s Wagner performance
tradition. Gillespie had known Ross and his successor, Speight Jenkins for two decades and
admired the way in which they had built Seattle’s reputation as a Wagner city.'° Clearly

" Former Minister Ingerson’s remarks to the author on 26 November 2014.
® Silsbury, Elizabeth. Interview with Bill Gillespie recorded on 2 September 1998. Adelaide. University of
Adelaide Library, Theatre programmes and papers 1952- MSS 792 T3743.S.
9 ap =
ibid.
19 Gillespie referred to this in his program message for the 1998 Adelaide Ring production.
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theirs was a model from which South Australia could learn. This whole journey of

exploration took Gillespie about a month.

At that time, the Seattle Ring (that company’s second Ring production, directed by Francois
Rochaix and first seen in 1986) was about to have its fourth staging of three cycles in 1995,
after which it was going to be retired. The San Francisco production directed by Nikolaus
Lehnhoff (a former associate of Wieland Wagner), had first been staged in 1990 and was due
to be replaced in 1999. Gillespie recognized that North American patrons would have little
reason to travel to Adelaide to see a production which they already knew well and, in any
case, there would be formidable technical challenges involved in bringing either the Seattle or
San Francisco productions to Australia because of their elaborate scenery. The Chatelet
production on the other hand (a relatively simple one as Rings go) was brand new. It had been
the only Ring at the Théatre du Chéatelet in three years, and it had been staged only once and
had sold out quickly. To Gillespie’s mind, that production was well suited to Adelaide and
was most likely to attract visitors from Europe and North America.'* Clearly, tourism

benefits were looming large in the planning process, as the government intended they should.

In 1994, Bill Gillespie was uniquely placed in South Australia (and, indeed, in Australia) to
initiate, research and develop a proposal to stage the Ring. Introduced to opera when he was a
university student in New York, he applied a growing interest in the art form to his studies of
German. His initial operatic encounter, as far as staged performances were concerned, was
with Wagner’s Parsifal, and it made a powerful impression on him.*? In 1972, at the age of
21, he pursued his studies in Germany where he gained access to the Bayreuth Festival by
waiting outside the box office for single ticket returns. In the following summer he managed
to see his first complete Ring at Bayreuth. He stayed on the Bayreuth mailing list for more
than twenty-five years and, during that time, met members of the Wagner family including
Eva Wagner-Pasquier, Richard Wagner’s great-granddaughter, who became an artistic
consultant to the Théatre du Chatelet. Wagner’s works had been Gillespie’s entry point into
opera, and had directly influenced his choice of career.

Gillespie’s first professional job had been as education co-ordinator with Houston Grand
Opera, under the general directorship of David Gockley who would later become general

director of San Francisco Opera. He strengthened his qualifications by acquiring an MBA in

! Silsbury, Elizabeth. Recorded interview with Bill Gillespie, op.cit.
12 -1s
ibid.
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Arts Management from UCLA via the National Endowment for the Arts. Subsequent
appointments were with Chicago Lyric Opera, San Diego Opera and Sarasota Opera of which
he was Managing Director. It was during his appointment as director of administration with
Pittsburgh Opera that he visited Australia as a tourist in 1986, at a time when SOSA was in
considerable financial difficulties. His attention was drawn to the South Australian
company’s plight by lan Campbell, formerly General Manager of the State Opera of South
Australia (1976-1982) and after 1983 General Director of San Diego Opera. Two years later,
amidst dreadful media coverage, SOSA received a State Government bail-out, underwent
major restructuring, and set about replacing its Chairman Alan Hodgson and General
Manager lan Johnston. The Premier and Arts Minister at the time was John Bannon. Bill
Gillespie was appointed General Manager*® in July 1988 (redesignated General Director from
1991) and Keith Smith became the new Chairman. Within two seasons, they had turned the
company’s fortunes around and SOSA embarked on one of its most successful and
productive periods. Performance standards were raised to levels rarely seen before in
Adelaide, partly through the use of co-productions and the hiring of productions from
elsewhere.™ Gillespie was determined to avoid the ‘easy but dull way out’ of concentrating
on the so-called ‘top ten’ most popular operas,'® and he displayed a keen sense of what would
work in the South Australian market and what would not. Performances were transferred
from the cramped Her Majesty’s Theatre to the spacious Festival Theatre, and audience and
Subscription numbers grew. Between 1988 and 1998, the company’s subscription base grew
from 1,600 to 4,000.%° At the time of Gillespie’s arrival in Adelaide, any suggestion that
SOSA might one day tackle the complete Ring would have been met with amusement, but by
1994 it was a credible proposition. In an article in the Adelaide Advertiser of 12 December
1998, Tim Lloyd quoted Gillespie as saying that he had spoken to the former head of the
South Australian Department of the Arts and Cultural Development, Len Amadio as early as

1989 about staging the Ring, but at that time neither of them thought it was a possibility.

 His referees were Tito Capobianco General Director of Pittsburgh Opera, lan Campbell of San Diego Opera
(and formerly General Manager of the State Opera of South Australia), and Ken Mackenzie-Forbes, opera and
theatrical producer and one-time General Manager of the Victoria State Opera.

' Silsbury, Elizabeth. Recorded interview with Bill Gillespie, op.cit.

1> Works such as La traviata, Carmen, La bohéme, The Magic Flute, Tosca, Madama Butterfly, Barber of
Seville, Marriage of Figaro, Rigoletto and Don Giovanni (the ten most performed operas in 2012/13 as
compiled by Operabase), have become ‘default’ operas for many companies mainly because of the ready
availability of singers to perform them, which in turn leads to greater audience familiarity, which encourages
more performances, and so on.

1 Silsbury, Elizabeth. Recorded interview with Bill Gillespie, op.cit.
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There had been a long-standing desire in Australia to stage the Ring, as is apparent from the
following summary of complete productions, staged and concert performances of separate
operas and proposed but unrealised attempts to present the work prior to the 1998 Adelaide
production.!” Individual acts from the various Ring operas were also given in concert, such as
the 1988 semi-staged performance of Act | of Die Walkire in Adelaide - a collaborative
undertaking by the Adelaide Symphony Orchestra and SOSA, conducted by Nicholas

Braithwaite. This had been planned prior to Gillespie’s appointment.*®

TABLE 1. Performances in Australia of parts of the Ring, including unrealised plans
and concert performances, between 1907 and 1998.

1907 Die Walkiire Melbourne/ Sydney George Musgrove
1912 Die Walkiire Melbourne/ Sydney Thomas Quinlan
1913 The Ring Melbourne/ Sydney Thomas Quinlan
1934/35 Die Walkiire Melbourne/ Sydney Benjamin Fuller
Tentative plans for Siegfried/ Gotterdammerung/ Ring (not realised) Benjamin Fuller
1936 Das Rheingold ABC live broadcast.
1977 Plans for a Ring beginning 1979 (not realised) The Australian Opera
1979 Das Rheingold concert Sydney The Australian Opera/ SSO
1981 Die Walkiire concert Melbourne The Australian Opera/ MSO
Gotterdammerung concert Sydney The Australian Opera/ SSO
1983 Die Walkiire Sydney The Australian Opera
1984 Das Rheingold Sydney The Australian Opera
Plans for a complete AO Ring abandoned.
Siegfried concert Melbourne The Australian Opera/ MSO
1985 Die Walkure Sydney The Australian Opera
1994/96 Plans for a Ring in Melbourne (not realised) Vic. State Opera/ Melb. Festival
1997 Das Rheingold concert Sydney SSO
1998 Die Walkire concert Sydney SSO
1998 The Ring, Adelaide State Opera of South Australia

7 Early performance details from Gyger, Alison. (1990). Opera for the Antipodes: Opera in Australia 1881-
1939. Sydney: Currency Press and Pellinor Pty Ltd. Australian Opera details from Oxenbould, Moffatt. (2005).
Timing is Everything — A Life Backstage at the Opera. Sydney: ABC Books. Other details from relevant
program books.

8Holmes, Robyn (ed). (1991). Through the Opera Glass. Adelaide: The Friends of the State Opera of South
Australia Inc., p. 238.
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The Ring submission of 1994

The submission to produce the Ring in 1998, prepared by Messrs Gillespie and O’Loughlin,*®
was entitled: On the proposed Ring Cycle Project for the State Opera of South Australia. It
was dated 16 December 1994 and was addressed to the Hon. Graham Ingerson MP, Minister

for Tourism?® and the Hon. Diana Laidlaw MLC, Minister for the Arts.

1. The cover of The New Yorker magazine with a caricature by Arnold Roth, which was
reproduced on the cover of the 1994 Adelaide Ring submission. Source Gillespie/O’Loughlin
submission of 16 December 1994.

On the first page of the submission there was a quotation from a 1985 issue of The New York
Times about San Francisco Opera’s motives for staging the Ring. It read: ‘Although it has
long been considered a first-rate American regional company, the San Francisco Opera has
not been accorded much international acclaim. Terence A. McEwen, its general director, said

candidly that mounting the $4.1 million production was a calculated effort to make the

19 A copy of the submission is in the National Library of Australia, Canberra. Papers of Bill Gillespie, ca. 1984-
2000. Bib. ID 3999262. 8 boxes, 7 of which are available for public research.

2 Also Minister for Industrial Affairs.

21 Also Minister for Transport and Minister for the Status of Women.
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operatic world pay attention to San Francisco. ... “There’s only one absolute sure way to

attract worldwide attention musically, and that’s to do the Ring ™.

A synopsis of the SOSA submission was set out in its opening pages and read as follows:

1.

The Ring in Adelaide would be the most ambitious performing arts project taken on in
Australia’s history.

The Ring can be performed to the highest world-class standard in South Australia in
early or late 1998 or early 1999.

The preferred option is to use the sets and costumes created for the Théatre du
Chatelet in Paris. This is a leading edge production, yet one which is based on a
traditional approach to the Ring.

All but three of the many roles can be filled by Australian singers.

5. The Ring would be staged three times over a three week period.

The net additional cost to the Government of South Australia is assessed as $1.5
million in an overall budget of $6.45 million.”* All assumptions are intentionally
conservative.

It is assessed that the Ring would generate direct and indirect economic activity in
South Australia in excess of $20 million.

The project would be managed by a subsidiary company under the aegis of the State
Opera of South Australia Act. The Board of this company would include
representation from the major stakeholders including the Department for Tourism and
the Department for the Arts and Cultural Development [which became Arts SA].
The project can only go ahead in 1998 or 1999 if a decision is made no later than
April 1995.

Specific recommendations made in the submission were:

1.

Sufficient lead time to plan and execute the project successfully, which means that a
decision to fund would be required no later than 1 March 1995 for performances in
either 1998 or 1999.

A firm Government commitment for funding.

Exclusive use of the Adelaide Symphony Orchestra for an 8 week period of time at

augmented strength and with overtime as scheduled.

22 This estimate appears to have taken into account the costs of the Ring productions in San Francisco
(USD 4.1m in 1985) and Seattle (USD 4m in 1986).
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4. Exclusive use of the Adelaide Festival Theatre for a minimum period of 8 weeks
inclusive and a maximum period of 10 weeks inclusive for technical requirements.
5. Rehearsal sites for 14 weeks outside of the State Opera’s facilities.

6. Cooperation of relevant unions and governmental agencies.
The planning timeline in the submission was summarised as:

March 1995 Decision to proceed.
April 1995 Lock in overseas production.
Commence negotiations re artists and conductor.
Commence contracting Australian artists etc.
May/June 1995 Commence search for sponsorships.

July 1995 Launch announcement.

In fact, the launch announcement by the Premier and the Minister for the Arts was brought
forward to May 1995. Coinciding with this announcement (though somewhat eclipsed by it)
was a media release by State Opera Board chairman Tim O’Loughlin. Gillespie contributed
to the chairman’s release in his new capacity as Artistic Director. The Premier’s
announcement made clear from the outset that the 1998 Ring would be a political event as

much as an artistic one.

Other matters of a political/cultural nature addressed by the submission included a possible
invitation to members of the Wagner family to attend the performances; encouragement of a
meeting of International Wagner Societies in Adelaide at the time of the performances;
invitations to German and Australian companies to become involved, and pursuit of French

Government support for the export/transport of the production from Paris.

Several of the assumptions in the submission synopsis proved not to be ‘conservative’ at all.
Far from limiting non-Australian members of the cast to three, there were ultimately five
New Zealanders, three Americans, two Britons and a Swiss, and the cover cast included two
Germans and two more New Zealanders. The final cost of the production was $7.9 million,
with a State Government contribution of $2.76 million. The net economic benefit to the State
was revised down to $14 million in 1995-96, then to between $9 million and $13 million,
before finally being estimated to have been $10 million. The 1998 Ring was indeed managed
by a subsidiary company - The State Opera Ring Corporation (SORC) - but not all of the

major stakeholders were represented on it as full members. Arts SA, the successor to the
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Department for the Arts and Cultural Development, oversaw statutory arts bodies including
SOSA, advised the Minister for the Arts to whom SOSA and SORC were ultimately
responsible, and implemented government policy. Arts SA could hardly have had formal
representation on the SORC Board because membership would have entailed being bound by
the Board’s majority decisions. That such an arrangement was even contemplated suggests
that either (1) the architects of the submission had not foreseen the extent of the State
Government’s involvement with the Ring (and regarded the Government as essentially a
donor akin to major US Opera Board donors) or (2) they expected that a Government
representative could issue directives or exercise a veto in the course of the Board’s
deliberations. In 2011, the State Opera of South Australia Act, 1976 was amended to provide
in Section 12 that: ‘No Ministerial direction can be given— (a) as to the artistic nature or
content of— (i) objects, works or collections held or promoted by the State Opera; or (ii)
performances or other events or activities conducted or promoted by the State Opera; or (b)
as to the manner in which the Board is to deal with a testamentary or other gift; or (c) as to
any advice or recommendation that the Board makes or is required to make to the Minister.’
Prior to 2011, the Act merely specified that: ‘The Board is, in the performance of its powers
and functions, subject to the general control and direction of the Minister’.?® In practice,
SOSA’s Board and management had enjoyed a high degree of autonomy during regular opera
seasons, with official involvement being largely confined to the scrutiny of finances by the
Auditor-General, budgetary allocations and the appointment of Board members. The Ring on
the other hand was a major instrument of arts tourism policy, quite unlike any other venture
undertaken by SOSA.

Under the provisions of the Public Corporations (State Opera Ring Corporation) Regulations
1995, appointments to the SORC Board were made by the State Opera with the approval of
the Minister. The Adelaide Symphony Orchestra was represented at SORC meetings by its
General Manager Robert Clarke, but only as an observer. The orchestra’s formal relationship
with SORC was, strictly speaking, that of a contracted service-provider. Although the ASO
was part of the Australian Broadcasting Corporation’s stable until 2005, it received an annual
grant of $230,000 from Arts SA via SOSA for performing for the opera company. A special
State contribution was made for the 1998 Ring to enable the orchestra to engage additional
musicians, and this continued after the Ring. The orchestra’s operating costs for 1998 were,

understandably, higher than usual, and SOSA was billed for the additional costs which

% Section 17 of the State Opera of South Australia Act 1976 prior to the 2011 amendments.
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covered augmentation, overtime and other matters. These costs, which were without mark-
ups, totalled $750,000.2* The Adelaide Festival Centre Trust (AFCT) was also regarded as a
service-provider in its relationship with SOSA. It had no representation on the SORC Board
despite its responsibility for the refurbishment of the Festival Theatre and installation of the
LARES acoustic enhancement system in preparation for the Ring, and as provider of the
stage and technical crew, ticketing services, and management of associated activities such as
exhibitions, social events and catering. With hindsight, the absence of the ASO and the
AFCT from SORC Board membership appears to have worked to the project’s disadvantage.
Problems that surfaced in the areas of stage management and catering for 1998 might have
been avoided if the AFCT had been given a place at the SORC table. There were even more
serious problems in connection with the 2004 Ring when a similar arms-length relationship
between the State Opera and the Festival Centre may have contributed to the decision of the
AFCT workshops to accept interstate commercial contracts ahead of the Ring scenery
building contract. The State Government’s tourism interests were represented on the SORC
Board by Bill Spur, founding General Manager of the ambitiously named Australian Major
Events (later renamed Events South Australia) which was established in 1995.

The December 1994 submission had taken as its starting point the fact that the Ring had never
been produced as a tetralogy ‘down under’. It observed that The Australian Opera had
announced a full Ring in the early 1970s but this had been abandoned half way through the
four operas in response to the production’s lack of artistic and critical success — an
observation that conflated two separate initiatives of the Australian Opera, one in the 1970s
and another in the 1980s (see Chapter 4). The Victoria State Opera (VSO) had also publicly
announced its intention to mount a new Ring production in the 1990s, and this had led to
speculation as to whether the Melbourne Festival of Arts would co-partner with the VSO on
the project, and whether the Melbourne Symphony Orchestra would be used. The Victorian
plan had been to have scenery and costumes designed by Sidney Nolan and the production
directed by Elijah Moshinsky. This did not eventuate although Nolan prepared some designs.
He said that what attracted him in particular to the Ring was the music: ‘It is there that its

nature force is in evidence ... it is sublime.’® In the 1960s, he said, he had been asked by

2 Clarke, Robert. (2009, January 13). Email to Peter Bassett in reply to an enquiry of 6 January 2009.
 Shmith, Michael. (1989, September 7). Wagner — at last. The Age, p. 11. The VSO Ring was to commence in
1991 with Das Rheingold and then proceed one opera at a time, with a rest year in 1995, to the full tetralogy in
1996 in what, it was hoped, would also be Melbourne’s Olympic year. As events transpired, 1996 did not bring
the Olympics to Melbourne, and it was the year in which the VSO merged with the Australian Opera to form
Opera Australia.
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Georg Solti to design a Ring for Covent Garden but, although he had been keen to do it, he
declined because his wife at the time was vehemently opposed to the idea. She was again
opposed when Solti asked him to design another production for Paris.?® To the end of his life
Nolan regretted that he had never been able to design a Ring.”’

The O’Loughlin/Gillespie submission asserted that South Australia had the best single
combination of operatic factors: the nation’s largest orchestra pit, a regular partnership
between the ASO and SOSA, and a proven track record on the part of State Opera
management in producing difficult repertoire extremely well, such as the Australian
premieres of Elektra (1991) and Nixon in China (1992). It was observed that a protracted
gestation over some five years, with individual Ring operas being staged one at a time, was
not in the interests of the government, and that the rehearsal of all four operas over a fifteen
week period followed by performances over a further three weeks would be preferable.
Gillespie considered three productions during his overseas research tour at the end of 1994.
The Chatelet production had been staged for the first time in 1994 and its revival was planned
for 1998 in Paris.”® The original cost of its scenery, costumes and props®® was FFr 6.7 million
(approx. AUD 1.8 m.).*® The Seattle production had been staged in 1986 and revived in 1987
and 1991, and another revival was planned for 1995. Its original scenery/costumes/props had
cost USD 2 million. The San Francisco production first staged in 1985 had been revived in
1990, and there were plans for another revival in 1997. Its scenery/costumes/props had cost
USD 2 million although, like Seattle (and unlike Adelaide), it had its own scenery
workshops. The estimated hire costs and the number of shipping containers required to
transport the sets and costumes to Australia were AUD 480,000 in 10 containers in the case
of the Chatelet’s production, AUD 600,000 (sale only) in 18 containers for Seattle’s, and
AUD 350,000 in 15-18 containers for San Francisco’s. The number of stage hands required
varied considerably from 17 to 23 per opera for the Chatelet’s, 39 to 41 for Seattle’s and 48
to 58 for San Francisco’s. When Gillespie met with staff of San Francisco Opera in late 1994
to request production details, he was told that he was the third Australian to whom they had
provided this information. The submission noted that Seattle would have presented 12 full

cycles of its production by 1995, and San Francisco 9 cycles by 1997. The Chatelet’s

% ibid.

" ibid.

%8 Subsequently moved to 1999 to accommodate construction works at the Chatelet in 1998.

# That is, excluding other production and performance costs, such as orchestral costs.

% This and the figures for Seattle and San Francisco may have been the sources of the original SOSA budget
figure of $1.9 million for sets and costumes for the 2004 Ring, which, in the end, was exceeded spectacularly.

49



production on the other hand had had only a single season in 1994 and so was still relatively

fresh.

The submission mentioned the need to cast 49 singing roles, the desirability of engaging the
American soprano Carol Yahr to sing Briinnhide, and the availability of the Chatelet’s 17-
page rehearsal schedule, on which the Adelaide schedule would be based. Reference was
made to enlarging the orchestra from 67 musicians to 105. ASO costs had been budgeted at
$1.3 million, which was about double the cost of engaging the orchestra for four regular
operas. This increase reflected not only the additional number of musicians involved but also
the extra overtime. Significant in-kind contributions towards the orchestral costs would be
required from the ASO and/or the ABC. The intention was to engage the services of the
original Stage Director, Pierre Strosser, or, if he were not available, the Assistant Director(s).
As it turned out, Strosser and Assistant Director Stephen Taylor both came to Adelaide to
supervise the production. The small full-time SOSA management team® required
augmenting by temporary music and production staff and by technical personnel from the
Chételet.

The submission offered some indication of potential audience composition, noting that there
were 180 Wagner Societies around the globe. It was predicted that 50% of the audience
would be drawn from SOSA’s 3,500 subscribers, with a further 25% coming from interstate
and 25% being foreign tourists. It was noted that Japanese opera-goers accounted for 10% of
the annual Bayreuth audience numbers, and there remained an unsatisfied Japanese market™
as well as a new, educated and well-heeled Asian market generally waiting to be tapped.
These expectations in relation to subscriber sales and Japanese/other Asian attendance proved
to be optimistic.*®

In terms of budget estimates, the submission anticipated the sale of 20,000 seats (at 95%
overall attendance) at an average price of $125 per seat, generating income of $2.5 million.
The annual Arts Department grant would remain at $1.45 million; it was proposed to seek a
grant of $1.5 million from the Tourism portfolio, and other funding would come from naming
rights, special orchestra funding, donations and sponsorships. The anticipated budget
expenditure would be $6,414,825, and anticipated income $6,450,000. The submission also

# Six full-time staff members in early 1995.

% The Tokyo Wagner Society was said by Bill Gillespie to have 900 members at that time. Gillespie papers,
National Library of Australia op.cit.

% Surprisingly so in respect of Japanese ticket sales given that Gillespie was working in Japan at Showa
University of Music, Tokyo, for most of 1997.
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dealt with the length of the production period, orchestral rehearsals and augmentation of the
number of musicians, double casting, performing schedules, ancillary events and VIP

attendance.

The Gillespie/O’Loughlin submission was endorsed by Arts Minister Laidlaw and won the
support of the Events Steering Committee,>* Tourism Minister Ingerson, and the Cabinet. Mr
Ingerson recalled that he first heard of the Ring submission when he was assailed by Ms
Laidlaw with the words: ‘Have I got a proposal for you!”* The submission proposed a partial
underwriting of the budget by the Tourism portfolio and, initially, Ingerson was sceptical
about this arrangement. He said that he fully expected to lose his money. However, he later

admitted that he had had no idea of the scale of the audience response.®
A Ring is announced

From the outset it was clear that the State Government wished to create a cultural tourism
event which would benefit the State economically, enhance South Australia’s reputation as a
centre for the arts, and extend beyond a single season. These determining factors were
articulated in early statements by ministers and by SOSA management. For example, the first
announcement of the decision to stage the complete Ring came in a joint media release by
Premier Dean Brown and Minister Laidlaw dated 19 May 1995 and headed ‘South Australia
wins world classic opera epic’. It was revealed that the production would be staged in three
cycles in Adelaide in late 1998 and would be ‘in collaboration with the famed Paris Opera
Company, Théatre du Chatelet’. In the release, the Premier said he expected that more than
$15 million would be generated in economic activity for the State, an estimate based on the
experience of other cities that had staged the event.*” He also said (on the basis of a SOSA
briefing) that this would be the first time the Ring had been staged in the southern
hemisphere, a claim which, unfortunately, was not correct. In fact the complete Ring had
been staged in Melbourne and Sydney in 1913 by the visiting British Quinlan Opera
Company, and it had been performed in its entirety at the Teatro Colon in Buenos Aires,

Argentina on a number of occasions, beginning in 1922 with a production conducted by Felix

* It was one of four successful submissions considered by the committee.
% Former Minister Ingerson’s remarks to the author on 26 November 2014. See also Parliament of South
Australia, House of Assembly. (1998). Parliamentary debates (Official Hansard). Adelaide, Australia: South
éustralia House of Assembly, December 10, p. 602.

ibid.
%" These statistics drew on the SA Centre for Economic Studies Report of March 1996 (see Chapter 3) and
information provided in the 1994 submission by Gillespie and O’Loughlin.
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Weingartner and with the Vienna Philharmonic in the pit!® In Parliament in June 1995,
Minister Ingerson informed the House, on the basis of the information provided in the project
submission, that the Ring was conservatively estimated to be worth as much as $20 million in
economic value to the State and would directly generate about $6.5 million in income.*

Historic though the 1998 Adelaide production was in many respects, it also took place in an
atmosphere of post-Grand Prix interstate rivalry and political hyperbole. The 1998 Ring
would, said Premier Brown, ‘help reinforce South Australia’s pre-eminent image as
Australia’s arts and cultural State’,*® an oft repeated description that was bound to provoke
Premier Kennett of Victoria and others. In February 1997, Brown’s successor as Premier,
John Olsen* remarked that Mr Kennett ‘would give his right arm to get hold of the Ring.”*?
Premier Olsen also told Parliament that the Ring would position South Australia, much as
did the first Festival of Arts.... This is a quantum step for repositioning South Australia as the
head of arts in Australia.”*® Minister Laidlaw, in her message in the 1998 production’s
program book said: ‘South Australians prize the arts. We know that our strength across the
full spectrum of the arts helps make Adelaide distinctive from all other capital cities in the
nation.” Such inflated claims to uniqueness were not limited to South Australia. Victorian
politicians, journalists, and tourism and arts figures frequently referred to Melbourne as the
‘cultural capital’ of Australia, a mantra adopted by the Kennett government in its effort to

revitalise Victoria’s economic, social and cultural life.** Kennett even suggested that

Melbourne was becoming the third leg of a global show-business tripod alongside London

* The cast on that occasion included Helene Wildbrunn, Lotte Lehmann and Emil Schipper. It was repeated at
the Col6n in 1931 (conducted by Otto Klemperer and with Frida Leider, Lauritz Melchior, Ludwig Hofmann
and Alexander Kipnis); 1935 (conducted by Fritz Busch, with Max Lorenz as Siegfried); 1947 (conducted by
Erich Kleiber, with Astrid Varnay, Lorenz, and Set Svanholm); 1962 (with Birgit Nilsson, Hans Hotter and Fritz
Uhl), and 1967 (conducted by Ferdinand Leitner, with Nilsson, Wolfgang Windgassen, Amy Shuard, David
Ward and Gwyneth Jones). There have been other Ring performances in Buenos Aires in subsequent years.

% parliament of South Australia, House of Assembly. (1995). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia House of Assembly, Estimates Committee A, June 28, p. 223.

%0 SA Premier Dean Brown and Minister for the Arts Diana Laidlaw. Media Release (1995, May 19). South
Australia wins world classic opera epic.

#! John Olsen had replaced Dean Brown as Premier of South Australia in November 1996, the year in which the
Grand Prix moved to Melbourne.

2 Lloyd, T. (1997, February 26). Fanfare for State’s $8.6 m. production of ‘Ring’. Adelaide Advertiser.

*% parliament of South Australia, House of Assembly. (1997). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia House of Assembly, February 26, p. 1042.

* See Jacobs, T. (1997) Arts 21- The Victorian Government'’s Strategy for the Arts, Cultural Policy Case
Studies, (ed) J. Craik, Australian Key Centre for Cultural and Media Policy, Griffith University, cited in

Glow, H. and Johanson, K. (2004) The Politics of Exclusion: Political Censorship and the Arts-as-Industry
Paradigm, Asia Pacific Journal of Arts and Cultural Management Vol.2 Issue December 2004, 132.
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and New York,* although commentators in Sydney begged to differ.*® In December 1998,
when responding in the Legislative Council to a succession of laudatory speeches from both
sides of the house about the recently concluded Ring, Minister Laidlaw said that it was her
‘earnest wish that we will have an opportunity to present a further Ring in the future, because
the unanimous view from Australian critics and worldwide is that Adelaide is the perfect
place of all Australian cities, and in the southern hemisphere, to be a Ring city in the
future’.*” In May 2000 she said that the Commonwealth’s subsidy for the 2004 Ring

‘recognised SA’s emergence as a southern hemisphere home for Wagnerian opera.”*®
The first Ring production in Australia in 1913 and comparisons with 1998

Few of those involved with planning the Ring in Adelaide (including Bill Gillespie who had
settled in Australia from the US in 1988 and Stephen Phillips who had arrived from the UK
in 1973) were aware of the remarkable story of the Ring of 1913 — hence the erroneous
claims that the 1998 Adelaide Ring would be the first to be performed in Australia. The
Quinlan Ring had been only a part - albeit a spectacular part - of a much larger program of
operas brought to Australia by Quinlan’s touring company. Thomas Quinlan, English
baritone*® and colleague of Sir Thomas Beecham, had assembled a company in 1911 to tour
the British dominions and the USA. His first tour to Australia had been in 1912 when the
company had performed fifteen operas in ten weeks, including Tristan und Isolde, Die
Walkire and Lohengrin. Quinlan had set out with the goal of performing nine Ring cycles
around the English-speaking world in six months, an ambition that was frustrated only by
strikes in New Zealand and poor attendances in Canada. However, the 1913 Australian tour
was an extraordinary success and deserves to be better known. The company performed
twenty-five different operas in just under eight weeks in Melbourne, including two complete

Ring cycles and the national premiere of Die Meistersinger. In Sydney, the original season of

%> Usher, R. (2002, November 4). How Melbourne lost its cultural crown. The Age. Retrieved from
http://www.theage.com.au /articles/2002

*® Sydney Festival director (and former Melbourne Festival director) Leo Schofield told the media in 2002:
‘people are dreaming if they think [Melbourne] is the cultural capital’. Opera Australia CEO Adrian Collette
was quoted as saying that Melbourne was certainly not the box office capital.

*" parliament of South Australia, Legislative Council. (1998). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia Legislative Council, December 9, p. 457.

*8 (2000, May). First all-Australian Ring cycle set for Adelaide. International Arts Manager, p. 5.

* It is often said that Quinlan was Irish but this is not correct. He was born at Bury in Lancashire, now part of
Greater Manchester where his father was a railway clerk. He studied to be both a baritone and an accountant (a
useful combination), and began music management in 1906, promoting Enrico Caruso, Fritz Kreisler, John
Philip Sousa and Nellie Melba, amongst others. The fact that the Quinlan Company had performed in Ireland
immediately before travelling to Australia in 1912 may have contributed to the confusion, as might the fact that
another impresario, William Lyster (1828-80), who produced Lohengrin in Melbourne in 1877, was born in
Dublin.
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seven weeks was extended to nine because of the New Zealand strike, and included another
Ring cycle plus extra performances of Die Walkire and Gotterddammerung. In all, nine of the
major Wagner operas were staged — all except Parsifal, then the exclusive preserve of
Bayreuth.*® All of the major Puccini operas written at the time were performed: Manon
Lescaut, La boheme, Tosca, Madama Butterfly and The Girl of the Golden West; four of
Verdi’s most popular operas: Rigoletto, Il trovatore, La traviata and Aida; other staple
operatic fare like Cavalleria rusticana & Pagliacci, Barber of Seville and Marriage of
Figaro, and a delicious assortment of French works, including Louise, Samson and Delilah,
Carmen, Faust and most notably The Tales of Hoffmann which alone was given fifteen
performances. It was an extraordinary feat: twenty-five operas including the Ring and five
other Wagner operas in two cities in just seventeen weeks. The efforts of our modern opera
companies pale by comparison and, without doubt, the Quinlan experience tended to
contradict any assumption that it is not practical to run a regular opera season and stage the

Ring in the same year.>

All operas in 1913 were given in English. For the Ring, the orchestra was enlarged to 65 and
the chorus to 70. Some cuts were made, notably in Gotterddmmerung (but not the Norns’
scene). Top price tickets were four guineas for the cycle, but individual Ring operas were
interspersed with other works. So, for instance, between Siegfried and Gotterdammerung
there were performances of Aida, Tales of Hoffmann, Tannhduser and Louise. The decision to
do a second Ring cycle in Melbourne followed the publication in The Age of a petition by
prominent musical identities. Quinlan obliged, but the strain on the singers affected other
performances in the days following. Nevertheless, it seems to have been a remarkably happy
opera company.>® The conductor of the first Ring in Australia was Richard Eckhold who also
conducted the first Meistersinger here.>® He had been born and trained in Germany but spent
much of his career with British companies, working particularly on performances of

Wagner’s works in English in the UK, the dominions and the United States.

*% |n 1903, the Metropolitan Opera, New York, mounted an unauthorised but highly successful production of
Parsifal. As a consequence, Cosima Wagner banned anyone who took part in the New York performances from
engagements at Bayreuth. The copyright expired in 1913 although Cosima endeavoured, without success, to
have it extended by the German Reichstag.

> This was implied by remarks of SOSA chairman Tim O’Loughlin, Backstage (1996 July) Vol. 6 No 2, when
responding to concerns by some SOSA subscribers that no other operas would be performed in 1998.

%2 Gyger, Alison. (1990). Opera for the Antipodes: Opera in Australia 1881-1939, op.cit. Also Shaw, Jennifer.
(1998) Wagner in Australia, programme book for the 1998 Adelaide Ring.

>3 Gyger, Alison. Opera for the Antipodes.
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The Quinlan tour was not dependent on destination support other than from ticket sales and
local theatrical agents. Quinlan estimated that it ‘cost £150,000 a year to run grand opera
round the world’.>* Before departing Australia in 1912 he posted a letter in major newspapers
alerting readers that he would be back in 1913 and was willing to put on Wagner’s Ring cycle
‘if 1,000 subscribers could be found to provide an advance subsidy’, which they were.>® The
company was free to determine the manner and circumstances of its performances. However,
the shallowness of its support base, while advantageous in terms of flexibility of operations,
left it vulnerable to obstacles of a more general kind such as the indisposition of singers and
musicians with resulting difficulties in finding replacements; shipping disruptions and strikes,
and international disturbances such as wars, all of which affected its touring program and box
office income. Because the Quinlan Company was largely dependent on ticket sales, it was at
times obliged to cancel programs and shorten visits, as happened during its North American

tour that followed its visit to the antipodes.

The 1998 Adelaide Ring, by contrast, was more the child of public policy than artistic
entrepreneurship. The support of individuals and sponsors broadened this base, but even
sponsorships were, to a degree, a reflection of the confidence instilled by official
endorsement and funding. Government agencies and prominent official figures, such as the
State Governor and the Minister for the Arts, were actively involved in securing private
sector sponsorships and individual donations. This official connection produced major
benefits, but it also meant that the motivational base was vulnerable to shifts in government
policy and even to the level of enthusiasm of individual ministers and public servants. Longer
term sponsorship planning and fund-raising were largely out of the hands of the opera
company which had a tiny staffing complement and no resources to pursue such matters. A
Council of Benefactors was a group of donors who pooled their resources with the aim of

benefiting the opera company generally, not the Ring specifically.
Planning and staffing issues for 1998

In the inaugural media release of May 1995, Minister Laidlaw had said that the event would
be promoted nationally and internationally with the support and active involvement of the

54 51 s

ibid., p.184.
% Murphy, Kerry. (2013, November 22). The Melbourne Ring Cycle is a once in a century celebration. The
Conversation. Downloaded from: https://theconversation.com/the-melbourne-ring-cycle-is-a-once-in-a-century-
celebration-19519.
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South Australian Tourism Commission through its worldwide networks.*® She said that the
majority of attendees were expected to come from interstate and overseas, particularly from
Asia. While the majority of attendees did in fact come from interstate and overseas, Asian
representation (especially from Japan) was disappointingly low, leaving one to conclude that
Japanese Wagnerians felt they should go to Germany to see a German work, not to Australia.
Clearly there were lessons here for international marketing strategies. The Minister noted that
the Théétre du Chatelet would provide the scenery and costumes as well as the services of the
Stage Director. She said that Jeffrey Tate, ‘one of the finest opera conductors in the world’,

had been engaged and would oversee the entire four month rehearsal and performance period.

Some of the principal singers had already been signed up, notably Americans Carol Yahr and
John Keyes (Brinnhilde and Siegmund), and Australians John Wegner (Wotan), Claire
Primrose (Sieglinde) and Malcolm Donnelly (Alberich). Reference was made to a broader
‘Ring festival® of lectures, films, exhibitions and other events which would surround the

performances.>

=

2. Das Rheingold Scene 4. Malcolm Donnelly as Alberich, John Wegner as Wotan, and
Richard Berkeley-Steele as Loge. Photo Randy Larcombe.

% SA Premier Dean Brown and Minister for the Arts Diana Laidlaw. (1995, May 19). Media Release.
%" ibid. Within the structure of SORC, a Lead-up Events Committee and an Ancillary Events Committee were
established.
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A key motivation behind the Arts Minister’s enthusiasm for the Ring was her desire to see the
arts used more extensively to attract visitors from interstate and overseas, and to get away
from the prevailing assumption that, after ten years of inner-city motor racing, sport provided
the best means of bringing tourists to the State.”® South Australia already billed itself as the
‘Festival State’, and the Ring fell naturally within that description. Minister Laidlaw was also
keen to develop a ‘whole-0f-government’ arts strategy,”® to expand the arts potential of other
ministries including those involved with tourism, trade, corrections, health and education, and
to demonstrate that many branches of government could benefit from a thriving arts sector.
She worked hard to persuade her ministerial colleagues that the arts could be a barometer of
South Australia’s creative energy generally. It was part of my responsibilities as Director
Projects at Arts SA (1999-2000) to implement this ‘whole- of-government’ policy. Tim
O’Loughlin had played an active role in presenting the Ring proposal to State and
Commonwealth Governments for endorsement and funding, and it was clear from my contact
with him that he identified closely with the Minister’s goals. In 1997 he was appointed
Executive Director of Arts SA, in which position he oversaw the activities of SOSA and the
Ring. He continued in this role during preparations for the 2001 Parsifal and the 2004 Ring.

Coinciding with the ministerial media release of May 1995, SOSA issued its own release
headed: ‘National Premiere of Wagner’s Der Ring des Nibelungen’, and went into more
detail. In particular, Chairman O’Loughlin noted that the project had had a gestation period of
well over a year, during which time it had received strong encouragement from the State
Government through Premier Brown, Ministers Laidlaw and Ingerson, and the Australian
Major Events Committee. The release made the (still) incorrect claim that this would be the
first time the Ring had been performed in German in the southern hemisphere,®® and it
expanded on the estimate of more than $15 million in resulting economic activity as being
‘based on the experience of other cities, most notably Seattle, USA’. The parallel with Seattle
would be highlighted at every opportunity.

In his media release, O’Loughlin, expressed the view that SOSA would use the Ring to

broaden its supporter base and create new opportunities for the involvement of individual

%8 See for example Minister Laidlaw’s statement in the SA House of Assembly Hansard (1998, June 17), p. 85,
in which she compared visitor expenditure during the Grand Prix with likely expenditure during the Ring.

> parliament of South Australia, House of Assembly. (2000). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia House of Assembly, Estimates Committee B, June 15, p. 73, in which
Minister Laidlaw set out the rationale for the whole-of-government arts strategy.

% The 1913 Quinlan performances had been in English but all of the Colén performances in Buenos Aires had
been in German.
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patrons, subscribers and Friends, the corporate sector and all levels of government. There had
already been some murmurings amongst subscribers about the absence of other operas during
the Ring year.®" O’Loughlin made mention of cooperation with the Adelaide Symphony
Orchestra through the Australian Broadcasting Corporation, which was responsible at that
time for Australia’s symphony orchestras. He singled out for praise SOSA’s General Director
Bill Gillespie, mentioning his ‘extraordinary background knowledge of Wagner’s music
generally and this production in particular’. He continued: ‘This, combined with his German
language skills, vision and hard work have made this project feasible and gives us a high
degree of confidence in the outcome’. Mention was made of the fact that Gillespie, as
General Director, had ‘assumed the role of Artistic Director of the Ring project’. In the
release, Gillespie himself was quoted as describing the Chatelet production as ‘cutting-edge
theatre of the highest order, which is most appropriate for the Festival State’. He also quoted
Paris newspapers as referring to Pierre Strosser’s interpretation as treating the audience as
adults rather than children, with an innovative, minimalist approach to the tetralogy. Gillespie
highlighted Jeffrey Tate’s ‘incomparable musical mastery’, mentioned the French lighting
and costume designers who would also be involved with the Adelaide performances, and
referred specifically to working with Eva Wagner-Pasquier, the composer’s great-

granddaughter, in her capacity as Artistic Consultant to the Chatelet.

It was noted that the rehearsal period for the four operas would span fourteen weeks from
August to late November 1998, and that over three hundred Australians as well as
international guest artists would be employed. To the list of singers mentioned in the
ministerial release, several more were added: Arend Baumann (Hunding), Christopher Doig
(Loge in Das Rheingold and Mime in Siegfried) and Rodney Macann (Gunther). In the end,
Carol Yahr withdrew ‘for personal reasons’®? and did not sing Briinnhilde, the role being
taken by another American, Janis Martin, who had sung it in San Francisco in 1990 and,
before that, at Vienna, Bayreuth, New York and elsewhere. Neither did Christopher Doig
sing Loge and Mime, being replaced by Richard Berkeley-Steele and the excellent Swiss
tenor Peter Keller respectively. Doig came out of retirement to sing Loge in the 2004 Ring, a

role for which he was no longer vocally ideal.

% Silsbury, Elizabeth. (2001) State of Opera: An Intimate New History of the State Opera of South Australia.
Adelaide: Wakefield Press, pp. 170, 177, 207.

%2 Records amongst the Gillespie papers in the National Library of Australia indicate that conductor Jeffrey Tate
was not happy about the engagement of Carol Yahr for the role of Briinnhilde, although he later became
reconciled to this on the advice of Assistant Conductor Lionel Friend. However, Yahr withdrew in mid-1998,
and this gave Gillespie a major casting challenge late in the day.
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3. Siegfried Act Il. Peter Keller as Mime, Edward Cook as Siegfried and Malcolm
Donnelly as Alberich. Photo Randy Larcombe.

Altogether sixty singers would be cast for principal and covering roles. Bernadette Cullen,
who had been engaged to sing Fricka, withdrew after undergoing surgery, and was replaced
by South Australian mezzo Elizabeth Campbell, who would sing this role again in 2004. As
Gillespie remarked in his 1998 recorded interview, he had not heard of any Ring cast that did
not change along the way, even at Bayreuth. It was almost inevitable, given the need to select

singers so far in advance of performances.

Stephen Phillips, SOSA’s Director of Production and Deputy General Director at the time of
the decision to produce the Ring, had ‘joined the conversation’ (to use Gillespie’s words)®
after O’Loughlin had asked Gillespie for ideas for a submission to the Events Steering
Committee. Philips was a chartered surveyor by profession with experience in Birmingham’s
industrial and commercial real estate between 1967 and 1973. Born and raised at Stratford-

upon-Avon, his connection with opera was a practical one and came about largely by

% Silsbury, Elizabeth. Recorded interview with Bill Gillespie, op.cit.
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accident.®* He came to Australia in April 1973 on a working holiday and took an on-the-spot
job as a stage hand at the recently completed Sydney Opera House. It was in that capacity
that he worked on the production of War and Peace that opened the opera theatre in 1973. In
1975 he became a trainee stage manager through an Arts Council grant, and was senior stage
manager for the Australian Opera from 1976 until 1982. Between 1982 and 1986 he ran a
small business unrelated to the theatre. He returned to opera in 1987 by joining the English
National Opera in the production management division and, that same year, took a three
month secondment to the Canadian Opera Company before returning to Sydney. Phillips was
invited by Gillespie to join the (then) eight-member SOSA team in May 1989 as Production

Manager, and in 1993 he was appointed Production Director and Deputy General Director.

By the time the Adelaide Ring was announced in May 1995, Gillespie had decided to end his
ten-year association with SOSA (and with opera company management) after the final
performance of Gotterddmmerung in 1998 and move on to other things.®® Journalist Tim
Lloyd in his article in the Advertiser of 12 December 1998 quoted Gillespie as saying that his
‘turn around’ job had been completed four years earlier and that he might well have left State
Opera then had it not been for the lure of the Ring. ‘I can’t see that, having put State Opera
back on the map, | would want to stage three or four operas a year for the rest of my life’ said
Gillespie. ‘Most general directors don’t get to do the Ring in their entire careers’ he added,
‘so it represented closure, not just with the State Opera but also for my opera career’. He had
come full circle. Clearly he was not interested in being associated with plans (however
nebulous at that stage)® to make Adelaide a Ring city & la Seattle. He made it very clear to
me that although the 1998 Ring had provided a ‘great, priceless sense of closure’ for him,
there was no way he would want to be involved a second time around. He imagined that that
would be ‘a miserable, thankless, and ultimately pathetic experience for any artistic director
or Opera GM’, plagued by ‘political electoral horizons, political interference, and profound

. .. 7
ignorance about the artistic process’.®

* Silsbury, Elizabeth. Interview with Stephen Phillips recorded on 18 July 1997. Adelaide. University of
Adelaide Library. Theatre programmes and papers 1952- MSS 792 T3743.S. Also biographical note provided by
Phillips for the program of the 1997 Weekend with the Ring in Adelaide.

® Silsbury, Elizabeth. Recorded interview with Bill Gillespie, op.cit.

8 On 17 June 1998, Minister Laidlaw told the Parliament ‘T am keen to see the Festival Centre ... stage future
performances of The Ring cycle and probably present our own productions’. House of Assembly Estimates
Committee B Hansard, 17 June 1998, p. 85.

%7 Gillespie, Bill. (1999, September 10). Letter to Peter Bassett, Appendix 17.
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Gillespie had become an Australian citizen in 1994 and decided to remain in Australia after
1998, albeit in another area of arts management. When he had returned to Adelaide at the end
of 1994 after his month-long search for a suitable Ring production, he had told O’Loughlin
and the State Opera Board that it would be difficult for him to continue to run the company’s
regular seasons (three or four operas a year) whilst liaising with the Chatelet, making casting
and promotional decisions, writing and speaking, and handling the myriad of other artistic
responsibilities associated with this formidable project.®® Obviously he hadn’t heard of
Thomas Quinlan! At that time, Gillespie was the only person on SOSA’s staff who knew the
Ring intimately, knew its production history, and had useful international Wagner
connections. In May 1995 he became Avrtistic Director of the Ring, combining this role for a
brief time with his existing SOSA responsibilities. Phillips, now Deputy General Director as
well as Production Director, had managed the company satisfactorily in an acting capacity
from time to time; now Gillespie proposed that this should continue on a permanent basis.
Phillips spoke of having gone through a Wagner period in the 1960s when he was eighteen or
nineteen, when Solti’s Decca recordings had come out,®® but there was no evidence that his
interest in Wagner’s works extended beyond that. Gillespie wrote to Chairman O’Loughlin
on 11 March 1995 recommending that Phillips, ‘and not an outsider’, be appointed as his
successor.” The letter said: ‘As we had previously discussed, I would assume the position of
artistic director of the Ring and relinquish the general directorship later this year.” Gillespie
proposed that the hand-over should take effect on 1 August 1995, by which time, on 25 July,
he would have reached the seventh anniversary of his appointment and would be the longest
serving CEO in the history of the State Opera. Gillespie went ‘off salary’ and became a
consultant on a permanent part-time contract to the subsidiary entity, SORC, between 1
August 1995 and 31 December 1998. He proposed reporting to the SORC Board as necessary
but ‘no more than quarterly in the early years’. His letter indicated that he would also pursue
teaching contracts in Hong Kong and possibly Japan and Los Angeles ‘as in recent years’,
with a view to building a full-time career when the Ring was over. He added that he might
wish to relocate to Sydney before 1998 and to return to Adelaide for meetings. He
foreshadowed travelling overseas including to Seattle in August 1995, Paris in 1996-97,
Chicago in early 1996 and Bayreuth in August 1996. Phillips was formally appointed General
Director of SOSA as well as Managing Director of SORC in August 1995. He oversaw the

% Silsbury, Elizabeth. Recorded interview with Bill Gillespie, op.cit.
% Silsbury, Elizabeth. Recorded interview with Stephen Phillips, op.cit.
" |etter in Gillespie Papers, National Library of Australia, op.cit.
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regular seasons in 1996 and 1997 as well as the Ring in 1998. Gillespie worked full time on
the Ring in 1995 and 1996 and then, in 1997, he moved to Japan for twelve months to a
position on the teaching staff of Showa University of Music in Tokyo. This was a surprising
move at a time when the enthusiasm of many people — staff, WWagner societies all over
Australia and New Zealand, journalists, local businesses, interstate and South Australian
sponsors, politicians and government agencies — was being ratcheted up in support of a
production that was being colourfully described by politicians as ‘the Mount Everest of

operas’ and ‘the Olympics of opera’.”*

With hindsight, it must be said that Gillespie’s year-long absence and, indeed, his 1995
transition to a limited-term consultant, was unfortunate in terms of the government’s plans for
Adelaide as an on-going regional home for the Ring. He was by far the best qualified person
to give effect to such a plan, but he was adamant that he would not be involved,’? and no-one
seems to have tried to persuade him to reconsider. His move to Japan caused friction with
Phillips who, as the new General Director of SOSA and General Manager of SORC, now
bore the brunt of management responsibilities without being able to rely on the close
assistance of the principal architect of the project and the person best qualified to assist. |
formed the impression that Phillips felt exposed, and he said as much in his recorded
interview with Elizabeth Silsbury. He spent 95 per cent of his time on the Ring, he said.” It
stretched the company’s resources, and his ‘career was riding on it’."* However, memories
are short and the workings of the arts industry mysterious, and by 2004 the media were
crediting Phillips with originating the entire Adelaide Wagner enterprise. In the Melbourne
Age and The Sydney Morning Herald on 12 November 2004, four days before the opening
night of the new Ring, Penelope Debelle wrote: ‘Phillips began small by convincing the
South Australian Government to stage, in 1998, a cheaper, imported French production of the
Ring where the costumes and sets were brought out from the Theatre du Chatelet in Paris’.”
Gillespie had been airbrushed from the picture. In the 2004 Ring program, his name appeared
only in tiny print amongst 705 other donors, and there was no acknowledgment of his seminal

role in bringing Wagner to Adelaide. The former head of the South Australian Department of

™ Minister for Tourism Graham Ingerson used the former expression in Parliament, House of Assembly —
Estimates Committee A (1995, June 28), p. 223, and the latter term was used by Arts Minister Diana Laidlaw in
(1998, Dec. — 1999, April). SA Opera wins ‘the Olympics of the Arts’. State of the Arts, South Australia, p. 4.
2 Gillespie, Bill. (1999, September 10). Letter to Peter Bassett. Appendix 17.
;j Silsbury, Elizabeth. Recorded interview with Stephen Phillips, op.cit.

ibid.
" Debelle, Penelope. (2004, November 12). Wagner calling, The Age. Retrieved from:
http://www.theage.com.au/articles/2004/11/11/1100131127901.html?from=storyrhs.

62


http://www.theage.com.au/articles/2004/11/11/1100131127901.html?from=storyrhs

the Arts and Cultural Development, Len Amadio, who had been influential in securing
Gillespie’s appointment in 1988 and had enthusiastically backed his and Tim O’Loughlin’s
1994 Ring submission, was livid at what he regarded as a calculated snub and a rewriting of
history.”®

German/Australian director Elke Neidhardt, who had worked on several Rings in Europe and
would eventually direct SOSA’s Parsifal and the new Ring of 2004, was engaged by Phillips
as Artistic Adviser for the 1998 Ring, but her appointment was abruptly terminated shortly
before rehearsals began. It was a strange appointment in the first place, given that the
production had already been staged in Paris and the original Director, Pierre Strosser (or, at
the very least, his Assistant Director) would be accompanying it to Adelaide. The title
‘Artistic Adviser’ was created to accommodate Neidhardt’s Ring experience, German
language assistance and other forms of practical help for Wagner novice Phillips. However, it
seems that the creative team had not been consulted about the appointment of their new
‘Artistic Adviser’ and, in any case, Strosser was bringing with him Assistant Director
Stephen Taylor from Paris. Clearly there were going to be too many cooks for this particular
broth, and the appointment was cancelled before it began. It had not helped that, a year
earlier, Neidhardt had made headlines for all the wrong reasons following a fiery
confrontation with French conductor Philippe Auguin during rehearsals for Opera Australia’s
new production of Tannh&auser. Since her Adelaide contract had already been signed, she was

paid compensation, took a holiday in Fiji and, as she told me later, came out of it rather well.

It is true that, by 1997 when Gillespie went to Japan, the most important work of the Artistic
Director had been done. The artists had been engaged, rehearsal timetables determined, sets
and costumes (all known and approved) would soon be on their way to Adelaide from Paris,
and marketing and media coverage was in full swing. In Europe or in the United States,
where a larger company might have been able to rely on an established Wagner tradition and
experienced managers, the absence of the Artistic Director for a year would not have been a
problem. However, in Adelaide where the eight-member resident company had very little
Wagner experience,”’ a superficial knowledge of the Ring, and a first-time General Director,
it was a different matter. I formed the impression that Phillips’s irritation with Gillespie’s

absences influenced his decision not to engage a separate Artistic Director for the 2004 Ring

"® |en Amadio shared his views with me in the foyer of the Festival Theatre on opening night.

" The only other Wagnerian work staged by SOSA before 1998 had been The Flying Dutchman in 1986 (with
Malolm Donnelly as the Dutchman), before the era of either Gillespie or Phillips. The company had been
associated with the ASO in a semi-staged performance of Act | of Die Walkure in 1988.
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and coloured his replies to questions about whose idea it had been in the first place to stage
the 1998 Ring. Phillips is on record as saying that ‘no single person should take credit — it
was something that happened’.”® The newly formed Adelaide Critics Circle took a different
view. When Gillespie was about to leave Adelaide at the end of 1998 to take up his new
appointment as Director of the Western Australian Academy of Performing Arts, the Critics

Circle presented him with a Special Award, the citation for which read in part:

His crowning glory is also South Australia’s. His was the idea of doing The Ring, his
the proposal to bring the production from the Chételet, his primarily the responsibility
of casting the roles, of fixing the orchestra, of ensuring that everything worked to the
best possible advantage .... This award expresses the gratitude of the Adelaide Critics
Circle for the part Bill Gillespie has played in elevating the operatic sophistication of

our state.”

Some local commentators who had had doubts about the ambitious Ring project from the
outset, and felt it had been motivated ‘more by politics and profit than by concern for the

> 80

arts’, © were quietly (and not so quietly) relieved to see the Wagnerian ‘folly’ come to an

end.

Following the success of the 1998 Ring, The Birmingham Post (UK) published an interview
with Stephen Phillips in January 1999 with the sub-heading: ‘How a chartered surveyor
turned hours and hours of opera into a hot property’ which could be read as an expression of
interest by Phillips in producing a Ring in Birmingham (where he had previously lived and
worked) in the wake of his success in Adelaide.®" The article concludes: ‘Stephen Phillips is
convinced that Birmingham could reap similar benefits to those achieved in Adelaide if it put
on its own Ring, particularly if the CBSO,? perhaps with Simon Rattle, were participating.

“People are passionate about the Ring;” he said. “They just go anywhere. If you had the right

7 Silsbury, Elizabeth. Recorded interview with Stephen Phillips, op.cit.

" Quoted in Silsbury, Elizabeth. (2001) State of Opera: An Intimate New History of the State Opera of South
Australia. p. 175.

8 Silsbury, Elizabeth (February 1999). Gratefully received, but .... Opera magazine. She concluded: ‘This
controversial production may even, in time, contribute to the general de-bunking of a work that the French view
... has shown to be even more dramatically flawed than I previously thought.’

8 Grimley, Terry. (1999, January 12). When Wagner went faster than racing cars. The Birmingham Post.
Retrieved from:
http://www.thefreelibrary.com/When+Wagner+went+faster+than+racing+cars%3B+Terry+Grimley+finds+out+
how...-a060552718.

8 City of Birmingham Symphony Orchestra.
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venue you would have people coming from all over the world.” ’ Bill Gillespie, it seems, was

not the only one testing the waters elsewhere after 1998.
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CHAPTER 3

Towards a new Ring

As early as 1995, the strategy of the South Australian Government had been to consider
initial reactions to the 1998 Ring proposal and then determine a policy towards the creation of
Adelaide’s own Ring production ahead of any other Australian city or any other major city
within the South-East Asian region.* In March 1996, the SA Centre for Economic Studies
delivered an anticipatory report on ‘The Economic Impact of Wagner’s Ring Cycle’,
prepared for the SA Department for the Arts and Cultural Development (the forerunner of
Arts SA).2 This report was publicly released at the opening of the State Opera’s new
headquarters in the Adelaide suburb of Netley soon afterwards. It noted that in the decade to
1994, international visitation to South Australia had grown at approximately 8.0 per cent per
year on average, whereas, over the same period, the growth rate of international visitors to
Australia as a whole had grown at a higher annual rate of 12.0 per cent. The report analysed
estimated expenditure by visitors for the Ring and revealed that ‘The use of numbers of this
order of magnitude is confirmed by the personal experience of a member of staff of the State
Opera in attending a recent performance of the Ring in Seattle in the USA’.% The staff
member cited was Bill Gillespie during his 1994 investigations. The report concluded that the
Ring would generate up to $14 million in economic benefits for the State and would create
almost 270 full-time jobs. It added that: ‘the potential for an impact of this order of
magnitude is confirmed by estimates associated with the Seattle performance which suggest

an economic impact in that city of the order of $US26 million from 4000 visitors’.*

In the mid-1990s the South Australia Government had become alarmed by changes and
uncertainties surrounding the Commonwealth Government’s support for Australia’s
symphony orchestras. The SA Legislative Council passed a motion on 16 March 1995
expressing its alarm following the Keating Government’s Creative Nation Statement which

supported divestment of the Sydney Symphony Orchestra and foreshadowed consequences

! O’Loughlin, Tim. (1997, June). Report to consider the case for South Australia investing in a new Ring to be
performed in Adelaide on a regular basis. Bill Gillespie’s papers, National Library of Australia.
2 SA Centre for Economic Studies. (1996, March). The Economic Impact of Wagner’s Ring Cycle; Prepared for
the Department for the Arts and Cultural Development. Researcher Mr Barry Burgen.
3 ap =

ibid.
*ibid., p. 11.
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for other orchestras, including the Adelaide Symphony Orchestra.®> Arts SA engaged
consultant Peter Alexander to examine the possibility of a merger of the State Opera and the
Adelaide Symphony Orchestra (ASO). Minister Laidlaw was of the opinion that the Ring was
exactly the sort of event which would benefit from a merger of SOSA and the ASO.? Equally,
the Ring offered a convenient opportunity to bring the ASO into the State fold. This was a
time of South Australian arts ‘empire-building’, reflected in burgeoning portfolio
responsibilities (including the ‘whole-0f-government’ arts program),’ the creation of new
‘arts precincts’ in Adelaide,? international cultural exchanges9 and nation-wide ambitions for
which the Ring would be the flagship. However, after considering the findings of the
Alexander Report, the Minister decided that the anticipated artistic benefits and cost savings
could not be realised through amalgamation of the ASO and SOSA. Nevertheless, the search
continued for ways to bolster local involvement with the management of the orchestra and
increase State Government participation.’® An opportunity arose in 1998 when Tim
O’Loughlin was appointed a member of the ASO Board while he was still Executive Director
of Arts SA.* Questions were asked in Parliament about a possible conflict of interest with
such an appointment but, as the Minister pointed out (while keeping a straight face), unlike
SOSA and SORC, the ASO was not her responsibility but the ABCs.*? Nevertheless, the

move strengthened the State Government’s hand in respect of the orchestra.

The orchestral uncertainties of the mid-1990s introduced a note of urgency into Ring
planning. The permanent complement of ASO musicians was increased through State funding
from 65 to 80, and this number was augmented further for the Ring to 128, including relief

® Brown, Premier Dean. (1995, April 11). Letter to the Secretary of the Adelaide Symphony Orchestra Players’
Association, containing the text of the motion and advising of steps to assess possible new models for the
management of opera and orchestral services. For a Commonwealth (Opposition) perspective see Senator
Richard Alston, Shadow Minister for Communications and the Arts. (1998 February 28). ABC Orchestras in
Turmoil [Media release].

® parliament of South Australia, House of Assembly. (1995). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia House of Assembly, Estimates Committee B, June 21, pp. 81-83.

" Parliament of South Australia, House of Assembly. (2000). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia House of Assembly, Estimates Committee B, June 15, p. 73.

® Arts SA moved to grand new premises in Hindley Street (the renovated former 1909 West’s Coffee Palace) in
2000, as did the Adelaide Symphony Orchestra (to the renovated West’s 1939 art deco cinema building) in
2001. At that time artists, galleries and other arts organisations were encouraged to set up shop in the
neighbourhood, to transform what had become a seedy part of town into a cultural boulevard. The ASO remains
but Arts SA vacated its ‘palace’ in 2014 in response to dwindling staff numbers and the need for cost savings.

° Notably with Seattle, with which | was directly involved.

19 parliament of South Australia, House of Assembly. (1996). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia House of Assembly, June 19, p. 76.

! He subsequently became chairman of the ASO Board.

12 parliament of South Australia, Legislative Council. (1998). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia Legislative Council, December 10, pp. 496-97.
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players.™® In 1998, Gillespie was quoted in the press as saying that a grant of $250,000 from
the Howard Government, which came to office in March 1996, would help fund the extra
musicians needed to bring the Ring orchestra to full strength.'* The close and sympathetic
relationships between the State and Commonwealth governments and between the chairman
of SORC and Minister Alston in Canberra were paying dividends. The cost to the SORC
budget of utilising the ASO’s services for the Ring, including more than 200 hours of
rehearsals under the skilled direction of Jeffrey Tate, was just $750,000" - an extraordinarily
reasonable figure for such a huge project and one unlikely to be matched ever again. Ten
years later, in 2008, the cost of engaging an augmented Melbourne Symphony Orchestra of
around120 musicians for rehearsals and twelve performances of the Ring was closer to $2.5

million.*®

In June 1996 Minister Laidlaw made it clear to officials that she wished to have the matter of
a new Ring production formally investigated with a view to determining the government’s
position in the middle of 1997. In the State Opera’s Backstage newsletter of July 1996,
chairman O’Loughlin revealed that the Minister for the Arts had asked SOSA to investigate
the feasibility of producing further Wagner Ring cycles beyond that planned for 1998. This
information confirmed that on-going Ring performances were being considered at the highest
level of government as early as the middle of 1996, more than two years before the 1998
staging. Nevertheless, O’Loughlin indicated, mainly to reassure concerned subscribers,*® that
the Board would determine its position on future Rings taking into account: their impact on
the company’s ability to maintain its subscriber base; the funds available to maintain
performances at an appropriate artistic level; the State Opera’s ability to continue to involve
itself in community activities (audience development, touring, young artist programs etc);
relationships with other parties, particularly the ASO, and the State’s reputation for cultural
excellence and for generating economic activity through cultural tourism. Since the actual
performances of the 1998 Ring were still two and a half years away, a lot of water had to flow
under the bridge before these issues needed to be addressed. However, expectations were

certainly rising in favour of future productions, and the impetus for action was coming from

3 During performances, there were at least 95 musicians in the pit at any one time.

" Holgate, B. (1998, September 11). Extra confidence in the Ring. The Australian, p. 17.

1> The State funding for increasing to 80 the number of permanent musicians, who would remain with the
orchestra after the Ring, was extraneous to this figure.

'® This estimate reflects the author’s enquiries in late 2008 about engaging the services of the Melbourne
Symphony Orchestra for a possible new Ring production in Melbourne.

17(1996, July). Backstage Vol. 6 No 2.

18 Concerned because they did not wish Ring productions to be at the expense of all other opera productions.
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the State Government. Six months later, O’Loughlin retired from the Chairmanship of SOSA
in order to head Arts SA and vigorously drive the Ring planning process. An Advertiser
newspaper article of 13 July 1996 referred to plans for a Ring every four years and the
establishment of a Ring culture in Adelaide.™ It quoted Stephen Phillips as saying that he
would like to see the Ring return once every four years; that he believed the 1998 production
would build expertise towards developing a uniquely Australian vision, and that he wanted
that expertise to develop in Adelaide. The article noted that several cities around the world
regularly staged the Ring, and that whole industries had developed around those events.
Another article by Jeremy Eccles in the State of the Arts magazine drew parallels between
Adelaide (population 800,000) and Seattle (population 500,000).%

In September 1996, Australian arts consultant Derek Watt had delivered a report to the South
Australian Department for the Arts and Cultural Development (the forerunner of Arts SA)
entitled ‘Review of Planning by the State Opera of South Australia for the presentation of
Der Ring des Nibelungen>.?* The report had been commissioned in response to Parliamentary
concerns in July 1996 about an increase in Ring budget estimates from $6.4 million to $8.355
million — an increase which Minister Laidlaw attributed mysteriously to ‘a substantial
upwards revision of the income projections’.?? The additional costs, it seems, actually related

to the engagement of a cover cast and unforeseen charges for State Opera administration.
The Executive Summary within the Watt report read as follows:

1. SOSA’s plans, budgets and monitoring procedures had been reviewed.

2. The project was well planned and controlled from both the artistic and management
viewpoints.

3. Interstate sales would be quite a challenge.

4. There would be a major financial challenge in achieving sponsorship projections.
Over $500,000 is being sought. There were no major contributions to date.

5. There would be a serious risk if a local permanent orchestra were not available.

There was currently some uncertainty as to the ASO’s funding situation.

Y Lloyd, Tim. (1996, July 13). A Ring of confidence. The Advertiser, p. 23.

2 Eccles, Jeremy. (1996, December — 1997, March). Ring Ring. Adelaide’s David takes on Goliath. State of the
Arts, pp. 60-61.

2L \Watt, Derek. (1996, September). Review of Planning by the State Opera of South Australia for the
presentation of Der Ring des Nibelungen for the Department for the Arts and Cultural Development. A copy of
the report is among the Gillespie papers in the National Library of Australia.

22 parliament of South Australia, Legislative Council. (1996). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia Legislative Council, July 11, p. 1725.
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6. Management control and risk was satisfactory.

7. Artistic planning had been very thorough and had involved reasonable compromises
when necessary.

8. Looking after visiting artists should be a priority.

9. SOSA/SORC management and the ASO should work together to ensure that the
ASO has a sense of ownership.

10. There was a danger in the project being over-hyped and the actual event not being

able to meet expectations.

SOSA Chairman O’Loughlin’s response to the Watt report®® was that the ASO was receiving
$1.1 million in grants through the Department for the Arts and Cultural Development, SOSA
and SORC to perform the Ring. This could be diverted to importing another orchestra if
necessary, he said, for example from Western Australia. In his view $1.1 million should be
sufficient to meet salary costs, with living away from home allowances being financed from
the contingency. In theory it might have been possible to engage an interstate orchestra but,
even assuming that one were available for the long periods of rehearsals and performances
involved, the extra costs associated with transportation, accommodation and local allowances
(not to mention acceptable fees) would have been exorbitant. Such a measure would also
have detracted from the distinctively South Australian branding of the production and, in

view of the political imperatives involved, this was unlikely to have been a desirable option.
Government strategies for creating a new Ring dating from 1995

After O’Loughlin moved to Arts SA at the beginning of 1997, Minister Laidlaw instructed
him to provide his assessment on a new Ring following his planned visit to North America in
May that year.?* This visit went ahead and included stops in Seattle and also in New York
where he attended a performance of the Ring (his first) at the Metropolitan Opera. In June
1997, O’Loughlin submitted his ‘Report to consider the case for South Australia investing in
a new production of the Ring’.?® He addressed the notion that the Ring should be performed

in Adelaide on a regular basis, and reported in the following terms:

e The Ring is likely to generate a return to the State in terms of net economic activity

of $4.63 for every $1 invested by the State Government. This is comparable to the

% Gillespie papers, National Library of Australia.
* ibid.
% ibid.

70



return achieved by the Adelaide Festival of Arts and superior to all other existing
major events.

e The strategy developed early in 1995 had been to reconsider initial reactions to the
1998 Ring with a view to the Government determining its attitude before any other
Australian city - or major city within the South-east Asian region - decided to go
ahead with the creation of its own Ring production. This was therefore a pre-emptive
strategy.?®

e After Minister Laidlaw’s instruction in June 1996 that the Government wished to
have the matter of a new Ring formally investigated with a view to determining its
position in the middle of 1997, it was envisaged that Tim O’Loughlin would prepare
the assessment following his planned visit to North America in May 1997.

e By far the most important single criterion would be the artistic outcome.

e Itis generally accepted that SOSA and the Tourism Commission had not developed
an effective working relationship for the development and marketing of tourism
packages for 1998. The full tourism potential of the event is unlikely to be realised.
The arrangement with Qantas had adverse consequences and requires amendment.

e The case for a new Ring production is not primarily artistic; the primary justification
for the project is its economic impact. Comparisons might be drawn with the
Australian Golf Open, the rationale for which is not about the impact on the quality

of golf in Australia.

The latter point was a revealing statement of motivation, coming as it did from the head of
the Arts department, and it sat rather awkwardly with the earlier point that ‘the most
important single criterion would be the artistic outcome’. This inherent contradiction proved
to be a fault line in Ring policy planning. It transpired that, for Adelaide at least, neither
artistic excellence nor domestic and international audience appeal nor generous private sector

support could guarantee a production revival in the absence of political will.

% The consciously pre-emptive nature of the South Australian decision was confirmed in remarks by
O’Loughlin reported in Turner, Brook. (1998, April 4-5). Wagner coup rings up a jackpot for Adelaide, The
Australian Financial Review.
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The relevance of the Seattle model to Adelaide’s ambitions to stage a new Ring
In respect of the Seattle model, O’Loughlin observed in his report that:

e The sources of funding were different.

e Seattle Opera was more involved in producing new work than was SOSA.

e Seattle was not as isolated as Adelaide but had adjacent populations for box office
support.

e The relevance of Seattle for Adelaide related not so much to existing similarities as
to the fact that Seattle represented what Adelaide could aspire to. The underlying
aim had been to use the Ring to support Seattle’s objective to project itself as a
culturally sophisticated city. Adelaide would only be able to emulate Seattle if it
could design a production and present it in a way that met fully the very demanding
standards set by Ring followers throughout the world.

e |If Adelaide went ahead, it should follow the precedent of the Seattle model and
perform the Ring every four years. The first Seattle production of the full Ring had
been preceded in the previous year by the first two parts which attracted an audience
that was 50/50 local and external. Then it became three equal parts:
local/interstate/international.

e There would be risks for SOSA in managing the Ring in its entirety to begin with. It
would stretch resources and could convey the impression that it was a German opera

company located in Adelaide.
Recommendations for a new Ring model
He made the following recommendations:

e A future Ring production should be a joint venture by both SOSA and the Adelaide
Festival. The latter had a new general manager, Nicholas Heyward, who was
experienced in organising music festivals and was very familiar with the Ring.?’
Under this proposal SOSA would commission the creative team, manage the
production budget and handle all artistic operations, while the Adelaide Festival
would manage marketing, sponsorship and public and media relations. It was

proposed that SOSA would reduce the number of mainstage operas from 3 to 2 in

27 As chief executive officer of the Brisbane Biennial International Music Festival, Heyward had overseen a
successful concert performance of Parsifal on 27 May 1995.
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Ring years. The Board of Management would have the following membership:
Adelaide Festival (2); SOSA (2); Arts SA (1); Tourism/Economic
Development/Major Events (1); other (1). Two further positions could be created to
accommodate national representation if necessary. The new organisation would be

incorporated.®
Funding

e The cost of performing the Ring was assumed to be $6.5 million® in each Ring year
— the same as in 1998 with the hire costs removed. The total economic benefit was
assessed at $36.06 million through to 2011.

Conclusions

e The Ring had the potential to bring lasting benefits, with a direct economic impact
superior to just about anything else of comparable size, and indirect benefits for
Adelaide’s reputation and self-image. The risks were unusually low due to the prior
experience of presenting someone else’s Ring.*

e Tourism income could be assumed to be in the vicinity of $14 million for each

bracket of Ring cycles.

A launch of the Ring national and international Box Office took place at the Powerhouse
Museum in Sydney on 25 February 1997 hosted by the chairman of SORC Donald
McDonald, and also attended by the Governor and Premier of South Australia and the
Commonwealth Minister for the Arts. At that launch, and in Parliament on 26 February 1997,
the Seattle model was highlighted and extolled. In an article in The Australian Financial
Review of 4-5 April 1998, O’Loughlin was quoted as describing the 1998 Ring project as ‘a
brave positioning ploy’.®* He said that SOSA and the South Australian Government were
already contemplating their own production of the cycle, and that he would like to see

% A similar Board structure was proposed by Anthony Steel in his July 1999 report ‘ Another Ring for
Adelaide?’ p. 8, and in March 2008 by the Ernst & Young Ring Cycle Feasibility Study Update report (see
Chapter 9).

% This figure probably refers to recurrent costs once the production had been created. Inevitably the design and
building process would call for a higher initial outlay, which O’Loughlin subsequently estimated to be $5
million, making a total cost of $11.5 million for the first Ring season.

% |n fact the risks proved to be high because producing the brand new Ring had important differences from
overseeing a hired production that already had a performance history. Stephen Phillips also mistakenly assumed
that having managed the 1998 hired production he could manage a new one from scratch with even fewer
resources.

*! Turner, Brook. (1998, April 4-5). Wagner coup rings up a jackpot for Adelaide. The Australian Financial
Review.
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Adelaide become a regional centre for the Ring. ‘Seattle is called The Ring City of North
America’ he said, ‘Seattle is a city we would do well to emulate’. In The Advertiser of 15
December 1998, at the conclusion of Adelaide’s first Ring, arts journalist Tim Lloyd wrote of
Minister Laidlaw’s creation of a Consortium of the State Opera, ASO, Adelaide Festival and
Arts SA to investigate the creation of a permanent Ring in Adelaide. It quoted the Minister as
saying: ‘The Consortium’s immediate task will be to develop a management model for a
permanent Ring; establish international sources of artistic advice; identify key creative
personnel and develop time lines and cost estimates’. She continued: ‘...the 1998 Ring had
established Adelaide as a credible and exciting location for the presentation of future cycles.
We will now take the opportunity to develop and present a new Australian production of the
Ring.” Those words can only be read as an unequivocal commitment just days after the final
performance of the first production. In the same article, Lloyd observed that a permanent
Ring cycle would put Adelaide on the same footing as the Seattle Opera, and he noted that ‘as
recently as last week, the Seattle Opera announced that it had recently received $US1 million

from each of two private foundations towards the $US8 million cost of its next cycle’.

Seattle Opera began producing Wagner’s stage works in 1966 and the Ring in particular in
1975, and Seattle came to be regarded as one of the principal centres for the Wagnerian
repertoire. Its reputation as an arts hub, not only for opera, impressed Minister Laidlaw and
persuaded her that Adelaide should establish an on-going arts relationship with that city and,
in particular, seek to emulate its Wagnerian credentials. Adelaide, it was argued, had much in
common with the North American city. Both were medium-sized cities remote from heavily
populated eastern seaboards, and both recognized that the arts, including glass and craft arts,
youth arts, contemporary music, and opera, played a major role in their communities.* If
Seattle could provide an intellectual environment that nurtured creativity in the arts
(exemplified by the Ring) as well as in technology (exemplified by Microsoft and Boeing),
then why couldn’t Adelaide? A frequently expressed view in the mid-1990s was that South
Australia should position itself to be a hub of innovative thinking and high technology, taking
its cue from Seattle and other North American regions such as Silicon Valley.*® In 1995,

contemporaneously with the decision to stage the Ring, the South Australian government

%2 April 2001. Seattle, South Australia & The Arts. Arts SA Flyer recording key features of an Arts Co-operation
Agreement established by an exchange of letters between Minister Laidlaw and the Mayor of Seattle in July
1999.

% For example, in 1997, the South Australian Multi-Function Polis Development Corporation adopted the
Silicon Valley model of development based on clusters of innovative firms. See Parker, P. (1998). The Multi-
Function Polis 1987-97: an International Failure or Innovative Local Project? Pacific Economic Paper No. 28.
Australia-Japan Research Centre, 22. Retrieved from https://crawford.anu.edu.au/pdf/pep/pep-283.pdf.
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concluded a major investment and computing agreement worth $500 million with Texan
computer giant Electronic Data Systems (EDS) ‘designed to propel South Australia to the

forefront of the information technology (1T) industry in the Asia/Pacific region’.®*

| was directly involved with the negotiation of the Arts Exchange Agreement with Seattle
between 1998 and 2001, and travelled there on two occasions on behalf of the South
Australian government. Notwithstanding the government’s interest in seeing Adelaide
develop as ‘another Seattle’, there were differences between the two cities which needed to
be taken into account, apart from those identified by O’Loughlin in his 1997 report. One
difference related to motivation. The raison d’étre for Wagner performances in Seattle was
artistic, not political as was the case in Adelaide. O’Loughlin was mistaken when he said that
‘The underlying aim had been to use the Ring to support Seattle’s objective to project itself as
a culturally sophisticated city’. That might have become a rationale for seeking financial and
other support but it was not the original motivation. The aim of Seattle Opera’s founder
Glynn Ross in the 1960s had been to offer productions that were true to Wagner’s stage
directions as distinct from the modernist productions taking hold of European opera houses.*®
In any case, Seattle Opera was and is entirely independent of the Government of Washington
State and the City of Seattle and is funded chiefly from private sources. Its history
demonstrates the kind of Wagner performing tradition to which the South Australian

Government aspired.

TABLE 2. Performances of Wagner’s works in Seattle.

YEAR WAGNER OPERAS PERFORMANCES
1966 Lohengrin New, 2 performances
1972 Der fliegende Hollander New, 5 performances
1973 RING 1 introduced, Die Walkiire 5 performances
1974 Siegfried 6 performances
1975 Gotterddmmerung 6 performances
Der Ring des Nibelungen 1 cycle in German, 1 in English
1976 Der Ring des Nibelungen Revival. 1 cycle in German, 1 in

% (1995, October 30). EDS and government of South Australia announce largest IT contract in Asia/Pacific
region. The Free Library. Retrieved from:
http://www.thefreelibrary.com/EDS+and+government+of+South+Australia+announce+largest+contract+in..-
2017449010

% \Wagner at Seattle Opera. Retrieved from: http://seattleopera.org/discover/wagner/seattle.
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English

1977 Der Ring des Nibelungen Revival. 1 cycle in German, 1 in
English
1978 Der Ring des Nibelungen Revival. 1 cycle in German, 1 in
English
1979 Der Ring des Nibelungen Revival. 1 cycle in German, 1 in
English
1980 Der Ring des Nibelungen Revival. 1 cycle in German, 1 in
English
1981 Tristan und Isolde New, 6 performances
Pacific Northwest Wagner Festival
Der Ring des Nibelungen 1 cycle in German, 1 in English
Tristan und Isolde 1 performance between Ring cycles
1982 Der Ring des Nibelungen 1 cycle in German, 1 in English
1983 Der Ring des Nibelungen 1 cycle in German, 1 in English
1984 Der Ring des Nibelungen 1 cycle in German
Tannhduser New. 5 performances. Surtitles
introduced
1985 RING 2 introduced, Die Walkire 3 performances
1986 Der Ring des Nibelungen 2 cycles in German with surtitles
1987 Der Ring des Nibelungen 2 cycles
1989 Der fliegende Hollander New. 6 performances
Die Meistersinger von Nurnberg New. 7 performances
1991 Der Ring des Nibelungen 3 cycles
1994 Lohengrin New. 5 performances
1995 Der Ring des Nibelungen 3 cycles
1998 Tristan und Isolde New. 10 performances
2000 RING 3 introduced
Das Rheingold 3 performances
Die Walkure 7 performances
2001 Der Ring des Nibelungen 3 cycles
2003 Parsifal New. 9 performances. New Theatre.
2004 Lohengrin New. 8 performances
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2005 Der Ring des Nibelungen 3 cycles

2006 International Wagner Competition*

2007 Der fliegende Hollander Revival. 8 performances
2008 International Wagner Competition*

2009 Der Ring des Nibelungen Revival. 3 cycles

2010 Tristan und Isolde New. 7 performances
2013 Der Ring des Nibelungen Revival. 3 cycles

2014 International Wagner Competition*

* The intention behind Seattle’s International Wagner Competitions of 2006, 2008 and 2014 was to keep the
Wagnerian flame burning between staged productions, especially at times when funding constraints were
affecting the company’s operations.

This table demonstrates the gulf that separated Seattle Opera’s Wagner tradition and South
Australia’s achievements in the decade 1995-2005. South Australian politicians and opera
managers had made much of following the Seattle model and of staging Ring productions
every four years or s0.%° However, the South Australian initiative became a series of
Wagnerian ‘one-offs’, with neither the Ring of 1998, nor Parsifal of 2001, nor the Ring of
2004 nor The Flying Dutchman of 2009 being repeated. Importantly, no provision was ever
made for them to be repeated, which contrasted sharply with Seattle Opera’s clear goal of
multiple stagings over a number of years, after the example of the Bayreuth Festival. The
original SOSA submission of 1994 had made no mention of revivals. In O’Loughlin’s advice
to SOSA supporters and subscribers in July 1996, he said that the State Opera had undertaken
the 1998 Ring as its ‘contribution to the efforts being made in many sections of the South
Australian arts community to re-build the State’s reputation for artistic excellence and to
create a new era of cultural tourism’,*” but he was careful to placate disaffected subscribers
by noting that ‘[The Ring’s] appeal is to a limited audience and it cannot provide the variety

of a subscription series’.*®

When, as early as mid-1996, the first steps were taken towards staging a second Ring, no
thought was given to a re-staging of the Chatelet production in Adelaide, even though such a
course would have had some advantages. It would have provided a cost-effective means of

strengthening the company’s Wagnerian credentials, and of consolidating management

% For example Premier Olsen, SA House of Assembly Hansard (1997, February 26), p.1042; Stephen Phillips,
quoted in Lloyd, Tim. (1996, July 13). A Ring of confidence. The Advertiser, p. 23.

¥’ Backstage (1996 July) Vol. 6 No 2.

% ibid.
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experience and patron and sponsor support. However, the widespread assumption was that
South Australia should aim to produce its own Ring from scratch — the very thing that
Gillespie had warned against. Generally speaking though, Gillespie did not favour repeating
opera productions of any kind, and took pride in the fact that, during his term at the helm of
SOSA he had staged thirty-two mainstage productions of which only three were repeats.
‘Repeating operas again and again’ he said, ‘was not right, and boring’.39 Seattle Opera’s two
directors would not have agreed with him, for they had deliberately used repetition - albeit
refreshed with new singers and conductors - to develop their company’s reputation as one of
the most important centres for the performance of Wagner’s works in North America. If the
Seattle example were to have real relevance to South Australia, it would have been better to
have had a General Director closer in philosophy to Glynn Ross or Speight Jenkins than Bill
Gillespie. Ross had headed Seattle Opera for twenty years from 1963 to 1983 and, during that
time, had produced not only Rings in separate German and English cycles which were
revived each year for the following nine years, but also three other Wagner operas and many
operas from the broader repertoire. Jenkins ran Seattle Opera for thirty-one years between
1983 and 2014 during which time he produced two complete Rings, each of which was
performed in two or three cycles on four separate occasions, plus nine other productions of
Wagner operas, three international Wagner competitions for singers, and many works by
other composers. Usually four or five other works were performed during Ring years in
Seattle. These two men displayed the long-term sense of continuity which a Wagner

performing tradition demands and which was noticeably lacking in South Australia.

There was a considerable gap between the staffing establishments and internal resources of
the two companies. In 2005-06, SOSA had a Board of Management of 8, a permanent
administrative staff of 4 and a handful of part-time employees. For the same year, Seattle
Opera had a Board of Trustees of 61, an Advisory Board of 22, a Seattle Opera Foundation
Board of 9, a full-time staff of 70 and 700 part-time employees.*’ Even allowing for the fact
that Seattle Opera offered larger seasons than did SOSA, and performed other works during
Ring years, it is clear that the governance, management and auxiliary structure required for a
Ring in Adelaide (especially if it were to be part of an on-going performance tradition)
extended well beyond SOSA’s internal capabilities. This had been recognised for the 1998

Ring with the creation of the Ring Corporation, but even that did not go far enough and

% Silsbury, Elizabeth. Recorded interview with Bill Gillespie, op.cit.
%0 Seattle Opera on the Move. Community Report 2005/06.
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benefited from the fact that the production was a pre-existing one. The attempt to manage the
new 2004 production on an in-house basis was bound to be problematic and, in the end, this
mistake had to be remedied through crucial interventions by the State and Commonwealth

funding bodies.
Funding and structural issues

There were never any prospects of SOSA funding a Ring production from ticket sales or
private sector donations and, in this respect, the South Australian company had little in
common with its Seattle counterpart. In the case of the 2005-06 Seattle Opera season, during
which the Ring plus four other operas were presented, government contributions amounted to
only $336,850 out of total income of $12,482,076. Individuals gave $9,916,123, corporations
$1,140,914, foundations $479,925 and endowments $364,110.** In the case of the Ring
performances of 2005 which had their own budget, the $7,595,000 cost was met from
$4,982,000 in ticket revenue, $2,562,778 in donations, $279,775 in education events, and
$299,148 in merchandise sales.*? In the US, foundations, endowments, charitable and family
trusts and individual donors are all encouraged by favourable taxation arrangements. This is

an effective alternative to Government funding allocations.

The special management structure for the 1998 Adelaide Ring, involving the creation of the
State Opera Ring Corporation, went some way towards creating a unique production
environment from which might have grown a long-term Wagner performing tradition. It was
an effective mechanism capable of further development but, unfortunately, it was not used
beyond the 1998 Ring for reasons canvassed elsewhere. The SORC Board consisted of
members of the SOSA board appointed by the State Opera with the approval of the Minister
(in practice all of the SOSA Board members were appointed to the SORC Board, giving them
dominance) plus four others appointed by SOSA with the approval of the Minister.** SORC
Board appointments were for three years.* The four non-SOSA Board members were the
General Manager of Australian Major Events,* the coordinator of the 1998 Ring ancillary
events program (who in practice was a former member of the SOSA board), and the wife of a
corporate sponsor. As already mentioned, notable absentees were a representative of the ASO

i; Seattle Opera on the Move. Community Report 2005/06, p. A19.

ibid.
*® Inaugural SORC appointments had been for three years from 1995. Some were extended to 30 September
1999 to allow for the winding up of the Corporation, although it was not legally wound up until 2003.
* Regulations Section 8 (1).
*® Despite its name, it was actually the events arm of the SA Tourism Commission. Eventually it became Events
South Australia.
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(the General Manager attended meetings only as an observer) and a representative of the
Adelaide Festival Centre Trust which managed the Festival Theatre. | was appointed to both
Boards in 1998 and remained a member of the SOSA board until the end of 2000 when |
moved to Canberra from where | continued to be involved with SOSA as a consultant for a

limited period and in various voluntary capacities.*®

In 1998, David Meldrum, a former Director of the Helpmann Academy for the Visual and
Performing Arts, was commissioned by Arts SA to undertake a review of the legal
framework governing the 20 leading funded arts organisations in South Australia. The
Meldrum Review recommended that the State Opera should cease operating as a statutory
authority and that SORC should be assigned to another parent body. Just which other ‘parent
body’ was not specified but it seems that the Adelaide Festival of Arts was the likely
candidate. Such an arrangement would have constituted a modified version of the O’Loughlin
plan of June 1997 which had anticipated joint SOSA/Adelaide Festival management of the
Ring. The removal of SOSA’s statutory status would have brought it into line with other
Australian opera companies, but the recommendation was rejected by Minister Laidlaw.*’
The Minister said that she regarded most of Mr Meldrum’s recommendations as being ‘on the
wild side’.*® She noted that South Australia had historically made greater use of the statutory
authority mechanism than any other State, and expressed the view that: ‘Overall, I consider
that South Australia generally, and the arts sector in particular, is well served by the
organisational structures now in place — and that a radical dismantling of structures ... is
neither appropriate nor warranted.’ In the end, SORC was ‘mothballed’ after 1998, and it was
wound up in 2003. The Minister’s remarks were indicative of the high level of political
intervention in the arts that characterised the policies of successive South Australian
governments from the Labor Dunstan era onwards. One might have thought that a Liberal
Government would have preferred less state involvement in the major performing arts sector,
but this was not the case. Dunstan’s interventionist policies had been influential in shaping
the South Australian arts scene and were in advance of what was happening elsewhere in
Australia. By the 1990s this advantage had been lost, but Minister Laidlaw, inspired by the
Dunstan example, used the arts as a vehicle for broader policy objectives and for responding
to interstate rivalries which characterised the 1990s and 2000s, and still persist. In her

*® For a list of my various roles see Appendix 1.

*" parliament of South Australia, Legislative Council. (1998). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia Legislative Council, August 11, pp. 1290-92. Similar recommendations
had been made in respect of five other statutory bodies, so the matter was not specific to SOSA.

“® ibid., p.1291.
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remarks to Parliament in support of a condolence motion on Dunstan’s death in February
1999, Laidlaw (who spoke mainly of Dunstan’s endorsement of her own achievements) had

the following to say:

Over the past eight years, | have held first the position of shadow Minister for the Arts
for three years, and Minister for the Arts for five years. On quite a few occasions Don
Dunstan and I have shared the same platform. ... He was ... generous when it came
to me saying ‘that Di deserved some praise for having persuaded the Liberals to do
one or two good things in the face of bean counters’. Two years later at the Arts
Critics Circle Award he relented even further: he increased the list of good things to
three or four, adding our focus on Emerging Artists and the magic of Wagner’s Ring
cycle. In the arts I always accepted Don Dunstan’s judgment and his capacity and

willingness to give praise where it was due ...

Don Dunstan knew better than most that if the Arts Minister is not Treasurer it is only
possible to achieve with the support of the whole of Cabinet. On this occasion |
acknowledge and thank my Cabinet colleagues and my parliamentary Party for
ensuring that we did earn—and | think justly—Don Dunstan’s praise for three or four

good things we have done in the arts over the past five years.

| recognise at all times in my role as Minister for the Arts that we have a
responsibility to build on one of the State’s greatest strengths—the arts—and |
recognise at all times that it is a legacy we have inherited in a very large measure
from Don Dunstan. The achievements of the Dunstan led Government (1970-78) in
the arts are impressive and they remain the backbone of the arts in this State to this

day and the envy of every other State.*
Broader official and community support for the Ring

As a festival city, Adelaide satisfies the test of the writer Bernard Levin as being ‘of a size
big enough to accommodate all those who want to come, but small enough to be dominated
by its festival function.”® It is sophisticated but not too large, has taken a particular pride in
its cultural achievements, is easy to navigate on foot, has reliable weather in the spring and

summer months, and has ample accommodation and plenty of restaurants. To this can be

* parliament of South Australia, Legislative Council. (1999). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia Legislative Council, February 9, p. 525.
%0 |_evin, Bernard. (1981). Conducted Tour, London: Jonathan Cape, p. 13.
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added a strong interest amongst leading citizens in getting behind the Ring project as, four
decades earlier, they had got behind the Adelaide Festival of Arts. Two Governors of South
Australia - Dame Roma Mitchell (until the end of 1996) and Sir Eric Neal, with whom |
worked as Official Secretary (chief of staff), were patrons of SOSA and of the Ring and were
highly supportive and used their position to win the support of others in South Australia and
in other States. They recognised that projects like the Ring could do much to raise the State’s
profile, bolster tourism, encourage musicians and other artists, and strengthen cultural
institutions like the State Opera, the Adelaide Symphony Orchestra and the Adelaide Festival
Centre. Government House was frequently a venue for Ring-related hospitality involving not
only members of the public and the arts community but also interstate and overseas visitors,
politicians and senior public servants. Sir Eric and Lady Neal had spent many years in the
eastern States and had many contacts in New South Wales and Victoria amongst business
leaders and philanthropists with an interest in the arts. Through these contacts an impressive
list of donors and sponsors was assembled, and promotional events were held in Sydney and
Melbourne.** Sir Eric had been Chairman of Opera Foundation Australia and a member of
the National Council of The Australian Opera, and had known Donald McDonald long before
he became Chairman of the State Opera Ring Corporation. Through my involvement with the
Ring in various capacities | was in a position to encourage and facilitate these activities, keep
the Governor abreast of planning, and develop opportunities for Government House to play a
useful role in the lead up to the 1998 performances. A notable example of this was the
Weekend with the Ring conference in September 1997 which | coordinated under the
umbrella of the Ring Lead-up Events Committee of SORC, chaired by Lillian Scott, and
actively supported by the Governor and Lady Neal. An opening night reception featured a
performance in the ballroom of Government House of the Siegfried Idyll by selected
members of the Adelaide Symphony Orchestra and the Australian String Quartet under the
musical direction of Nicholas Braithwaite. The Neals attended conference sessions and social
events, and offered accommodation at Government House to several interstate speakers and
other visitors. Conference participants included celebrated singers Lauris EIms, John Shaw,
Rita Hunter and Robert Allman, and other speakers were Barry Millington, David Kram,
Maria Prerauer, Brian Coghlan, Roger Parker, Leo Schofield, Elke Neidhardt, Malcolm Fox,

Elizabeth Silsbury and Nicholas Braithwaite. The event was a considerable success, receiving

*! In Parliament, Minister Laidlaw referred to one such lunch in Melbourne (at the Pratt mansion, Raheen)
during which two cheques for $25,000 were written on the spot. SA House of Assembly Estimates Committee
B, (1997, June 19), p. 117.
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coverage in the national and local press, and bringing to Adelaide many visitors who had

booked for the Ring the following year.>

This broader kind of support for the 1998 Ring lay outside SOSA’s capabilities but proved
invaluable to the project. The Governor’s involvement was appreciated by the Minister for
the Arts, Members of Parliament and senior bureaucrats with whom there was regular liaison,
and | was present when many complimentary remarks were made. The general atmosphere of
goodwill created during the years 1995-98 ensured receptivity towards plans for the
production of Parsifal in 2001 and for a home-grown production of the Ring in 2004. My
strong impression was that the support offered by the Governor and other prominent South

Australians at that time contributed materially to the success of the 1998 Ring.
Indicators of success and issues of contention

There were many indicators of the overall success of the first Ring. At an on-going funding
level, the Major Performing Arts Inquiry (the Nugent Inquiry) of 1999 initiated by
Commonwealth Arts Minister Richard Alston, opened the way for special niche funding for
SOSA. Central to the decision to recommend a special funding status for SOSA was the
outstanding achievement of the 1998 Ring in attracting international audiences, and plans to
stage Parsifal in 2001 and a new Ring in 2004. The Nugent Report contained the following
paragraph:

Undoubtedly, the best recent example of a company pursuing a segment-specific
programming approach is the State Opera of South Australia’s 1998 presentation of
Wagner’s Der Ring des Nibelungen, with orchestral support from the Adelaide
Symphony Orchestra. Wagnerians from all over Australia and overseas made the
journey to Adelaide to see The Ring, enabling the State Opera of South Australia to
tap into a sufficiently large niche to cover the additional costs associated with

bringing in artists of the quality of Maestro Jeffrey Tate.>®

One of the Nugent Report’s recommendations that was not adopted but nevertheless
confirmed the importance of SOSA’s ‘niche’ Wagner program, proposed that the state opera
companies should jointly commission productions or purchase them from Opera Australia or

from overseas but should not individually undertake new mainstage ones. This

%2 See Appendix 3.
%% Major Performing Arts Inquiry. (1999). Securing the Future, p. 173. Retrieved from:
http://apo.org.au/research/securing-future-major-performing-arts-final-report.
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recommendation specifically exempted the ‘niche activities of The State Opera of South

Australia that are designed to attract large [numbers of] overseas and interstate attendees’.>

As far as immediate benefits of the 1998 Ring were concerned, a study conducted by the SA
Centre for Economic Studies® and presented to the government in May 1999 provided a
rigorous and reliable analysis of not only the economic impact of the production but also
factors relevant to the potential for staging future cycles. Such surveys are politically useful
but they are not always reliable for comparative purposes, since their methodology can vary
from one production to another and even between one season of the same production and
another. For example, Professor William B. Beyers of the University of Washington forecast
an economic impact for the 2013 Seattle Ring of US$39 million,*® whereas four years earlier,
the same production, in the same theatre, with the same number of patrons and similar ticket
prices was assessed as generating an economic impact of just US$9.5m.>" However, the
Adelaide study was certainly thorough and open to scrutiny, and it was of considerable use to
the State Government. The key findings were that the event attracted almost 3600 new
visitors to the State; the expenditure of those visitors amounted to an estimated $9.5 million,
and expenditure on Ring cycle tickets which could be considered to be new expenditure to the
State was $2.8 million. Total expenditure incurred by SORC in staging the event was $7.8
million, of which $5.2 million was within South Australia. Of this expenditure,
approximately 43% could be considered to have been financed from external sources, such as
ticket revenues and sponsorships from interstate and overseas. The 1998 Ring was estimated
to have provided an economic impact to the State of the order of $10 million (ie, net addition
to the State’s GSP), and created of the order of 200 jobs measured as full-time equivalent
positions, sustained over a year. These figures were lower than forecast in the 1996
anticipatory report, but nevertheless were impressive. The report concluded that the Ring was
particularly successful in providing an economic boost to the State, and that each visitor
contributed on average $2,789 to the State’s GSP compared with a per visitor impact of

around $1,500 to $1,600 for other special events held in South Australia in previous years.

>* Recommendation 12.1.1. Major Performing Arts Inquiry Report p. 60.

*® The SA Centre for Economic Studies comprised academics from The University of Adelaide and Flinders
University. The report was prepared by the following researchers: Mr Kevin Kirchner, Senior Economist,
SACES; Mr Barry Burgan, University of Adelaide and Research Associate, SACES; Mr Richard Trembath,
Richard Trembath Research, with fieldwork for market research undertaken by Robyn Kunko Market Research.
*® Seattle Opera Press Release, July 23, 2013. Retrieved from
http://seattleopera.org/_downloads/press/releases/07232013 _EconomiclmpactRING.pdf.

" Warner, C. (2009, August 16). Seattle Opera predicts 9.5 million dollars economic benefits from the “Ring
Cycle". The Examiner. Retrieved from: http://www.examiner.com/article/seattle-opera-predicts-9-5-million-
dollars-economic-benefits-from-the-ring-cycle.
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More than 96% of patrons indicated that they would definitely, or would likely recommend a

future production of the Ring in Adelaide to their colleagues and friends.

An analysis of the tickets sold revealed that, on any single night, the audience consisted of
49% interstate visitors, 37% South Australians and 14% overseas visitors. Consequently,
about 63% of the audience came from outside South Australia. Of the 14% who were
international visitors, the majority were from New Zealand (51%), followed by the United
States (22%) and the United Kingdom (14.6%). Although it had been speculated in 1995 that
there would be many attendees from Asia, in fact there was only a small number — (0.7%)
from Japan. 8.3% of international visitors were from Europe excluding the United Kingdom.
Marketing and promotional shortcomings played a part in the small attendance from Asia,
and the result for the 2004 Ring was rather better in this regard. Of the 49% of audience
members who were from interstate in 1998, 50% came from New South Wales, whilst 26.7%
came from Victoria. Total audience gender breakdown was 54.8% female and 45% male.

80% of the audience was over 50 years of age.

The Adelaide Festival Centre, opened in 1973 just ahead of the Sydney Opera House,
underwent a major refurbishment in time for the 1998 Ring, with the government providing
$4 million for this purpose. Improvement of the acoustics of the Festival Theatre was a key
objective. As with many opera houses, the stage was acoustically too reverberant and the
auditorium (maximum seating 2,200) was too dry.>® About 350 square metres of absorption
was added to the stage area to control the reverberation there, and 250 square metres of
absorption was added to the stalls to correct low frequency problems. Additional absorption
was added to the rear walls of the Dress Circle and Grand Circle to reduce the focusing of
sound back to the stage. Carpets were removed and replaced with wooden flooring. A
LARES (Lexicon Acoustic Reinforcement and Enhancement System) was installed to correct
acoustic imbalance and ‘dead spots’.>® LARES uses microprocessors to control multiple
loudspeakers and microphones placed around a performance space for the purpose of
providing active acoustic treatment. The system was invented in Massachusetts in 1988 by
engineers working at Lexicon Inc. In the Festival Theatre, six cardioid microphones were
installed, as well as 288 loudspeakers. The control system allowed the selection of settings

for opera, ballet or orchestra. Since reaction to sounds can be very much a personal,

%8 Griesinger, D. (1999). Recent Experiences with Electronic Acoustic Enhancement in Concert

Halls and Opera Houses. Retrieved from www.lares-lexicon.com.
59 1o
ibid.
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physiological response (and a psychological one after a listener has been informed that
electronic sound enhancement is in place) the new system elicited a variety of reactions
following the Ring performances. The critical response was overwhelmingly positive. One
audience member wrote: ‘Generally the sound is a miracle, every harp glissando and
thundering percussion glittering like electricity in the theatre’s new acoustic’.®® Conductor
Jeffrey Tate was of the opinion that ‘It’s state of the art. It adds reverberation, genuine life, to
dead halls. It is the first system that does it for voices and orchestra without any sense of
amplification. The system picks up sound waves and distributes them around the space more
evenly. But if a singer has a small, ugly voice, it remains a small, ugly voice.”®* British author
and critic Barry Millington, writing in The Times said: ‘A state-of-the-art acoustic
enhancement system (LARES) delivered exceptional clarity. London’s major concert halls
should investigate immediately’.%? Adelaide critic and Ring sceptic Elisabeth Silsbury took a

contrary view.®

The use of LARES generally (including in the Berlin State Opera and other international
venues) has not been without controversy, usually for the psychological reasons mentioned
above. Speight Jenkins of Seattle Opera, for instance, told me in Seattle in 1999 that he
would not have a bar of it. Many mistook it for amplification,® as I think he did. It is worth
remembering though that Wagner was acutely aware of the need to manipulate acoustics to
achieve his desired ends. In the justly famous Bayreuth Festspielhaus (opened in pre-
electronic times in 1876), he achieved this in various ways, including by using a stretched
canvas ceiling, hollow wood and plaster columns on each side, a tiered amphitheatre
modelled on ancient Greek theatres, wooden floors, lightly upholstered seats (originally just
woven cane), and a sunken orchestra pit with reflective cowl which effectively blends the
orchestral sound with the stage sound before both are projected into the auditorium. This
physical manipulation of sound poses a challenge to conductors but the results are undeniably
worth it.

% pyrdon, Noel, (1999, February-March). RealTime E-Zine. Retrieved from:
http://www.vaf.com.au/oem/articles/lares_rev.htm.

®! Tate, Jeffrey. (1999, July). Quoted in Opera News (New York).

%2 Millington, Barry. (1998, November 24). The Times. Quoted in Electronic Architecture Lares. Retrieved
from: http://www.lares-lexicon.com/pdfs/adelaidereviews.pdf.

%8 Silsbury, Elizabeth. (February 1999), Gratefully received, but ...., op. cit.

% See Silsbury, Elizabeth, ibid, and also State of Opera, op. cit. p. 179. But for other views see Griesinger, D.
Recent experiences with electronic acoustic enhancement in concert halls and opera houses, Retrieved from
http://www.davidgriesinger.com/icsv.pdf , 8 May 2015; and Rosetto, J, To research the latest methods in
Orchestral and Operatic amplification with particular attention to operating a LARES system. Winston
Churchill Memorial Trust, retrieved from:
https://www.churchilltrust.com.au/media/fellows/Rossetto_Jane_20021.pdf .
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The first Adelaide Ring may have begun as an exercise in cultural tourism but it ended as a
high quality artistic achievement. Michael Kennedy, biographer of Richard Strauss, Vaughan
Williams, Elgar, Barbirolli and Walton, and author of The Oxford Dictionary of Music, wrote
in London’s Sunday Telegraph: ‘I count this among the finest stagings of the cycle | have
heard and seen’.®® I met Kennedy in Berlin a few years later and he was still talking
enthusiastically about the Adelaide Ring. Tristram Cary in The Australian of 23 November

1998 observed that ‘These Ring audiences are adoring every minute, every hour, and roaring

like a grand final crowd at every curtain’.

4. Gotterdammerung Act 111, immolation scene. Janis Martin as Brunnhilde. Photo Randy
Larcombe.

However, not everyone adored Pierre Strosser’s austere staging and design. Arts writer Maria
Prerauer who, under her maiden name Wolkowsky, had sung Briinnhilde, Gutrune, a Norn
and Gerhilde in Germany, Italy and Spain, objected to the fact that Briinnhilde did not leap
into a funeral pyre at the end but merely sat contemplating a glow in the distance.®

In my view, such quibbles missed the point of a thoughtful and often quite beautiful

production. Since then, more avant-garde Ring productions - not least at Bayreuth - have

% Kennedy, Michael. (1998, December 13). London Daily Telegraph.
% Prerauer, Maria. (1998, December 8). Perverse cycle. The Bulletin p. 79. She said as much to me in the
corridors of the Festival Theatre after the performance of Gotterdammerung.
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made Strosser’s Ring seem a model of respect for the composer’s wishes.®” John Slavin in
The Age of 26 November 1998 was of the view that ‘This event in Adelaide is going to prove
a benchmark for the way we measure and think about, not just opera but the rich possibilities

of art’.®®

By the time the curtain fell on the last act of Gotterddmmerung on 12 December 1998, there
was a pervading expectation in operatic circles that another Ring would be staged in Australia
sooner rather than later. The State Opera of South Australia had the strongest claim to stage
it, but companies in the eastern states also harboured ambitions. In May 2000 a pre-emptive
announcement was made by Minister Laidlaw in Parliament.®® The Minister told the House
that a new Ring would be staged in Adelaide between 17 November and 12 December 2004,
and that over 75% of the government subsidy would be met by the Commonwealth
Government. She was reported in the Fairfax press as saying (with not a little Schadenfreude)
that the Commonwealth funding recognised South Australia’s emergence as a southern
hemisphere home for Wagnerian opera, and that SA’s Wagnerian coup ended Sydney’s hopes
of mounting its own Ring through Opera Australia and the Sydney Symphony Orchestra. ‘1
would say the Federal Government was not interested in staging two Australian
productions.’’® A month later she told the Parliament: *... It is interesting to see that some
other states were not able to negotiate as well as we did ... nor score as well with a coup such
as Wagner’s Ring as a national event of excellence in South Australia.”™ Thus, interstate
rivalry continued to be a powerful motivation for staging the Ring. Commonwealth funding
had been secured four-and-a-half years ahead of a new Adelaide production, but
commitments for a revival were neither sought nor given. No one could deny that the
prospect of a Ring in 2004 was a significant political win for South Australia. That, in the

short-term at least, seemed to be what really mattered.

%7 Sabor, Rudolph (1997). Richard Wagner - Der Ring des Nibelungen, Performance History. London: Phaidon
Press, p. 205, sets Strosser’s production in an historical context.

% Slavin, John. (1998, November 23). An awesome vision. The Age, p. 23.

% parliament of South Australia, Legislative Council. (2000). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia Legislative Council, May 23, p. 1058.

" Debelle, Penelope. (2000, May 11). Funding boost allows Adelaide into The Ring. The Age.

™ parliament of South Australia, Legislative Council. (2000). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia Legislative Council, Estimates Committee B, June 15, p. 78.
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CHAPTER 4

Administrative planning of the Adelaide Ring of 2004

On 11 February 1999, as work began on planning a second Ring for Adelaide, | offered Arts
SA Executive Director and former SOSA Chairman Tim O’Loughlin a short memorandum
entitled A Possible Way Forward with the Ring. At that time | was Director Projects in Arts
SA and a member of the SOSA and SORC Boards, but this document was a personal
memorandum based on my observations of the 1998 Adelaide Ring and Rings elsewhere,
including at the 1998 Bayreuth Festival. | suggested that there were three imperatives
attaching to a new production: the achievement of a high artistic standard; the attraction of
about two-thirds of the audience from interstate and overseas, and a significant use of
Australian content in terms of performers, production concepts and design. The use of an
Australian producer and Australian production concept would, | suggested, ensure that a new
Adelaide Ring had a distinctive quality likely to attract an international audience. I also
ventured that an international conductor of world repute should be engaged and, if at all
possible, this should be Jeffrey Tate. Tate’s role in the success of the 1998 Ring had been
crucial, and he had expressed interest in returning to South Australia to conduct a Haydn
opera at the Barossa Music Festival in 2002 and either a single Wagner or Strauss opera in
2003 or 2004. In fact he did return in 2001 to conduct Parsifal, but when asked about
conducting a new Ring he declined, asserting enigmatically that ‘lightning doesn’t strike

.51
twice’.

In respect of singers, | suggested that Australian and New Zealand singers should be
employed to the greatest extent possible, whilst recognising that, inevitably, some of the main
roles and covers would have to be filled by singers of other nationalities. | also suggested that
it would be useful to seek the involvement of Eva Wagner-Pasquier (who had attended the
1998 Ring and had been of assistance to Bill Gillespie) in identifying desirable overseas
singers and advising on artistic matters. | noted that on the demise of her father Wolfgang
Wagner, she was the family member most likely to take over the Bayreuth Festival’s on-
going management which, more than a decade later, did come to pass although it was in

tandem with her half-sister Katharina. For a management structure, | recommended an

! Nunn, Louise. (2000, July 24). Home production needs ring-in, The Advertiser, p. 27.
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Adelaide-based team headed by the General Director of the State Opera reporting to the Ring
Corporation Board, as in 1998. | felt that the Ring management team, which would initially
concern itself with planning and coordination, should be kept small until closer to the
production date when other members could be co-opted. Furthermore, | considered that the
Ring team’s operations should be independent of the mainstream operations of the State
Opera, and that orchestral arrangements should follow the same pattern as for 1998, using the
Adelaide Symphony Orchestra augmented by players drawn from elsewhere. That
arrangement created, in effect, a special ‘festival’ orchestra. | noted that all of these proposals
would assist collaborations with Seattle Opera, by which | meant exchanges of information,

experience and artists; not necessarily co-productions.

In the event, a number of these recommendations came to fruition. The 2004 Ring had an
Australian director and designers and an Australian production concept; there was a
conductor of international repute (although it was Asher Fisch, not Tate), and the orchestral
arrangements were as for 1998. Most of the singers were from Australia and New Zealand,
and two-thirds of the audience did come from interstate and overseas. However, Eva Wagner-
Pasquier was unavailable to assist with the selection of singers, and the General Director did
not report to the Ring Corporation because that body was not revived for the new production.
With a few exceptions, Ring preparations were not handled separately from the company’s
other commitments but were managed along with regular seasons, and no separate Artistic
Director was appointed, which proved to be a crucial mistake. No links were established with
Seattle Opera other than indirectly through the conductor Asher Fisch who would conduct

Wagner’s works for both companies.

My appointment as Director Projects in Arts SA was for a fixed term of 22 months from
January 1999 until November 2000, and my task was to plan and establish a program of
internationalisation for the South Australian arts industry and a program of arts partnerships
and projects across South Australian government agencies.? The former focused particularly
on relationships with Seattle which I visited in June 1999 for discussions with some twenty
institutions, including the Mayor’s office, the Seattle Arts Commission and Seattle Opera.
Earlier that year | had arranged a meeting for O’Loughlin with Mayor Schell in Sydney when
the Mayor was there on a brief visit. An arts exchange agreement between South Australia

and Seattle was formalised in July/August 1999 and Minister Laidlaw and O’Loughlin visited

2 O’Loughlin, Tim. (1998, December 2). Letter of offer to Peter Bassett.
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Seattle in September 1999 to inaugurate the relationship - a visit which the Minister later
described as successful in every respect.> On my return to Canberra at the end of 2000, | was
retained by Arts SA as a consultant for a further twelve months in order to consolidate the
Seattle relationship and facilitate exchanges of arts practitioners and other personnel.

The Ring and Seattle — the missing link

Minister Laidlaw was keen to advance the Seattle relationship as much as possible and, to
this end had approved funding for a program of visits, exchanges and dialogues. A potentially
fruitful area of cooperation was the financing, production and marketing of the Ring and
other works by Wagner, about which Seattle Opera had acquired a great deal of experience.
SOSA general director Stephen Phillips was mildly interested but, unlike Bill Gillespie, he
had no connections with Seattle Opera’s general director Speight Jenkins and, as far as |
could see, was unlikely to develop any. This was despite the fact that Phillips told reporter
Miriam Cosic of The Australian in February 2000: ‘If you look at the model of Seattle, which
is something our government has been looking at closely, they have managed to establish
themselves as a Ring city, or a Wagner centre, and they reap considerable long-term benefits
from that’.* In the first project funding round under the new exchange arrangements there
were some excellent submissions from visual and theatre arts applicants, including from the
State Theatre Company of South Australia;> however there was nothing at all from the State
Opera of South Australia. Phillips was adamant that he did not need to know anything about
how Seattle Opera went about its artistic or management business. Having spent three months
on secondment to the Canadian Opera Company in 1987, he considered that he was familiar
with the way opera companies worked in North America. He said that he respected Jenkins’s
achievement in establishing Seattle as a Wagner city, but he believed that if SOSA wanted to
do something similar, it had to proceed in its own way and in a manner that was relative and
relevant to Adelaide’s place in the world.® The upshot was that opportunities for information-
sharing and other forms of interaction were never explored. The twelve month period leading
to the new Seattle Ring production of 2001 would have offered an ideal opportunity for
SOSA to have someone on the ground because it marked the beginning of Seattle Opera’s
‘Ring 3’, scheduled for revivals in 2005, 2009 and 2013 — which duly happened with

considerable success.

® Laidlaw, The Hon. Diana, Minister for the Arts. (1999, October 1). Letter to Peter Bassett.
* Cosic, Miriam. (2000, February 25). Adelaide re-enters Wagner cycle. The Australian, p. 9.
® Arts SA. (2001, April). Brochure on the Seattle/South Australia Arts Exchange Program.

® See Appendix 18.
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Conductor Asher Fisch’s engagements with SOSA and Seattle Opera could have been, but
never were, used to facilitate links between, say, South Australian and Seattle music,
sponsorship and marketing personnel. State Government funding was available to make this
happen but it was never sought. Fisch was certainly open to the idea and was a willing

ambassador for South Australia. In July 2004, for example, the Seattle Times reported:

... he is about to spend four months in Australia, where three cycles of Wagner's
four-opera Ring will take place in Adelaide. 'It's my first complete Ring," says Fisch,
‘and I'm very excited about it - a good cast, and the sets are amazing. You should
come!” If he needs any extra musicians, he may even be able to persuade some Seattle

players to follow him to Adelaide. Wagner Down Under, anyone?’

Fisch conducted Lohengrin, Parsifal, an International Wagner Competition and the Ring for
Seattle Opera. Nine years later, Australians Stuart Skelton (Adelaide’s 2004 Siegmund), and
Daniel Sumegi (Adelaide’s 1998 Hagen) performed in the 2013 Seattle Ring conducted by
Fisch, but by that time their engagements had no connection with or value for SOSA. In
2014, a decade after the Adelaide Ring which he conducted with great success, Fisch was
appointed Principal Conductor of the West Australian Symphony Orchestra. He has not yet

returned to conduct in Adelaide.

Phillips knew that Gillespie had had long-standing connections with Speight Jenkins and his
predecessor Glynn Ross and had once explored the possibility of hiring the Seattle Ring
production for Adelaide. However, as far as Phillips was concerned, the American years were
in the past, and he was now looking elsewhere for inspiration, including to the English
National Opera (ENO) where he had worked briefly in 1987. The possibility of a co-
production with the ENO was raised by Phillips in discussions with O’Loughlin,8 but the
latter was sceptical about the value of co-productions and, in any event, felt that the ENO’s
plans for its new Ring, conducted by Paul Daniel® and directed by Phyllida Lloyd, were too
far advanced. ENO concert performances of the Ring operas were given at the Barbican
between 2001 and 2003, and the staged production opened with Das Rheingold in February
2004. The complete Ring was performed at the London Coliseum in 2005 and attracted

generally disparaging reviews. The Guardian’s was typical: ‘Phyllida Lloyd’s Ring is near its

" Bargreen, Melinda. (2004, July 25). A happy day for Seattle musicians: Asher Fisch returns. The Seattle Times.
Retrieved from: http://community.seattletimes.nwsource.com/archive/?date=20040725&slug=fisch25.

& Phillips, Stephen. (2000, July 28). Email to Peter Bassett. Appendix 11.

° As well as being ENO’s music director, Paul Daniel became principal conductor of the West Australian
Symphony Orchestra from 2007 until 2013, when he was succeeded at WASO by Asher Fisch.
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end, thank heavens’.™ It was just as well therefore that SOSA had not entered into a co-
production arrangement with the ENO. The possibility of another co-production was raised in
2000 when consideration was given to engaging Hungarian conductor Ivan Fischer. Fischer’s
agent confirmed his client’s in-principle interest in the Adelaide Ring, and asked whether this
might become a co-production with Lyon Opera where Fischer had just been appointed music
director. Phillips’s response this time was more cautious, since he felt that European
audiences might prefer to wait until the production appeared on their own doorstep rather
than going to see it in Adelaide. However, he was prepared to consider an early cash injection
from Lyon and agreement to a first staging in Adelaide,** and he noted that Lyon Opera
would be a good match as long as the stages were compatible. Acting on Phillips’s behalf, 1
advised Fischer’s agent that while planning to date had been on the assumption that SOSA
would be the sole producer, and government funding had been provided on this basis, co-
productions could take various forms and we would be happy to explore some options. I said
that we were committed to an Australian production/design team but were looking
internationally for the conductor. | suggested that that might be a useful starting point for
discussion. I added that Phillips would be happy to travel to Europe to meet with Mr Fischer
if this were desirable. No further proposals were forthcoming from Fischer’s side and, on 6
October, I advised his agent that we had decided in favour of another conductor for the

project.*?
The first planning steps

In Arts SA, day-to-day responsibility for overseeing SOSA’s operations lay with my
colleague the Director Lead Agencies and Planning, Jeff Andary. The reality though was that
Ring policy planning was closely managed by Tim O’Loughlin himself because, in the early
stages, it was not at all certain that it would be SOSA or a specially created entity that would
oversee the production of a new Ring. O’Loughlin’s personal interest in the opera company
and the Ring (which Minister Laidlaw jokingly said she had once thought was his sole
interest in life) was an extension of his former roles as co-architect of the 1998 production

1% Holden, Anthony. (2005, April 10). To Valhalla and back. The Guardian. Retrieved from:
http://www.theguardian.com/music/2005/apr/10/classicalmusicandoperal.

1 See Appendix 11. This was a formula which Phillips pursued again ten years later when the possibility of a
new Ring production was being canvassed, with an injection of private funds from Victoria and a proposal to
open in Adelaide followed by performances in Melbourne (see Chapter 9).

12 Email exchanges between Peter Bassett and Stephen Phillips, and with Jennifer Spencer of Harrison Parrott
between 27 July and 6 October 2000.
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and Chairman of SOSA. Both Gillespie and Phillips regarded some of his interventions as

intrusive.™
The Steel Inquiry and report of 1999

The Ring Consortium established by Minister Laidlaw on the last night of the 1998 Ring, was
first convened on 4 February 1999, and it commissioned Adelaide Festival board member and

former artistic director Anthony Steel**

to produce a report outlining a management model
for a new Ring. In many ways this was a curious appointment since, although Steel had had
extensive experience as the Artistic Director of arts festivals, he had had no involvement with
Ring productions and only indirect experience of opera productions generally. However he
did have the confidence of Minister Laidlaw. In 2006 Steel would again be engaged on Ring
matters, this time as a consultant for a feasibility study conducted by the accounting firm of
Ernst & Young at the initiative of the State Labor Government.*® Steel’s brief in 1999 was to

progress the project ‘to the stage where the first significant funding decisions need to be

made’, and his detailed terms of reference, prepared by Arts SA,*° were spelt out as follows:*’

Artistic model: the key requirement is to identify how the Ring would actually be
produced, including consideration of: co-productions versus going it alone; sequence
of appointment of key artistic personnel; process of engaging other personnel through
costing and hire of designers and technical staff; provision of ongoing support for
artistic personnel. The key criterion is that the new Ring must be of a standard to
attract an international audience and international media attention on the same scale as
the forthcoming Seattle production. In broad terms the production will need to be at
least as interesting as the Chatelet Ring, and the casting would need to be one notch
above that of the 1998 Adelaide Ring.

Management model: it will be necessary to identify a model which makes best use of

the State’s arts management resources without compromising the core businesses of

B Gillespie, Bill. (1999, September 10). Letter to Peter Bassett referring, inter alia, to political interference in
the artistic process. Appendix 17. Also Phillips, S. (2010, July 28). Email to Peter Bassett referring to
O’Loughlin’s insistence in 2000 that Neil Armfield be approached to direct the 2004 Ring. Appendix 20.
 Anthony Steel was a board member of the Adelaide Festival 1999-2002, and Festival artistic director 1974,
1976, 1978, 1984 and 1986. He had preceded Nicholas Heyward (CEO of the Adelaide Festival 1997-2001) as
director of the Brisbane Biennial International Music Festival.

1> See Chapter 9.

18 General Director’s report to the SORC board. (1999, February 25), p. 5.

17 Steel, Anthony. (1999, July). Another Ring for Adelaide? Report prepared for Arts SA and the Ring
Consortium, Appendices 9 and 10.
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the organisations in which those resources are located. The development of this model
should also identify Australian resources outside of the State where gaps exist within
the State or where management resources could be obtained at a higher quality or on a
more cost-effective basis. The legal organisational vehicle will also need to be

determined.

Timelines: it is assumed that the principal factor determining timelines would be the
availability of key artistic personnel. It is expected that the consultant will assemble
lists of possible conductors and directors from which the preferred choices will be
selected.

Budgets: it will not be possible to develop precise budgets in advance of finalising
the creative concept. However, it will be necessary to provide some indication to both
governments [State and Commonwealth] once the three tasks above have been

progressed.

In preparing his report, Steel conducted interviews with administrators, conductors, artists’
agents and other relevant people in Australia, the United Kingdom and France, including Eva
Wagner-Pasquier (then of the Festival d’ Aix-en-Provence); Lord Harewood (inter alia former
Adelaide Festival artistic director and chairman/managing director of the ENO); Nicholas
Snowman of Glyndebourne; Nicholas Payne of English National Opera; Anthony Freud of
Welsh National Opera; Rudolf Berger of Festival du Rhin, Strasbourg; seven London artists’
managements; conductor Mark Elder; Wagnerian singers John Tomlinson and Anne Evans;
Moffatt Oxenbould of Opera Australia; Leo Schofield of the Sydney Festival, and members
of the newly formed Adelaide Ring Consortium. He received a copy of my memorandum of
11 February 1999. A full copy of his report delivered to Arts SA in July 1999 is provided in

Appendices 9 and 10. Its conclusions may be summarised as follows:

e For pragmatic marketing reasons alone, a new production makes more sense than
either another hired one or a co-production.

- Another hired production would probably be counter-productive at the box
office. The novelty of a new production with highest standards of casting and
performance was more likely to attract at least as many visitors as in 1998. A
co-production with English National Opera was canvassed but was ruled out

because ENO’s plans were too far advanced. In any case, the consensus was
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that producers should be wary of co-productions, as they often led to
considerable, perhaps fatal, compromises.
There are a sufficient number of conductors of the requisite experience and quality
likely to be interested in conducting the Ring in Adelaide.

- Most of the ‘top names’ would not contemplate spending so long away from
their regular jet set existence.

- Twelve internationally prominent conductors were identified for
consideration.

The conductor, who is effectively artistic director for the project, must be engaged
first.

- Most people consulted applauded Adelaide’s strong preference for an
Australian director (and designer).

- Conductors would want to have a say in the final choice of director since the
latter would inevitably bring a certain aesthetic standpoint.

- The director should know the work or at least have a fairly intimate
knowledge of Wagner, and have a familiarity with the German language.

- Many of those consulted recommended giving the director and designer a
clear schedule of technical limitations, such as the maximum number of
trucks, lighting bars and flylines, the need for a unit set with variations, and
the amount of time available in the Festival Theatre.

The casting needs to be on a higher level than in 1998.

- Some conductors would probably take on casting responsibilities themselves
in conjunction with their assistant conductor. Others might want a casting
consultant.

— Performance dates should not be fixed until it is clear who the Briinnhilde,
Wotan, Siegfried and Alberich would be.

Since it is impractical in the Adelaide context for the operas to be introduced in
performance one at a time over several years, the production of the tetralogy should
be mounted in one fell swoop.

- If adecision to go ahead could be taken by the end of 1999, it should be
possible to achieve a performance date of November/December 2003 or even
March 2003, depending on the availability of conductor, director and principal
singers. This should be known by mid-2000, giving at least two years for the
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general management of the production to get under way before the final six

months of rehearsal and performance.

The most appropriate legal organisational vehicle would be an independent Public

Corporation, hiring SOSA to mount the production.

The board needs to have adequate oversight, help raise sponsorship and, if
required, provide voting rights for the main funding bodies. The
Commonwealth Government does not want any representatives on the board,
or even to nominate any directors, as they prefer to be as far removed from
decision-making as possible.

It would be open to the State Government to at least nominate a board
director. A minority of SOSA board members should have places on the Ring
Corporation board; otherwise, board members could be drawn from the private
sector, including a community representative, and several business people to
help with sponsorship.

The board should, like the last one, have an independent chairman.

The Ring Consortium in its existing form could be disbanded on the

appointment of the board.

The most satisfactory way of sharing the workload would be for SOSA to contract out

a large number of responsibilities to other South Australian arts organisations,

working together in collegiate fashion.

It appeared possible to draw up a realistic budget where expenditure could be covered

from the various available sources of income.

The evidence suggests that there would be sufficient interest from overseas and

interstate to attract significant visitor numbers again to Adelaide.

Steel recommended that State and Commonwealth governments be asked for financial
commitments by the end of 1999, including a submission to the Commonwealth in
conjunction with the Nugent report which was due to be presented in September that year. He
also recommended that, because of the paramount importance of ensuring a strong artistic
team and principal singers of the highest quality, it was absolutely essential for the
availability of preferred people to be ascertained without delay. He anticipated that there
would be two revivals following the initial staging, all within a period of ten to twelve years.
He also foreshadowed rentals of the Adelaide production to other cities, and suggested that

Asia was the most likely region for such a venture, even though no cities had emerged so far
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as strong candidates. Steel observed that there might be a concern that rental of the
production in the Asia/Pacific region would reduce opportunities for deeper penetration of the
Japanese market for the Adelaide cycles, a market which it was generally felt had not been
tackled vigorously enough for the 1998 performances. However, he believed that the rental

option was certainly worth pursuing in the interests of possible budget economies.

He also envisaged an administrative arrangement in which SOSA staff members would

include:

- Avrtistic administrator, the Ring — a crucial appointment since the general director
would have continuing responsibility for the normal overall running of SOSA. A very
experienced person would be required to support the general director virtually
throughout the period, and to play a vital role monitoring all aspects of the progress of
the production, dealing with the needs of the artistic team, taking responsibility for
contracts and negotiations with agents, acting as company manager, and monitoring
rehearsals. [Note: It would have been more appropriate to designate the holder of this
position ‘Artistic Director’, since the duties envisaged were essentially those held by
Bill Gillespie, Artistic Director for the 1998 Ring. ‘Artistic Administrator’ is usually a
position subordinate to that of ‘Artistic Director’.]

- Sponsorship consultant.

- Assistant production manager for the last six months.

- Finance assistant (or the hire of an accounting firm to ensure necessary arm’s length
financial control; or the Ring Corporation could employ a part-time administrator to

look after the money).

He suggested that marketing be put out to tender, with both the Adelaide Festival and the
Adelaide Festival Centre being likely bidders.

A Project Team, overseen by the Ring Corporation and chaired by the General Director of

SOSA, would include the following representation and responsibilities:

e SOSA - production matters, artistic concerns, sponsorship, and overall responsibility.
e ASO - orchestra.
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e Adelaide Festival Centre Trust (AFCT) — venue, catering, ticketing, set building (even
if this required an amendment to the SOSA Act, which currently required them to put
such work out to competitive tender)®.

e Australian Major Events — the ‘visitor experience’ and assistance with overseas
marketing.

e Adelaide Festival or AFCT or another body - marketing.
The gulf between recommendations and reality

Anthony Steel’s comprehensive and detailed report, summarised above, ended up having
little bearing on what actually happened with the 2004 Ring. The only production outcomes

that had anything in common with Steel’s recommendations were:

e The production was new rather than hired.

e The director had an intimate knowledge of the work.

e The Ring was done in its entirety rather than piecemeal, and

e There was significant — indeed increased — interest from interstate and overseas

visitors.
In virtually all other respects the Steel report was ignored by SOSA management.

Asher Fisch, the conductor appointed in September 2000, had not been one of the twelve
candidates on Steel’s list although he was known to Australian audiences, having conducted
the Melbourne, Queensland and West Australian Symphony Orchestras. Opera Australia had
invited him to conduct for them in 2002, subject to finding mutually convenient dates.*
Phillips had already approached Australian conductor Simone Young about conducting the
2004 Ring, but she declined in June/July 2000 because of her impending appointment as
Music Director of Opera Australia.”’ Young had not been on Steel’s list of possible
conductors either.?! Steel’s observation that the conductor would effectively be the artistic
director of the project was a curious one since this usually happened only in the case of major

festivals like Salzburg where celebrity conductors (Karajan comes to mind) might exercise an

'8 In fact the SOSA Act did not require scenery building by competitive tender, although the State Supply Board
exercised rigorous control over such matters in respect of Government departments and instrumentalities.

19 This information was provided by his London agent at the time of our first exchange of emails.

20 Nunn, Louise. (2000, July 24). Home production needs ring-in. The Advertiser.

2! The possibility of Simone Young’s appointment as Music Director of the Australian Opera/Opera Australia
had been put to her in 1995 in circumstances described in Oxenbould, M. (2005). Timing is everything — A life
backstage at the opera. Sydney, NSW: ABC Books, p. 608. Her appointment took effect in 2001.
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unusual degree of influence, or in opera companies in which the company’s permanent

Artistic Director was also a conductor of note.

The stage director who was engaged for 2004, Elke Neidhardt,?* was chosen in advance of
the conductor, not the other way around as Steel had advocated. She had not been on Steel’s
list either. Phillips had had Neidhardt in mind for the director’s position at least since 1999
and probably from as early as 1996 when he had appointed her to the short-lived position of
Artistic Adviser for the 1998 Ring. At Phillips’s suggestion I wrote to Neidhardt on 19 July
1996, inviting her to speak at the Weekend with the Ring symposium in Adelaide planned for
26-28 September 1997. In a follow-up letter | wrote: ‘If you agree, it would be of great
interest to hear you speak at one of the hourly-sessions on your vision for the Ring. In other
words, if you were commissioned to create a brand new production, how would you go about
it, what would be your concept, and what would you want to bring out that other directors
had not.”®® She entitled her talk ‘In medias res’, and she focused on the practical aspects of
being ‘in the midst of things’ directing a Ring cycle. She explored the reasons for the
continuing and seemingly growing fascination in the work worldwide, fantasised on a future
production, speculated on audience expectations in Australia and overseas, and gave some
facts on vocal and financial requirements.?* In retrospect, it was the perfect job application,
although she pretended otherwise and later told journalist Penelope Debelle: ‘I never thought
| would be given a Ring, nor did | particularly hanker for it. | didn't think it would come my
way, frankly, nor did I seek the kind of commitment that is necessary for it. ... I think he

[Phillips] probably asked “Would I be interested?”” and I laughed it off.’%

Elke Neidhardt’s involvement with opera and directing before coming to Australia had been
during a brief period as assistant director at Zirich State Opera in 1964, and on festival
productions of operas in Aix-en-Provence, Amsterdam, Salzburg and Vienna. Otherwise her
experience had been in acting on stage and in film and television. Most of her stage work had
been in Vienna where she performed in plays at the Theater in der Josefstadt, including Uncle
Vanya and Who's Afraid of Virginia Woolf,? but she continued with television in Australia

?2 Elke Neidhardt (1941-2013). She became an Australian citizen in 2007.

%% Bassett, Peter. (1996, September 20). Letter to Elke Neidhardt.

* Neidhardt itemised these elements of her talk in a Fax to me of 17 March 1997.

% Debelle, Penelope. (2004, November 8). She tells it like it is. The Age. Retrieved from:
http://www.theage.com.au/news/Arts/She-tells-it-like-it-is/2004/11/05/1099547371359.html?oneclick=true.

% After completing her training at the State University of Music and Performing Arts in Stuttgart, she worked in
Aix-en-Provence, Amsterdam and Zirich before settling in Vienna where she performed in plays and appeared
in television series and in film.
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after meeting, and in 1967 marrying, Christopher Muir, an innovative Australian television
producer. Muir was one of the first of the ABC producers to bring opera performances to the
television screen, sometimes from stage performances of the Australian Elizabethan Trust
(which became The Australian Opera after 1970) but often from especially created studio
adaptations. In the 1960s, the ABC catered for a burgeoning taste for opera by showing as
many as ten major works each year.?’ Between 1956 and 1975, the ABC created or recorded
58 opera productions for television.?® Muir’s own studio work included Menotti’s Amahl and
the Night Visitors in 1957; Britten’s Albert Herring featuring Victor Franklin and Neil
Warren-Smith (1959); Pergolessi’s La serva padrona staring June Bronhill and Brian
Hansford (1962);* Simone Boccanegra featuring John Shaw with a cast of 50 singers plus
two horses, a greyhound and a flock of pigeons (1963),*° and Peter Grimes with Ronald
Dowd and Lauris EIms (1965). In 1976 the Australian Opera’s General Director, Danish
musician and administrator John Winther, brokered an agreement with the ABC to record and
televise six productions that year. Winther’s view was that television broadcasts would bring
these works into homes across the nation, help to justify the federal subsidy and affirm the
company’s national status.*" There was therefore a keen awareness of the nexus between
television and opera when, in 1977, Neidhardt was offered a job by the Australian Opera as
resident director, a position she held until 1990. Stephen Phillips was the Senior Stage

Manager for the Australian Opera between 1976 and 1982 and knew her from that time.

Muir became Director of ABC TV Drama in 1982. After his resignation in 1985, Sandra
Levy was appointed to this position before becoming Director of Television until 2005 after
which she moved to commercial television. In a noticeable reaction to the previous
production policy, Levy shifted the focus of ABC drama ‘towards the more popular end of
the spectrum and away from programming regarded as more esoteric, eccentric or
specialized’.* Consequently the ABC, which had once filmed just about anything that moved
at the Sydney Opera House, did not film or broadcast the 1998 Ring (the first to be staged in

Australia since 1913); nor did it film or broadcast the 2001 Australian premiere performances

27 Inglis, Kenneth Stanley. (2006). This is the ABC: The Australian Broadcasting Commission 1932-83.
Victoria: Melbourne University Press, p. 207.

% ABC Television Opera Productions. Retrieved from:
http://www.abctvgorehill.com.au/assets/contributions/abc-tv-operas.htm.

2 Available on YouTube at https://www.youtube.com/watch?v=pXXFzY6hr2c.

% Neidhardt would give dachshunds walk-on parts in her Tannhauser of 1998.

%1 Oxenbould, M. (2005). Timing is everything — A life backstage at the opera. Sydney, NSW: ABC Books, p.
286.

%2 Newcombe, Horace, ed. Encyclopedia of Television. London and New York: Routledge, 2™ ed. 2013, p. 181.
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of Parsifal, or the 2004 Ring (the first Australian production), for which it has been roundly
criticised. Reviewer Roger Covell, writing in the Sydney Morning Herald, observed: ‘There
seems little doubt that [ABC] director of television, Sandra Levy, has set her face against
opera telecasts and recordings. Opera Australia's proposal of the popular Baz Luhrmann
staging of Britten's A Midsummer Night's Dream is said to have drawn from the ABC the

usual excuse of shortage of funds. There is also a distinct shortage of will.”*

In 1977 English opera administrator Peter Hemmings was appointed General Manager of the
Australian Opera. He had come from a similar position in Scottish Opera which, in 1971, had
staged its first complete production of Der Ring des Nibelungen.** When Hemmings took
over in Sydney he was extremely keen to produce Australia’s first home-grown Ring. The
Australian Opera’s Music Director, Richard Bonynge, while not opposing the idea in
principle, did not believe that Australia possessed singers who could perform the Ring at that
time. Nevertheless, Hemmings went ahead, and there were discussions with Mark Elder as
the intended Ring conductor, and with David Pountney, Scottish Opera’s chief producer.
Plans were ongoing, dates were considered, budgets planned, and casting discussed. Designs
were prepared by Maria Bjgrnson. However it all came unstuck when relations between
Hemmings and Bonynge deteriorated over a variety of issues, and the Australian Opera went
through a series of management and financial crises. Peter Hemmings left prematurely in
1979, and proposals for a staged Ring were abandoned for the time being, to be replaced by a
succession of concert performances in Sydney and Melbourne.®® There were other Australian
Opera Wagner performances from the 1970s onwards: Tannh&user had been performed in
1973 and 1974; Parsifal was done in concert with the Sydney Symphony Orchestra in 1977,
The Flying Dutchman was staged the same year and was repeated in 1978 along with Die
Meistersinger (conducted by Mark Elder and directed by David Pountney) which was itself
repeated in 1979. In 1983 came a production of Die Walkire followed in 1984 by Das
Rheingold, both being directed by Andrew Sinclair who was Principal Resident Director

(1983-85). However, plans for a full Ring were abandoned half way through for artistic

% Covell, Roger. (2004, November 25). A brilliant Ring, but don’t expect a DVD. The Sydney Morning Herald.
Retrieved from: http://www.smh.com.au/news/Arts/A-brilliant-Ring-but-dont-expect-a-
DVD/2004/11/24/1101219610487.html.

# Scottish Opera’s 1971 Ring had been directed by the company’s German-born Director of Productions, Peter
Ebert and conducted by Alexander Gibson. Top price tickets for this successful, sold-out Ring featuring (at
different times) Helga Dernesch and Berit Lindholm as Briinnhilde, David Ward as Wotan and Ticho Parly as
Siegfried, were £100 for a box for the whole cycle. Seats in the circle went for £35 per cycle; some seats in the
stalls cost £18, and balcony seats could be had for as little as £1.40. See Elder, Dorothy-Grace. (1971,
November 9). Staging the Ring proves a Wagnerian operation: The Glasgow Herald, p. 10.

% Oxenbould, M. (2005). Timing is everything — A life backstage at the opera, op.cit. p. 299ff.
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reasons. ‘Wagner’ had certainly been in the air when Neidhardt came to work for the
Australian Opera. However, the reality of being a resident director in training meant that most
of her time was spent restaging other people’s productions. Nevertheless, she was able to co-
direct (with Munich-based August Everding) Lohengrin for Victoria State Opera in 1985, and
then revive it for the Australian Opera in Sydney in 1987. After Michael Hampe’s production
of Die Meistersinger of 1988 (conducted by Sir Charles Mackerras), she left Australia to
become Principal Resident Director and Director of Productions at Oper der Stadt Koln
where Hampe was Intendant. She was at Cologne from 1990 until 1997% and initially
assisted with, and then restaged, three complete cycles of Der Ring des Nibelungen, and later
assisted with and restaged productions by Harry Kupfer and Michael Hampe. She directed

Tannhauser for Opera Australia in 1998.

Neidhardt might not have been on Steel’s list, but Australian theatre director Neil Armfield
was, and I expressed the view to O’Loughlin in July 1999 that an Elder/Armfield
combination could be a likely winner. This was so even though Armfield’s only experience
of Wagner at that time had been his successful Tristan und Isolde of 1990, designed for the
concert hall of the Sydney Opera House. Its single set had imposed a scenic and conceptual
discipline, a quality that was noticeably missing from his fragmented Melbourne Ring of
2013. In 2000 O’Loughlin insisted that Phillips sound out Armfield about directing the 2004
production, to which Armfield replied that he didn’t know if he wanted to give up a year of
his life to direct a Ring,’ and so the enquiry proceeded no further. The Ring, it seemed, was
not a work that interested Armfield, or, at least, it was not something he felt able to stage in a
meaningfully dramatic way. He admitted as much publicly in 2013 when he said ‘I never had
any directorial ambitions. It seemed to me such a musical thing — basically unstageable.”*®
When asked by journalists about rumours that Armfield had been considered to direct the
new Ring, Phillips told them in July 2000 that ‘There are a number of obvious choices for
direction. Neil Armfield would have to be part of that group of people’.*® Neidhardt, who was
aware of the approach to Armfield and referred to it in comments to the media,** was to
spend four years, not one, working on the Ring — but then, her role expanded well beyond

stage directing.

% Hampe stepped down in 1995. American conductor James Conlon was music director at the time, and Simone
Young was his assistant.

%" Phillips, Stephen. (2010, July 28). Email to Peter Bassett. Appendix 20.

% paget, Clive. (2013, November 17). Neil Armfield: One Ring to rule them all? Limelight. Retrieved from:
http://www.limelightmagazine.com.au/Article/364533,neil-armfield-one-ring-to-rule-them-all.aspx.

% Nunn, Louise. (2000, July 24) Home production needs ring-in. The Advertiser.

“0 Litson, Jo. (2004, August). Ring of confidence. Limelight, p. 32.
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Instead of the conductor having a say in the choice of director as Steel had recommended,
here the director had a say in selecting the conductor. Neidhardt had seen Fisch conducting
Parsifal in Vienna and had approved of him.*! In her address to the second Weekend with the
Ring symposium in Adelaide on 5-7 September 2003, she even suggested (in Fisch’s
presence) that she had been responsible for his appointment. This was an overstatement but it
implied, as no doubt she intended, that the choice of director, rather than conductor, had been
the primary consideration. Neidhardt had not always enjoyed an easy relationship with
conductors, and there was a much publicised falling out with French conductor Philippe
Auguin over Tannhauser in Sydney in 1998, which had resulted in director and conductor
exchanging personal insults, lawyers’ letters and, in the end, not speaking to one other,
despite the fact that Auguin had been suggested to Opera Australia’s management by
Neidhardt after she had seen him conducting in Europe.*? Moffatt Oxenbould, who was OA’s
Acrtistic Director at the time, said he was surprised that Neidhardt had become so inflexible
and autocratic and was unwilling to appreciate the musical problems that her concept caused
the conductor.*® She certainly had a strong inclination to take uppity’ conductors down a
peg, telling one journalist: ‘[Conductors] are all egomaniacs ... just look at the record covers
of any of these big conductors. It's all these poses, they have infinite power. You stand there
in front of a band of a hundred people and they've got to do what you say.”** She approved of
Asher Fisch though, because he was ‘everything a conductor should and should not be. He is
not a "maestro”, seeking to be elevated above the rest of the production team .... [I]initially
he wasn't here enough for my liking’, but he had made amends by being ‘funny, charming
and laid back as well as a very good cook’.*> While the stage director-designate had been
allowed to play a very influential role in the choice of a conductor for the 2004 Ring, the
Adelaide Symphony Orchestra was not consulted at all, and played no part in the selection

process.

Other contradictions between what Steel had recommended in his report and what actually
happened were equally stark. The performance dates were announced before the production

team and principal artists were engaged, and the designers were not given clear guidelines as

“ phillips, Stephen. (2000, August 7). Email to Peter Bassett.

*2 Auguin replaced another conductor who had withdrawn.

¥ Oxenbould, M. (2005). Timing is everything — A life backstage at the opera, p. 654-5.

* Nicholson, Anne Maria. (2013, November 25). Acclaimed Australian opera and theatre director dies aged 72.
ABC News. Retrieved from http://www.abc.net.au/news/2013-11-26/theatre-director-elke-neidhardt-dies-at-
72/5117428.

** Debelle, Penelope. (2004, November 8). She tells it like it is. The Age. Retrieved from:
http://www.theage.com.au/news/Arts/She-tells-it-like-it-is/2004/11/05/1099547371359.html?oneclick=true.
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to limitations on the size of stage sets - an oversight that was to have both budgetary and
political repercussions. Casting was done almost entirely by the general director and the stage
director. I handled most of the negotiations with agents and the preparation of contracts (but
not the contracts of the conductor, director and designers which were handled by the general
director and his office administrator, Debra Pahl, who also became Ring Company Manager).
The conductor, Asher Fisch, played only a minor role in casting. He auditioned just three
singers for two roles while he was in Europe, and one singer for a secondary role in Adelaide.

Casting consultants were not used.

Far from being ‘in place’, the budget went through numerous revisions, moving from an
initial estimate of $11.7 million in 1999, to one of $9.3 million in 2000, to $13 million in
advice to artists’ agents in 2001, to $12.59 in February 2004, to $14.2 million in April 2004,
to $15.3 million in May 2004, to a final figure of $15.14 million. Not surprisingly, the
uncertainty and frequency of budget adjustments had political repercussions. When no
separate position of Artistic Director was created, some tasks were delegated to me in the
years when | was part-time*® Artistic Administrator. Financial control was not kept at arm’s
length but was managed by SOSA’s Finance Director (and Phillips’s deputy) Nigel Bray,
while he was also managing the financial operations of regular opera seasons. He took on a
casual employee to assist him at certain times. Marketing was not put out to tender, and no
project team as such was created. Contrary to Steel’s assumption, there would be no revivals
of the 2004 Ring. Despite some initial optimism, no overseas rentals of the production were
forthcoming, principally because of the size and complexity of the production design (see
Chapter 8).

Proposals for a new Ring management structure, and questions of confidence

Talk in 1999 of a re-structured corporate entity to replace the old SORC was regarded with
suspicion by State Opera management. As one of the six members*’ of the Ring Consortium,
Phillips was aware of the terms of reference prepared by Arts SA for Anthony Steel’s inquiry,
and he was also aware of O’Loughlin’s confidence in the Adelaide Festival’s General
Manager Nicholas Heyward as an event manager (see Chapter 3). In his report, Steel

observed that the Ring Corporation had worked well for 1998 and that it was not necessary to

*® | was part-time Artistic Administrator in theory but full-time in practice.

*T Effectively five, since one was a Canberra-based Commonwealth representative who was less concerned with
SA inter-agency relationships and local management structures. The fifth was from the Adelaide Symphony
Orchestra, which was not a South Australian instrumentality, and his focus was chiefly on orchestral services.
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look beyond that model. However, he saw merit in SORC becoming an independent body
rather than remaining as a subsidiary of SOSA — a recommendation that had already been
floated by the Meldrum review in 1998,% only to be rejected by Minister Laidlaw. Steel’s
justification for this change was that, even though SOSA would have the principal role in
managing the multi-million dollar production, it should be protected from ultimate
responsibility for adverse financial outcomes. An independent Ring Corporation, he
suggested, would have no parent body onto which to pass responsibility for its losses. This
reasoning overlooked the fact that the State Government would have to stand behind any
statutory corporation, however described, and cover its debts. Steel proposed that the new
corporation should receive subsidies and sponsorships and hire SOSA to produce the Ring,
and that SOSA in turn should contract out any or all of marketing, scenery building, box
office, accounting, accommodation and travel arrangements. This was comparable with
O’Loughlin’s 1997 recommendation that while SOSA should commission the creative team,
manage the production budget and handle all artistic operations, the Adelaide Festival should
manage marketing, sponsorship and public and media relations. Steel had recommended that
the Consortium ‘in its present form’ be disbanded on the appointment of the new Ring
Corporation Board. Although no such Board was created, the Consortium became moribund
when O’Loughlin moved to a new appointment in the Public Service in October 2000, and
nothing more was heard of it. Both Steel and O’Loughlin endorsed preliminary cost estimates
for a new Ring which had been set tentatively by SOSA at $11.7 million.

In June 1997, Phillips had written to O’Loughlin suggesting that if the 1998 Ring could be
designated a ‘festival’ it would no longer be bound by strict union quotas on the engagement
of imported artists.*® This suggestion was not taken up at the time, but it would have been a
legitimate course of action if O’Loughlin’s proposal (also from June 1997) for a future
SOSA/Adelaide Festival Ring joint venture had been adopted. SOSA had not always viewed
its relationship with the Adelaide Festival with equanimity. Gillespie told Elizabeth Silsbury
in September 1998 that although the Festival needed the opera company as much as the
company needed the Festival, some of the more challenging operas contributed by SOSA
over the years had been treated simply as Festival productions, and the opera company had
‘received no thanks’ for its efforts. So, it is true to say that by 1999, SOSA had become
guarded in its dealings with the Adelaide Festival. Ironically though, because the 1998 Ring

*8 See Chapter 3. Meldrum had also recommended that SOSA should no longer operate as a statutory authority.
“9 Phillips, Stephen. (1997, June 11). Letter to Tim O’Loughlin. Gillespie papers, National Library of Australia.
%0 Silsbury, Elizabeth. Recorded interview with Bill Gillespie, op.cit.
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was frequently referred to as a ‘festival’ in common parlance (appropriately so, since Wagner
had called Der Ring des Nibelungen ‘a stage festival play’), some commentators assumed that

it must have been an Adelaide Festival production, and | heard this said more than once.

In a memorandum of personal views that I offered to O’Loughlin about the draft Steel
Report™ | noted that one of the dates being canvassed, viz. 2003, would be cutting it fine,
though it would not be impossible. After all, Wagner had completed his score in November
1874 and staged the complete Ring only nineteen months later in August 1876!°% | expressed
the view that the Ring Corporation Board should be chosen with the sponsorship and
marketing challenges in mind, and that Board members should be expected to produce the
goods or at least create a mechanism for doing so. The capacity to raise funds was one of the
defining characteristics of US opera boards, but it was an unfamiliar concept in Australia. In
the end, no effective mechanism was created to pursue non-governmental funding (other than
individual donations), and this proved to be one of the 2004 production’s organisational

weaknesses. Seattle Opera by contrast, had a large non-executive board to undertake this role.

| also said that while the Adelaide Festival Centre Trust, Australian Major Events, and the
Tourism Commission would have important roles to play with a future Ring, they needed to
understand their audiences better. There had been deficiencies in 1998 with catering,
ticketing and marketing, partly because audience expectations had not been understood. |
suggested that better coordination was required for all of these non-artistic elements. I also
urged that the interval breaks in the longer operas should be each one hour long™ after the
example of Bayreuth. This would assist catering and give the singers and orchestral
musicians a longer rest. Physical strain on musicians was an important consideration when
performing works as lengthy as the Ring operas and it was for this reason that
physiotherapists were engaged for the 1998 performances, and would be engaged again in
2004.>* | accepted though that disproportionate costs might be incurred in extending the
orchestra’s time by half an hour, and recommended that the union be consulted at an early

juncture in order to sort this out.

>! Bassett, Peter. (1999, July 12). A New Ring, some thoughts on Anthony Steel’s report on the practicalities of
another Ring. Personal memorandum to Tim O’Loughlin.

2 And, at the same time, Wagner was building the theatre in which to stage it!

>% Instead of one long interval and one short one.

> Milanese, S. (2000). Provision of On-site Physiotherapy Services during the Performance of Wagner’s Ring
Cycle by the Adelaide Symphony Orchestra: A Model of Early Intervention for Playing-related Musculoskeletal
Disorders. Medical problems of Performing Artists (US), 15(3), pp. 107-110.
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The Ring Consortium had been the brainchild of Tim O’Loughlin and, as its chairman and as
the Minister’s principal adviser on the arts he was very much in control of its processes. His
commissioning of Anthony Steel to prepare a management model for a new Ring,
notwithstanding Steel’s lack of Ring experience, can only be interpreted as reflecting his
reservations about Phillips’s ability to undertake such a task. There had been no such doubts
about Gillespie with whom O’Loughlin had co-signed the original submission of 1994,
According to Gillespie,” O’Loughlin had specifically asked him to meet with Steel during
the course of the latter’s enquiries and, in April 1999, they met in Perth for nearly four hours
‘over a slow Sunday afternoon lunch’ to discuss ways of proceeding with a new Adelaide
Ring. By that stage Gillespie had severed all formal connections with South Australia, but
clearly O’Loughlin continued to value his advice. Such was O’Loughlin’s lack of confidence
in SOSA management in 1999 that he contemplated handing the Ring production’s artistic
management to Opera Australia.>® However, Opera Australia’s response was that they had
other priorities,”” which was a polite way of saying that they had been less than impressed by
South Australia’s boasting over the 1998 Ring at the expense of other companies.
Interestingly, in 2008 Phillips proposed to Opera Australia that they should manage a
remount of the 2004 Ring since they were the only Australian company in a position to do so
(see Chapter 9). And yet, in 1998, interstate rivalry was still a driving force in the Ring
production stakes. In a guest column in a national arts magazine that year, Minister Laidlaw
wrote: ‘This coup bewildered other states which for years had been talking about staging the
project — the Olympics of the Arts. State Opera simply went ahead and did it!”*® Clearly,
South Australia’s humiliation over the loss of the Grand Prix — the Olympics of Car Races —
had been avenged, but interstate resentment was one of the by-products in an industry already

riven with jealousies.

> Gillespie, Bill. (1999, September 10). Letter to Peter Bassett. Appendix 17.

% Steel, Anthony. (1999, July). Another Ring for Adelaide? Appendices 9 and 10. I also recall O’Loughlin’s
references to this option at that time. See also Chapter 5, footnote 3.

*"ibid. In the end, Opera Australia did provide paid services to SOSA by way of technical staff and set-building
assistance for the 2004 Ring.

% Laidlaw, Diana. (1998, December — 1999, April). SA Opera wins ‘the Olympics of the Arts’. State of the Arts,
South Australia, p. 4.
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CHAPTER 5

Shifting responsibilities and artistic planning of the Adelaide Ring of 2004

Interstate rivalries for a new Ring

In 1999 rumours circulated that Edo de Waart, chief conductor of the Sydney Symphony
Orchestra, wanted to bring to Sydney the fine Ring production of De Nederlandse Opera, of
which he was also chief conductor.® My reaction at the time was that this seemed impractical
because of the challenge of transporting the enormous sets of the Dutch production and then
finding venues large enough to accommodate them — problems which, six years later, would
frustrate attempts to export the 2004 Adelaide Ring. The Sydney orchestra had already
embarked on a successful series of Ring concert performances under de Waart’s direction,
beginning in 1996 with Das Rheingold, continuing in 1997 and 1999 with Die Walkiire and
Siegfried respectively, and finishing in the Olympics year of 2000 with Gétterdammerung. If
consideration had indeed been given in 1999 to importing the Amsterdam Ring (a precedent
for which had been set by the import of the Chatelet Ring the year before) it was soon
abandoned in favour of the continuing concert performances. Meanwhile, jockeying for the

first Australian-produced Ring continued.

In March 2000 the ABC radio program ‘PM’ reported? a ‘stoush’ between the New South
Wales and South Australian governments over which state should host the first Australian
production of the Ring. Opera Australia’s Chief Executive Adrian Collette was quoted as
saying that both New South Wales and South Australia® had approached him about the
project. He said: ‘I’ve had very informal conversations with the SSO and a couple of other
people about a long term possibility of perhaps undertaking the Ring sometime in the future
and that is as informal as it’s been. And the business case or plan for the opera company
[Opera Australia] looks to 2003 at the moment. It certainly couldn’t possibly fall within that
timeframe’. In the same ABC program Stephen Phillips, presumably unaware that an official

approach had been made to Opera Australia, noted that SOSA had already staged the Ring in

! Bassett, Peter. (1999, September 3). Letter to Bill Gillespie.

2 Mealey, Rachel (Reporter). (2000, March 31). States fight for Wagner opera. ABC PM Archive transcript.
Retrieved from http://www.abc.net.au/pm/stories/s115192.htm

¥ This confirmed the SA Government’s overtures to Opera Australia to which reference was made in the
previous chapter.
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1998 and that it had been a huge success, not just artistically but also in terms of tourism and
economic returns for South Australia. ‘So we believe’ he said, that ‘we have the credentials
to do another one and we’ve gained the sort of expertise and we know where the pitfalls are,
so we believe that we are very well equipped to take it on again and hopefully this time with
a brand new, all Australian production.” He added that work had been under way for fifteen
months preparing the numbers, that the budget was in place [an exaggeration], and that SOSA
would be ready to go very quickly. He was waiting, he said, like everyone else to hear the
outcome of the Nugent recommendations.

In April The Advertiser newspaper reported that Sydney had emerged as a rival to Adelaide
in the race to stage the next production of the Ring.* The report said that Adrian Collette had
held informal talks with the managing director of the Sydney Symphony Orchestra, Mary
Valentine, and the artistic director of the Sydney Festival and chairman of the SSO, Leo
Schofield. Collette described the initiative as ‘a shadow of an idea’, and said he had had no
direct overtures from the New South Wales Government. Ignoring the fact that Opera
Australia was a national company not a New South Wales one, he added: ‘[In Sydney] there
isn’t going to be the clear economic benefit that there is in Adelaide, which depends so much
more on these events to stimulate tourism. We would need a bigger reason than just tourism
to mount the Ring in Sydney’. O’Loughlin was quoted as saying that South Australia’s
preparations were much further advanced than any competing project in Australia. Phillips
added that the first Ring had been a success both culturally and in terms of tourism, and that
‘as a result, Sydney thinks it should be jumping on the bandwagon’. One month later, with
speculation rife about the possibility of a production in the eastern states, Minister Laidlaw
made her announcement in Parliament that a new Ring would be produced in Adelaide in
2004.° At that stage the conductor had not yet been chosen, the director had still to be
confirmed, and no principal singers had been identified. Clearly, interstate rivalries were
continuing to propel planning for a new Australian Ring.

Commonwealth funding secured for the 2004 Ring

The creation of the Major Performing Arts Board as an independent, arm’s length funding
entity within the Australia Council had been recommended by the 1999 Nugent Inquiry. It
was established in October 2000, and its first Director, Dr Catherine Brown-Watt, was

* Archdall, Susan. (2000, April 4). Rumours run in rings. The Advertiser, p. 52.
® Parliament of South Australia, Legislative Council. (2000). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia Legislative Council, May 23, pp. 1057-58.
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appointed in December 2000. It replaced and extended the ambit of the Major Organisations
Fund of the Australia Council which had funded theatre, dance and chamber music
companies but not opera. Until then, funding for opera companies had come via the
Department of Communications, Information Technology and the Arts (DOCITA).® The state
opera companies (unlike Opera Australia) received no base (ie regular) funding from the
Commonwealth, and their applications were considered on a case by case basis.” After the
creation of the MPAB in October 2000, provision was made for Commonwealth funding of
state opera companies, and a formula was devised for apportioning Commonwealth and State
contributions. Under that formula, SOSA was designated a ‘Niche’ (later termed ‘Specialist’)
company - the only opera company to be so designated - and was thereby entitled to 50/50
Commonwealth/State funding. This was a direct consequence of SOSA’s success with the
1998 Ring and recognition of the value of the Wagner productions as international cultural
tourism drawcards. Other state opera companies were designated ‘Regional Flagship
Companies’ for which the Commonwealth/State funding split was 20/80. SOSA’s privileged
position in terms of annual Commonwealth funding generated some resentment amongst
other opera companies, and continued after the demise of its Wagner program which had
provided the rationale for the discrepancy. In 2014 for example, ten years after the last Ring,
SOSA received $1.44 million from the Commonwealth in annual grants, whereas West
Australian Opera received just $453,000 and Opera Queensland $626,000.

The MPAB’s role was an interventionist one and included:®

e Negotiating terms of performance agreements (including conditions of funding)
with State Government funding agencies, and negotiating tripartite arrangements.

e Deciding, with the agreement of the relevant State/Territory Government funding
Agency, whether a company should be put on notice, the conditions of such notice,
whether these conditions have been met and whether the company should have its
major company status withdrawn.

e Working with the companies to improve their management and governance practices.

® Until 1998 it had been the Department of Communications and the Arts (DOCA).

71999. Securing the Future. Major Performing Arts Inquiry (the Nugent Report), Department of
Communications, Information Technology and the Arts, ss 3.4.2 to 3.4.4. This report provides a useful account
of the Australia Council funding arrangements applying in 1999. Retrieved from:
http://mcm.arts.gov.au/sites/default/files/securing-the-future-inquiry-into-the-major-performing-arts.pdf.

8 Bevis, Stephen. (2014, July 31). WA Opera in Federal spotlight. The West Australian. Retrieved from:
https://au.news.yahoo.com/thewest/entertainment/a/24600743/wa-opera-in-federal-spotlight.

°1999. Securing the Future. Major Performing Arts Inquiry op.cit. Recommendation 6.2.2.
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South Australia had seized the opportunity between the presentation of the Nugent Report
recommendations in December 1999 and the creation of the MPAB in October 2000 to
negotiate very favourable terms under which the Commonwealth would contribute 75 percent
of the combined government subsidy for a new Ring. The close working relationship between
Arts SA and DOCITA was facilitated by the participation of Les Neilsen, General Manager,
Arts, DOCITA, in the Ring Consortium chaired by Tim O’Loughlin from February 1999.
Ministerial relations were also close, with the Commonwealth Minister for the Arts, Senator
Richard Alston, who had supported the 1998 Ring (which he attended) working
sympathetically with Diana Laidlaw. Alston also trusted the judgment of Donald McDonald,
Chairman of the 1998 SORC Board. As part of the federal budget delivered on 9 May 2000,
and in response to the findings of the Nugent inquiry, the Commonwealth had announced that
it would, over four years, inject a further $45 million into the major performing arts
companies across Australia, of which South Australia’s share would be $5.5 million or 12.1
per cent of the Commonwealth’s overall funding package, the highest per capita grant to any
state. The major beneficiary would be SOSA for the Ring. In order to secure that funding, the
State Government was required to invest an additional $1.2 million over the same period. In a
statement on 10 May 2000, the day after the budget, the Commonwealth Minister for the

Arts, Senator Alston issued a media release which said:

The Commonwealth, in collaboration with the South Australian Government, has also
decided to increase the funding allocated to the State Opera of SA. This will allow
SOSA to stage an Australian production of the Ring Cycle. SOSA gained an
international reputation for their Ring Cycle, and as a result expect significant
international interest in tour packages for their Wagnerian productions, demonstrating

the clear economic and social benefits of investment in the arts.*

The crucial achievement in securing majority Commonwealth funding for the Ring should
therefore be seen in the context of wider benefits flowing from the Nugent inquiry and from
the negotiating efforts of the South Australian Government and particularly O’Loughlin and
Laidlaw.™ Once again, Penelope Debelle of the Fairfax press erroneously credited Stephen

Phillips with this achievement, writing in November 2004: ‘Coming off this [1998] Wagner

19 Media Release by Senator The Hon. Richard Alston, Minister for Communications, Information Technology
and the Arts. (2000, May 10). Appendix 6.

1 parliament of South Australia, Legislative Council. (2000). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia Legislative Council, May 23, pp. 1057-58. Also 2000, June 15, p. 74.
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experience, Phillips secured Australia Council and South Australian Government backing for

the historic first full national production of the cycle of four Wagner operas.’12

When the MPAB came into existence five months after the Commonwealth/State agreement,
it was faced with a fait accompli. Then, following the Stuart Inquiry in 2003, the MPAB had
little option but to contribute additional funding to salvage the Ring production, although it
insisted on stringent conditions (see Chapter 8). Phillips was of the opinion that the MPAB
had never forgiven Diana Laidlaw and Tim O’Loughlin for their success in 2000 in securing

such a high level of Commonwealth funding support for the 2004 Ring."?
Supervision shifts from the State Government to the State Opera of South Australia

In October 2000 there was a significant change in Ring supervisory arrangements. Tim
O’Loughlin transferred from the position of Executive Director of Arts SA with direct
oversight of Ring planning to the more senior but also more remote and largely transport-
focused position of Chief Executive of the parent Department for Transport, Urban Planning
and the Arts (DTUPA). It was a compliment to his administrative skills and negotiating
success. Nobody else in Arts SA had been as closely involved with the project from its
inception as he had, had invested as much time and effort into ensuring its success, or was in
such a strong position to influence and enforce policy. Following O’Loughlin’s departure,
second and third-tier public servants were left with responsibility for overseeing SOSA’s
work on a new Ring on a day-to-day basis, and neither they nor a succession of new
Executive Directors™* shared his interest in or intimate knowledge of the project.

Three months after O’Loughlin moved from Arts SA, Minister Laidlaw was informed that the
2000 Adelaide Festival had incurred significant losses, and it soon became clear that the
Festival was in serious trouble. In March 2001, a deficit of $1.5 million from the 2000

15
I

Festival™ was disclosed and, shortly afterwards, the Finance Director resigned. In April,

Minister Laidlaw turned up unannounced at a Festival Board meeting and lambasted the

12 Debelle, Penelope. (2004, November 12). Wagner calling, The Age.

3 Phillips, Stephen. (2008, May 9). Email to Peter Bassett. Appendix 19.

4 Ms Kathie Massey (Executive Director Arts SA 2001-2003) had previously been Director, Organisation
Performance at the Sydney Opera House, and prior to that Assistant General Manager - Corporate Resources at
the Victorian Arts Centre. She was succeeded by Mr Greg Mackie (2004-2009) who was previously a councillor
of the Adelaide City Council and, before that, a bookshop proprietor and social activist.

1> The Avrtistic Director had been Robyn Archer, who expressed surprise at the size of the deficit. She had also
been Artistic Director of the 1998 Festival.
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Board members for their incompetence in not disclosing the deficit earlier.® With less than a
year to go to the next elections, her embarrassment was compounded by the fact that, twelve
months earlier in Parliament, she had lavished praise on the 2000 Festival’s Artistic Director,
Chairman, Board members and management.*’ Later in April 2001, the Festival’s Chairman,
Ed Tweddell of Fauldings resigned. In July/August, the General Manager Nicholas
Heyward*® and the Operations Director announced their departures. In September a shortfall
of $3.4 million in funding was disclosed, necessitating the provision of a further $2 million
from the State Government to cover part of this shortfall. Public opinion was in no mood for
Festival shenanigans when, in October 2001, the use of an image of Adolf Hitler on
promotional material for the 2002 Festival led to media-fanned outrage and to the principal
sponsor, Telstra, threatening to withdraw support.*® The offending image was removed. In
November the renowned American theatre and opera director Peter Sellars, who had been
engaged to direct the 2002 Festival, was forced to resign amidst controversy over issues of
artistic management. In all, the South Australian Government paid out almost $10 million to
the Adelaide Festival in 2000-2002%° and, amidst the furore surrounding the 2002 Festival,
bookings for ticketed events barely exceeded 35,000. Tim Lloyd in The Advertiser spoke for
Adelaide’s critical heartland when he said of the 2002 Festival: “This would go down as the
worst run, worst financed and worst marketed Festival of all time. While there has been a
popular move to sheet the blame home to Peter Sellars for the shortcomings of the Festival,
he is just a convenient and not very deserving target. Instead, we have to look at the failings
in Adelaide’s ability to stage a Festival.”®* Later, Sellars summed up his treatment in a pithy
sentence: ‘It's not a good idea; it's bad for international relations; and it's a little bit stupid,” he

said.?

South Australian arts officialdom was shaken by these Festival experiences which, politically
speaking could not have come at a worse time for the Liberal Government and eclipsed
memories of the successful 1998 Ring. Indeed, a change of government soon followed and,

with dramatic timing, the incoming Premier Mike Rann (who also became the Arts Minister)

16 Caust, Jo. (Summer 2004). A Festival in Disarray: The 2002 Adelaide Festival: A Debacle or Another Model
of Arts Organization and Leadership? The Journal of Arts Management, Law, and Society, 103-117.

" SA Legislative Council Hansard (2000, March 30), pp 738-740.

'8 Heyward moved to the position of General Manager of the Tasmanian Symphony Orchestra.

19 Caust, Jo. A Festival in Disarray, p. 111.

2 Debelle, Penelope. (2002, April 23). Adelaide Festival reels from box-office deficit. The Age. Retrieved from
http://www.theage.com.au/articles/2002/04/22/1019441221171.htm.

2 Quoted in Caust, Jo. A Festival in Disarray, p. 112.

22 Debelle, Penelope. (2002, March 22). Has Sellars bequeathed Page a poisoned chalice? The Age. Retrieved
from http://www.theage.com.au/articles/2002/03/21/1016660123244.html.
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was sworn into office on 6 March 20022 in the middle of the troubled Festival itself. Under
the new government the Festival Board was radically reconstituted, and amongst those

members who retired was Anthony Steel.

With the Adelaide Festival in such bad odour and with the departures of Heyward and Steel,
O’Loughlin’s 1997 proposal for a State Opera/Adelaide Festival Ring joint venture?* was
never mentioned again. Neither was Anthony Steel’s 1999 suggestion that Ring marketing
initiatives should exploit the ‘cutting edge’ qualities of the 2000 Festival opera (Louis
Andriessen’s Writing to Vermeer, which reportedly cost $3 million for four performances)

and the appointment of Peter Sellars to direct the 2002 Festival.”®

The Ring Consortium,
which had been announced in December 1998 with great fanfare and a budget of a quarter of

a million dollars, quietly vanished.

Arts SA’s close supervision of the Ring project began to ebb around the middle of 2000. The
turning point, ironically, was probably the provision of regular Commonwealth funding to
SOSA as a consequence of the Nugent Report. In future, SOSA would no longer be so
dependent on the State Government for financial support. Then came the announcement of
the 2004 performance dates and broad details of the State/Commonwealth funding
arrangements. The initial 75/25 breakdown of Commonwealth/State funding for the Ring
would, four years later become 63/37, but the figures were still weighted substantially
towards the Commonwealth. That was a reversal of the 1998 situation in which the State
contributed 92% of government funding and the Commonwealth just 8%. Laidlaw
characterised this change as representing a national vote of confidence in the arts in South
Australia. Given the size of the Commonwealth’s contribution, one might have expected
Canberra to want to participate in the planning and production of the 2004 Ring but, for
sound policy and practical reasons, the Australia Council stayed well away from the day-to-
day management concerns of recipient organisations and, in any case, in the absence of a
Ring Corporation, no mechanism existed for Commonwealth participation. On the other
hand, the State Government, to which the eight-member SOSA board was legally
responsible, was now the minority investor in the enterprise. This new dynamic gave Phillips

an unfamiliar sense of independence as he set about choosing key artistic personnel and

2 Mr Rann took office on 6 March 2002 after winning the state elections on 9 February 2002. The election
results had been indecisive and Liberal premier Rob Kerin refused to concede until the matter had been tested
on the floor of the House of Assembly. Rann gained office with the support of independent members.

2 See Chapter 3.

% Steel, Anthony. Another Ring for Adelaide? p. 10. Appendix 9.
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bringing to fruition the single most expensive arts project ever undertaken in Australia.
Management responsibilities would now be concentrated in even fewer hands than for the

1998 Ring although the challenge would be much greater.
Choosing the production team

In June 2000, Phillips drew up a ‘Proposed Outline Rehearsal/Performance Plan” which
envisaged a design presentation in late 2002; scenery/costume building in the first half of
2003, and rehearsals spread over two years. The rehearsal/performance schedule would be:
Das Rheingold and Die Walkure for fourteen weeks in 2003, and then Siegfried,
Gotterdammerung, revision of Rheingold/Walkiire and final rehearsals and performances all
for twenty weeks in 2004. The assumption was that Elke Neidhardt, as director, would
choose the design team. She chose Michael Scott-Mitchell for sets, Nick Schlieper for
lighting, and Stephen Curtis for costumes. Sue Field who, together with Schlieper, would
work with Neidhardt on the 2001 Parsifal,?® had been the first choice for the Ring costumes
but she was not available. The Neidhardt/Scott-Mitchell/Schlieper/Field team had worked
together on the 1998 Tannhauser and, minus Field, on Il trovatore in Adelaide in 1999. The
2004 Ring was the twenty-fifth project on which Scott-Mitchell and Schlieper had worked

together.?’

When it became clear by mid-2000 that Simone Young would not be available to conduct the
new Ring, Phillips began the search for possible contenders. At that time | was a SOSA
Board member and a committee member of the Friends of the State Opera - a voluntary
association which sponsored productions and supported the company in a variety of ways. |
was neither an employee of SOSA nor a contracted service-provider, and my work with Arts
SA as Director Projects did not relate to SOSA or to the Ring which came under the Lead
Agencies and Planning branch. However, | had provided various forms of voluntary
assistance to SOSA management since 1996 and, in this spirit of support and encouragement
I offered to help in the search for a conductor. In view of SOSA’s tiny staffing resources and
8

Phillips’s other responsibilities, he welcomed my involvement on an informal, unpaid basis.?

Between July and October 2000 | handled negotiations with the overseas agents of nineteen

% The set designer for Parsifal was Carl Friedrich Oberle, who was also listed as one of the costume designers.
Field was also listed as associate designer.

2" Scott-Mitchell, Michael, and Schlieper, Nick. (2003, September 6). Joint presentation to the Weekend with the
Ring symposium, Adelaide Convention Centre.

% phillips, Stephen. (2000, August). Memorandum to Minister Laidlaw providing a progress report and
acknowledging my assistance.
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international conductors, sounding out their interest and providing details of the production as
it evolved. The basic negotiating position, as set out by Phillips in an email to me of 27 July
2000, included references to the successful 1998 production conducted by Jeffrey Tate, a
production budget figure of $13 million,” the high level of government support, the names of
the director and the set and lighting designers (even though their contracts had not been
concluded at that point) and the anticipated rehearsal arrangements. As these exchanges
progressed, several agents took the opportunity to draw my attention to other conductors on
their books. One of these was Asher Fisch, whose biographical details | received by email on
Saturday 5 August 2000 from his London agent, Sue Spence of Askonas Holt. | passed this
information with a supporting comment to Phillips who was also very interested and
responded on the following Monday morning: ‘I think we should definitely follow up fast
with him. He’s very high on Elke’s list’.** On 8 August Phillips informed me that Neidhardt
would be in Germany for at least two weeks from the beginning of October 2000 and that if
any of our preferred conductor candidates were Europe-based at that time it would be good
for her to meet them.*! The implication was that it was important for her to be able to work
constructively with the chosen conductor and to be able to express her preferences in the
selection process. | had no doubt that Neidhardt was being given an unusual opportunity to
influence the choice of the conductor, and that if she objected to any of the candidates,
Phillips would not engage them. This was contrary to the recommendations of the Steel
Report but it did suggest that her position was becoming considerably more than that of Stage

Director.

On 10 August 2000, Fisch’s agent Sue Spence informed me that ‘without question” Asher
Fisch was very interested in our Ring project, and she gave me his email address so | could
contact him directly. | advised Phillips of this and expressed the view that Fisch must be our
number one prospect. On 11 August, Phillips told me: ‘I think we should get him if
possible’.*? So, less than a week after receiving an expression of interest, Asher Fisch had
become the favoured candidate even though he had not been on Anthony Steel’s list, and the
General Director had neither seen nor heard him in action. It was sufficient that Neidhardt

had. | then emailed Fisch in New York and began detailed negotiations with him.

 The official SOSA figure as at June 2000 was, according to the five-year business plan, $9.3 million.
% phillips, Stephen. (2000, August 7). Email to Peter Bassett. Appendix 11.

#1 phillips, Stephen. (2000, August 8). Email to Peter Bassett. Appendix 11.

% phillips, Stephen. (2000, August 11). Email to Peter Bassett. Appendix 11.
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It was also on 8 August 2000 that Phillips asked me for a list of the conductors under review,
together with some comments, for a progress report for Minister Laidlaw, which | duly
provided.*® The request for a report, which had come from the Minister’s office, was
indicative of the close oversight which the government was exercising in connection with
Ring planning, something that never happened with operas in the standard repertoire. This
was yet another reminder of the extent to which the Ring was a political undertaking as well
as an artistic one. There was never any suggestion that the relationship between SOSA and
the ASO should be anything more than a contract for the provision of an orchestral service.
For 1998 the ASO was represented on the SORC Board in an observer capacity, but in the
absence of SORC for 2004 there was no ASO involvement at all in early Ring planning and

decision making.

While negotiations were continuing with various agents, | contacted Asher Fisch in New
York and arranged meetings there between him and Phillips on 9" and 10" September 2000.
After these meetings had taken place, Phillips visited London to call on Askonas Holt and
finalise the contract details. The terms were then agreed with Fisch, and his appointment was
confirmed at the end of September. There was however a bigger picture against which this
operatic toing and froing was taking place. Around that time, relations between Israel and the
Palestinians deteriorated alarmingly and the spectre of war loomed in the Middle East.
Conflicts broke out in the West Bank and the Gaza Strip; captured Israeli servicemen were
murdered by Palestinians, and Israel retaliated. In these circumstances, on 9 October |
suggested to Phillips that it would be prudent to announce the whole Ring production team in
one go rather than make a separate announcement about Fisch who was an Israeli citizen and
music director of the New Israeli Opera.>* A few days later an American warship was
attacked in the port of Aden and US servicemen were Killed. Stock markets tumbled, a bomb
exploded in the British Embassy compound in Yemen, President Clinton attended an
acrimonious meeting in Egypt (he was soon to leave office), fighting worsened on the West
Bank and the Israeli prime minister suspended the peace process before announcing his own
resignation on 9 December. Amidst these headline-grabbing events, the Ring production team

was announced publicly on 9 December 2000, and was well received.®

% Bassett, Peter. (2000, August 8). Email to Stephen Phillips.

% Bassett, Peter. (2000, October 9). Email to Stephen Phillips.

% Nunn, Louise. (2000, December 9). State Opera selects the A team for the great Wagner challenge. The
Advertiser, p. 22.
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One curious omission from the lists of possible conductors for the 2004 Ring had been
Nicholas Braithwaite.*® London born Braithwaite had been a resident of South Australia for
many years, and had been chief conductor of the Adelaide Symphony Orchestra from 1987 to
1991, during which time, in May 1988, he conducted a semi-staged performance of Act | of
Die Walkiire in collaboration with the State Opera.?’ Braithwaite studied in London and
Vienna and his Wagnerian credentials were impeccable. From 1960 to 1966 (the year of
Wieland Wagner’s death) he was a member of Friedelind Wagner’s masterclasses at the
Bayreuth Festival, and he attended most rehearsals and all performances at Bayreuth during
those years. He became associate principal conductor of the English National Opera in 1970
and worked closely with Reginald Goodall on the famous ENO Ring production of the ‘70s
for which he conducted five cycles and received consistently fine reviews in the London
press. All up, he had conducted every Wagner opera from The Flying Dutchman onwards,
including six complete cycles of the Ring, and had appeared at Covent Garden, Welsh
National Opera, Scottish Opera, Norwegian Opera and Hamburg State Opera amongst others.
He had conducted all of the major orchestras in the UK and Australia, and toured Japan and
Korea with the London Philharmonic Orchestra as Associate Conductor to Sir Georg Solti. In
the 1990s he conducted the Collegium Musicum Copenhagen (the cream of Denmark’s
orchestras) nearly every year. So, why was this eminently qualified, internationally
recognised and locally resident conductor ignored for the Adelaide Ring of 20047 | suspect it
was because Neidhardt did not know him and, in any case, she was more comfortable with
the idea of a younger, up-and-coming, less experienced Ring conductor, into which category
Asher Fisch fell.®

For the 1998 Ring, Gillespie had chosen the Chatelet production of 1994, and brought to
Adelaide not only the Paris sets, costumes and production book but also its English conductor
Jeffrey Tate, French director Pierre Strosser and English assistant director Stephen Taylor. In
other words, it was a complete package, and there was a logical basis for keeping the original
production team together. Tate selected English conductor Lionel Friend to be his Assistant
Conductor in Adelaide. For some time it was taken for granted that Tate would conduct the
next Ring in Adelaide, until he indicated that his 1998 experience would be a one-off. In
September 1997, for the opening night of the Weekend with the Ring, | invited Braithwaite to

% Nicholas Braithwaite, b.1939.

%" This had been arranged before Gillespie was appointed to SOSA. Alberto Remedios sang Siegmund, Sandra
Hahn was Sieglinde and Noel Mangin was Hunding.

% For her attitude to conductors see Chapter 4. Fisch was seventeen years her junior.
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conduct the Siegfried Idyll at a soirée at Government House, which he did splendidly with
musicians from the Adelaide Symphony Orchestra and the Australian String Quartet.
However, when Anthony Steel listed potential conductors in mid-1999, Braithwaite’s name
was not amongst them, nor was Simone Young’s,39 nor Sir Charles Mackerras’s.*® Steel’s list
largely grew out of his conversations with managers, consultants and agents in Europe, and
reflected European priorities amongst Wagner conductors at that time. Phillips’s views on
Braithwaite were harder to fathom. He asked Braithwaite to conduct Tosca for SOSA in
October/November 2000, immediately before the Ring production team was announced.
Braithwaite’s only other conducting engagement for SOSA until then had been Tosca in the
Park a decade earlier (an outdoor concert performance during the 1990 Adelaide Festival).*
It seems likely that after Jeffrey Tate’s success, the expectation was that another overseas
‘name’ should be found to catch the attention of globe-trotting, Ring-going audiences; after
all, the 2004 Ring was as much an investment in cultural tourism as an artistic enterprise.
Fisch’s much publicised association with Daniel Barenboim was a marketable commodity.
There was, as well, a realisation that if the 2004 production were to be revived, a prudent
course would be to engage a conductor in the early stages of his or her career. Asher Fisch
was 46 in 2004. He had been music director of the Vienna Volksoper where, in 1998, he
conducted a successful Die Meistersinger directed by the German Regisseurin Christine
Mielitz.** He had also conducted Parsifal at the Vienna State Opera, Tristan und Isolde at the
Royal Danish Opera, Die Walkiire for Barenboim in Berlin (and he worked with him at
Bayreuth) and Der fliegende Hollander at Los Angeles. He had not conducted a complete

Ring.
The selection of singers for a ‘director’s Ring’

When | returned to Canberra in November 2000 | was engaged for a twelve-month, part-time

consultancy as Artistic Administrator for the 2004 Ring. This consultancy was renewed

% In 2000, Simone Young (b. 1961) conducted the complete Ring at the Vienna State Opera. She had also
assisted Daniel Barenboim in Berlin and at the Bayreuth Festival. By 2000 she had conducted other works by
Wagner in Europe and in Australia, and in 2001 was appointed Music Director of Opera Australia - an
appointment which had been foreshadowed since 1995.

“% Sir Charles Mackerras (1925-2010) conducted Die Meistersinger von Niirnberg for Opera Australia in 1988,
and Tristan und Isolde with Welsh National Opera in 1993. Between 1981 and 1985 he conducted concert
performances of Wagner's Die Walkiire, Siegfried, Gétterddmmerung and Tristan und Isolde in co-presentations
between The Australian Opera, the Sydney Symphony Orchestra and the Melbourne Symphony Orchestra.

! Later, in 2002, Braithwaite conducted the Opera Conference production of Cavaleria rusticana/Pagliacci for
SOSA, and in 2009 he conducted a new production of The Flying Dutchman, his first Wagner opera for SOSA.
“2 Lisa Gasteen made her debut as Briinnhilde in the complete Ring at Meiningen under Mielitz’s direction in
2001. Gasteen was a great success but found the direction physically trying.
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annually until December 2003, at which time SOSA ran out of money for such things - and
for just about everything else. Nevertheless, | continued to provide assistance until the 2004
performances. In 2001-02 my responsibilities began with the negotiation and preparation of
contracts for artistic personnel (which, in practice, meant the principal singers and cover cast,
since the production team had already been engaged), and the preparation of detailed
rehearsal schedules. Then in 2002 | took on a public relations role, writing articles for
newspapers and journals, placing advertisements in interstate and overseas publications
(including in opera programs in Europe and Japan), doing radio interviews, compiling and
editing newsletters,*® coordinating graphics and the like, and launching and maintaining the
Ring website with the help of a Canberra-based website designer. | developed the Ring donor
program inspired by Seattle Opera’s strategy of maximising the number of smaller donations
(anything from $100 upwards) to complement larger corporate sponsorships. This was
certainly one area in which SOSA was able to benefit from the Seattle experience, and

Phillips was happy to embrace it.

There are 34 separate roles in the Ring, some of which can be covered by artists who have
smaller roles elsewhere in the tetralogy and some which need to be covered by additional
singers engaged specifically for this purpose. For the most important roles it may be
necessary to bring in covers from overseas, but the number of imported singers for principal
or cover roles is strictly limited by union quotas. The combination of mainly local singers and
an overseas conductor meant that it was impossible for Fisch to play a meaningful role in the
casting process. Nearly all the singers being considered were unfamiliar to him, and he could
not spend time in Australia to audition them. During the casting process there was no
assistant conductor on whom he could rely. Sydney-based musician Stephen Mould, who had
been a repetiteur for the 1998 Ring and the 2001 Parsifal was engaged in 2003 as Coach and
Rehearsal Conductor, along with Lionel Friend (2004) and Sharolyn Kimmorley. Phillips had
Mould in mind for the position of Assistant Conductor but Fisch wanted a more experienced
conductor who was familiar with the Ring and who could take charge should the need arise.
Adelaide-based Nicholas Braithwaite was the obvious choice, but he was much too
experienced to be designated Assistant Conductor to the comparatively inexperienced Fisch,
and so | suggested that he be called Guest Conductor, which was how he was described.

*% | had compiled and edited a printed newsletter for the 1998 Ring called, simply, The Ring. For the 2004
production the newsletter was called Valhalla.
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Inevitably, Phillips’s and Neidhardt’s views governed the selection of singers although
neither was a trained musician and neither had more than a passing knowledge of singing. As
General Director, Phillips had the final say on all artistic and administrative appointments,
but, in the first years of the new Ring project he regularly sought Neidhardt’s views on a
range of matters. She had been his only choice to direct the second Ring (and Parsifal), she
was contactable in Sydney and they liaised easily - to begin with. He would consult her about
casting, and she would nominate her preferred singers and rule out others. Among her
selections were American Timothy Mussard for Siegfried, New Zealander Christopher Doig**
for Loge (he had turned down Mime in 1998, and an offer to cover Siegmund in 2004), and
Australian Andrew Brunsdon for Froh (and cover Siegmund). Neidhardt had seen Timothy
Mussard sing in Stuttgart and recommended him highly. Five years later, after the long and
arduous rehearsals had taken their toll, there was a crisis meeting and Mussard stood aside in
Siegfried for Canadian tenor, Garry Rideout.* Mussard sang the less exhausting

Gotterdammerung Siegfried.

Phillips’s first choice for Wotan was the comparatively young American bass-baritone Alan
Held, who had been strongly recommended by Jeffrey Tate.“® For nine months, every effort
was made to attract Held but he had small children at the time and did not want to be away
from his family for the long rehearsal periods in 2003 and 2004. Even an offer to arrange
schooling for his children in Adelaide was to no avail. He also felt it was a little early in his
career and said, some years later: “You have to mature with Wotan and | gave it 20 years to
let it grow and I believe it is important for a singer to do that.”*’ So, the search began for
other contenders. Agents and conductors were consulted and various names were considered.
Then Neidhardt floated the name of Dutch bass-baritone John Brécheler after reading a
review in a newspaper clipping sent to her by a former German Consul in Sydney.*
Brdcheler had recently performed Wotan in Bonn and had also performed it in the
Amsterdam Ring. His Amsterdam performance was available on video, and it was clearly a
fine one. At the time of his consideration for Adelaide he was singing Amfortas in Munich
with Waltraud Meier and Kurt Moll, and was about to sing in Salzburg in the company of

Susan Graham, Natalie Dessay, Deborah Polaski, Franz-Josef Selig and Diana Damrau.

* Christopher Doig (1948-2011)

** Gary Rideout (1952-2007)

*® Tate had recommended Held before Fisch had been engaged as conductor.

*" Pritchard, Jim. (2012, February 24). Interview with Bass-baritone Aland Held. Seen and Heard International.
Retrieved from: http://seenandheard-international.com/2012/02/interview-with-bass-baritone-alan-held-2/.

“8 Phillips, Stephen. (2001, April 10). Email to Peter Bassett.
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Although by 2004 he was nearing the end of his stage career, it had been a distinguished one,

and the decision to engage him was not difficult.

As time went by, what had begun as a consultative gesture by Phillips towards Neidhardt
developed into an expectation on her part that she would have equal say on who would be
engaged. She had no hesitation in referring to the production as ‘my’ Ring. She was forthright
in her views, and any hint of independent action on the General Director’s part drew a swift
response: ‘Steve, please don’t cast any Rhinemaidens yet without further consultation’ she
wrote in March 2001.%° | observed that Phillips found this attitude increasingly hard to take,
especially since he had been used to casting SOSA’s regular operas without reference to
anybody else, including directors and conductors. Very few of SOSA’s mainstage
productions were created by the South Australian company itself; most were either rented
from other companies (usually Opera Australia) or were co-productions of the Opera
Conference — the main Australian opera companies acting cooperatively. This meant that
existing productions were frequently staged with revival directors. Conductors were often
fairly junior or when, occasionally they came from overseas, they arrived just in time for
rehearsals and played no part in the casting process. Phillips baulked at confronting Neidhardt
about her assertive manner, but told me: “While I think it’s a good idea to keep Elke in the
loop, I don’t think she should be given the impression that she is making all the decisions! 50

However it was too late; she had already formed that impression.

By early 2001 Neidhardt had identified two possible contenders for the role of Sieglinde, and
Phillips had identified two others, one of whom was Australian soprano Deborah Riedel.
Riedel had sung Tosca for SOSA in October/November 2000 opposite Stuart Skelton, who
would sing Siegmund in Adelaide. She was an accomplished artist who had made her
European debut as Freia in Das Rheingold in 1991 at Covent Garden, and had sung a wide-
ranging repertoire at the Paris Opera, Vienna State Opera, Bavarian State Opera and the
Metropolitan Opera. Joan Sutherland and Richard Bonynge thought highly of her, and
Bonynge was her mentor. He helped her transition from mezzo-soprano to ‘lyric soprano with
a coloratura facility’, and described her as having ‘one of the most beautiful voices we have

heard in Australia in a very long time ... warm, human and touching. It is also a voice of a

* Neidhardt, Elke. (2001, March 29). Email to Stephen Phillips and Peter Bassett. See Appendix 12.
50 1

ibid.
%! Deborah Riedel (1958-2009). Her performance as Sieglinde in 2004 was outstanding, as can be heard on the
complete Melba recordings. However, in 1999 she had been diagnosed with cancer which finally claimed her
life on 8 January 2009. She was 50 years of age.
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very decent size capable of filling any opera house.”>? Eighteen years later he described her
voice as ‘velvety’ and ‘voluptuous’, and said that hers was ‘undoubtedly one of the greatest
voices ever produced by Australia’.>® Nevertheless, in an email of February 2001 to Riedel’s
agent Jenifer Eddy (herself a former opera singer) and to me, Phillips wrote: ‘As I expected,
Elke finds the idea of Deborah singing Sieglinde difficult, given Deb’s background. However
she by no means dismisses the idea. She feels, understandably, that she needs to hear her sing
something from this fach to feel convinced that she has the ‘big’ phrases, especially from the
last act of Walkiire.”>* Once again, Neidhardt was being allowed to venture well beyond the
responsibilities of a stage director and into an area more properly the preserve of an artistic

director or conductor.

Fisch was going to be in Paris between late March and mid-May 2001, and so arrangements
were made for him to audition three candidates for Sieglinde and one for Hunding during that
time. Riedel auditioned for Fisch on 10 April 2001, and he was in no doubt at all that she
should be given the role. He reported: ‘I was very impressed. She is a highly intelligent singer
with a beautiful voice. ... the German suits her well in my mind. She would have to beef up
her middle voice a bit, I have told her so, and she seems to be happy to give it a try. ... So, if
it is ok with you, we can go with Deborah.”> Since he had already heard one of the other
Sieglinde candidates and found her wanting, there could be no reason for further delay, and
Riedel was offered the role. A planned audition for a third candidate in early May was
cancelled. Neidhardt too had cancelled her trip to Paris in order to concentrate on
preparations for the 2001 Adelaide Parsifal which had been delayed by preparations for
Opera Australia’s 2002 Andrea Chénier. She told a journalist in November 2004: ‘I have not
been in Europe for four years - unheard of - but | didn't dare! One is the captain of the ship.”*®
She made it clear to Phillips that her agreement to the engagement of Deborah Riedel for
‘Sieglinde’ was conditional on Riedel remaining in good physical shape and not becoming
overweight. Stuart Skelton had been Phillips’s preferred candidate for Siegmund after his fine
performance as Cavaradossi in Tosca in October 2000. He was also sought-after in Europe

where he was about to sing Erik (Der fliegende Holléander), Lohengrin and Rienzi, and would

°2 Bray, David. (1991, November 21). Singing the praises of the next Dame Joan. The Courier Mail. Retrieved
from: http://users.telenet.be/deborahriedel/singing_the_praises_of _the_next_.htm.

*% Hallett, Bryce and Stephens, Tony. (2009, January 12). Soprano scaled the heights. The Sydney Morning
Herald. Retrieved from: http://www.smh.com.au/news/obituaries/soprano-scaled-the-
heights/2009/01/11/1231608518954.html.

> Phillips, Stephen. (2001, February 5). Email to Jennifer Eddy and Peter Bassett. Appendix 13.

% Fisch, Asher. (2001, April 11). Email to Peter Bassett.

% Debelle, Penelope. (2004, November 8). She tells it like it is, The Age.
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then appear at the Berlin State Opera’s all-Wagner Festival Days, conducted by Daniel
Barenboim. He sang for Neidhardt on 2 March 2001, and she approved.

During the Ring rehearsals in 2003, Deborah Riedel told me with some pride that one of her
forebears had been associated with the first Bayreuth Festival. She wasn’t certain of the
details, although she thought there was some connection with the orchestra®’. | found that in
the 1870s Richard Wagner had had frequent dealings with Professor Carl Riedel (1827-
1888), chorus master, composer and president of the Allgemeiner Deutsche Musikverein. His
Leipzig choral society, the ‘Riedel-Verein’ founded in 1854, took part in the choral finale of
Beethoven’s 9" Symphony which Wagner conducted in the Margrave’s Opera House after
laying the foundation stone for the Festival Theatre on 22 May 1872.%° Carl Riedel became a
member of the management committee of the General Society of Patrons for the support and
preservation of the festival in Bayreuth,®® and he was also president of the Leipzig Wagner
Society.®! In 1873 his ‘Appeal to the Germans’ for support for the Bayreuth enterprise was
used in preference to a text written by Nietzsche, thereby contributing to Nietzsche’s growing
disenchantment with Wagner. He lunched informally with Wagner on 15 May 1876 during
rehearsals for the first Ring®® and, in later years, Wagner and Cosima saw him socially on a
number of occasions.®® Wagner promised to take Cosima to Leipzig on her birthday in 1881,
to perform the Parsifal choruses for her with the Riedel choir.®* It was a nice connection

between the Adelaide production and Wagner himself.

It may be trite to say so, but a good Brunnhilde is crucial to the success of any production of
the Ring, and SOSA was fortunate to have in Queenslander Lisa Gasteen the finest Australian
Brinnhilde since Marjorie Lawrence in the early 1940s. Gasteen had won the Cardiff Singer
of the World competition in 1991, the finals of which were broadcast on Australian
television. Even then her performance bore the hallmarks of a future Briinnhilde, and she was

inundated with requests to perform this and other major Wagnerian roles which, wisely, she

% There was no Riedel listed amongst the players for the 1876 Festival - the only performances of the Ring at
the Festspielhaus during Wagner’s lifetime. The second complete Ring performance took place in Leipzig in
1879 under the management of Angelo Neumann (with Wagner’s permission). The orchestra for Parsifal at
Bayreuth in 1882 was from the Royal Court and National Theatre, Munich, on loan from King Ludwig.

*8 Wagner, Cosima. Gregor-Dellin, Martin and Mack, Dietrich, eds., Skelton, Geoffrey, trans. (1976-1978).
Cosima Wagner’s Diaries. New York and London: Harcourt Brace Jovanovich, Vol. 2, pp. 452, 1084.

> \Wagner, Cosima. Cosima Wagner’s Diaries. Vol. 1, p. 488.

% ibid. p. 1155.

® ibid. p. 1078.

%2 Fricke, Richard. Fricke, George R. trans., Deaville, James, ed. with Baker, Evan (1998). Wagner in Rehearsal
1875-1876, The Diaries of Richard Fricke. Stuyvesant, NY: Pendragon Press, p. 46.

% Wagner, Cosima. Diaries. Vol. 2, p. 399.

% ibid. p. 452.
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declined at that early stage in her career. However, by 2000 she felt ready to sing the
Siegfried Briinnhilde at Stuttgart and, one year later, all three Brinnhildes in her first
complete Ring at Meiningen, in a theatre whose dramaturgical innovations had once
exercised an influence on Wagner.65 She was, I thought, the obvious candidate for Australia’s
first home-grown Ring, although, surprisingly, Stephen Phillips took a while to warm to this
idea. Initially, he favoured American soprano Jeannine Altmeyer who, after her famous
exposure as Sieglinde and Gutrune in the Bayreuth centenary Ring production, had sung
Brinnhilde in the complete 1982 recording conducted by Marek Janowski, and in the 1997
production by De Nederlandse Opera (with Brocheler). Altmeyer would have been nearing
the end of her stage career by 2004, whereas Gasteen was then at her peak as a Wagnerian
singer, something which Asher Fisch immediately recognised when he encountered her at the
rehearsals in Adelaide. Attempts had been made for him to attend one of her performances at
Meiningen in 2001 but this had proved impractical. However her European agent Michael
Lewin, whose judgment Fisch trusted, assured him that an audition was not necessary.
Gasteen was in wonderful form, said Lewin, and would be a brilliant Briinnhilde.®® She went
on to sing a magnificent Isolde at Covent Garden in 2002, which | witnessed, and which
prepared the way for her first Briinnhilde there in 2006, much to the fury of English soprano
Susan Bullock who would nevertheless get her own back by singing Briinnhilde in
Melbourne in 2013. In a short ABC television documentary about the making of the 2004
Ring, Asher Fisch, in the midst of rehearsals, had no hesitation in saying: ‘Lisa, she really has
the Wagnerian voice of the cast. If you really think of a Wagnerian voice singing at the top
and going through this huge orchestra without any thought and without getting tired, that’s
her. ...You have a feeling that when she finishes Gotterdammerung she could go back to the
beginning, you know, and start all over again’.®” That augured well for the historic events

about to unfold.

% See Carnegy, Patrick. (2006). Wagner and the art of the theatre. New Haven and London: Yale University
Press, pp. 82 ff.

% Fisch, Asher. (2001, March 24). Email to Peter Bassett.

%7 Duthie, Amanda and Phillipson, Margot (Executive producers). (2005). Forging the Ring. Back stage at the
State Opera of SA’s Ring Cycle. Adelaide and Sydney: Australian Broadcasting Corporation.
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CHAPTER 6

Staging Parsifal in 2001

On 11 March 1997 The Bulletin magazine published a ‘scoop’ by columnist and former
operatic soprano Maria Prerauer under the heading ‘Parsifal takes on an Olympian ring’. It

read:

Exciting news. My spies tell me that Leo Schofield’s mammoth 2000 Olympic Arts
Festival — as the Cultural Olympiad is now called — will stage Australia’s first
production of Parsifal, the only big Wagnerian music drama Australia has yet to
experience. It’s planned for the Capitol, which has a Wagnerian-sized orchestra pit.
The Sydney Opera House does not. Who’s putting it on? The Sydney Symphony
Orchestra under its brilliant musical director Edo de Waart. Marietta [Prerauer] hears

that Opera Australia is being invited to join the SSO as joint partner.

Coming just one year before the much heralded 1998 Adelaide Ring, this news suggested that
the eastern states were fighting back in terms of ground-breaking Wagner productions,
although the suggestion that the Sydney Symphony Orchestra would be staging the opera (as
distinct from giving a concert performance) and that Opera Australia would be ‘invited to
join’, should have raised doubts about the veracity of the story. In fact, the rumours proved to
be garbled. Schofield, who had been artistic director of the Sydney Festival since 1998*
following his move from the Melbourne Festival, had been hoping to bring to Sydney the
Berlin State Opera’s production of Parsifal with Daniel Barenboim and the entire
Staatskapelle Berlin. However, as he told me in early 1999, these plans had fallen through
because the New South Wales State Government was unwilling to fund such an expensive
operation on top of its major outlay for the Olympics.? In the end, the Sydney Symphony
Orchestra conducted by Edo de Waart contributed a concert performance of
Gotterdammerung to the Olympic Arts Festival, thereby completing the Ring concert series it
had begun in 1996. When, in 1999 | informed Stephen Phillips that the Berlin Parsifal would

! Leo Schofield replaced Anthony Steel as director of the Sydney Festival (1995-1997) largely through the
intervention of NSW Premier Bob Carr, as Steel notes in his memoir Painful in Daily Doses, (2009). Adelaide:
Wakefield Press. Schofield’s tenure with the Sydney Festival overlapped with his role as artistic director of the
arts festival associated with the 2000 summer Olympics and the 2000 summer Paralympics.

Z Bassett, Peter. (1999, March 29). Program of Action — Internationalisation of Arts Industries and Whole of
Government Application of the Arts. Memorandum to Executive Director, Arts SA.
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not be coming to Australia after all, he replied that he knew of a Parsifal production that had
been designed for the Australian Opera but was never used. He said he would try to obtain
this for Adelaide for staging between the two Rings. The intention was to further SOSA’s
official objective of being ‘renowned nationally and internationally as the performing arts

company that makes Adelaide a ‘Wagner City’.3

In 1993, the Australian Opera (as it then was) had planned a new Parsifal for its summer
season and had commissioned the staging from Elke Neidhardt and German designer Carl
Friedrich Oberle.* However, when the final costings for the season had been worked out it
was clear that something would have to go. That ‘something’ was Parsifal. The decision not
to proceed had been influenced by production costs (which, actually, were not especially
high) and estimated box office income. That there should have been any hesitation about the
latter is, in retrospect, surprising. If there was one overriding lesson from the 1998 Adelaide
Ring and the 2001 Adelaide Parsifal, it was that the audience for Wagner’s works, especially
his later works, extended well beyond the customary demographic of regular opera patrons.
In place of the Neidhardt/Oberle Parsifal, the Australian Opera revived its existing Armfield
production of Tristan und Isolde, which enabled it to achieve savings in production costs and
make use of singers already chosen for roles in Parsifal. Phillips was able to purchase the
Parsifal production from Opera Australia and plans were made for a staging in Adelaide in
late 2001. There was never any doubt that Neidhardt would be the director, since she had
been involved from the outset in the original plans and had been in contact with Phillips since
1996 about her advisory role with the 1998 Ring. One sometimes reads® that her appointment
to direct the 2004 Ring had been prompted by her successful direction of the 2001 Parsifal,
whereas in fact, Phillips had already decided on her engagement for the second Ring well
before contemplating Parsifal, and her formal contract for the Ring had been concluded more

than twelve months in advance of the Parsifal performances.

® Objectives forming part of the financial statements of the State Opera of South Australia, in the annual report
submitted to the SA Parliament for the year ended 30 June 2002.

* Oxenbould, Moffatt. Timing is everything, p. 570.

® For example, in the program notes for a recital of Humperdinck’s arrangement of Parsifal, given by Simone
Young and Alexander Soddy (piano four hands), with Elke Neidhardt (narrator) in the Sydney Opera House’s
Utzon Room Music Series, 20 July, 2008.
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Historical constraints on the performance of Parsifal

For Wagner, Parsifal was more than a theatrical event; it was also his credo, the fulfilment of
a lifetime’s reading and reflection.® Little wonder then that he called it A Festival Play for the
Dedication of the Stage. He was also determined that the Bayreuth theatre should set the
standard and provide the model for other performances; this, after all, had been his objective
in building it in the first place. He wanted to present ideal performances in ideal
surroundings, using singers who truly understood his intentions.” There were practical
considerations too. According to Cosima, Wagner thought the way in which the Ring was
being performed elsewhere was appalling,? and this had led to caution in sanctioning
productions over which the author had no control. The possibility that Parsifal might suffer a
similar fate did not bear thinking about. So, Wagner’s inclination to restrict performances to
the Bayreuth theatre was, first and foremost, to safeguard the integrity of a work into which
he had poured so much of himself.

The law relating to copyright and royalties within the German states prior to unification in
1871 had been chaotic, and it was not standardised until 1870 and, even then, was nowhere
near as comprehensive as the modern law on the subject. After the inaugural 1876 Festival,
financial pressures had made the sale of the Ring’s performing rights unavoidable, although
Wagner had resisted this for as long as he could. Even the ownership of the intimate Siegfried
Idyll, written to mark Cosima’s thirty-third birthday and the birth of their son, had to be sold
in 1877 to make ends meet. Cosima wept bitter tears over this. However, Parsifal was a
different matter. The 1882 season had produced a profit of 135,000 marks and, for the first
time in Wagner’s life, there was no need to sell his creations to raise money. He could enjoy
the luxury of retaining complete artistic control for as long as he wished, and he could be sure
that his family would be provided for after his death — no small consideration given that
Cosima was twenty-four years his junior and was destined to outlive him by forty-seven

years.

In 1881, when the Wagners had been holidaying in Palermo, Cosima recorded in her diary
that Richard had told her he intended to sell Haus Wahnfried (the family home in Bayreuth

paid for by King Ludwig), hand over the performances of Parsifal to the impresario Angelo

® He had first read Wolfram’s Parzival in 1845. His Parsifal was not completed until 1881.

" Bassett, Peter. (2013). Richard Wagner on the Practice and Teaching of Singing. Paper presented at the 8"
International Congress of VVoice Teachers, Brisbane, Australia, 13 July 2013.

8 Wagner, Cosima. Cosima Wagner’s Diaries. Vol. 2, p. 946.
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Neumann and settle down in Italy. Neumann was already touring all over Europe with
productions of the Ring for which he had purchased the original Bayreuth sets. Wagner was
tired and run down.® By August 1882, notwithstanding the success of the Festival in which
Parsifal had its first performances, he was still in an anti-Bayreuth mood and again spoke of
handing over Parsifal and the festival theatre to Neumann.* In his Personal Recollections of
Richard Wagner,** Neumann maintained that, in August 1882, Wagner had promised him the

exclusive rights to produce Parsifal anywhere in the world except Bayreuth. Neumann wrote:

Then I again touched upon the subject nearest to my heart, - that he should entrust to
me his most sacred treasure, “Parsifal”! To my own great amazement his answer was
fairly favourable; he even promised to consider it at our next meeting, and | was to

bring a proposition for “Parsifal” at the same time with my contract for the “Ring.”12

But, said Neumann, shortly afterwards Wagner changed his mind on Parsifal and asked to be
released from this promise on the understanding that Neumann would indeed eventually be
granted exclusive rights. We shall never know for certain what Wagner’s long-term
intentions were, for within six months he was dead and his inconsolable widow could not

bring herself to sell the performing rights to anyone. Wagner did not leave a will.

In 1884, and again in 1885, the Bayreuth production of Parsifal was staged privately at the
Court Theatre in Munich for an increasingly unstable Ludwig 1, without whom, it must be
said, there would have been no Bayreuth theatre and probably no Parsifal. Ludwig had
declined to attend the premiere on grounds of poor health, much to Wagner’s disappointment.
Between 1882 and 1914, Parsifal was the most performed of Wagner’s works at Bayreuth. It
provided the main reason for going to the Festival. Gustav Mahler attended a performance in
1883, barely six months after Wagner’s death, and remarked in a letter to a friend: “When |
walked out of the Festspielhaus, incapable of uttering a word, | knew | had come to
understand all that is greatest and most painful and that | would bear it within me, inviolate,
for the rest of my life.”*® A concert performance of the complete work took place at the Royal

Albert Hall, London, on 10 November 1884 and was repeated five days later. Other concert

% ibid. p.754.

1%ibid. p.898.

1 Neumann, Angelo. (1908). Edith Livermore, trans., Personal Recollections of Richard Wagner. London, New
York, Boston: G. Schirmer, Chapter XVI.

12 ibid. p. 235. The contract for the Ring was specified as extending until 1889.

3 | etter to Friedrich Lohr, July 1883, in Knud Martner, ed.. (1979). Selected Letters of Gustav Mahler, trans.
Eithne Wilkins, Ernst Kaiser and Bill Hopkins. London: Faber & Faber, p. 73.
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performances took place at the Metropolitan Opera House, New York, on 4 March 1886
and in Amsterdam on 5 December 1896. Cosima’s embargo on Parsifal stage productions
other than at Bayreuth held firm until 1903. In that year, on 24 December, the Metropolitan
Opera, unfettered by international copyright obligations, mounted a stage production of its
own, with enormous success. The United States did not become a signatory to the 1886 Berne
Convention for the Protection of Literary and Artistic Works until 1989; Germany had been
one of the original signatories a century before. The New York stage performances provoked
outrage amongst the Bayreuth faithful (the phrase ‘rape of the Grail’ was heard), and
German opera directors outside Bayreuth were furious that they would have to wait another
ten years before they could stage the work. Although the Mayor of New York and certain
clerics in that city thought Parsifal blasphemous and were inclined to support a ban, the
performances went ahead. In just two years, no fewer than 354 performances of Parsifal were
given in the United States. There were spin-offs too. A Yiddish version was performed on
Manhattan’s lower east side; Thomas Edison made a short Parsifal film, and a theatre in
Brooklyn mounted Parsifal as a spoken play with musical interludes.'® Parsifal was staged in
Toronto and Montreal in April 1905 in contravention of British/Canadian copyright law, but
nobody seemed to bother about this in the wake of the more controversial Metropolitan
kerfuffle. It was also performed in Amsterdam on 20 June 1905, where there were no treaty

impediments.

The German copyright restriction finally expired in December 1913 at the end of the thirtieth
year after the composer’s death, notwithstanding Cosima’s strenuous efforts to persuade the
German Reichstag to extend it for a further twenty years. Her efforts had been supported by
composers such as Richard Strauss, Charpentier, Humperdinck, and Puccini. The latter
attended Parsifal performances at Bayreuth in 1888, 1889 and 1912. It was one of his
favourite operas and he invoked the Abendmahl-Motiv in Le Villi and the ‘redemption’ theme
in La fanciulla del West. He once described Parsifal as ‘five hours of the utmost bliss, out of

4 Excerpts from Parsifal had been heard in the United States from as early as October 1882, when the prelude
was performed by the Musical Society of Milwaukee, and a month later by the Brooklyn Philharmonic. Other
excerpts were heard in Boston, New York and Philadelphia, all before Wagner’s death. In 1886, 28 out of 52
opera performances at the Metropolitan Opera were devoted to Wagner’s works. See DiGaetani, John Louis,
and Sirefman, Josef P., eds. (1994). Opera and the Golden West. New Jersey; Associated University Presses.
1> Gibson, Robert. (2001). Guardians of the Grail — Keeping Parsifal for Bayreuth. Essay in the program book
Igr the 2001 Adelaide production of Parsifal.

ibid.
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this world!**" To Cosima’s letter of May 1901 seeking support, Gustav Mahler responded at

once:

| doubt that you could find anyone more ready to support you in this matter. As far as
diplomatic means are concerned, | find it hard to suggest how a campaign for such a
perfect cause as Parsifal could be initiated and organized. Nonetheless, |1 am body and
soul at your disposal. If you would give me a hint of how I can be of use to you, | will
spare and disdain no effort to help with all my physical and intellectual strength to
attain our goal (permit me, from now on, to consider it our common cause). If a
petition from artists or intellectuals in general would be useful, I am sure that there
would be no defaulters. And if you want the Austrian authorities to be brought into it,

| will find ways and means of approaching them.®
Parsifal in Australia before 2001

Unlike the United States, the United Kingdom was one of the original signatories to the
Berne Copyright Convention, and Australian copyright law originated in British law.
However, curiosity in Australia about Parsifal was intense during the first decade of the
twentieth century and prompted at least one local oddity. In December 1906, in Sydney, the
American impresario J.C. Williamson staged what was described as ‘an entirely Australian
drama, Parsifal; or the Redemption of Kundry — written by the Reverend Thomas Hilhouse
Taylor [aka Toso Taylor] and following the Wagnerian story in spirit’.*® Inspired by the
success of the 1903-04 production of Parsifal in the United States and some of its theatrical
offshoots, it was a ‘verse play with music’ staged in four acts and ten scenes. It was promoted
as a ‘romantic mystery drama founded on ancient legends and stories of the grail,” and as ‘a
colossal spectacular of mythological splendour’. The role of Kundry was played by the young
American actress Miss Minnie Tittell Brune who was extraordinarily popular in Australia at
that time. In this version, Kundry became a central figure in the story, and it was around her
redemption that the narrative was woven. Amongst other characters were some who are not

to be found in Wagner’s work, such as ‘Maidens of the Holy Grail’, mysteriously parentless

" Marotti, G. and Pagni, F. (1926, repr. 1942). Giacomo Puccini intimo. Florence. Quoted in Budden, Julian.
Puccini: His Life and Works. (2002). Oxford University Press, p. 439.

18 etter from Mahler to Cosima Wagner, about 20 May 1901, published in Blaukopf, Herta, ed. (1983). Gustav
Mahler Unbekannte Briefe. Vienna: Paul Zsolnay, 1983, pp. 239-40.

9 For a detailed description, analysis and photographs from the 1906 production see Kelly, Veronica. J C
Williamson produces Parsifal, or the Redemption of Kundry: Wagnerism, Religion, and Sexuality. Theatre
History Studies 1995, No. 15. Retrieved from: http://www.espace.library.ug.edu.au/view/UQ:10914/vk-
parsifal.pdf.
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‘Grail children’, ‘the Dumb Maiden’ and ‘Zana, Klingsor’s slave and companion’.20 The
musical score by Christian Helleman, a Sydney based conductor, musical director and
organist, consisted mostly of incidental music but included arrangements of some of excerpts
from Wagner's original score, including the prelude. The production also contained a number
of songs and dances, including those performed by Kundry ‘the singing and dancing
medieval temptress who sought goodness, love and marriage with Amfortas, one of the White
Knights, but who was bound to obey every wish of the evil sorcerer Klingsor.” The sorcerer
was eventually defeated after Titurel, the King of the Holy Grail, sent forth his son Amfortas
to attack Klingsor's castle armed with the Sacred Spear. Kundry was the desired beloved of
Amfortas throughout and, at the end Parsifal sent them both on a soul-saving mission.?* The
fourth act of this extravaganza culminated in a massive scene of destruction whereby the
castle of Kingsor was destroyed by an earthquake, temples and pillars crashed to earth with
thunderous roars while the lighting highlighted a panoramic visual spectacle as the sky was
filled with swiftly moving clouds.? The production was notable for its elaborate scenic
effects (requiring 180 stagehands) and use of electric lighting, and seems to have owed more
than a little to the ending of Gotterdammerung! Williamson’s Parsifal; or the Redemption of
Kundry was his most successful work during those years and ran for 51 packed performances
at Her Majesty’s Theatre Sydney from 22 December 1906 until 15 February 1907. It then
transferred to Her Majesty’s Melbourne from 23 March to 26 April, after which there were
six performances in Adelaide commencing on 1 June. Williamson’s former partner, George
Musgrove, had formed his own company by 1899 and produced the first Wagnerian season in
Australia (Die Walkire, Tannhduser and Lohengrin) with German singers, from 30 March
1907 in Melbourne while Williamson/Taylor’s Parsifal was also playing in that city.
Musgrove was a nephew by marriage of William Lyster, the impresario who had brought
Lohengrin to Melbourne in 1877 and to whom Wagner had sent greetings in a letter in reply
to Emil Sander of Melbourne on 22 October 1877.% Clearly Wagner’s works enjoyed
considerable popularity in Australia before the First World War.

20 Shaw, Jennifer. (2001). From Earthquakes to Concert Dress. Essay in the program book for the 2001
Adelaide production of Parsifal. Also Tallis, Michael and Joan (1999). The Silent Showman. Adelaide:
Wakefield Press.

2! Kinderman, William and Sayer, Katherine. R. (2005). 4 Companion to Wagner’s Parsifal. New York:
Camden House.

22 Written ‘legitimate’ music theatre works - 1906. Retrieved from:
https://www.ozvta.files.wordpress.com/2014/03/legitimate-music-theatre-1900-1935-1932015.pdf.

2% Spencer, Stewart and Millington, Barry. (1987). Selected Letters of Richard Wagner. London: J M Dent &
Sons, p. 872.
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Thomas Quinlan had intended to return to Australia with his opera company in 1914-15 to
stage Wagner’s Parsifal as well as other works, but the outbreak of the war combined with
financial tribulations after the company’s 1913 world tour put paid to that idea. Two decades
later there was much public clamour for Nellie Melba and J C Williamson to include Parsifal
in their 1928 grand opera season but this did not happen.* Although Sir Benjamin Fuller
promised to include a fully-staged production of Parsifal in his company’s 1934-35 season,
that did not materialise either.”” However, in 1936 the Australian Broadcasting Commission
presented (over three evenings, ending on Good Friday, 10 April 1936) a concert version of
Parsifal conducted by Maurice de Abravanel and featuring Florence Austral as Kundry.*®
The producer was the pianist, conductor and music critic Curt Prerauer, husband of Maria
Prerauer (nee Wolkowsky) whose comments in The Bulletin in 1997 are quoted at the
beginning of this chapter. Born and educated in Germany, Curt Prerauer had been engaged as
a music coach at the 1933 Bayreuth Festival until his appointment was cancelled by Winifred
Wagner on the implementation of Hitler’s anti-Jewish policies. Moving to Britain, he
accompanied Florence Austral on recital tours and joined the BBC before coming to
Australia to work for Sir Benjamin Fuller’s company. In addition to Parsifal, other operas
organised by him for ABC broadcasts were The Mastersingers of Nuremberg and The
Rhinegold. Clearly he had no difficulty in separating Wagner’s works from events taking
place in Germany at that time.?” More than forty years would pass before Parsifal was again
staged in concert in Australia - on 2 April 1977 - when Carlo Felice Cillario conducted the
work at the Sydney Opera House with the Sydney Symphony Orchestra in collaboration with
the Australian Opera. Reid Bunger from the Vienna State Opera sang Klingsor, while the
other soloists were principals from the Australian Opera: Ronald Dowd, Lone Koppel-
Winther, John Shaw, Alan Light and Donald Shanks.?® Almost twenty years later, the next
concert performance of Parsifal was given in Brisbane on 27 May 1995, as part of the
Brisbane Biennial International Music Festival (chief executive officer Nicholas Heyward;
artistic adviser Richard Mills) with the Queensland Symphony Orchestra. It was conducted
by American Gunther Schuller, with international soloists James Maddalena, Sir Donald

24 Shaw, Jennifer. (2001). From Earthquakes to Concert Dress. Essay in the program book for the 2001
Adelaide production of Parsifal.

% ibid.

% jbid. The ABC Melbourne orchestra was augmented to fifty members for the broadcast, just under half the
size of Wagner’s 1882 Parsifal orchestra, and there were 32 members of the ABC Wireless Chorus.

27 Australian Dictionary of Biography (Vol. 16). (2002). Melbourne: Melbourne University Press.

%8 Shaw, Jennifer. (2001). From Earthquakes to Concert Dress, op.Cit.
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Mclintyre, Arley Reece, Franz Mazura and Isolde Elchlepp, and with Australian bass Donald

Shanks as Titurel.”®
Planning the 2001 Adelaide Parsifal

In management terms, the 2001 production of Parsifal was, understandably, less challenging
than the Ring, as Wagner himself had found with the Bayreuth premiere of Parsifal in 1882.
Its Conductor Jeffrey Tate was highly regarded by orchestra and audiences alike. The
Assistant Conductor, Lionel Friend had also worked on the 1998 Ring and was known to the
cast and the orchestra. The orchestral administrative arrangements were, by and large, the
same as for 1998 although (significantly in terms of later events) there was no authority
comparable to the State Opera Ring Corporation, and the production was controlled directly
by SOSA and its Board. Director, Elke Neidhardt came with the production and was known
to Adelaide audiences through her Il trovatore of 1999. Assistant Director lan MacKenzie-
Thurley had worked with Neidhardt on Il trovatore and would work with her again on the
2004 Ring, as would Lighting Designer Nick Schlieper. One commentator described the

production concept in the following terms:

Neidhardt eschewed polemics and also avoided an intensely Christian or solemn
approach to the work, even allowing allusions to Busby Berkeley-style choreography
in the seduction scene of act 2. ... Amfortas (Jonathan Summers) carried around a
large unidentified book, which the Grail Knights dutifully touched, while the Grail
itself was represented by a narrow cone of red light emanating from a pedestal. In the
opera’s final moments this light opened out to embrace the audience, as did Kundry’s

gaze as she stood at the front of the stage, apparently transformed.*

Neidhardt’s preference for a large square block of ‘stone’ on stage (the ‘pedestal’ referred to
in the above description) and the ‘large unidentified book’, reflected her aversion to the
symbolism of a chalice, which might have led the audience to confuse the scene in the Hall of
the Grail with the sacrament of Holy Communion. She seized on Wolfram von Eschenbach’s
13" century description of the Grail as a stone that had fallen from heaven. The ‘book’
reflected her admiration for Martin Luther, although she did not mention this in her program

note. One of the rallying cries of Luther’s movement had been ‘sola Scriptura’ (‘scripture

% parsifal program book. (1995). Brisbane Biennial International Music Festival.
% Kinderman, William and Sayer, Katherine. R. (2005). A Companion to Wagner’s Parsifal, p. 333.
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alone”), and his translation of the Bible into German was an important element in his

reformation of the church. Neidhardt explained some of her symbols in the following terms:

We agreed early to adopt the ‘lapsit exillis’ from the Parzival poems by Wolfram von
Eschenbach: here the Grail is a mysterious large stone which produces food, drink and
eternal youth. Parsifal’s costume in Act 1 is based on the Chrétien de Troyes version,
Perceval, in which Parsifal killed a knight because he fancied his red armour. We
found humour and, of course, plenty of sensuality. Fortunately, 1 am blessed with
good singer-actors and a wonderfully supportive conductor, which allows these
elements to be fully realised.

Wagner was a good dramatist who knew how to structure and entertain. Ultimately,
Parsifal is no exception. So we endeavour here to tell and interpret the story without

striving to answer every question.®

Her reference to ‘a wonderfully supportive conductor’ was a reminder of her troubles with
Philippe Auguin and her views on the proper relationship between director and conductor

when it came to staged productions. Jeffrey Tate did not rise to the bait but he was keenly

aware of the independent power of music, as he wrote in the 2001 program:

...more than any other form, music can seem to mirror spiritual experiences, even
render them tangible. ... Richard Wagner/Klingsor [can] render his asceticism yet
more alluring than his paper flowers and painted courtesan — Klimt in sound. Stained
glass cannot glow with any greater luminescence than the chords that accompany the
first appearance of the Grail in Gurnemanz’s narration, and the boys in the dome of

the Grail temple ravish us with sweet innocence. ...

Why am 1, the unbeliever, still moved almost to the brink of tears each time
Gurnemanz ushers in the great interlude that links forest and temple in an unhurried
depiction of time becoming space, the ultimate breaking down of our limited
perceptual capacity? Are we not being invited to be seduced by, and therefore to
‘feel’, the very rhythm of our universe, the cycles of birth and rebirth that metaphysics
tries to grasp, to ‘feel’ this as only music can make us feel? ... Perhaps this is the

greatest achievement of the conjurer ... to have created his powerful aural metaphor

%! Director’s program note in the 2001 Parsifal program.
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for our natural world and its patterns, and to have created the acoustic Zaubergarten to

allow its fullest expression.
Views on the 2001 production

The scenic design of the 2001 production was quite beautiful, in a simple, stylized way. The
stage was raked with a kind of sand pit to one side at the front, in which Kundry grovelled.
The sides were mirrored panels which could be opened and closed, and the back wall was a
cyclorama for high quality rear projections. The latter were, in turn, reflected in the mirrored
walls. For Acts 1 and 3, the main effect was akin to a Japanese screen with the abstract
projections descending slowly, dissolving and merging in worn gold-leaf, reds, yellows and
blues. The forest in the first scene was a soft projection of stylized tree trunks (or were they
crosses?) and the swan was a superimposed projection of a giant white wing pierced by an
arrow, with a drop of blood appearing at the appropriate moment. There was not a stuffed
swan in sight! Towards the end of the prelude, the curtain rose on a tableau of the sleeping
Herzeleide and the child Parsifal, and their eventual separation. The use of panels — mirrored
and coloured - to enclose the set, served an important purpose often overlooked by directors
and designers whose backgrounds are in the theatre rather than opera. Singers need reflective
surfaces in order to project their voices into a cavernous auditorium, and to relate to the
orchestra and fellow singers. The Oberle designs served this purpose wonderfully well, as did
Michael Scott-Mitchell’s designs for the 2004 Ring.

The second Act had the most surprises and, visually, it was a foil to the outer acts. The self-
castrated Klingsor reclined on an enormous bed whose fabric, in a deep plum colour, covered
the entire stage. He wore a long pink coat opened at the front, and a shiny metallic codpiece
against which he flourished his long vermilion spear in a suggestive way, drawing predictable
laughter from the audience. Klingsor is far from being a comical character, unless self-
mutilation and all that that implies psychologically and allegorically is a fit subject for
mirth.3> One might equally make a comedy out of the references to Wotan sacrificing one of
his eyes, or Oedipus blinding both of his, or Edgar’s references to self-mutilation in King
Lear. Neidhardt’s treatment of Klingsor tapped a vulgar strain of humour that garnished
(some would say, tarnished) a number of her productions, such as with Tannhauser of 1998

(tumescent Cupid), Il trovatore of 1999 (stripping soldiers), Die Walkiire of 2004 (Valkyries’

%2 “Klingsor Syndrome’ has become a recognized psychiatric disorder in which genital self-mutilation is
associated with religious delusions.
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punk ‘Wunderbar’), Siegfried of 2004 (dying dragon ‘giving the finger’ to Siegfried), and
Don Giovanni of 2008 (naked Giovanni in the shower, splay-legged Donna Elvira etc).*
These gestures may have been rationalised as Brechtian alienation effects designed to
puncture undue reverence and audience self-delusion and, in the case of Wagner, to
demonstrate Neidhardt’s modern, ‘objective’ views on the old sorcerer of Bayreuth. ‘Wagner
was tainted - he was an evil man in our household,’ she once said, ‘such an anti-Semite and
altogether a nasty person. I much prefer his orchestral stuff to the sung side of matters’.** The
Australian painter Jeffrey Smart, who was a knowledgeable and thoughtful Wagnerian and
followed Ring performances around the world, hated the way Neidhardt introduced such
imagery into her productions. When he returned to Adelaide for the Ring in 2004, the Age

newspaper reported his views in the following terms:

Smart's theory, which he relishes sharing, is that Neidhardt, the German director who
has lived in Australia for extended periods, felt the need to send up Wagner because
of the Third Reich's association with his music. “It's her way of trying to pay a
disrespect to Wagner. You know all that stuff, you can play around and vary it and we
can have a joke about it and don't have to take it seriously, whereas she couldn't be

more wrong. We've got to take it seriously, it's meant to be taken seriously.”*

Reviewer Tristram Cary in The Australian observed: ‘Director Elke Neidhardt doesn’t seem
entirely happy with Wagner — | felt her direction was sometimes uneasy, although some
scenes were completely assured’.*® Fundamentally, | think Neidhardt was playing to the
gallery and, for her, in Australia, the gallery meant just about everyone. She had a European
disdain for aspects of Australian culture, and was quite candid about this. She spoke of it as
being ‘still behind in many aspects; I mean quite massively behind’.>” She was, she said,
frustrated by the prudishness that plagued the arts in Australia. ‘No one in Europe would

complain. This is a bit infantile here. What can you do? It's puritanical.” She didn’t stop there:

% See Byrne, Andrew. (2008, July). Don Giovanni at the Sydney opera House 5™ July 2008. Retrieved from:
http://www.redfernclinic.com/opera/critique/blog/2008/07/don-giovanni-at-sydney-opera-house-7th.php4.

¥ Munro, Kelsey. (2008, July 5). Shower scene from Gio. The Sydney Morning Herald. Retrieved from:
http://www.smh.com.au/news/arts/shower-scene-from-gio/2008/07/04/1214951021973.html?page=fullpage.
% Debelle, Penelope. (2004, November 21). Opera and old friends. The Age. Retrieved from:
http://www.theage.com.au/news/Arts/Opera-and-old-friends/2004/11/20/1100838271406.html?from=storyrhs.
% Cary, Tristram. (2001, September 24). Sounds superb, looks awkward. The Australian, p. 18.

%" Munro, Kelsey. (2008, July 5). Shower scene from Gio. The Sydney Morning Herald.
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‘Musicals sell, and Opera Australia is doing more of the lighter fare now. ... It seems to be

the temperament of the Australians. >38

Such sentiments aside, Oberle’s scenic design for Act II of Parsifal was eye-catching. A large
two-way mirrored wall provided the backdrop, tilting forward at the top and reflecting
everything below in a way that was reminiscent of 19" century stage illusions — a suitable
context for the sorcerer Klingsor. Beautiful maidens appeared in ghostly form beyond the
reflecting surface, heightening Klingsor’s torment. Kundry arose from the depths of his bed
and, again, the message was one of Klingsor’s frustrated desires. When the castle disappeared
and the magic garden arose, the plum coloured cloth that had swathed the stage was
withdrawn to reveal a shiny emerald green marble floor, reflected in the mirrored wall above.
Klingsor with his pink coat and vermillion spear against the deep green marble provided a
psychedelic image. The Flower Maidens wore diaphanous negligées in pinks, mauves,
creams etc and, to my mind, resembled handfuls of sweet peas scattered over the green floor.
However, beneath their negligées were flesh-toned 1930s bathing costumes. Seated around
the edge of a pool, centre stage, they did a leggy synchronised routine to ‘Komm, komm
holder Knabe’. Wagner had wanted his Flower Maidens to convey a child-like naivety, and
he made it very clear that they were not sirens.** Some modern directors find it hard to resist
the lure of the Venusberg when they stage Act Il of Parsifal and Neidhardt’s version came
close to this. But were they flesh and blood or just holograms created by Klingsor? A rather
vacuous lot, they would have graced any 1930°s Hollywood magazine spread. They sang
beautifully.

38 i1

ibid.
%9 Wagner, Richard, (1882). Parsifal at Bayreuth 1882, trans. William Ashton Ellis (1897). Richard Wagner’s
Prose Works, vol. 6. Lincoln and London: University of Nebraska Press (1994 printing), p. 304.
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5. Act Il. Flower Maidens. Photo Randy Larcombe.

Reviewer Tristram Cary expressed his reservations about the ‘severely rectilinear set’ in his
article in The Australian. He remarked: ‘Wagner’s stage directions are full of magical
happenings, but hard edges, straight lines and vast areas of bare stage do not help. The Act 1l
flower maiden scene, an Esther Williams bathing beauty affair set halfway between Wagner’s
time and ours, I found embarrassing, as was Kundry’s Jean Harlow wig — the scene came to
life amazingly as soon as she got rid of it.”*° In fact though, productions of Parsifal at
Bayreuth, Berlin, Covent Garden and elsewhere have gone far beyond those of 2001 and, in
the course of a decade, have made the Adelaide novelties seem positively conservative by

comparison.

The opening of the Good Friday scene in Act 111 was very beautiful. It captured a moment
before dawn — all deep blue with silvery stars. Gurnemanz emerged from a rectangular

section of the stage that had been propped up as his hut. He struck a match to search for the

%0 Cary, Tristram. (2001, September 24). Sounds superb, looks awkward. The Australian.
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source of Kundry’s groaning, and gradually the golden light of dawn was revealed behind

and around him, once more evoking the stylised beauties of an oriental screen.*

| had seen, and later met, Poul EIming at Bayreuth in 1998 where he had sung Parsifal and
Siegmund, and recommended him to Stephen Phillips. EIming was eager to come to Australia
and was a pleasure to observe in performance. Tall, youthful, with a flexible, bright sound
and persuasive acting ability, he was surely the kind of singer that Wagner had had in mind
but never found in his own day.** He arrived in Adelaide for rehearsals immediately
following the 2001 Bayreuth Festival. Austrian bass Manfred Hemm, who sang the long and
crucial role of Gurnemanz in Adelaide, had performed it for Scottish Opera in 2000 to
glowing reviews. He too had sung at Bayreuth (in Lohengrin in 1987) as well as at major
houses and festivals in Europe and the United States. During the almost two hours of Act I,
Gurnemanz is, as reviewer Humphrey McQueen put it in The Bulletin: ‘... the human centre
as steward of a world which is disintegrating. Taxed at times in his bass role, [Hemm] proved
steady, never merely foursquare, stern without turning gruff, returning in force in Act 3 to

. . .. 43
reveal a chastened comprehension of his mission’.

Australian baritone Jonathan Summers was all pain and suffering as Amfortas, and his

‘Wehvolles Erbe’ was grippingly portrayed.

1| recorded these observations on 17 October 2001, a fortnight after the final performance of the season, in an
email to a friend in the United States who cancelled her travel to Adelaide in the wake of the attack on the twin
towers of the World Trade Centre.

“2 Wagner’s Parsifal in 1882 was Hermann Winkelmann, whose voice was preserved on early recordings, long
after the Bayreuth performances.

** McQueen, Humphrey. (2001, October 2). Knight to remember. The Bulletin, pp. 88-89.
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6. Act I. Jonathan Summers as Amfortas and Manfred Hemm as Gurnemanz. Photo Randy
Larcombe.

The Kundry of New Zealander Margaret Medlyn was vigorously acted, and she met the role’s
extraordinary vocal demands with ease. Kundry is a character like none other, for during the
course of the opera she must undergo sudden and extreme mood transformations. In Act I she
is more of a wild creature than a human being, rushing around the world doing errands for the
Knights and their ailing ruler, and sleeping under bushes and in ditches. In Act Il we find her
as a weary and tormented soul, caught in an endless cycle of rebirth, and then as an alluring
siren intent on leading Parsifal to moral destruction. Finally in Act 111 she is a Magdalen-like
penitent who is on stage for much of the act but says only two words: ‘Dienen .... Dienen!’

(‘To serve ... to serve!”). McQueen described Medlyn’s performance in these terms:

Margaret Medlyn displayed a full palette of mezzo colours and toning for the
repertoire of voices required for her multiple personalities as Kundry, the eternal
feminine as temptress and penitent. She spellbound her audience as her attempted

seduction of Parsifal moved through every emotion from the maternal to the
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voluptuous. Her animal cries and incantations embellished a musical intelligence that

held firm throughout these reincarnations.**

Not every soprano can handle the dramatic extremes asked of Kundry, and we know that
Marianne Brandt - one of the alternate Kundries for the original 1882 performances (the other
was Amalie Materna) - had difficulty with Act I, and that Wagner in his impatience during
rehearsals reduced her to tears.*”® Australian bass Daniel Sumegi’s Klingsor was
‘magnificently rendered in a dark, craggy voice’.* McQueen noted that ‘Klingsor’s death, as

if crucified along the spear, left a wish that Wagner had given him more to sing’.

The choruses in Parsifal are amongst the work’s particular glories and were well performed
in Adelaide, although doubts remain about the wisdom of using boys’ voices off-stage. Prince
Alfred College’s Chapel Choir and the St Peter’s Cathedral Choir (which included five girls)
provided the angelic voices in the Hall of the Grail; the State Opera’s adult choruses were the
Grail Knights and Flower Maidens. Jeffrey Tate clearly favoured the aesthetic purity of boys’
voices, as he remarked in his program essay: ‘The sound of an unaccompanied Byrd Mass
echoing in the fan vaults of King’s College Chapel can, by its beauty, seduce us into thinking
that we have moved into a spiritual plane’. However, while such ethereal voices work
perfectly in the reverberant acoustic of a chapel or in a recording studio, in the relatively dry
acoustic of most theatres — especially when the boys are not actually on stage but in the wings
- it is difficult to get the balance right. Selective amplification is no solution in these
circumstances since it creates false relativities that quickly become apparent to the audience.
McQueen observed: ‘The knights were brisk in attack, potent in their contrasting voice parts
and uplifting when in unison. The younger voices from Prince Alfred College and St Peter’s

Cathedral, were a shade too heavenly, being further off than was advisable.”*’

The impact of international and local events on audience attendance

The opening night of Parsifal on 22 September 2001 came twelve days after the devastating
attacks on the twin towers of the World Trade Centre in New York. Of the nearly three
thousand innocent people killed, eleven were Australians. This disaster had an immediate
impact on audience members planning to travel to Adelaide from overseas, particularly from

North America, some of whom decided at the last moment not to come. United States airports

44 5 s
ibid.

* Neumann, Angelo. (1908). Edith Livermore, trans., Personal Recollections of Richard Wagner, p. 233-234.

“® Davidson, Jim. (2001). Parsifal and London, in Peter Craven ed, The Best Australian Essays 2001, p. 455.

" McQueen, Humphrey. (2001, October 2). Knight to remember.
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were in lock-down and nobody knew whether or not the New York events might herald other
terrorist attacks. Another event that had an impact on audience travel was the collapse of the
Australian domestic airline Ansett Australia on 13 September, barely a week out from
opening night. Interstate and overseas travellers who had booked with Ansett were obliged to
scramble for new bookings with other airlines, and this had a flow-on effect on travel times,
accommodation and other arrangements. Some decided not to come at all. To make matters
worse, the Adelaide Festival Centre was undergoing refurbishment at the time, and partitions
obstructed the entrances and foyers. Visitors were greeted with boarded up facades,
prompting Jeffrey Tate to ask incredulously of Stephen Phillips how he could have allowed
such a thing to happen. It had nothing to do with Phillips of course, since the Adelaide
Festival Centre was managed by a separate statutory authority - the Adelaide Festival Centre
Trust (AFCT) — and SOSA was merely a tenant. Nevertheless, it seems extraordinary that the
Minister for the Arts, Arts SA and SOSA should have acquiesced in the theatre becoming
something of a building site while Parsifal was being staged — especially after some $4
million had been spent on ensuring that the Festival Centre and its surrounds were in
immaculate condition for the 1998 Ring. The greater priority now, it seemed, was to have the
building refurbished in time for the much heralded Peter Sellars Adelaide Festival of March
2002 — the same festival that would be described in The Advertiser seven months later as ‘the

worst run, worst financed and worst marketed Festival of all time’.
Marketing Parsifal

The marketing of Parsifal had begun in earnest in March 2000, with advice to SOSA
subscribers and mail-outs to 1998 Ring ticket buyers, Adelaide Festival audience members
and others who had expressed interest. This was followed by targeted advice to professional
organisations through trade publications. The 1998 Ring had confirmed that Wagner’s works
attracted a disproportionate number of professionals, such as lawyers and doctors, a
phenomenon regularly remarked on in press articles.*® Philosophers and psychoanalysts too
have long found the works to be fertile fields for speculation and research,*® and it is not
unusual to see conferences of psychoanalysts being organised to coincide with performances

of Wagner’s mature works.> Initially, letters and flyers were the principal vehicles for

*® Bernard Levin once remarked that ‘Wagner nights’ at Covent Garden seemed to attract a disproportionate
number of clergymen! See Levin, Bernard. (1981). Conducted Tour, London: Jonathan Cape, p. 8.

“9 See for example, Donington, Robert. (1969). Wagner’s Ring and its Symbols. London: Faber & Faber.

%0 Such as Engaging with the Ring, an open day during the Australian Psychoanalytical Society Conference in
Adelaide on 18 November 2004.
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Parsifal publicity, but articles and advertisements in publications followed, and in July there
were ‘launches’ in Sydney, Melbourne and Auckland to encourage potential donors and
attract wider media coverage. Parsifal brochures with full details of booking and dining
arrangements, and information about ancillary events, were mailed in July 2000, targeting
subscribers, Friends of the State Opera, patrons, media, business interests, the local arts
sector, Wagner societies, audience members of interstate opera companies (through program
advertisements), and tourism offices interstate and overseas. In a marketing strategy
document prepared by a professional marketing manager, the ‘target’ audience was identified

in the following terms:

Parsifal is a Specialist Classical event of international significance. It will attract a
predominantly older audience of a high social status. This audience appreciates
opportunities to express its status and illustrate its discerning tastes. They are
university educated, traditional, enjoy ceremony, formality and indulgence. They are
more knowledgeable and educated in the arts than the population average, and they
often have focused tastes. They perceive the traditional arts as ‘ideals’ and seek
authenticity. This group includes a significant product-led group who are academic in
orientation and who prepare for each performance and may attend alone.*

A comprehensive program of media articles and interviews was arranged, covering print and
electronic media and involving, amongst others, conductor Jeffrey Tate, director Elke
Neidhardt, and Poul EIming. My principal involvement was to participate in media interviews
on radio and television, address groups and societies in South Australia and interstate, and to
write articles for the print media. | also published a book Wagner’s Parsifal — The Journey of
a Soul (2000), and gave pre-performance talks at the Adelaide Festival Theatre on each

performance day.
Financial outcomes

The total cost of mounting Parsifal was $2.274 million, and ticket sales raised $1.058
million.>® The resulting economic benefits in terms of Gross State Product were estimated to
be $2.4 million. There were 5,906 tickets (or 85%) sold, out of a budgeted capacity of 6,770
over four performances. A shortfall of 10% in budgeted ticket sales reflected in part the

*! State Opera of South Australia 2001 Parsifal Marketing Strategy prepared by the contracted marketing
adviser.
*? Auditor-General’s Report on The State Opera of South Australia for the year ended 30 June 2002.

145



effects of the international terrorism crisis and domestic airline difficulties. Some 1,800

visitors attended from interstate and overseas, comprising 30% of the audience.™
Waning Liberal Government interest

The first public announcement of a Parsifal production for Adelaide had come not from the
Minister for the Arts as had been the case for the 2004 Ring, or the Premier of South
Australia, as for the 1998 Ring, but via a SOSA media release on 18 February 2000. That was
the first indication that Parsifal was not being treated as a singular event but as an integral
part of the company’s regular opera season. This was so notwithstanding the State
Government’s special budgetary contribution of $200,000, approved by Cabinet on 21
February 2000. By mid-2001, Minister Laidlaw and senior arts public servants were
preoccupied with the financial catastrophe of the 2000 Festival and the looming management
disaster of the 2002 Festival. Nevertheless, in a speech at the Festival Theatre on 27 August
2001 for the combined launches of SOSA’s 2002, 2003 and 2004 opera seasons (which I had

been asked to write) the minister maintained an air of optimism saying:

In four weeks’ time, Wagner’s final masterpiece Parsifal, will receive its Australian
stage premiere in the Festival Theatre. It is indeed a pleasure to welcome Jeffrey Tate
back to Adelaide to conduct this great work. He occupies a special place in the
affections of South Australian music lovers.>* Rehearsals for Parsifal are in full
swing, and to the production team and singers, and others who are involved with it, |
need hardly say that | am looking forward enormously to seeing and hearing your
work. This will be a major event in the Australian arts calendar. A large section of the
Parsifal audience will be from interstate and overseas. We can all remember the
‘buzz’ of enthusiasm that surrounded the 1998 Ring, and how much the people of
Adelaide responded to that tremendous artistic achievement.

Now that the ice has been broken (or the Ring forged), the State Opera will stage the
first completely Australian inspired Ring in 2004, and I’'m delighted that the musical
director of that challenging but immensely rewarding enterprise, Asher Fisch, is here

with us today.

>3 Burgan, Barry, senior economist at the Centre for Economic Studies of the University of Adelaide. (2001).
Report of an Economic Study for Parsifal. Quoted in a media release of the State Opera of South Australia
(2001, December 10).

> In 2001 the City of Adelaide presented Jeffrey Tate with the Keys to the City.
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These great works carry high risks, financially and in terms of the resources and effort
they demand. But they are also achieving much for South Australia. As always in the

arts ... the higher the risk, the greater the triumph!

Such sentiments were designed to lift morale. However, in contrast with the heady displays of
government enthusiasm for 1998 Ring, there were no Parliamentary statements on, or interest
expressed in Parsifal, other than a passing reference on 2 October 2001 by the Minister for
Tourism, Joan Hall to her attendance at a performance the week before and to the final
performance that evening. Moreover, no statements were made in 2001 in either House of
Parliament about the Ring being planned for 2004, and, in comments made elsewhere by
politicians about Parsifal or the forthcoming Ring, the Seattle model was no longer invoked.

I°° of Seattle whom | had met several times and with whom Minister

Mayor Paul Schel
Laidlaw had concluded the South Australia/Seattle Arts Exchange agreement in 1999 lost the
municipal elections in November 2001 and left office in January 2002. Seattle’s international
image had been bruised by major riots associated with the World Trade Organisation
Ministerial Conference in November 1999. Back in Australia, the political environment in
which the Wagner experiment had been born was changing, and political enthusiasm for the

productions was waning, even within the Liberal Government.

However, the Parsifal production itself attracted considerable attention in the media. The

Australian writer, Jim Davidson, wrote in a published essay:

... the striking thing about this production was how good all the soloists were, even in

the minor parts.

Clearly some of the credit for this rests not only with the individual singers, but with
Jeffrey Tate as conductor. People not present asked about the tempi, a very sensible
guestion when it comes to Wagner, since in the longer acts variations of time of up to
twenty minutes are not unknown. The best thing that can be said is that the music
proceeded like a seamless web, the action determining the pace, adroitly varied
accordingly. At the same time the magnificent grail music of the prelude was taken
daringly slowly, so that its full majesty emerged. Tate had clearly built it up phrase by
phrase, so that there was wonderful definition in all that shimmering liquidity. The
playing of the Adelaide Symphony Orchestra left nothing to be desired.

%% Mayor Paul Schell (1937-2014) had been born Paul Ervin Schlachtenhaufen, the son of a Lutheran pastor.
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Perhaps only Adelaide could have brought it off. Sydney and Melbourne could not
have put so much effort into making a single cultural statement; indeed the
management of the late Victoria State Opera rejected the idea of a Parsifal some years
ago. But there it was by the Torrens, splendidly sung and splendidly revealed. In the
course of a lengthening life | suppose I have seen a couple of hundred different opera
productions; this one would have to be placed in the top ten. State Opera South
Australia should be congratulated, and Adelaide’s Festival Centre is on the way to

becoming Australia’s Festspielhaus.*®

Alas, Australia’s Festspielhaus on the Torrens was not to be. The 2001 production of Parsifal
was given just a single season of four performances before its sets were destroyed and
costumes disposed of to save on storage costs. Expedience had triumphed over art, and

transience was now an established feature of South Australia’s Wagnerian venture.

Pt oy Th -
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7. Act 11l. Margaret Medlyn as Kundry, Jonathan Summers as Amfortas, Poul EIming as
Parsifal, and the Knights of the Grail. Photo Randy Larcombe.

% Davidson, Jim. (2001). Parsifal and London, in Peter Craven ed, The Best Australian Essays 2001.
Melbourne: Black Inc., pp. 452— 456.
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With news of the Adelaide Festival of Arts going from bad to worse, it seemed that the arts
had become almost a political liability. Indeed, it is possible to date waning Liberal
Government interest in a Wagner-related future to around the middle of 2001. Quite simply,
there were more pressing matters to worry about, key personnel had moved on and general
elections were looming. Twelve months earlier, Minister Laidlaw had told Parliament: ‘It is
interesting to see that some other states were not able to negotiate nearly as well as we did in
this matter [the outcome of the Nugent Inquiry] nor score as well with a coup such as
Wagner’s Ring as a national event of excellence in South Australia’,>’ but that sense of
confidence was now in short supply. In October 2001 John Olsen resigned as Premier in
favour of Rob Kerin and, in March 2002 the Liberal Government lost office. Within fifteen
months, Diana Laidlaw had retired from Parliament. SOSA’s preparations for the 2004 Ring
continued, but earlier assumptions about government support now had to be readdressed.

%" parliament of South Australia, House of Assembly, Estimates Committee B. (2000). Parliamentary debates
(Official Hansard). Adelaide, Australia: South Australia House of Assembly, June 15, p. 78.
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Chapter 7

Conceptualising and designing the 2004 Ring

On 25 October 2001, three weeks after the curtain fell on Parsifal in Adelaide, Elke
Neidhardt and her design team began a week-long ‘retreat’ in the Blue Mountains to the west
of Sydney to discuss production concepts and designs for the new Ring. Neidhardt was open
to most ideas but she had a few general guidelines, the first being to tell the story clearly.
Extremes were out. She did not want a conventional Ring, nor did she want a self-consciously
avant-garde production, one that divorced action from meaning — ‘a German-style,
deconstructed sort of concept where very often you don’t recognise what is on stage ... It’s
terribly successful’ she said. ‘I don’t know why. I hate this stuff.’! In Germany “you have to
go over the top now because they’re so blasé. They’ve seen everything, they want to see
something different in the theatre and they want to boo.”? Unveiling the four operas in one go
added even more pressure to an already daunting task. Unlike the Bayreuth tradition where a
Ring is staged for five or six years running and directors have the chance to come back each
year and work on it, the Adelaide production would not have that privilege. ‘We have to get it
right and successful and acclaimed the first time’, said Neidhardt. Neither set-designer
Michael Scott-Mitchell nor costume designer Stephen Curtis was familiar with the Ring.
Lighting and associate set designer Nick Schlieper knew it but was not an enthusiast.
Neidhardt had to do a lot of backgrounding and explaining, but basically she was working
with a clean slate, and this permitted a fresh — perhaps even Australian - vision.

The discussions in the Blue Mountains moved slowly and, as they later joked,* after four days
they had reached the end of the prelude to Das Rheingold. Water and fire are persistent
elements in the story of the Ring, and it seemed natural that they should feature prominently
in this production too. One image that had fired Neidhardt’s imagination even before the
‘retreat’ was the enormous cauldron which Scott-Mitchell had designed for the Sydney
Olympics opening ceremony in September 2000, which rose out of the water and blazed high

above the stadium. Might there be some way of adapting this for the Ring? As a consequence,

! Debelle, Penelope. (2004, November 8). She tells it like it is. The Age.

Z Litson, Jo. (2004, August). Ring of confidence, Limelight, pp. 30-32.

¥ Schlieper, Nick. (2003). Forging the Ring - Backstage at State Opera of SA’s Ring Cycle. Australian
Broadcasting Corporation.

150



a circular platform which rose and fell on a central pillar surrounded by jets of flame became

a feature of Die Walkire, Siegfried and Gétterdammerung.
Early design concepts

The formal starting point for the design process was the association of the goddess Erda with
the Rhinegold in its pure state - a fecund Earth Mother representing nature at its most pristine
and fundamental. Scott-Mitchell and Neidhardt imagined her seated, Buddha-like, virtually
naked but caked with mud, and with a vein of gold running down her. She would emerge
from the gloom during the prelude to Rheingold and remain visible in the depths of the river.
When the gold on her body glowed at the appropriate point, Alberich would lunge through
the water and the golden gleam would be extinguished. The notion of a ‘water curtain’ filling
the entire proscenium space also made its way onto the ‘clean slate’ early in the piece
although at that point nobody had any idea how it might be realised. Another idea which
gained early acceptance was Scott-Mitchell’s concept of the ‘Rhine frame’ — a frame of blue
Perspex panels lit from behind, which would line the proscenium arch and be a constant
reminder of the proximity of the River Rhine in, on and beside which most of the drama takes
place. These images — the primal Erda on her moveable platform, the real water and the blue
Rhine frame — clean, bright, modern and architectural — provided the visual syntax for the

designs still to come.”

Neidhardt was familiar with my books on the Ring and Parsifal - the latter being of particular
interest to her in 2001 at the time of the Adelaide production. Apparently she liked what she
read and felt that | might be able to contribute to the concept and design process for the new

Ring. In an email to me on 27 November 2001 she wrote:

| meant to get in touch with you for a while or certainly since our Blue Mountain
retreat where your name was repeatedly mentioned. It struck me that we don’t have a
dramaturge, a situation quite untenable in German opera houses. | think we should
discuss this with Steven (sic) and then endeavour to make use of your knowledge in
matters Wagner to possibly “install” you in this position. What do you think? It has
always worried me when working with SOSA how little effort was spent on devising

the program, research and actual dramaturgical input. O.A. is not much better,

* (2005). Forging the Ring - Backstage at State Opera of SA’s Ring Cycle. Australian Broadcasting Corporation.
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although at least they have a person in place to take care of the program and oversee

some kind of coordination.

No doubt you know what a big help a dramaturge can be to every aspect of a

production, but particularly to the director. Maybe it would interest you.

At present | am having irregular meetings with various members of the design team
and we are progressing very slowly, as is to be expected. But it is exciting and

fruitful.®

| replied to Neidhardt that | would be very interested in performing this role, and assured her
that Phillips had been enthusiastic about the idea although there was no funding available

since no provision had been made for a dramaturge in the very lean budget.

By 5 December there had been preliminary discussions within the design team about Die
Walkiire, but not a lot of progress had been made. In an email to me, Neidhardt summarised
in simple terms the concepts developed so far: ‘modern, somewhat politically relevant, clean
as against dirt, dark against light, rich against poor, Western World against Third World
without necessarily recognizable figures on stage. The gold is not necessarily gold but a
substance that the superpowers want. We would like to leave it to the audience to imagine
what Alberich is fossicking for rather than have the invariably awful props of gold. So ours
will look more sinister. So stay away from gold things in your PR, though there will be a
ring, of course.’® Not all of the contrasts mentioned in these preliminary thoughts survived in
the finished work, and those that did were usually represented obliquely and not in any
simplistic or obvious way. On 19 December, not long after the attack on the twin towers of
the World Trade Centre in New York, Neidhardt commented: ‘Can hardly bear to read the
papers these days .... All the more important that people like us try to bring something
exciting and uplifting into this world of gloom and threat.” She mentioned that Scott-Mitchell
had thrown out his first concept for Nibelheim, which she had actually liked very much. ‘But
that’s how it goes.” She said she had also been looking at a ‘brilliantly executed white
cardboard model of scenes 1 and 4 of Rheingold, so these designs had been finalised as early
as December 2001.”

®> Neidhardt, Elke. (2001, November 27). Email to Peter Bassett. For this and other correspondence concerning
the concept and design meetings see Appendix 4.

® Neidhardt, Elke. (2001, December 5). Email to Peter Bassett.

" Neidhardt, Elke. (2001, December 19). Email to Peter Bassett.
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Early in the New Year, on 11 January 2002, | attended a concept/design meeting in Sydney

and subsequently reported to Phillips in the following terms:

The design is going well and some exciting images are emerging. We’ll meet again on
14 February. Some features so far are: A ‘Rhine frame’ which is a blue light box
framing the proscenium arch and providing a visual reminder throughout the Ring of
the proximity of the Rhine; a water curtain for the opening scene through which the
Rhinemaidens cavort, plus doubles on ropes;® a mesh floor downstage that can
assume various angles and on which Alberich climbs and slides, and a mist curtain
upstage (the ‘celestial waiting room’ for Valhalla) with a light box floor for the gods.
Nibelheim is the subject of on-going thinking, with several ideas under consideration.
We also talked about Act 1 of Walkire and this is coming along very well — simple

but with striking images. ...

[The] image of Erda, caked in mud with the seam of gold through her and framed in
the blue ‘Rhine frame’ emerged during our discussions as a striking image for a logo.

I think it would be intriguing and memorable. ...°

Dramaturgical issues

At the 11 January meeting, a question was raised as to whether Wotan might be involved in
some way in the events in Act 1 of Die Walkire. | pointed out that, unlikely as it now
seemed, there was indeed a precedent for Wotan’s presence in this Act. In Wagner’s early
drafts'® he had Wotan entering Hunding’s hut during the meal and thrusting a sword into the
ash tree. The god was described as an old man with grey hair and beard, one eye, and a round
hat and a grey cloak (ie as Walse, the father of the twins). In the first sketch, Wotan even
stayed the night and witnessed the coming of love into the lives of his offspring! In the third
and fully worked-out prose sketch he didn’t stay but thrust the sword into the tree and
declared that the sword would belong to the man who could pull it out. Hunding tried to do
this but failed, before Siegmund succeeded. It seems that the composer’s main reason for
dropping the visible intervention of Wotan/Wélse was to allow the dramatic tension to build
gradually towards the exciting business with the sword at the end of the Act. For the Adelaide

production it was decided that Wotan/Wélse would appear just as the great door to the hut

® No doubles on ropes were used in the final version.

° Bassett, Peter. (2002, January 13). Email to Stephen Phillips. In the end the Erda image was not used for a
logo.

19 Cooke, Deryck (1979). | Saw the World End. London: Oxford University Press, p. 293.
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burst open (audibly but not visibly in this instance), and he would draw ‘Spring’ across the

scene in the form of a gorgeously painted curtain.

When the discussion turned to the depiction of Hunding’s hut on stage, I mentioned that
behind the action in this Act had been Wotan’s plan to prepare Siegmund to claim the sword,
defeat his enemies and do what the god, bound by his laws and treaties, was unable to do.
That had been the whole purpose of the boy’s tough and tragic upbringing. The hut therefore
might be likened to a hunter’s trap set for Siegmund. Wotan could not simply give his son the
sword, for that would have compromised his own authority and the laws from which it
derived, but he could lure him to it and leave it to the heroic nature of the young man to do
the rest. Since the spear was the instrument and symbol of Wotan’s will, it seemed
appropriate to conceive of the hut as a circle of spears that would shoot up from the floor and
stop the fleeing man — in the way that a trap might catch a fleeing animal. Scott-Mitchell and
Neidhardt quite liked this idea, and this was how the hut was depicted in the final staging.
When Siegmund pulled the sword from the tree (in practice from a pool at the centre of the
hut, alluding to the spring of wisdom at the base of the world ash tree from which the god had

drunk) the spear posts sank into the ground and the twins fled into the night.

On 22 February 2002 I reported to Phillips in the following terms on the design meeting that
had taken place on the 14™:

The Ring meeting last week was attended by the whole design team. We ‘finished off’
Act 1 of Walkire and moved on to Act 2, where things got a bit stuck. Michael has
had his expensive imported laptop stolen in a car park and is having to rely on
printouts at this stage. Fortunately he had made backups but it will be a while until he

can get a replacement machine. ...

The main idea for Act 2 is to divide it into two scenes, the first one being in Wotan’s
office in Valhalla, surrounded by the trappings of executive power. He is also
surrounded by (life size?) statues of heroes, frozen or in suspended animation pending
future use to defend Valhalla. The main sticking point was how to move the heroes in
and out on a light box floor. Personally I’d prefer to see them stationary rather than
risk having a lot of wobbling dummies. I think Elke is coming to that view too.
Anyway, there is still more work to do on this. So, I guess you can say the team is not

quite half way through at this stage.
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Production concepts and understanding characters

For several weeks in February/March 2002, Neidhardt and | corresponded about aspects of
Siegfried as she marshalled her thoughts and decided on an approach to this, the trickiest of
the Ring dramas to stage convincingly for a modern audience. Many of my comments were
drawn from the Siegfried chapter of my Ring book, and the full texts of emails are at
Appendix 4. However, the following exchange will illustrate the development of production

concepts and the nature of my input as dramaturge.

Neidhardt raised a question about the Woodbird in Act 11 of Siegfried. Her point was that the
ring and Tarnhelm would have escaped the young man Siegfried’s attention had it not been
for the Woodbird advising him to take them. So, she asked:

Who was manipulating the Woodbird? In the Kupfer production it was Wotan and
that makes sense to me. Or was the Woodbird intending that through Siegfried nature

would be repaired, ie the ring returned to the Rhinemaidens?™!

I had never agreed with Kupfer’s interpretation, and responded as follows:

The bird takes fright when it sees the Wanderer in Act 3, which shows it is quite
aware of who he is. But why would the Woodbird be so clearly alarmed (flattert
angstlich hin und her — [flutters anxiously to and fro]) if it is merely doing Wotan’s
bidding? The Wanderer’s own remark: ‘Ein Voglein schwatzt wohl manches’ [*A bird
may chatter all sorts of things’] also suggests that its advice had nothing to do with

him. ...

I have seen a suggestion that the Woodbird’s role is the legendary/fairy tale one of
telling Siegfried what he desperately needs to know ... I am inclined to the
interpretation that the voice of the Woodbird is ‘nature’ caring for its own [l had
previously made the point that Siegfried was a child of nature metaphorically
speaking, in addition to being the actual child of Sieglinde whom he had never
known. Siegfried had been lying under the Linden tree listening to the womb-like
sounds of the forest murmurs, trying to imagine what his mother was like]. ... In the
abandoned text for Der junge Siegfried, when listening to the Woodbird, Siegfried

exclaims: ‘It is as though my mother sings to me!” Again, at the end of the music for

1 Neidhardt, Elke. (2002, February 28). Email to Peter Bassett.
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the Woodbird’s warning about Mime’s treachery, we hear the Wilsung motive.
Wagner explained this in a note to King Ludwig: ‘We hear, softly, softly, mother
Sieglinde’s loving concern for her son.” So it could be said that the Woodbird is also
the voice of his mother’s love, warning her son of danger and leading him to

Briinnhilde.?
Neidhardt replied on 5 March 2002:

Thanks for your Woodbird thoughts. I have been reading lots of different (German)
opinions, quite funny since they all vary but are vehement in their opinion. More often
than not I came across the “Woodbird being Wotan’s tool’, which surprised me. Your
argumentation makes colossal sense. Also plenty about Mime, poor chap. Mostly
German dramaturges seem to feel sorry for him, manipulated and maltreated sod that

he is.
Our next meeting is on Thursday, at last. | must say the long pauses drive me nuts.

... I hope I’ll be able to see you at the donors launch! I'm having my eyes lasered the
day before and don’t know what state I will be in on the 14th or 15" for that matter. |
think Michael plans to show Steve the model on one of those days, so surely, if you

have time, you will be invited as well.

| have, as usual, printed out your latest thoughts for the team. It makes my work a lot
easier. So thank you once again.*®

Management awareness of the design process

The Donors Launch to which Neidhardt referred took place in Sydney on Thursday 14 March
2002 at the premises of State of the Arts magazine. The Governor of New South Wales,
Professor Marie Bashir was guest of honour and spoke eloguently about the work and about
her fond memories of the 1998 Ring. Two days earlier, a similar launch had been held in
Melbourne, co-hosted by Stephen Phillips and Melbourne philanthropist Lady Potter. Phillips
did see the model on 14 March and I subsequently reported to Neidhardt that: ‘The model
presentation on Thursday was most impressive. Steve wasn’t feeling his brightest at the time

but his subsequent comments to me were very positive and | believe he is entirely happy with

12 Bassett, Peter. (2002, February 28). Email to Elke Neidhardt.
3 Neidhardt, Elke. (2002, March 5). Email to Peter Bassett.
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the way the designs are developing. I’m sure he will say as much when he is over the “flu.’™
This reaction from Phillips was important given later developments which are discussed in
detail in Chapter 8.

By the time the design team had moved on to consider Act I11 of Die Walkure I was in Berlin
leading an opera tour to the ‘Festival Days’ of the Staatsoper Unter den Linden, at which
Barenboim was conducting all ten of Wagner’s mature works in productions by Harry
Kupfer. Some observers have felt that the Neidhardt/Scott-Mitchell ‘punk’ treatment of the
Valkyries at the “Wunderbar’ nightclub was disrespectful but, although it would not have
been my choice, it was consistent with the production’s aesthetic, and it certainly had the
desired effect of providing emotional release after the long and, at times, gruelling second
Act. | had previously drawn attention to the Valkyries’ flippant exchanges as they came into
land on the rock — exchanges that often pass unnoticed in the theatre amongst the fast and
furious music and overlapping voices. | also referred to a 9™-10" century Swedish figure of a
Valkyrie in the form of a cup-bearer; one of the mythological functions of the Valkyries was

to serve drinks to the heroes in Valhalla, and so the “Wunderbar’ associations did have some

justification.

8. Die Walkure Act 11, Scene 1. Elizabeth Stannard as Gerhilde, Gaye MacFarlane as
Siegrune, and Donna-Maree Dunlop as Rossweisse. Photo Sue Adler.

14 Bassett, Peter. (2002, March 16). Email to Elke Neidhardt.
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On 1 June 2002 (that is, six months before the formal design presentation to the SOSA
Board) Neidhardt sent to Phillips the detailed running order schedules for both Das
Rheingold and Die Walkure (see Appendix 4). These schedules set out precise instructions for
scenery movements scene by scene, including points for the activation of special effects such
as the Rheingold water curtain (downstage), mist curtain (upstage)*® and pop up floor; and
Walkire Act | hydraulically operated spikes, Act 11 movable floor and ‘frozen’ heroes, and
Act 111 hydraulic circle and flames. Most of these features and effects would appear again in
Siegfried and/or Gotterdammerung, with some additional designs still to come, notably the
‘dragon’ for Act Il of Siegfried, and the Hall of the Gibichungs and final flame effects in
Gotterdammerung. So, by 1 June 2002 (that is, two and a half years ahead of the opening

night), SOSA management had received detailed information on all of the scenery elements

for the first two operas, and key components for the third and fourth.

9. Das Rheingold Scene 1. The Rhine gold, identified in this production with Erda, seen
through the waters. Photo Michael Scott-Mitchell.

' This became a dark grey fabric curtain which was released dramatically when Donner’s thunder clap sounded.

158



10. Die Walkiire Act I11. Brinnhilde asleep surrounded by fire. Photo Michael Scott-Mitchell.

The Director’s inclination towards contemporary German dramaturgical ideas

In an email to Neidhardt on my return from Berlin | wrote of the many excellent features of
the productions, but I also referred to problems I had had with some of Kupfer’s

interpretations:

Just a few things I didn’t like: Wotan appearing in Siegfried 1(i) and manipulating the
Woodbird in 2 (ii) (no surprise there) and turning up again in Gotterdammerung 3
(ii1). Also I didn’t like Alberich wandering on stage at the end (Go6tz Friedrich did that
too, and | thought it was a big mistake because it upstaged Briinnhilde). It anchored
the work in politics, whereas | think the ultimate message of the Ring is that politics
can never be the guarantor of human happiness. While Wagner in the 1850s,
despairing of social reform, was inclined to the view that Alberich and his kind would
inherit the world (and said as much in a letter to Liszt), by the 1870s he no longer put
his faith in political remedies. Briinnhilde offers a new way forward — but it is one

that can only be approached by suffering through love. Alberich, the quintessential
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renouncer of love, can have no part in this. He has been swept aside (conceptually

speaking) just as surely as Wotan has been swept aside.'®

Amongst my descriptions of the Berlin productions was a reference to Kupfer’s depiction of
Erda in Siegfried Act 11, in which she had appeared beneath a raised stage, entangled in
luminescent yellow fibre optic rope against a deep blue background— a solution that was
copied in Adelaide for the three Norns in the Prologue to Gétterdammerung. Neidhardt in her
reply of 13 June 2002 said she had been most interested in what | had described. However,
alarmingly, and notwithstanding her earlier statement, she now seemed to be inclining
towards contemporary German (and in my view ill-considered) concepts of a

Wotan/Woodbird connection. She wrote:

| must say | am more and more inclined to think along the lines of Wotan
manipulating or indeed turning himself into the Woodbird one way or the other. It
makes very good sense as in many ways does the re-appearance of Alberich in the
end, particularly in the current political situation. [But then she changed her mind
again] It is a very grim view to take and it is not in the music at the end which speaks

of a new (tranquil?) beginning, so I won’t do this."’

Mercifully, in the finished product Wotan did not transform himself into the Woodbird, nor
was there any overt godly manipulation of the bird which, in the form of soprano Shu-Cheen
Yu was given a colourful and athletic stage presence. Actually, in Wagner’s score the
Woodbird does not appear in the cast list at all; there is merely a reference above the
appropriate vocal line to Stimme des Waldvogels [Voice of a Woodbird]. This supports the
interpretation that the Woodbird has no independent dramatic ‘personality’ at all but is a
vocalisation of nature through which Siegfried hopes to learn something of his mother. It is
an example of what psychologists call wish fulfilment - a manifestation of Siegfried’s need.
However, few directors these days (including Elke Neidhardt) can resist giving the audience a
colourful, even comical new character to entertain them during a rather slow scene, although
this flies in the face of what Wagner intended. Furthermore, directors who require Wotan to
manipulate Siegfried’s actions are ignoring the god’s psychological transformation after the
death of Siegmund. This transformation is graphically described in Wotan’s long monologue

in Act 1l of Die Walkire, and again in Act III when he tells Briinnhilde: ‘Never ask me to

16 Bassett, Peter. (2002, June 10). Email to Elke Neidhardt.
7 Neidhardt, Elke. (2002, June 13). Email to Peter Bassett.
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protect the woman [Sieglinde] still less the fruit of her loins’. The whole point of the transfer
of dramatic focus from Wotan to Siegfried is that Siegfried is a hero in philosophical terms —
a free agent — fundamentally, a modern man, no longer beholden to the beliefs and
superstitions of an earlier age. To ignore this development is merely to replay the
Wotan/Siegmund relationship of master and vassal, and to negate one of Wagner’s most
important ideas. As Wotan himself says: ‘The other man for whom | long, that other I can
never find: for the free man has to create himself; I can only create subjects to myself.’

Siegfried is not, and never will be, Wotan’s creature.
Further evolution of design and concept

The design team meetings had been proving difficult to co-ordinate because of conflicting
commitments. Therefore, from late June 2002 onwards Neidhardt decided to have separate
meetings with the costume designer on the one hand, and the set and lighting designers on the
other. As at 13 June, under these new arrangements, meetings involving Neidhardt, Scott-
Mitchell and Schlieper were scheduled for 21 June, 23 and 26 July, 1 August - with the
remainder of August/September to be determined, and 23 and 24 October. Other dates were
to be added as opportunities arose and needs dictated. | attended as many meetings as
possible. Neidhardt did not envisage turning her attention to Gotterdammerung much before

the end of July 2002, with loose ends on the other three being tied up in the meantime.

When the Nibelheim scene in Das Rheingold had been discussed, | had suggested a
port/shipping container setting in order to imply third world exploitation, child labour and the
like. It was a topical idea because our Sydney discussions were taking place not long after the
riots that had marred the World Trade Organisation conference in Seattle. It was also
prompted by something that Wagner had said in 1877 during his visit to London - then the
largest metropolis in the industrial world. In Cosima Wagner’s diary entry for 25 May, after a
boat journey down the Thames from Greenwich, she quoted her husband as saying: ‘This is
Alberich’s dream come true, Nibelheim, world domination, activity, work, everywhere the
oppressive feeling of steam and fog.”'® My further idea was that when Alberich uses the
Tarnhelm to transform himself into a giant serpent, this could be represented by a crane-like
piece of machinery rearing up from behind one of the containers, sporting the Tarnhelm (it is

after all a humorous episode although Wotan and Loge feign fear). The suggestion was

18 \Wagner, Cosima. Diaries. Vol. 1, p. 965.
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considered but, in the end, Scott-Mitchell took a different tack, creating a structurally

elaborate underground cavern with double ramps.

For the Alberich transformation, an upper chamber was revealed in which a Chinese-inspired
festival dragon manipulated by children writhed and twisted. However | had not given up on
the mechanical dragon idea, and when discussion turned to depicting the Siegfried Fafner, we
considered the prospect of a huge prosthetic hand. The audience would be left to imagine the
nature and size of the creature to which it belonged. After further discussion this hand
became an enormous articulated claw, and I commented in an email to Neidhardt: ‘Your idea
of a giant hand to represent Fafner as dragon offers a potent image of a grasping, crushing,
enclosing force.”*® The finished dragon claw was a splendid and sophisticated piece of
machinery. It cost in excess of a quarter of a million dollars to build® and, in the end, it was

used only three times.

By 12 August 2002 Neidhardt was busy directing Andrea Chénier in Brisbane and using what
free time she had to think about Gotterdammerung. She told me:

At present I’m still trying to find the ultimate solution to the Norns, you see how
advanced | am! Unfortunately the Brisbane production of Chénier proves more time
consuming than I had anticipated. Can’t wait until I can be singleminded, with all

other productions out of the way. Have said no to all offers for 2003.%

The next design meeting took place on 15 August 2002, and a solution to the Norns problem
was found by using the tilted underside of the central lift platform and the fibre optic rope

imagery referred to above. By the end of August 2002, the scenic plan for the entire Ring had
been mapped out, but the director continued with the painstaking business of conceptualising

the production and analysing the characters. She emailed me early in September:

| am struggling with some things in Gotterdammerung. Briinnhilde’s last monologue,
for example, when she mentions that Siegfried put the sword between herself and
him. After all??? Did he or didn’t he? But I think I’ve worked out why the
Rhinemaidens don’t take the ring in Act 3 (2). And why is Siegfried so nihilistic, not

caring about life and death? Does he know he’s doomed? Is it a death wish?

19 Bassett, Peter. (2002, March 16). Email to Elke Neidhardt.

20 Costs for the Siegfried dragon claw were listed as $237,520 in the Stuart Report budget projections as at 28
July 2003.

2! Neidhardt, Elke. (2002, August 12). Email to Peter Bassett.
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Haven’t found the end yet, but most of the rest. Michael has been in Melbourne, as
you know, but I hope to have another session with him soon, and with you, of

course.??
| replied the next day as follows:
What did happen on Briinnhilde’s rock?

The strongest evidence suggests that Siegfried (as Gunther) and Brinnhilde spent the
night with Nothung lying between them. If one relies solely on Siegfried’s remarks [to
Gutrune] (treating them firstly as ironic and, later, as deceitful), a case can be made
that he did rape her. The authority for this is Thidrek’s Saga of Bern?® (c.1260-70)
which states categorically that on the fourth night, at Gunther’s request, Siegfried
deflowered Brunnhilde by force. However, although Wagner relied on Thidrek’s Saga
for material in Siegfried, he seems not to have done so for Gotterddmmerung. In his
1848 prose sketch ‘The Nibelung Myth — A Sketch for a Drama’ which formed the

basis of Siegfrieds Tod, Wagner describes the situation in these terms:

Already robbed by Siegfried of her maidenhood, she has lost alike her
superhuman strength, and all her runecraft has passed to Siegfried — who does
not use it; she is as powerless as any mortal woman, and can only offer lame
resistance to her new, aggressive suitor; he tears from her the ring — by which
she is now to be wedded to Gunther — and forces her into a cavern, where he
sleeps the night with her, though to her astonishment he lays his sword

between them.

This, coupled with Briinnhilde’s reference in her final monologue to which you refer
(and which I had forgotten about) makes it pretty clear I think that Siegfried did not
rape her when disguised as Gunther — not out of respect (his brutal action has already

put paid to that) but only because of his commitment to his ‘brother’. Had it not been

22 Neidhardt, Elke. (2002, September 2). Email to Peter Bassett.

2 Thidrek (or Dietrich) of Bern is Theoderic of Verona. Bern was the Middle High German name for Verona.
Scholars still debate whether Dietrich von Bern and Theoderic the Great were two different individuals or one
and the same.
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for his obligation to Gunther, he would have raped her. It is still hardly noble

behaviour.?*

Siegfried’s Nihilism? This, | think, is a left-over from Siegfrieds Tod — one of the odd
little details that cling like barnacles to the poem of Gotterdammerung. [I referred to
the business of tossing a clod of earth over his shoulder after the medieval practice of
mercenaries doing this before going onto battle.] It was part of Wagner’s original idea
that Siegfried ‘takes on’ the gods and Briinnhilde purges their guilt by the act of self-
immolation. In that version, the gods continue to rule in glory instead of perishing,
and Brunnhilde and Siegfried rise above the flames like Senta and the Dutchman. This
of course reflected Wagner’s political ideas at the time, in which the
aristocratic/plutocratic regime would be swept away but the Saxon king would remain
as father of his people and head of a kind of crowned republic. After all, in 1848

Wagner was still in the king’s employ.
I then quoted at length Wagner’s text in his 1848 prose sketch, and concluded:

In this version there is no suggestion (as in Gotterddmmerung) that he contemplates
returning the ring to the Rhinemaidens for a bit of slap and tickle in the bulrushes.
Once again, it seems, the Rhinemaidens are reluctant to play those kinds of games,
even if Siegfried is a better catch than Alberich. As with the Nibelung, they’l1l flutter

their eyelashes and swish their tails but swim away just the same.?

By the third week of September, one of the remaining details of concern to the director was
how to introduce a symbol of hope and renewal into the ending of Goétterddmmerung. She
decided to do this by bringing some live vegetation into the scene following the
conflagration. | endorsed this idea and mentioned that apart from the contemporary
ecological resonance, there was also a passage in the legends of the Buddha that underpinned
the idea quite nicely. Wagner certainly knew his Buddhist stories, as his wife Cosima’s
diaries and the passage ending the Gotterddmmerung poem (not set to music but preserved in

the published text) make clear:

# My point was that Siegfried, deprived of his memory by the potion (a metaphor perhaps for Hagen’s evil
influence) and transformed by the Tarnhelm, was no longer truly himself, and would not regain his true nature
until the effects of the memory-loss potion had been removed, just prior to his murder.

% Bassett, Peter. (2002, September 3). Email to Elke Neidhardt.
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In a First Century Sanskrit text called ‘The Acts of the Buddha’ we read the
following, which could easily be describing the events following Briinnhilde’s
immolation: ‘And when the Sage entered Nirvana, the earth quivered ... and
firebrands fell from the sky. The heavens were lit up with preternatural fire ....
Fearsome thunderbolts crashed down on the earth .... The rivers, as if filled with
grief, boiled over. Beautiful flowers grew out of season on the Sal trees above the
Buddha’s couch and the trees bent down over him and showered his golden body with

their flowers.’

The imagery of violent upheavals being followed by flowers appearing out of season
and trees raining down their blossoms is such a beautiful one. I can’t think of a more
perfect way to express nature’s continual benedictions on a wounded and suffering

world.?®

On 23 September 2002 | reported to Phillips on the design meeting the day before, and gave
him the following detailed account of how Gétterddammerung would run in terms of scenery,
special effects and director’s concepts. Therefore, none of this should have come as a surprise
when the design presentation took place in Adelaide three months later. Details of the most

important scenic elements had already been provided on 1 June. | wrote:

The design meeting yesterday made good progress and we got through
Gotterdammerung. There are still a few loose ends to tie up but the main concepts
have been worked out. The Norns scene and all the scenes on Briinnhilde’s rock will
utilise the existing ‘lift” mechanism, so no new scenic elements for those. The Hall of
the Gibichungs will use the Rheingold portals clad in red lacquer panels — I had
suggested thinking in terms of a Forbidden City,*” with a feeling of oriental/occidental
cultural difference to imply a contrast between the realm of the Gibichungs and all
that had gone before. They liked this idea and it will make use of the portals again.
The portals will move backwards and forwards on castors, so that the hall can either
extend the full depth of the stage, move back to a half-way position or stack up
against the rear wall like Chinese boxes — one inside the other. The most distant frame

will have a sloping top, to break the strict symmetry and create a sense of things being

% Bassett, Peter. (2002, September 23). Email to Elke Neidhardt.
2" Michael Scott-Mitchell used a book of photographs | had brought back from Beijing to match the colour of
the red lacquer columns.
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a bit out of kilter in the land of the Gibichungs. The colour too should make quite an

impact after all the grey, black and white of the other scenes.

The Act 2 vassals are Hagen’s thugs; pretty rough ‘skinheads’, which I think is
exactly right. The women on the other hand will be Gutrune’s friends and relatives
and would be conservatively dressed. The men in the Act 3 hunting scene will be
Gunther’s supporters, on a sort of army reserve exercise. They would bring on half a
dozen cartons of beer (to use as seats as well as for drinking), so there might be a

sponsorship opening for one of the breweries here!

The Rhinemaidens scene will use the adjustable rake downstage (as the river bank),
behind which they will cavort. There wouldn’t be any new scenic elements for the
hunting scene. Siegfried’s dead body would be left in a pool of light on the ‘lift’.
During the funeral music a gauze curtain would be drawn (probably by Hagen) across
the scene and, behind it Elke wants ‘doubles’ of Wotan, Siegmund, Sieglinde etc etc
to appear, coinciding with various references in the music. Then a smother would
obscure the scene enabling it to be set for the final showdown. The hall of the
Gibichungs would be in the half open position, with space in front. It would later
move upstage for the final conflagration. Siegfried would ‘lie in state’ with the people
filing past, and then he would be carried upstage and through the partially opened
screen doors and out of sight. Brinnhilde would be left alone for her long peroration
and, after throwing the brand (metaphorically) on the funeral pyre, disappear through
the upstage opening. A fire batten would be lowered and ignited behind the mesh
screen, illuminating the red portals of the hall; other fires would spring out of the
downstage vents. When Hagen dashes for the ring, the water curtain would be
activated and the downstage rake (river bank) would rise and Hagen would be swept
beneath it. We would then see the fires through the water curtain before both fires and
water would cease for the final ‘herschtes Wunder’ music of hope and renewal. Elke
has in mind bringing forty children onto the stage at this point, dressed in
contemporary, everyday clothes. A couple of ideas are being considered: either they
would carry small pine tree seedlings (her environmental statement) [Eventually, Erda
would perform this function with a single sapling] or they could be putting on or
taking off surgical masks (an environmental warning) or (?) something else. More
work has to be done on the final symbolism. | have argued for a positive, hopeful
ending, and this is Elke’s (and I think Michael’s) inclination. Nick on the other hand
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would be just as happy with a bleak ending but he is not firmly committed. I think the
optimists will win — perhaps with a nod to the idea that if mankind doesn’t get its act

together then ....
So, that’s where things stand at present.?

In January 2003, Canberra, where my family and | were living, suffered the worst bushfires
in memory — forests and suburbs ablaze, blackened leaves raining down, orange skies and
bright turquoise trees — in short, Gétterdammerung! This elicited much concern from Elke

Neidhardt. Soon afterwards (appropriately) she had a query about Loge:

| wonder if you could enlighten me a bit about Loge. | never quite understood why he
is so unpopular with all the other gods, why Wotan says he is his only friend. What

happened in the past???

As you remember we have costumed him rather like Mr Teflon, smooth and surviving
all upheavals. | have arrived at the moment of his entrance in my blocking/production

concept and noticed that my picture of Loge is really not clear ... 2

| replied:

I think that the key to Loge’s character lies in his symbiotic relationship with Wotan.
They need and use each other, and the other gods resent this. Like many leaders,
Wotan makes agreements of convenience that he has no intention of keeping. Then he
resorts to cunning and dishonesty to get around them and, in so doing, undermines the
very basis of his own authority. Loge aids and abets him in this. The other gods have
little or nothing to gain from such behaviour but everything to lose. If Wotan falls,
they fall with him, and so they deeply resent Loge’s involvement with and

encouragement of such perilous goings-on. Wotan is playing with fire — literally!

In the closing pages of Walkiire, when Wotan summons Loge, he says that they once
had an alliance. Clearly, in Rheingold Wotan is desperate for Loge to appear and sort
out the mess with the giants. Loge’s skills as a slick operator are vital to the god if he
is to maintain the balancing act of basing his authority on the law but, at the same

time, trying to circumvent it. Of course this can’t be done, as Wotan discovers by Act

%8 Bassett, Peter. (2003, September 23). Email to Stephen Phillips.
# Neidhardt, Elke. (2003, February 11). Email to Peter Bassett. An almost identical costume design was used
for Loge in Opera Australia’s Ring in Melbourne in 2013.
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2 of Walkire, and Loge is of no further use to him, except to surround the sleeping
Brinnhilde. That is why we never see him again except as his fiery element. Loge is
chained to the rock (like Prometheus) and only at the end of Gétterddmmerung is he

released to go to Valhalla and bring about Wotan’s end. ¥

In May 2003 Neidhardt turned her attention to sketching out rehearsal plans for the
Wotan/Alberich scene in Act Il of Siegfried, prompting me to offer my belief that this scene
was written as homage to Carl Maria von Weber.*! Its opening, with the spooky musical
atmosphere, soft timpani beats and lights in the forest is reminiscent of the Wolf’s Glen scene
in Der Freischitz. The latter had made a great impression on the young Wagner, and Weber
had been a visitor to the Wagner/Geyer household. The Wolf’s Glen’s mood of German
romanticism fitted perfectly with the Grimm-like spirit of Siegfried. In the Scott-Mitchell
design, developed a year earlier in March 2002, the forest canopy was to comprise hundreds
of green helium-filled balloons, swaying gently in the breeze (I had shown the designers
photos of the canopy of upturned green umbrellas from the Rosalie-designed Bayreuth
production | had seen in 1998). The balloon canopy suggested both the fragility of the natural
environment and the child-like vulnerability of Siegfried although, to begin with, I had
reservations about its effectiveness. In an email to Neidhardt | wrote:

What scenic device could convey a sense of enclosure or embrace in its various
aspects, both benign and malign? I don’t think balloons could do this. They might
convey Siegfried’s vulnerability and child-like qualities, but they also say ‘party
time’, which would be quite misleading. | doubt if they could convey the sinister
qualities of the other scenes. However, | think that tendrils/strips hanging at various
lengths would be effective and versatile.*® Appropriately lit, such tendrils could
suggest inky depths for the Wanderer/Alberich encounter, the clammy crypt that is
Neidhole [Fafner’s lair], and the ravishingly beautiful embrace of the forest in which

Siegfried (like a young bird in its nest?) comes closest to his true nature.*®
Neidhardt replied:

| am intrigued by the idea of the Woodbird impersonating Sieglinde. That has never

occurred to me and | certainly will give it a lot of thought, not ignoring the fact that

% Bassett, Peter. (2003, February 13). Email to Elke Neidhardt.

%! Bassett, Peter. (2003, May 15). Email to Elke Neidhardt.

%2 Tendrils had been used for the forest in Gétz Friedrich’s Covent Garden Ring of the 1970s.
% Bassett, Peter. (2002, March 16). Email to Elke Neidhardt.
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Siegfried has never seen any woman nor knows a woman’s voice. I would like to

show the bird, not sure how as yet.

| think you underestimate the effect of the balloons. They wouldn’t be the only
element in the set, but possibly part of a ceiling, maybe imbedded in other materials.
Michael’s little son had a birthday on St Patrick’s Day, last Sunday. So Michael had
covered one ceiling of his house in green balloons with long ribbons. Looked rather
good the way they moved in the breeze. As you say: Kids party! | never imagined they

would be part of Neidhéle.**
The value of unpaid assistance to the production

The hundreds of ‘forest’ balloons for Siegfried were inflated and prepared on rehearsal and
performance days by members of a group of 44 unpaid supporters whom | called the
‘Nibelung Bureau’ after the volunteers who had assisted Wagner during the first production
in 1876. This was just one of many ways in which groups and skilled individuals became
involved with and contributed their services to the Rings of 1998 and 2004 and Parsifal in
2001. These unpaid contributions from various quarters, which ranged from translation
services and the organisation of exhibitions and events,* to assistance with auditioning,
marketing, public relations, article and speech writing, website establishment and
maintenance, education, and liaison with artists” agents - represented considerable financial
savings to SOSA, but the value of these savings was never included in budgetary statements
or production analyses in the way that direct monetary donations and sponsorships were.

The lead-up and rehearsals

By July 2003 budget issues were distracting the design team as much as they were distracting
everyone else concerned with the project. Neidhardt told me: ‘As you no doubt have heard
we have had a bumpy (financial) ride but are slowly seeing land. 1 am looking forward to get
started rather than shunting budget figures.”*® Little did she know that the budget crisis would
get much worse over the next twelve months. In the interim I was preoccupied with

arrangements for a Weekend with the Ring®’ at the Adelaide Convention Centre in September

* Neidhardt, Elke. (2002, March 20). Email to Peter Bassett.

% Christine Rothauser, for example, provide extensive translation and documentary assistance with the Chatelet
production, and organised ancillary events and exhibitions in 1998, 2001 and 2004, including displays from the
Richard Wagner Museum in Bayreuth. All of this was done on a voluntary basis.

% Neidhardt, Elke. (2003, July 14). Email to Peter Bassett.

%7 See Appendix 3.
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2003, at which speakers included celebrated Wagnerian bass-baritone Sir Donald Mclintyre
who came from the UK especially for the event, conductor Asher Fisch, Ring artists John
Brocheler, Deborah Riedel and John Wegner, former singers Margreta Elkins and Robert
Gard, Australian and New Zealand academics Brian Coghlan and Heath Lees, and the Ring
design team. Elke Neidhardt launched a new edition of my book on the Ring and spoke about
the forthcoming production. There was an Adelaide Symphony Orchestra concert conducted
by Asher Fisch and featuring Deborah Riedel on the Friday evening, and a banquet with
musical entertainment the following night. Participants in the Weekend conference came from
all over Australia. The first rehearsals were under way by then at SOSA’s Netley studio, the
ASO’s Grainger Studio in Hindley Street, and the Festival Theatre where the sets and
technical facilities were given their first trials. Rehearsals had begun on Monday 11 August
2003 and proceeded for thirteen weeks, six days a week. It was hardly surprising that these
exhaustive and exhausting rehearsals took their toll on some artists, notably the Siegfried,
Timothy Mussard. This experience amply demonstrated the complexity of the task and
reminded everyone concerned why staging the Ring in one go rather than piecemeal over
several years is a rarely attempted venture.

2003 - Week (Mon-Sat)

(Studio)

1 Die Walkure Act 1 (i) (i) (iif)  Production. Music Act 1

2 Die Walkire Act 2 (i) (ii) (iii)  Production. Music Act 2

3 Die Walkire Act 2 (iv) (v) Production

4 Die Walkure Act 3 (i) (i) (iii principals)Production. Music Act 3

5 Das Rheingold Scene | Production. Music Scene i

6 Das Rheingold Scene ii Production. Music Scene ii

7 Das Rheingold Scene iii (principals) Production. Music Scene iii

8 Das Rheingold Scene iv Production. Music Scene iv
(Theatre)

9 Das Rheingold Lighting/Technical; Piano/Stage (i) (ii) (iii)

10 Das Rheingold Piano/Stage; Die Walkiire L/T; P/S Act 1

11 Die Walkiire P/S Acts 1, 2, 3. Changeover Siegfried

12 Siegfried Technical. Changeover Gétterdammerung

13 Gotterdammerung Technical

14 Bump Out
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The fifteen weeks (six days a week) of rehearsals in 2004 began in the Netley studio on

Monday 2 August

2004 — Week (Mon-Sat)

(Studio)
1 Siegfried Introduction; Act 1 Production. Music Act 1
2 Siegfried Act 1; Act 2 Production. Music Act 2
3 Siegfried Act 2; Act 3 Production. Music Act 3
4 Siegfried Act 3 Production
5 Gotterdammerung Introduction; Prelude; Act 1. Prod.; Music Prel.; Act 1
6 Gotterdammerung Prelude; Act 1Production
7 Gotterdammerung Act 2 Production. Music Act 2
8 Gotterdammerung Act 2 Production

(Theatre) Siegfried/Gott. Bump In/Build
9 Gotterdammerung Act 3 Production. Music Act 3

(ASO) Das Rheingold; Die Walkure

(Theatre) Siegfried/Gotterdammerung Technical
10 Rheingold/ Walkire Revision  Production. Music R/W Revision

(ASO) Walkdre; Siegfried

(Theatre) Siegfried Piano Dress; Gotterddmmerung Piano Dress; Tech.
11 Rheingold/ Walkire Revision  Production

(ASO) Siegfried/Gotterdammerung

(Theatre) Technical. G6tt. Piano Dress; Rheingold PD; Walk. PD

12 (ASO) Rheingold Sitzprobe; Gott Sitz.; Walk. Sitz.; Gott. Sitz.
(Theatre)

13 Technical. Rheingold Stage/Orch.

14 Technical. Walkulre Stage/Orch.; Siegfried Stage/Orch.

15 Technical. Gott.Stage/Orch.; Rheingold Pre General

16 Rheingold; Walkdire; Siegfried; Goétt. Dress Rehearsals

17 Performances begin on 16 November

171



Reviews and commentary

In the end, the production concept and designs won consistently glowing reviews. The
Adelaide Advertiser critic was extravagant in his praise for the opening night of Die Walkiire:
“This is, without reservation, the most astounding night of theatre the Festival Centre has ever
witnessed. It is probably without parallel in Australian opera history for its courage and
audacity. Each act was greeted with tumultuous applause and the final scene with a ten
minute standing ovation’. The interstate media was hardly less enthusiastic, with the Sydney
Morning Herald critic describing the whole Ring as ‘one of the finest occasions in the history
of Australian music, opera and theatre’. The Australian declared it “gloriously rich visually
and musically’, Limelight called it ‘spectacular, witty, thoughtful and theatrically gripping’,
and for Melbourne’s Age it was simply ‘awesome’. Overseas, London’s Sunday Times lauded
‘one of the most visually resplendent Rings of recent times’, and Opera Now magazine said:
“The results were so dazzling that the sets often won loud applause on their own’. Hugh
Canning in Opera magazine (UK) wrote: ‘Elke Neidhardt, with her team ... [has] come up
with one of the most beautiful, thoughtful and spectacular stagings of recent times’. He also
ventured that ‘It is unthinkable that it should not be seen again in Australia. Indeed this Ring

could well establish Adelaide, like Seattle, as one of the world’s Wagner Meccas’.

Unfortunately the unthinkable did happen; the production was not seen again in Australia or
anywhere else, and Adelaide did not follow Seattle to become one of the world’s Wagner
Meccas. To understand why this successful and admired production was abandoned after a
single season, we must look firstly to events leading to the dramatic and decisive intervention

by the State and Commonwealth Governments in early 2004.
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Chapter 8

Producing the 2004 Ring

In 2002, SOSA negotiated with Opera Australia to secure the services of OA’s Technical
Director Christopher Potter to be Technical Director for the Ring. Potter was highly
experienced and he was one of few people in Australia capable of managing the scenic
demands of the massive 2004 production and, in particular, the complicated changeovers
between operas. The director and designers had been unhappy with SOSA’s existing
capabilities in this regard, and had become aware of shortcomings during Parsifal in 2001.
They told me of their concerns when we met in January 2002. Eventually, Phillips accepted
that additional expert assistance was going to be required, even though no provision had been
made for this in the budget. Potter’s responsibilities included overseeing the construction and
delivery of the physical production, and providing an interface between SOSA and the
Adelaide Festival Centre Trust (AFCT) Set Construction Workshops (at that time the
anticipated sole provider), Festival Theatre staff and the creative team. He began preparing
for these tasks in the second half of 2002, which was rather late in the production schedule
given that many of the key scenic elements had already been determined and the designs
were due to be presented at the end of 2002. A specialist scenery builder Hannes Finger, who
had had many decades of experience with Opera Australia, was also engaged by SOSA to
provide detailed cost estimates for the construction of the scenery and props. His role
included providing an independent check on quotes supplied to SOSA by the AFCT Set

Construction Workshops.*

When, two years earlier, in May 2000, Minister Diana Laidlaw had announced plans for the
new Ring, she had made specific mention of its scenery and costume budget of $2 million.
The new production, she said, would be built in South Australia by the AFCT’s scenic
Workshops,2 and the costumes would be made by the State Opera’s wardrobe workshop.
Three weeks later, on 15 June, she added: ‘all the staging would be undertaken by the

Adelaide Festival Centre Trust. The workshop is at Dry Creek and it is a fantastic

! Stuart, Richard. (2003, October 3). Production Consultancy Report for State Opera of South Australia.
Appendix 14.
2 These workshops had built the Parsifal sets for 2001, which were destroyed a year later.
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compliment to the skills of our designers and technicians’.® She elaborated on the subsidy
required for the whole production: approximately $4.1 million (at that time) of which the
State Government would provide $1 million and the Commonwealth Government $3.1
million. In further comments on 15 June 2000, the head of Arts SA Tim O’Loughlin who had
handled the negotiations with the Commonwealth, told the parliamentary estimates
committee that when considering the estimated economic benefits to the state from the 2004
Ring, they should take into account not only overseas and interstate attendances based on
1998 precedents but also the substantial Commonwealth Government investment of around
$2 million for building the sets in the AFCT workshops.* Securing this investment was

regarded as a notable achievement.

Unfortunately, the potential benefits to South Australia of this investment went largely
unrealised. By the time SOSA moved to engage the AFCT Workshops, the latter had already
entered into commitments for major musical productions in Melbourne (We Will Rock You,
from August 2003, transferring to Perth, Brisbane, Sydney and then Tokyo) and Sydney (The
Lion King, from October 2003 to June 2004, transferring to Melbourne) and was unable to
guarantee completion of the Ring sets in time for the first rehearsals in late 2003. A scramble
then ensued to find other workshops that could build the sets and props as a matter of urgency
and, eventually some 20 different workshops were contracted across five states. As designer
Michael Scott-Mitchell put it: “We pretty well used a large percentage of the available
workshops in Australia to build — we were on a very tight schedule of about six months, but
we were literally jamming everything we could into each workshop until they said, “We can’t

take any more™”.”

The larger part of the scenery building budget was contracted to Opera Australia, StageWeld
and ALM in Melbourne, Showtreck in Adelaide and Artworkshops in Perth. Consequently,
not only did South Australia miss out on most of the benefits of the Commonwealth
‘investment’ in scenery building but also construction costs blew out considerably because of

the commercial rates incurred instead of the ‘at cost’ rates expected from the AFCT,® and

® parliament of South Australia, House of Assembly, Estimates Committee B. (2000). Parliamentary debates
EOfficiaI Hansard). Adelaide, Australia: South Australia House of Assembly, June 15, p. 74.

ibid.
> Sexton, Mike. (2004, November 17). Ambitious opera series draws Wagnerians to Adelaide. ABC 7.30 Report.
Retrieved from: http://www.abc.net.au/7.30/content/2004/s1245866.htm.
® SOSA had no idea what these “at cost’ charges would be because significant special effects elements of the
design remained unrealised and unvalued.
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because of unforeseen travel and freight charges. A budgeted figure of $1.9 million for

costumes and sets in 2000 became a staggering $4.757 million by 2004.”

In order to meet commitments to Opera Australia in early 2003, Potter had to withdraw his
services from the Ring set construction phase which now required extensive interstate travel
and considerably more time than had been envisaged when the AFCT was to be sole
contractor. A new Technical Director, Malcolm Lamb, also based in Sydney, was appointed
to continue the planning and delivery process and to commence the preparation of detailed
staff-related schedules. Stephen Phillips then assumed the role of Production Manager as well
as General Director of SOSA and de facto Artistic Director of the Ring. As Production
Manager he monitored the production budget and awarded construction contracts to various
workshops. It was unrealistic to imagine that a single person could handle all of these
responsibilities and run an opera company on a daily basis, even though Phillips’s
background had been in production management. Therefore, as an interim solution and to
assist with the additional workload in preparing specifications and fielding quotes from the
various workshops, he appointed Lisa Penlington, Scott-Mitchell’s partner, to the part time
role of Production Co-ordinator. She worked from Sydney alongside Lamb and the creative
team and produced detailed costing spreadsheets, breaking down and listing all individual
elements of the overall design. Notwithstanding all of these new arrangements, there was still
no one person (other than Phillips) in charge of the physical production, a situation which

exposed SOSA to considerable risk.?

Phillips blamed the Festival Centre Trust for the collapse of the scenery building
arrangements, while insisting that he was not blaming them: ‘I'm not dumping on the Festival
Centre Trust’ he said in May 2004. ‘They basically thought they had a more lucrative sort of
contract so they were not able to make their workshop facilities available to us.”® He had not
been so insouciant in February 2003 when he told me he was ‘totally embroiled in technical
matters and ongoing battles with the Festival Centre’.'? It was a calamity, and there was no
way of disguising it. What were the facts? The AFCT was a statutory body subject to the

general control and direction of the Minister for the Arts.** Amongst its functions was

" Auditor-General’s Report for the year ended 30 June 2005, based on a statement of revenues and expenses
provided by SOSA.

® Stuart Report, op.cit., p. 11.

° Debelle, Penelope. (2004, May 19). Lord of the Ring rides to the rescue. The Sydney Morning Herald.
Retrieved from http://www.smh.com.au/articles/2004/05/18/1084783513917.html.

19 phillips, Stephen. (2003, February 25). Email to Peter Bassett.

1 Adelaide Festival Centre Trust Act 1971, 5.19
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responsibility for ‘advisory, consultative, managerial or support services, within areas of the
Trust's expertise, to persons associated with the conduct of artistic, cultural or performing arts
activities (whether within or outside the State)’.? Therefore, its workshop was entitled to
build scenery for interstate clients and it was not obliged to give preference to South
Australian clients unless directed to do so by the Minister. While there had been an
expectation in May 2000 that the AFCT workshops would build the Ring scenery for 2004, as
they had for Parsifal, no ministerial directive to that effect had ever been given. Clearly this
was an oversight by SOSA, Arts SA™ and Ministers.** However, the workshops had long
been encouraged to operate on a commercial basis, and their annual turnover of $4 million
was derived largely from interstate and international contracts™. Consequently, they had been
entitled to enter into a lucrative (and more clearly defined) agreement with an interstate
company even though this made it impossible for them to meet the delivery deadlines of a
later South Australian proposal. The Trust maintained that there had been delays in design
development.® Since the Trust was not represented on the SOSA Board (there being no
SORC for 2004), and no Artistic Director or Production Manager had been appointed to
supervise the design process and liaise with them (Christopher Potter’s involvement came
late in 2002), communications appear to have been sparse. In any case, in the absence of a

ministerial directive, the choice was entirely theirs.

The crucial issue was that the Trust workshops were not able to complete scenery building in
time for the 2003 rehearsals which were due to commence in August that year. However,
they had never said that they could not complete them in time for the 2004 rehearsals. If this
issue had been confronted early enough, and SOSA/AFCT liaison had been sufficiently close,
the possibility arises that the five weeks of technical stage rehearsals scheduled for 2003
could have been deferred until a later date. Although this would probably have incurred
additional expense in terms of hiring the Festival Theatre for extra weeks and rescheduling
some singers, it would undoubtedly have been a cheaper option than going down the ‘all
stops out’ commercial scenery building path just to meet the August 2003 deadline. One
cannot help but think that if the SOSA/AFCT relationship had been one of partnership from

the outset — say through AFCT participation in a Ring Corporation Board rather than one of

2 ibid., 5.20 (1) (c).

B 1t is possible that Tim O’Loughlin would have picked up on this oversight and taken action had he not moved
from Arts SA in October 2000. The Ring Consortium, on which the AFCT was represented, had ceased to
function by the time of the Commonwealth funding grant.

 The Minister for the Arts was Diana Laidlaw until 5 March 2002 and, from 6 March 2002, Mike Rann.

15 Adelaide Festival Centre Annual Report 2002-03, p. 52.

16 Bockmann, Michelle Wiese. (2004, Dec. 11-12). Bayreuth on the Torrens, The Weekend Australian, p. 19.
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as hirer and service provider (as Richard Stuart noted in his report) — things might have

worked out differently.

The collapse of the scenery building plan was the subject of questions in both Houses of the
State Parliament. In response to one such question in February 2004 from the Hon. Sandra
Kanck (Australian Democrats),'” Premier Rann, on advice from SOSA, said:

It was originally intended that the sets for the Ring would be built in South Australia,
and that the construction work would take place between January and August 2003
in readiness for the first round of stage rehearsals in the Festival Theatre between

September and November 2003.

A draft memorandum of understanding between the Adelaide Festival Centre Trust
(AFCT) and the State Opera was prepared in late 2002, before the comprehensive set
design presentation in mid-December 2002.

At this presentation, the AFCT was provided with technical information and a full
working model of the designs in order to prepare a detailed costing for building the
sets that would form part of the final contract. It was expected that arrangements
between the AFCT and the State Opera would be finalised in late January or early
February 2003.

State Opera was advised by the AFCT on 18 February 2003 that its workshops would
not be available to State Opera prior to July/August 2003 as the workshops had
entered into a commercial contract with another organisation to build the sets for a
musical to be presented in Sydney. The AFCT could not therefore fulfil the
construction schedule required by the State Opera which required completion by
September 2003. State Opera therefore placed selective contracts with other scenery

workshops in Adelaide and interstate.
No penalty payments were required or paid.*®

The reference to the preparation of a ‘draft memorandum of understanding in late 2002’ made
no mention of what form that draft took, how substantial it was or, indeed, whether there was

any ‘understanding’ at all. Certainly there was no agreement. The rehearsal schedule for

7 Kanck, The Hon. Sandra, Parliament of South Australia, Legislative Council. (2004). Parliamentary debates
(Official Hansard). Adelaide, Australia: South Australia Legislative Council, February 16, p. 936.
8 Holloway, The Hon. P., on behalf of the Premier, SA Legislative Council Hansard, 16 February 2004, p. 936.
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2003, which would have had a bearing on any scenery building timetable for that year,™ only
received its final ‘sign-off” in the second week of December 2002.%° The ‘comprehensive set
design presentation’ which I attended and which took place at SOSA headquarters at Netley
in Adelaide on Friday 13 December 2002, was in fact not a presentation to the AFCT
workshop but rather a ‘showing’ for SOSA Board members to enable them to see and
approve the designs. Representatives of Arts SA, the Adelaide Symphony Orchestra and the
AFCT had been invited to attend, and the occasion was rounded off with celebratory drinks -
it was a fortnight before Christmas. However, notwithstanding the general admiration for the
spectacular stage model (which had been built under Scott-Mitchell’s supervision by 28
Sydney-based model-makers® at a cost of around a quarter of a million dollars?), there was
still a possibility that the Board would withhold its approval on grounds of excessive or
indeterminate cost, or request design changes.

In the second half of 2003, Mr Richard Stuart was engaged by Arts SA and the Australia
Council to provide a production consultancy report on the state of the Ring production, and
make recommendations. Richard Stuart was a theatre consultant of considerable experience,
who had worked with theatrical organisations including J C Williamson, Edgley
International, Harry M Miller, Aztec Services, the performing arts centres in Perth and
Melbourne, the Australian Ballet, Melbourne International Festival of Arts for seven
festivals, the Queensland Performing Arts Centre and the Sydney Opera House. At the time
of his investigation he was involved with the Queensland Performing Arts Trust. His report
was presented in October 2003 but was not made public. Stuart observed, inter alia, that ‘The
very high costs for the set model could have been contained by a Production Manager
exercising strict financial control of the design team’. As events transpired, the General
Director became concerned when it was clear that the design team had still not developed
technical solutions or costings for features such as the huge water curtain and the large scale
flame effects. The designers could have been asked then and there to dispense with their more
ambitious ideas and come up with something simpler and cheaper - a solution which would

have had the added benefit of making the production ‘export friendly’.?* A request for major

¥ With performances programmed for November/December 2004, and in the absence of a detailed schedule, the
AFCT might reasonably have assumed that scenery building would commence in late 2003 at the earliest.

% Neidhardt, Elke; Phillips, Stephen, and Bassett, Peter. (2002, December 9 and 10), exchange of emails with
observations, queries and adjustments relating to the 2003 rehearsal schedule prior to finalisation.

2L All of whom were listed by name in the program.

22 Information provided by SOSA Finance Director Nigel Bray at the 13 December 2002 presentation.

2 When, in 2009, consideration was given to mounting the Adelaide production in the State Theatre in
Melbourne, the technical demands of the fire and water effects were cited as major obstacles, and they were also
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design changes within the context of the formal design presentation would have been
awkward - embarrassing even - for the General Director who, in his role as de facto Artistic
Director, might have been assumed to have supervised the designs before presenting them to
the Board, but it would have saved a great deal of money and would probably have avoided
the political traumas that were to follow. However, no such request was made, and the
designs were approved without modifications. Board and management were emotionally
disinclined to compromise, for there was no doubt that South Australia was on the brink of
producing a stunning Ring that would make the eastern states sit up and take notice. Then, on
18 February 2003, came news that the AFCT could not build the sets in time for the 2003

rehearsals.
Budget blow-out and approved designs

Phillips also blamed the designers for the budget blow-out, although he made light of this in
media interviews: ‘We deliberately appointed a design team who had not done a Ring before
and did not know a lot about it, because we wanted it to be fresh and Australian. The design
needed to match the musical scale of the work,” he said, ‘and they’ve certainly done that. In
fact, I think you could say they’ve exceeded our wildest expectations — but unfortunately
they’ve exceeded our wildest budget expectations as well.”** Elke Neidhardt rejected
criticism that the design team was to blame for the budget overruns: ‘The designs were
accepted by the Board’ she said. ‘We presented the model in the best detail, it was all there,
all they needed to say was ‘no’ and we would have cut then. But after you accept a design,
there’s no good coming later and saying ‘oohhh!’ [it costs too much]. I'm absolutely deaf on
that ear. Once it’s accepted then we’ve done our job, they have to make it work.’® Richard
Stuart in his Production Consultancy Report of October 2003 made the telling point that ‘The
lack of a high calibre Production Manager from the outset to oversee the design and manage

the production budget has led to design aspirations that exceed the available budget’.?®

The Auditor-General in his report for the year ended 30 June 2003, made the following

observation:

a discouragement to exporting the production to theatres overseas. (2013, November 17). Remarks by Maureen
Wheeler at a dinner in the National Gallery of Victoria for the 2013 Melbourne Ring.
# Litson, J. (2004, August). Ring of confidence. Limelight, p. 32.
25 s
ibid.
% Stuart Report, op.cit., p. 15.
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In July 2001 the State Opera entered into an agreement with a designer®’ for the
development of a design for the 2004-05 production of Der Ring des Nibelungen (The
Ring). As part of this agreement the designer was required to deliver completed
designs (including costumes, sets and special effects) within a budget of $1.9 million,
on 12 December 2002.

Discussions with management concluded that the designer failed to meet certain
obligations in that final costing information for critical special effects designs were
not delivered by the agreed date. Review of the agreement with the designer by Audit
revealed that there were no penalty clauses within the agreement for failure by the

designer to meet contractual obligations.

Audit communicated to management that the inclusion of penalty clauses within
major contracts would improve State Opera’s bargaining position in negotiations with

contractors who fail to meet their contractual obligations.

State Opera responded that the inclusion of penalty clauses was not practical and not a

realistic option in the broader arts industry.?

More to the point, set designer Michael Scott-Mitchell had produced outstanding designs
which would in time be praised by international critics and receive a Helpmann Award in
2005. However, dreams can be expensive, and these certainly were. Scott-Mitchell’s
penchant for massive, architectural scenery? and high quality engineering had been well
known to SOSA management from his Tannh&auser (Opera Australia 1998), Il trovatore
(Opera Conference/Adelaide 1999) and L ‘elisir d’amore (Opera Australia 2001), and from
his work for the 2000 Sydney Olympics. Despite the undoubted impact of certain design
elements - the vast water curtain, dazzling flame effects, sophisticated mechanical ‘dragon
claw’ (costing $237,520),30 hydraulic platform and ‘spear’ walls, under-lit floors and life-size
perspex ‘heroes’- these were stand-alone features and SOSA management could have
requested simpler solutions, as Neidhardt had noted.®* She joked prophetically during one

rehearsal: ‘At times you say “damn you, why can’t we just have a simpler set”. However, I

%" The contracts with the Director and designers were handled personally by the General Director.

%8 Report of the Auditor-General for the Year ended 30 June 2003, Part B, Volume 111, p. 1037, tabled in the
House of Assembly and ordered to be published, 13 October 2003. Government Printer.

2 Michael Scott-Mitchell’s early academic training was in architecture.

% Stuart Report, op.cit., budget and expenditure figures.

%1 See p. 179.
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have not I think ever lost sight of the fact that what you’ll see on stage is something that has
32

never been seen before and might not be seen in a hurry again.’

11. Siegfried Act I1. Fafner as dragon. Photo Michael Scott-Mitchell.

The designs were accepted by SOSA management and Board in toto and without caveats,
although the creative team did decide of their own volition in April 2003 to leave out three
very large illuminated portals and a trapeze effect (the Rhinemaidens’ doubles on ropes).
When alternative workshops in five States were commissioned after March 2003, the highest
priority was to meet the deadline for the first stage rehearsals, barely five months away. To
this end, SOSA abandoned its own requirement that design costs be capped at $1.9 million,
and instead looked for ways to raise additional funds from government grants and corporate
sector donations. Stuart found that, by 28 July 2003, the estimated cost of the designs
approved in December 2002 had exceeded the revised budget of $2,381,704 of 31 May by
between $250,000 and $500,000, subject to final costs being known for special effects. He

recommended at that point that SOSA include an additional and separate set build

%2 (2005). Forging the Ring - Backstage at State Opera of SA’s Ring Cycle. Television documentary, Australian
Broadcasting Corporation.
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contingency of $300,000 for the production.®® Even so, this proved inadequate and the figures

continued to climb.

With more complicated sets went higher labour costs. The Adelaide Festival Theatre had a
large stage and orchestra pit but it lacked the sophisticated, computerised machinery of say,
the Metropolitan Opera House or the new Copenhagen Opera House, and depended heavily
on the organisational and physical capabilities of its backstage crew of 75, much as Wagner
had in 1876. Staging problems had arisen with both the 1998 Ring and the 2001 Parsifal
which should have served as a warning. In August 1998, the Chatelet production’s
installation had got off to a bad start because of the stage crew’s inexperience, and confusion
over supervision.>* There was also a budget over-run in connection with the theatre fit up and
subsequent reinstatement of the stage floor and basement. Then, after the final cycle in
December 1998, the Production Manager abruptly left the company without informing the
General Director, and went to live in the United States.*® In Parsifal in 2001, the Lighting

Designer had to lend a hand with scene changes and projections.

The removal and replacement of the stage floor between Das Rheingold and Die Walkiire in
the 2004 production took so long to accomplish by hand (the floor was made up of fragile
sections lit internally by some 900 dimmable fluorescent tubes) that the starting time for Das
Rheingold had to be brought forward by two hours to avoid delaying the start of Act | of Die
Walkure the following day. AFCT backstage labour rates were high compared with other arts
venues and, in order to reduce costs, SOSA sought AFCT concurrence to engage its own
theatre staff, but the AFCT rejected this request based on its venue hire policy. Again SOSA
sought a ‘special event’ labour rate, effectively a ‘discount for bulk’ approach, but the AFCT
rejected this suggestion too on the grounds that it had made financial sacrifices elsewhere to
accommodate the production. These responses reinforced the impression that a more
inclusive role for the AFCT from the outset, rather than an arm’s length one, would have
been beneficial. Richard Stuart in his October 2003 Report recommended that ‘underlying
tensions between SOSA and AFCT should be dealt with to allow a proactive business

¥ Stuart Report, op.cit., p. 14-15.

(1998, August 28). State Opera Ring Corporation Board Agenda, Managing Director’s report. Half the
number of stage crew were required for the 1998 Ring as for the 2004 production.

%5 (1999, February 25). State Opera Ring Corporation Board Agenda, Managing Director’s report.

% | was told of this during my first meeting with the design team in January 2002.
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relationship to flourish’. He further recommended that SOSA and the AFCT find ways to

build more of a partnership relationship rather than one of hirer and venue.*’

Phillips told journalists: ‘Some large pieces of the set have to be taken out of the theatre and
brought back in again, and the changeovers require enormous numbers of people. It means
there is also a transport schedule. We did our initial labour budget by looking at what it cost
[for the 1998 imported Ring] and we doubled that and thought it would be reasonable, but it
turned out to be three-and-a-half times that’.*® Storage of scenery between performances

required the use of 38 semitrailers which were parked around Adelaide.
SOSA management and the design team

Phillips later insisted that when he had received the April 2003 monthly production report
which warned of overruns, he took action. ‘I actually blew the whistle’ he said, ‘and stopped
everything for a while. Transparency is the only way to get through a problem like this.”*®
However, Neidhardt and the designers had met with Phillips in Sydney two months earlier on
Friday 28 February 2003 (at the unsociable hour of 8:00 am*°) ten days after he had learned
of the AFCT’s inability to build the sets, when he was en route to New Zealand for a
promotional visit. In an email to me on the following Monday, Neidhardt wrote: ‘The
meeting with Stephen went o.k. He didn’t seem to want to hear any of the rather alarming
figures which we had prepared. So we will just soldier on and hope that he will be able to
raise the much needed Corporate Sponsorships. All a bit frightening.’41 It was also at that
time, late February 2003, that Scott-Mitchell’s partner Lisa Penlington was engaged as
Production Co-ordinator.*? Richard Stuart observed in his report: It is unfortunate that SOSA
has relied heavily on the creative team to manage the set construction budget. The creative

team should not have financial responsibilities. That is a production management role’.*®

%7 Stuart Report, op.cit., pp. 22 and 24. Appendix 14.

%8 (2004, June 3). State Opera Mounts “Most Expensive Musical Production in Australian History” With $15m
Ring. Opera News. Retrieved from:
http://www.operanews.com/Opera_News_Magazine/2004/6/News/State_Opera_Mounts_Most_Expensive_Mus
ical_Production_in_Australian_History_With_$15m_Ring.html.

¥ Wiese Bockmann, Michelle, and Westwood, Matthew. (2004, December 11-12). Bayreuth on the Torrens,
The Weekend Australian, p 19.

%0 <A time which I don’t particularly relish ...” commented Elke Neidhardt. (2003, February 27). Email to Peter
Bassett. Appendix 4.

*! Neidhardt, Elke (2003, March 3). Email to Peter Bassett. Appendix 4.

*2 Retrieved from: https://www.linkedin.com/pub/lisa-penlington/38/9a/8b0.

*% Stuart Report, op. cit., p. 15. Appendix 14.
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The plan for corporate ‘rescue’ sponsorships to which Neidhardt had referred in her email to
me of 3 March 2003, took shape on 13 March when a ‘Message from the Premier of South

Australia’ was sent to South Australian companies. It read in part:

... State Opera must also raise support from the private sector to balance its budget.
So far it has been very successful in raising over $500,000 through a special Ring
Donor Program and is now concentrating its efforts on raising a similar level of

support from the corporate sector.

As Premier of South Australia and Minister for the Arts, | commend for your

consideration sponsorship of this major cultural event.

Support as a sponsor will enable you to provide a unique experience for your valued

guests.

By July 2004, 20 South Australian businesses had responded positively, although the total
amount raised was modest compared with private sector sums raised for Ring productions

elsewhere.

The Auditor-General in his report for 2002-03, noted that SOSA management seemed to be
keeping its eight-member Board in the dark on certain key Ring production matters. He

wrote:

Audit observed that the State Opera Board did not receive formal regular reporting on
the achievement of documented key timeframes or milestones for the 2004-05
production of The Ring.

State Opera responded that the Board would be provided with copies of the confirmed
rehearsal schedule and other information that shows how the production process will

progress over the final 18 months.

One wonders whether this problem would have arisen if the State Opera Ring Corporation
Board had been revived. The SORC Board had played a key role in ensuring the success of
the 1998 production under the chairmanship of Donald McDonald, Chairman of the
Australian Broadcasting Corporation (1996-2006), former Chief Executive of The Australian
Opera (1987-96) and General Manager of the Sydney Theatre Company (1980-86). Amongst
the SORC Board’s members were four other CEOs/senior managers from the public and

private sectors and other individuals with considerable managerial experience. It also had a
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dedicated Audit & Finance Committee chaired by Colin Dunsford, then Managing Partner of
the accounting firm Arthur Andersen in South Australia, a 1998 Events Committee, a Social
& Community Events Committee, and a Lead-up Events Committee. Unlike the eight-
member SOSA Board for 2004, the SORC Board’s focus had been exclusively on the Ring.

Salvaging the Ring production
In his Production Consultancy Report, Richard Stuart’s conclusions included the following:**

e The production had suffered from not having had a dedicated high calibre Production
Manager working with the creative team to design to budget from the outset. Such a
key appointment is essential on a project of this scale with such an extensive and
potentially very costly design.

e There was a definite requirement for a full time, high calibre Stage
Director/Production Manager to oversee and project manage the entire physical
production and production budget. All production staff would report to the Stage
Director/Production Manager.

e There was a definite requirement for a high calibre full time Technical Director for
the production, reporting to the Stage Director/Production Manager and acting as a
critical link between the creative and stage teams, as well as the Technical Manager,
production Co-ordinator and Departmental Heads and their Deputies.

e The continuing appointment of Opera Australia Technical Director Christopher Potter
was essential to the success of the physical staging of the production.

e The Stage Director/Production Manager and Technical Director should determine a
production staff structure based on their knowledge and assessment of the staff
structure that is actually required to stage the production and appoint appropriate staff
to those positions to service the requirements of the production and stage schedule
throughout the 2003 and 2004 set up, rehearsal and performance periods.

e Business arrangements between SOSA and the AFCT required close monitoring to
ensure a successful outcome for The Ring Cycle and future productions.

e A production of this size required a Company Manager (full time) to deal with the
planning and administration of all arrangements for visiting artists, musical staff,
creative and technical personnel, in the rehearsal room and theatre. This involved a

very heavy workload and should not be undertaken by SOSA staff on top of existing

* Stuart Report op.cit., sections 4 and 6.
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duties. A second position might be filled from another arts organisation or as a career

development opportunity.

As a consequence of the Stuart Report, the new post of Executive Producer was created and
highly experienced production manager Noel Staunton was installed. Staunton’s background
was with English National Opera (including work on two and a half Rings); Opera Australia
where he was Technical Administrator and had already worked with Elke Neidhardt who
thought highly of him; Baz Lurhmann’s company; the Moulin Rouge premieres in Cannes,
New York and Sydney, and the Fox Studios Entertainment Precinct. He came to Adelaide
from the US after producing La bohéme for Baz Luhrmann on Broadway. Christopher Potter
from Opera Australia was re-engaged as Technical Director. The General Director’s Assistant
had already been given the title of Company Manager in addition to her other diverse duties,
and so a new senior position of Executive Producer was created and filled by Pamela Foulkes
who came from the Sydney Opera House and was previously General Manager of Orchestra
Victoria and West Australian Opera. The task of Staunton in particular was, to put it bluntly,
to review costs in the light of budget projections of 28 July 2003 and rescue the production.
Emergency funding arrangements were also put in place. The appointments of Staunton,
Foulkes and Potter proved crucial.

By the middle of 2003, the production was in such a parlous state that without the
implementation of the Stuart Report’s recommendations it is unlikely that the Adelaide Ring
would have reached the stage by November 2004. My clear impression was that Phillips was
unhappy about the insertion of Staunton and Foulkes into the production at that time,
although the public might have thought otherwise. On 19 May 2004 the ever-obliging
Penelope Debelle in The Age ran the line that Staunton’s appointment had been Phillips’s
initiative after he had been left in an impossible position by the director and designers. She

wrote:

Back in Australia, he [Staunton] took a call from SA Opera General Director Stephen
Phillips who needed his help. Having last year completed a run-through in rehearsal
of Elke Neidhardt’s new production of the four Ring operas, Phillips was faced with

some weighty technical problems.

They stemmed from Neidhardt’s use of real elements, mainly fire and water, and the
collapse of a crucial arrangement with the opera workshops in Adelaide that would
have allowed all the sets to be built locally.
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“That fell to pieces over a year ago’ Phillips said. ‘I’m not dumping on the Festival

Centre Trust ....°

As the scale of the production grew and with sets now being constructed in Adelaide,
Sydney and Perth, the coordination became impossible for Phillips who was also
trying to raise sponsorship and mount an international production with an office staff

of five.®

The truth was that Staunton’s appointment was a joint SA Government/Australia Council
action, not SOSA’s. In the SA House of Assembly on 16 June 2004, Minister Hill was quite

clear on this:

...the Commonwealth and ourselves have employed Noel Staunton and Pamela
Foulkes as experts in getting shows on the road. Noel Staunton, of course, worked
with Baz Luhrmann and has international experience and credibility. He has gone
through the budget in fine detail and has assured me that it is as close to being what it
needs to be as we can possibly anticipate. He has also found about $900,000 worth of
savings that can be made in producing the budget, so he has been harsh on them. He
will stay in the employment of the government until the Ring Cycle is finalised.*

‘He will stay in the employment of the government ...." The facts could not have been

clearer.
Dealing with the collapse of the AFCT scenery building program

The collapse of the AFCT scenery building plan was a disaster and a source of considerable
anxiety to the SOSA Board and management. Nevertheless, in a PR gesture comparable to
describing the Great Fire of London as an urban planning initiative, the company issued a
media release in May 2003 headed: ‘Set construction starts in five States’. This release

announced that:

... construction of the massive sets designed for the first ever new production of
Wagner’s Ring Cycle have (sic) commenced in scenic workshops across the

continent, making the production a truly national affair.

*® Debelle, Penelope. (2004, May 19). Staunton’s three-Ring circus. The Age. Retrieved from:
http://www.theage.com.au/articles/2004/05/18/1084783499537.html?from=storyrhs.

“® Hill, The Hon. John. Parliament of South Australia, House of Assembly, Estimates Committee A. (2004).
Parliamentary debates (Official Hansard). Adelaide, Australia: South Australia House of Assembly, June 16, p.
34.
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State Opera’s General Director, Stephen Phillips said, ‘The designs are so large and
complex that no single scenic workshop could handle it all. Major components are
being built in Perth, Sydney and Adelaide with other items expected to be contracted

to smaller specialist companies in Melbourne and Brisbane.’

‘Engineers and academics at the Department of Mechanical Engineering at the
University of Adelaide are also assisting the design team in developing systems for
the special effects, and consulting engineers at United Utilities Australia (Riverland
Water) are providing expertise and assistance in developing a spectacular water
curtain. It’s wonderful that we have been able to call on these valuable State-based

resources to help realise the designs.’

The design and development work on the flames was performed at Adelaide University’s
Research Park, Thebarton Campus by staff and postgraduate students from the School of
Mechanical Engineering. The final product was manufactured by FCT-Combustion which
had worked with set designer Michael Scott-Mitchell on the cauldron for the Sydney
Olympic Games and went on to create effects for the Athens Olympics. In the rush to secure
scenery building contracts, both the newly appointed (and Sydney-based) Production Co-
ordinator and the General Director appear to have overlooked the fact that SOSA was in a
different legal position from that of other Australian opera companies. It was a statutory
body, and the State Supply Act of 1985 required it to observe the directions of the State
Supply Board.*” The Auditor-General in his report to Parliament for 2002-03 homed in on the
fact that Ring set-builders and other suppliers were not being engaged in the manner

prescribed by the Supply Board:*®

Audit noted instances where the contracting and procurement activities associated
with the construction of sets for the 2004-05 production of The Ring had not been

undertaken in accordance with policies of the State Supply Board.

In particular State Opera were unable to clarify what delegation of authority had been
vested in State Opera from the State Supply Board for contracting and procurement.
Audit recommended that State Opera seek written clarification from the State Supply

Board regarding its accredited purchasing delegation threshold and obtain appropriate

*" South Australia, State Supply Act 1985, s. 14. Certain bodies (universities and local government entities, the
Natural Gas Authority and the Motor Accident Commission) were specifically exempted by the Act from its
jurisdiction, but SOSA was not exempted.

*® Report of the Auditor-General for the Year ended 30 June 2003, p. 1037.
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ratification from the State Supply Board for procurement and contracting activities

already carried out.

State Opera responded that they would seek clarification with the State Supply Board
regarding their accredited purchasing and contracting delegation thresholds.

One year later, in his 2003-04 report to Parliament,* the Auditor-General noted that SOSA
had still not sought written clarification from the State Supply Board on these matters. He
said though that in June 2004, SOSA had sought retrospective approval from the State Supply
Board and approval to waive a competitive tendering process for set construction for the
Ring, but the Board had responded that it was unable to approve that request. Minister Hill
informed the House that SOSA had not let any other major contracts since it had received this
response, and was resolved to consult with State Supply before letting future contracts in

order to ensure compliance.® By that time though, the building work had been done.
Parliamentary pressures and growing government disenchantment

In September 2003 the Labor government was confronted with more questions in Parliament
about a ‘looming budget blowout’. Sandra Kanck asked for details of the State Opera’s
business plan cost projections, how much had been spent to date, whether any cost overruns
been identified, and how much the Commonwealth and the State Governments had pledged.
A request was also made for the release of an Australia Council/Arts SA commissioned
Production Consultancy Report by Richard Stuart.>* The premier replied in February 2004
that the State Opera’s business plan projected a total cost of $12.596 million, and that
expenditure as at 24 September 2003 had been $3.615 million and in line with the business
plan. Cost overruns, he said, had been due principally to the complexity of technical aspects
of set construction especially special effect works, and associated labour requirements. He
added that:

Cost pressures on The Ring Cycle budget had been first identified in May [2003]
through the close monitoring process established for the project. Discussions ensued
between Arts SA, the Major Performing Arts Board (MPAB) of the Australia Council

and the State Opera to identify the nature and magnitude of these cost pressures. ...

* Report of the Auditor-General for the Year ended 30 June 2004, p. 1025.

% Hill, The Hon. John. Parliament of South Australia, House of Assembly. (2005). Parliamentary debates
(Official Hansard). Adelaide, Australia: South Australia House of Assembly, April 11, p. 2259.

*! Kank, The Hon. Sandra. Parliament of South Australia, Legislative Council. (2003). Parliamentary debates
(Official Hansard). Adelaide, Australia: South Australia Legislative Council, September 25, p. 233.
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On 10 September 2003 | was briefed on the cost pressures facing The Ring Cycle and
the steps being taken to deal with these by the Chair and General Director of the State
Opera.

Arts SA, the MPAB and the State Opera have been working on ways to contain these
cost pressures and generate savings. In this regard, expert assistance has been engaged
in the areas of production management and technical direction. In addition, the State
Opera is exploring opportunities to optimise revenues from corporate sponsorship, in-

kind support, donations and other means.

In keeping with the shared funding responsibilities that underpin the tripartite
agreement between Arts SA, the MPAB and the State Opera, a joint
Commonwealth/State Government approach to funding the cost pressures is

envisaged.

The Commonwealth and State Governments are providing $2.925 million and $1.940
million, respectively, towards the 2004 production and performance of The Ring
Cycle.*?

Richard Stuart’s report was commissioned by the Australia Council and Arts SA, in
consultation with the State Opera, to look specifically at the physical and technical
aspects of the production of The Ring Cycle, their likely impact on the production
budget and to identify potential cost efficiencies. | have been advised that, as the
report contains information that is considered to be ‘commercial in confidence’, it

should not be released.>

‘Commercial in confidence’ the Stuart Report may have been in terms of its attachments but,

in respect of the main body of the report it made embarrassing reading for SOSA

management, and it is hardly surprising that they did not want it released. The Premier’s

answer demonstrated the depth of concern felt by both the South Australian Government and
the MPAB of the Australia Council. The MPAB had a formidable chairman in Mel Ward
(2002-2006), an engineer by training who had been Managing Director of Telecom Australia
(1986 -1992), a Board member and Chairman of the Australian Ballet (1991-2002), and a

Board member of a number of major Australian companies. The Director of MPAB was the

%2 These figures would be increased during 2004.
%% Holloway, The Hon. P, on behalf of the Premier and Minister for the Arts, SA Legislative Council Hansard,
Monday 16 February 2004, p. 960.
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similarly highly qualified and experienced Dr Catherine Brown-Watt. They were not easily
persuaded of the desirability of advancing further funds for a project which showed every
sign of slipping out of control and, in the end they did so only under the most stringent
conditions. The South Australian Government had its own incentive for ensuring that the
2004 Ring did not fail, because under the terms of the agreement between SOSA and the
Australia Council, if for any reason whatsoever the State Opera failed to carry out the 2004
Ring, any unexpended moneys provided by the Australia Council would have to be
refunded.>® The State Government stood behind SOSA in terms of financial liability. Only
two months after the Premier had stated in Parliament that the SOSA business plan projected
a total cost of $12.596 million, the forecast expenditure figure was again revised upwards,

this time to $14.2 million. One month later it went up again to $15.3 million.

In October and November 2003 more questions were asked in Parliament about the Auditor-
General’s references to an absence of penalty clauses for a breach of contractual obligations,
the absence of a risk management plan, the absence of a formal process for the evaluation and
approval of major operatic productions, and a breakdown in the proper chain of authority
between State Opera and the State Supply Board.> The reference to the absence of a formal
process of evaluation had been prompted by another section of the Auditor-General’s report
of 2002-03, which read:

Review of the documentation supporting the Board decision to schedule a 2004-05
production of Der Ring des Nibelungen (The Ring) concluded that the State Opera did
not have a formal process for the evaluation and approval of major operatic

productions.

Specifically, Audit were unable to locate documentation which supported a
conclusion that a Board decision to schedule the 2004-05 production of The Ring was

made based on full review and evaluation of the relevant merits of the production.

>* Report of the Auditor-General for the Year ended 30 June 2003.

% Kank, The Hon. Sandra. Parliament of South Australia, Legislative Council. (2003). Parliamentary debates
(Official Hansard). Adelaide, Australia: South Australia Legislative Council, October 22, p. 424 and November
12, p. 538.
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The State Opera responded that whilst the pre-production process for The Ring did
not follow a usual pattern, the evaluation and approval for the 2004-05 production had

been influenced by the:

e Impact of the economic and financial success of the 1998 Ring production;

e Feasibility study undertaken in 1999 commissioned by Arts SA;

e Need for State Opera to receive significant Commonwealth Government
funding in order to stage the 2004-05 production;

e Endorsement of State Opera as a specialist company as recommended by the

Nugent Report into the performing arts.

The fact that the Auditor-General had queried the basis of the original decision to mount a
Ring production in 2004 is significant on two counts. Firstly, it assumed that the impetus for
the new production had come from the opera company, whereas we know that it originated in
the political sphere and formed part of a wider policy objective of the previous State
Government. Secondly, the Auditor-General observed that SOSA had not undertaken a full
review and evaluation of its 2004 production proposal. That was certainly true; the only
detailed study was the one commissioned by the Ring Consortium (in reality by Arts SA) and
undertaken by Anthony Steel in 1999. SOSA claimed in its response that the results of that
study had influenced its decision, but the Steel report had been all but ignored by SOSA
management, and virtually none of its recommendations had been adopted (see Chapter 4).
Amongst the most important recommendations to be ignored were those in favour of reviving
the State Opera Ring Corporation to manage the new production, and the appointment of a
Ring Artistic Director. The third SOSA response to the Auditor-General - that evaluation and
approval of the Ring production had been influenced by the need to receive significant
Commonwealth funding - was a circular one (the special funding was in response to the Ring
proposal, not the other way around), as was the claim that the Nugent recommendations had
influenced the decision. Those recommendations were in response to SOSA’s on-going
commitment to staging the works of Richard Wagner; they were not the reason for that
commitment, although it could be argued that SOSA’s desire to preserve its ‘niche’ status and
enhanced Commonwealth funding did provide an incentive to produce a new Ring. Either

way, such factors had no bearing on the evaluation of the production proposal.

By the middle of 2003, alarm bells were ringing in government circles and it was clear that

the opera company was facing its most testing time since the crisis of the late 1980s. In 1987,
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under General Manager lan Johnston and Board Chairman Alan Hodgson, SOSA had
accumulated a deficit of $1,558,000°° and its future was in doubt. The Labor Premier and
Arts Minister at the time, John Bannon, blamed the deficit on ‘an overambitious program,
poor box-office results, and an inability to adjust workforce members in line with the 1987/88
budget allocation.”®’ He provided a government financed bailout for the company and asked
Johnston to consider his position. Johnston resigned, as did Hodgson. The entire SOSA
Board which, between 1982 and 1986 had allowed the deficit to grow unchecked, offered to
resign, but the government settled for the change of Chairman and General Manager. Bill
Gillespie was appointed in July 1988 and, over the next decade, he and the new Chairman
Keith Smith and his successors turned the company’s fortunes around, culminating in the

highly successful Ring of 1998.

It is instructive to compare the 1987 situation with what happened after 2000, where the over-
expenditure was considerably higher and, at times, out of control. Questions in both Houses
of Parliament about the budget overrun continued well into 2004. Sandra Kanck led the
charge in the Legislative Council on 3 June 2004 (five months out from opening night),
noting that while the premier had advised in February that State Opera’s [revised] business
plan projected a cost of $12.596 million for the production, by the end of May that figure had
risen to $15.345 million. The additional money, she noted, would come via a $1.15 million
increase in Commonwealth funding; the State Government would find an additional $986,000
in funding; Arts SA and the major performing arts board would contribute an additional
$200,000 each, and Arts SA would lend State Opera $500,000.%® In other words, the
Commonwealth would contribute an extra $1.35 million and the State an extra $1.686
million. On 16 June 2004 in the House of Assembly, Opposition Arts Spokesman Martin
Hamilton-Smith asked why the Festival Centre had decided not to produce the sets for the
Ring. ‘Did the minister responsible make that decision?’ he asked. If not, why had the
minister not intervened on a matter that had led to a budget blow-out and impacted on the arts

budget?®® Minister Hill pointed out® that the Ring had been an initiative of the former

% Silsbury, Elizabeth. (2001) State of Opera: An Intimate New History of the State Opera of South Australia.
Adelaide: Wakefield Press, p. 144.

> ibid. p. 142.

%8 Kank, The Hon. Sandra. Parliament of South Australia, Legislative Council. (2004). Parliamentary debates
(Official Hansard). Adelaide, Australia: South Australia Legislative Council, June 3, p. 1785. The Arts SA loan
was subsequently converted into a grant.

% Hamilton-Smith, Martin. Parliament of South Australia, House of Assembly, Estimates Committee A. (2004).
Parliamentary debates (Official Hansard). Adelaide, Australia: South Australia House of Assembly, June 16,
p.34.

% Hill, The Hon. John. SA House of Assembly — Estimates Committee A (2004) - Hansard, June 16, p. 34.
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government. Diana Laidlaw®® had been responsible for the staging of the first (imported) Ring
cycle and it had been such a success that there was enthusiasm for South Australia to produce
its very own cycle. However, when that decision was made it had been on ‘an indicative
basis’ and enthusiasm had trumped thoroughness. Minister Hill said he had asked to see the
records and found that no detailed budget had been prepared at that early stage. What Diana
Laidlaw had signed off on, he said, was a notional understanding and a crude estimate that it
would cost $10 million to $11 million. It was a naive budget that had certainly blown out.
The notional budgeting done by the opera company, he continued, assumed that the sets
would be produced in South Australia by the Festival Centre Trust and, to this end, there had
been some discussions between SOSA and the AFCT but there was no signed contract — no
finalised arrangement. The Trust, in the end, had been offered a commercial contract from
interstate and they decided to accept that contract, operating within their commercial charter
and leaving the opera company to go elsewhere, albeit at increased cost. Minister Hill’s
judgment was that there should have been a much more rigorous budgeting process [under
the former Government], but this did not happen until the budgetary pressures were
discovered [under the present Government]. Then the Federal and State Governments
commissioned what became known as the Stuart Inquiry which made recommendations about
how the problem should be addressed. In the Auditor-General’s report on the twelve months
ended 30 June 2004, it was noted that, in August 2000, SOSA’s Board had approved budget
estimated costs of $9.3 million for a new Ring, and that on 27 April 2004 a revised budget of
$14.2 million was approved by the Board - that is, a $5 million increase. Eventually, actual
costs would grow by a further million dollars to $15.14 million, sending expenditure soaring
$6 million over its original Board-approved budget limit. No wonder ministers were less than
impressed, although it was awkward for them to say so publicly. By characterising the
previous Liberal Government (and especially former Arts Minister Laidlaw) as the villains of
the piece, the Rann Government was able to depict itself as making the best of an inherited
bad job. Nevertheless, behind the scenes, the damage to Government/SOSA relations had
been done, as Phillips subsequently acknowledged.®®

In contrast with the 1987 precedent, the State Government’s response in 2004 was tempered

by the fact that it had to act jointly with the Commonwealth because of the combined funding

®! Former Arts Minister Diana Laidlaw retired from Parliament on 6 June 2003.

82 Faced with criticism in Parliament, the Minister responded by blaming the former government rather than
opera company management for whom he was now responsible.

% See Phillips, Stephen. (2008, May 9). Email to Peter Bassett. Appendix 19.
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arrangements. This time the solution - by both governments acting together - was not to ask
the General Director to ‘consider his position’ (it was too late for that) but to initiate the
Stuart Inquiry. It was soon after this that Phillips and Neidhardt stopped speaking to one
another.®® There was no need for daily contact between the two after mid-2004 since
Staunton was now in charge of the production arrangements, but the relationship was
irretrievably soured when, at the Helpmann Awards ceremony in 2005, Neidhardt publicly

acknowledged Staunton’s role in rescuing the production.®

Following the appointments of Staunton and Potter, Philip Drake (a project design manager
who had previously worked with Staunton on Baz Lurhmann’s projects) was appointed

Project Manager, and the Sydney Opera House’s Lana Lazareff became Sound Co-ordinator.

The seeds of government disenchantment with the Ring project had been sown as early as
2002-03. Subsequent comments in Parliament by the Treasurer/Deputy Premier Kevin
Foley® suggested that he had become unsympathetic to the Ring project and would not have
favoured a remount. The Premier (and Arts Minister) Mike Rann wanted to see the
production succeed, but no one would have described him as an enthusiastic advocate a la
Diana Laidlaw. Although he dutifully supported the project in formal statements and answers
to parliamentary questions, more often than not he left its advocacy to others, notably
Minister Hill. After Tim O’Loughlin had left Arts SA in October 2000, the senior public
servants who succeeded him were lukewarm at best about the Ring, and they became
increasingly frustrated by the ‘rather painful experiences’ associated with SOSA’s handling
of the production.®” The State Government had actually considered cancelling the production
once it discovered the size of the budget overrun, but decided that rescue was the more
prudent course of action. ‘If we had cancelled, it would have cost more and we wouldn’t have
had anything to show for it’ said the Premier before having another ‘dig’ at his predecessors
for commissioning the cycle.®® Minister Hill put it this way: ‘One option was to cancel it, but
that would have had negative consequences for our reputation. There had been so much

money already invested it would have cost more money to cancel than to put in the extra

% | was informed of this by Phillips himself at the time.

% phillips expressed his outrage at this in a conversation with me in 2005.

% See for example Parliament of South Australia, House of Assembly. (2008). Parliamentary debates (Official
Hansard). Adelaide, Australia: South Australia House of Assembly, April 10, pp. 3060-1.

8 Mackie, Greg. Parliament of South Australia, Legislative Council, Budget and Finance Committee. (2008).
Parliamentary debates (Official Hansard). Adelaide, Australia: South Australia Legislative Council, May 12.
% Cosic, Miriam. (2004, November 24). Opera’s ringing endorsement despite blow-out. The Australian.
Retrieved from: http://blog.hoiking.org/pictures/2005/11/Adelaide-Ring.pdf.
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money ... so you just bite the bullet.”® The fact that cancellation had even been
contemplated, the pros and cons weighed and rescue measures put in place, implied that the
government was going to be less than enthusiastic when considering any proposals for a
remount; and so it proved to be. In reality, the loss of any prospect of a remount can be traced
to early 2004 when both State and Commonwealth Governments found themselves obliged to

initiate emergency funding and production management measures.
Premature announcements of foreign interest and the collapse of negotiations

For SOSA, the immediate goal after the final performance of the Ring on 12 December 2004
was not its restaging in Adelaide but the sale or rental of the production to opera companies
overseas. It was hoped that sales/rentals would recoup some, perhaps all, of the costs, and
vindicate management’s decisions in the face of government irritation and scepticism.
Phillips told Miriam Cosic of The Australian that ‘both the Hong Kong Festival and Los
Angeles Opera had shown interest in buying it”.”® Observers who knew little or nothing of
what had gone on behind the political scenes, thought it inconceivable that the production
would not be restaged. Roger Covell in The Sydney Morning Herald had no doubt about the
production’s significance: ‘At this point of the first cycle it is already possible to declare that
this is a Ring that deserves to travel. | hope that the director, Elke Neidhardt, and her scenic
colleagues will be besieged by invitations from international houses to restage or further
develop this brilliant event.””* “After the rapturous reception this production has received, it
will almost certainly be staged again’, waxed Penelope Debelle in The Age on 30 November
2004. ‘Hong Kong Opera and Singapore Opera had people in the audience for the first cycle’
she said, ‘and will meet with Phillips in the New Year. Adelaide may also host a revival of
this Ring although, with a four-year lead time, not until much later this decade’.”> ABC
Television, in a feebly written and even more feebly narrated documentary called Forging the
Ring, ended its commentary with the words: ‘On the back of this success there is now talk of

presenting this first Australian Ring internationally’.” Tim Lloyd in The Advertiser quoted

% Wiese Bockmann, Michelle, and Westwood, Matthew. (2004, December 11-12). Bayreuth on the Torrens,
The Weekend Australian, p 19.

0 Cosic, Miriam. (2004, November 24). Opera’s ringing endorsement despite blow-out. The Australian.

™ Covell, Roger. (2004, November 19). Die Walkure Adelaide Ring Fest, The Sydney Morning Herald.
Retrieved from: http://www.smh.com.au/news/Review/Die-Walkure-Adelaide-Ring-
Fest/2004/11/18/1100748131784.html.

"2 Debelle, Penelope. (2004, November 30). Adelaide the Ringmaster. The Age. Retrieved from:
http://www.theage.com.au/news/Arts/Adelaide-the-Ringmaster/2004/11/29/1101577402031.html.

73 (2005). Forging the Ring - Backstage at State Opera of SA’s Ring Cycle. Australian Broadcasting
Corporation.
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Phillips” as saying that the Adelaide Ring was under consideration for productions in
Singapore and Hong Kong. ‘A first step in the future of the Ring’ he said, ‘would be to travel
to Hong Kong and Singapore with Executive Producer Noel Staunton. We have scheduled
nearly a week of meetings in January.” He was also reported as saying that the production
was being discussed as a possibility for the Cultural Olympiad at the time of the Beijing
Olympic Games (2008), and he noted that the Chinese ambassador had attended Die Walkiire
in Adelaide, and the Cultural Counsellor had attended Das Rheingold. What were the chances
of a remount in Adelaide? ‘Mr Phillips said the decision whether to remount the Ring in
Adelaide at a future date was up to the State and Federal Governments’. In other words, the

initiative would again be with governments, not with SOSA.

None of the anticipated overseas sales eventuated. In May 2008, Greg Mackie, Executive
Director of Arts SA was asked during a meeting of the Budget and Finance Committee of the
South Australian Legislative Council whether the 2004 Ring set was marketable or not. He
replied unequivocally: ‘It is not marketable. In the period immediately following the
presentation of the 2004 Ring cycle, efforts were made to secure the interest of another city in
the world to take it on. One of the things we are blessed with in South Australia at the
Festival Theatre is one of the larger proscenium arches in the world and, as the production
was scaled to take full advantage of the scale of our stage, it subsequently proved to be very
difficult to find another city able to take it. It is part of the reason why the Ring cycle has
never been presented in its entirety anywhere else in Australia’.” It was ironic that one of the
2004 Ring production’s most lauded features in terms of critical appeal and audience
response — its spectacular sets and special effects — had become an impediment to its export
and to its restaging elsewhere in Australia. Options for modifying the more challenging

elements of the staging in order to facilitate exports were never explored.

Beijing imported a structurally simpler production from Nuremberg in 2005 at a cost of about
one million Euros, half of which was met by firms in the Nuremberg region as a trade
promotion gesture. Los Angeles Opera had expressed interest in the Adelaide production’® at
a time when the Australian Consul-General in Los Angeles was John Olsen, who had been

Premier of South Australia at the time of the 1998 Ring. This expression of interest was not

™ Lloyd, Tim. (2004, December 11). Ring may head to China for Olympics, The Advertiser.

8 Mackie, Greg. Parliament of South Australia, Legislative Council, Budget and Finance Committee. (2008).
Parliamentary debates (Official Hansard). Adelaide, Australia: South Australia Legislative Council, May 12.
’® Cosic, Miriam. (2004, November 24). Opera’s ringing endorsement despite blow-out. The Australian.
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followed up and Olsen’s involvement was not sought. Eventually, Los Angeles Opera

produced its own Ring at a cost of $US31 million.

Singapore Lyric Opera had shied away from the performance of Wagner’s works after its
founding in 1990, presumably for reasons of cost and its programming philosophy, and it was
not a serious contender in 2005. Neither was Bangkok Opera which had plans to produce its
own Ring and staged Das Rheingold and Die Walkire in 2006 and 2007 respectively. The
New National Theatre of Tokyo staged its first Ring (directed by Keith Warner) between
2001and 2004, and it was therefore a rival to SOSA rather than a potential customer. The
Tokyo Ring was staged again in 2009-10. Hong Kong had looked promising, especially since
the CEO and Artistic Director of the Adelaide Festival Centre, Douglas Gautier, had worked
there for many years, including as Executive Director of the Hong Kong Arts Festival.
Gautier had hopes of collaboration between SOSA and the Hong Kong Philharmonic, where
former Sydney Symphony conductor Edo de Waart was music director. However, the budget
for such a project was estimated to be $US7 million to $US8 million, and there seemed little
chance of raising that kind of money.”” Nor was there a likelihood of remounting the
production elsewhere in Australia without scenic modifications. As already mentioned, Opera
Australia had looked at doing SOSA’s Die Walkire as a stand-alone production in Melbourne
but had found that it would not fit on the Arts Centre stage without structural changes.’
Furthermore, the orchestra pit in the Victorian Arts Centre was too small for a Ring orchestra
at that time. The pit would be enlarged by the Victorian Government in 2012-13 at a cost of
$4 million prior to Opera Australia’s Ring production of 2013.

SOSA’s inability to capitalise on the 2004 Ring’s overseas potential, and the absence of a
suitable venue elsewhere in Australia had left a remount in Adelaide as the only possible

option. However, several questions remained to be answered:

¢ Did SOSA’s management seriously want to restage the Neidhardt production in
Adelaide, given the problems encountered in bringing it to fruition, and the rupture in
relations between Phillips and Neidhardt?

e Would the State and Commonwealth funding authorities who had rescued the 2004
production, be inclined to make major commitments for a second time?

e If so, should the management model be retained or modified?

" Strickland, Katrina. (2005, December 12). Lords of the Ring contemplate its return to the stage. The
Australian.
’® ibid.
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e Were there now any realistic prospects of Adelaide becoming an established centre

for the performance of Wagner’s works after the example of Seattle?

12. Gotterdammerung Act I11. Lisa Gasteen as Brunnhilde. Photo Sue Adler.
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Chapter 9

Developments after 2004 and the end of a tradition

Late in November 2004, towards the end of the first cycle of the new Ring, Stephen Phillips
offered an explanation as to why no commitment had been made to restaging the production.
He was reported as saying: ‘It was agreed when we arrived at our final budget this year that
all bets were off until it was performed. If it had been a so-so production and gone down
fairly well, then people would have thought, “well that was an interesting exercise”. But it
has actually been an incredible success and we are being asked, “what are we doing next and
when will it be restaged?”.’! A fortnight later, as the performances drew to a close, he
pointedly avoided any suggestion that SOSA would be making the case for a remount, saying
that such a decision would be one for governments.” Seven months later, Premier Rann told
Parliament that he had received no proposal to remount the 2004 Ring.> There had been no
submission comparable to that prepared by Tim O’Loughlin and Bill Gillespie in 1994, and
no indication that either the State Government or the Australia Council would welcome one.

The absence of any proposal for a remount can be explained by the traumatic events of 2003-

04 and by two developments in particular:

e The crisis in the opera company’s relationships with the funding agencies which had
led to the latter’s direct interventions, to the Stuart Inquiry and to the new production
management appointments, and

e The breakdown in the relationship between Phillips and Neidhardt. Phillips told me in
2004 that if the production were to be revived, he would ask the Australian Assistant
Director, lan MacKenzie-Thurley” to direct it. Undoubtedly this would have come as
a shock to Neidhardt and it would have been highly controversial, although perhaps
less so if the revival had taken place overseas rather than in Adelaide. This was

! Debelle, Penelope. (2004, November 30). Adelaide the Ringmaster. The Age. Retrieved from:
http://www.theage.com.au/news/Arts/Adelaide-the-Ringmaster/2004/11/29/1101577402031.html.

2 Lloyd, Tim. (2004, December 11). Ring may head to China for Olympics, The Advertiser.

® Rann, The Hon. Mike. Parliament of South Australia, House of Assembly. (2005). Parliamentary debates
(Official Hansard). Adelaide, Australia: South Australia House of Assembly, June 15, p. 36.

* The First Assistant Director of the 2004 Adelaide Ring had been the young German director Sgren
Schuhmacher, who returned to Germany after the 2004 performances.
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another reason, | think, why a high priority had been given to exporting the

production.

An Adelaide remount was only going to occur if the South Australian Government and the
Major Performing Arts Board of the Australia Council had decided to fund it of their own
volition, either out of conviction or in response to public pressure, or following the
recommendations of a specially commissioned review. In reality, the Australia Council
would not have taken such an initiative since its role was to respond to applications; it was
not a political entity. The South Australian Government on the other hand could have
followed the 1998 (Ring Consortium) precedent and begun a consultative process. In
practice, two years would pass until, at the end of 2006, the State Government commissioned
an inquiry into the desirability or otherwise of staging of the Ring again, either as a remount

or as a new production.
The mood for a possible remount of the 2004 Ring

The 2003-04 Ring budgetary and management crisis, coming in the wake of the Adelaide
Festival debacle of 2001-02, had left Labor ministers with little appetite for revisiting their
predecessors’ Wagnerian adventure. In contrast with Minister Laidlaw’s establishment of a
Ring Consortium on the last night of the 1998 Ring performances, neither Premier Rann nor
Minister Hill flagged any prospect of a new staging at the conclusion of the 2004
performances. Furthermore, reactions in Parliament in early 2005 were hardly encouraging.
In 1998, a motion congratulating the State Opera had been carried unanimously in the
Legislative Council before the third cycle had even finished.> Moved by Minister Laidlaw
herself, that motion attracted enthusiastic statements of support from both sides of the
chamber. A similar motion was carried unanimously in the House of Assembly® where it was
also supported by statements from both sides of the chamber. By contrast, in February 2005,
a motion in the House of Assembly’ by the Opposition Spokesman for the Arts, Mr
Hamilton-Smith, congratulating the State Opera on the 2004 production, attracted no
supporting statements from government benches, and discussion was terminated by a motion

from Labor Member (and subsequently Arts Minister) Mr Jack Snelling to adjourn the

> Parliament of South Australia, Legislative Council. (1998). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia Legislative Council, December 9, pp. 455-7.

® parliament of South Australia, House of Assembly. (1999). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia House of Assembly, February 18, pp. 856-7.

" parliament of South Australia, House of Assembly. (2005). Parliamentary debates (Official Hansard).
Adelaide, Australia: South Australia House of Assembly, February 17, pp. 1688-90.
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debate. The Legislative Council did not address the subject at all. There could hardly have
been a greater difference in Parliamentary moods. It did not help that Mr Hamilton-Smith
used his statement to say that during the Premier’s ‘period at the helm of the budget and
management of State Opera and the Ring, things went off track, leading to a budget blowout
in the vicinity of $4 million.” However, he congratulated General Director Stephen Phillips
for his ‘firm and outstanding leadership’, and suggested that SOSA management should not
be blamed for the budgetary excess; after all, they ‘will want to do the best job possible and,
of course, will want to go and spend to ensure that that is delivered. And I commend them for
that. However, it is the job of government to manage the purse strings, and something went
wrong on this occasion. What | want to ensure now is that State Opera is not punished for this
overspend.” SOSA management had found an ally and would-be protector in the Opposition
Spokesman for the Arts, while the blame for budgetary blowouts was being laid at the feet of
the Minister — hardly a propitious turn of events for an opera company in need of government
support. Nevertheless, the Opposition’s tactic was to be expected given that its 2004 Ring
budget had been labelled ‘naive’ by Minister Hill.

Arts commentators too were inclined to criticise the South Australian Government for not
immediately announcing a revival of the 2004 production. Sydney-based journalist and
impresario Leo Schofield published a scathing ‘letter’ in The Bulletin magazine on 1 March
2005 in which he lampooned Premier Rann for dozing off during Das Rheingold (‘but then
all this Wagner was probably new to you’), noted the diverse international origins of the
audience, hailed South Australia’s attractions to which the Ring had drawn visitors who
might otherwise not have come, and suggested that the Premier might be ‘like a lot of pollies
who can’t see the value in arts or cultural enterprises’ or ‘can’t calculate the knock-on effect
of a cultural spectacular on city economics’. His main point was: ‘Why in hell didn’t you
immediately announce a return season?’ Schofield was not alone in expressing incredulity
that the moment had not been seized to announce a revival of the production in, say, four
years’ time. However, arts journalists and commentators were unaware of the tensions
underlying the 2004 performances, and how close the production had come to being
abandoned altogether. The Government’s position was that it had inherited a poorly prepared
budget and a flawed management structure;® that it had come to the rescue by commissioning

expert inquiries, engaging additional production staff, securing Commonwealth support and

& The latter point, though not stated publicly, was inherent in the commissioning and adoption of the Stuart
Report recommendations.
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providing considerable additional funding. Right up to the opening night, it had been far from
certain that such efforts would pay off in terms of the quality and reception of the production,
and it would have been premature to announce a new staging in the absence of an evaluation
of its effectiveness and economic impact.? The government’s efforts to salvage the project
had been vindicated but, even so, ministers continued to be the butt of criticism while
SOSA’s management was hailed as visionary, competent and hard done by. It was not
surprising that some ministers and public servants were inclined to wonder why they had
bothered.

Encouraging developments in the lead-up to an election

The first indication that consideration was being given to restaging the 2004 Ring came on 15
June 2005, seven months after the curtain fell on the third cycle. Labor member of the House
of Assembly Vini Ciccarello asked a ‘Dorothy Dixer’ of the Premier about the benefits of the
2004 production of Wagner’s Ring cycle to South Australia. Minister Hill offered to answer
the question, prompting the Premier to quip: ‘Go ahead — you are much more Wagnerian than
[ 'am.” Minister Hill confirmed that he was indeed ‘much more Wagnerian’ by informing the
House that the ringtone on his mobile phone was ‘the Ride of the Valkyrie’ (sic). He said that
the production had been a major triumph for the small State Opera Company. It had
astounded and delighted audiences and continued to receive positive coverage in the

international media. He continued:

When the original budget allocated by the previous state government proved to be
grossly inadequate for such an ambitious undertaking, it had to be revised, with
increased budgeted income levels for box office, sponsorship and donations. | am
pleased to say that the production was achieved within its existing budget. Box office
sales exceeded targets, and the State Opera had a waiting list of patrons eager to
purchase any premium seats that became available. Income from the sale of programs
and merchandise also exceeded budgeted targets. Private donations from almost 700
donors around the world finished only $1,595 short of the target of $850,000. Total
corporate sponsorship support finished $4,800 ahead of the net target of $300,000,

with some 20 businesses having provided support.

° Rann, The Hon. Mike. Parliament of South Australia, House of Assembly. (2005). Parliamentary debates
(Official Hansard). Adelaide, Australia: South Australia House of Assembly, June 15, p. 36.
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The minister noted that an economic impact study undertaken by the Tourism Commission
was Yet to be considered by Cabinet, but it had revealed that substantial income had accrued
to the State. He also quoted Adelaide Festival Centre Trust estimates that the value of media
exposure was $2.3 million. He then went on to say:

Finally, we are contemplating whether or not to restage the Ring cycle at some future
time. | have written to the federal government, to ministers for the arts and tourism
and also to Alexander Downer, who has a ministerial interest in cultural matters. |
have asked them to support the cost of restaging because there is no way that the state
of South Australia, off its own bat, can afford to do so. We would need federal
government support, and it is important for us to know up-front whether or not the
federal government is interested in participating. If it is not, it really means that the
Ring cycle cannot be restaged. However, we would be keen to work with the federal

government to consider this.

Clearly, a remount of the 2004 Ring was only going to occur if it could be supported jointly
by the State and the Commonwealth. Two months later, on 12 September 2005, Minister Hill
noted that the Ring production had won 10 of the 11 categories for which it was nominated at
the national Helpmann Awards, including Best Opera and Best Special Event. He added that
it had also been a major cultural tourism event with approximately 80 per cent of the
audience coming from overseas and interstate. According to the South Australian Tourism
Commission survey, it had generated an extra $14.2 million for the state economy. Faced
with these objective measures of the 2004 Ring’s success, which could hardly be ignored, the
minister announced that the South Australian Government, through Arts SA and the South
Australian Tourism Commission, would commission a study into the feasibility of reprising
the Ring in Adelaide and its possible longer term future as a major event on South Australia’s

and Australia’s cultural tourism calendar. He added:

The future of the Ring in South Australia will depend critically on a shared
commitment between the Australian and South Australian governments on all
elements of any future production. | acknowledge the bipartisan support for the Ring

in 2004 and the continuing interest in the federal government, through the Minister for
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the Arts (Senator Rod Kemp) and the Minister for Tourism (Senator Fran Bailey),

both of whom I met recently to discuss our proposals.*°

Coming as it did nine months after the 2004 performances, this statement emphasised the
‘continuing interest’ of the Commonwealth but gave no hint that the Australia Council might
be unsympathetic to the idea of funding a remount. If State ministers and officials had any
grounds for suspicion, which they should have, they were certainly not publicising them six
months out from the next State elections. At those elections, in March 2006, the Rann Labor

Government was returned to office with an increased majority in the House of Assembly.
The Adelaide Symphony Orchestra wins government support and secures new funding

2005 had been a crucial year for the Adelaide Symphony Orchestra. In March, the findings of
a Commonwealth inquiry into Australia’s symphony and pit orchestras were made public.**
This inquiry had been undertaken by businessman James Strong, and it recommended that the
(ABC-managed) Adelaide Symphony Orchestra be downsized by 25 per cent from 75 players
to 56. Since the recommendation was actually for 56 full time equivalent positions, the
reduction in full time players as such would have been down to about 50 players or a 33 per
cent reduction in full time positions. The Queensland Orchestra and the Tasmanian
Symphony Orchestra were also to be cut back under the Strong recommendations. The ASO
size had been increased by a State subsidy to 78 players at the time of the 1998 Ring, but had
fallen back to 72 musicians by the beginning of 2006. At that time, the orchestra was carrying
a debt of well over $2 million. The two productions of the Ring had brought the orchestra a
high level of international attention and community respect but, for at least a decade, the
ASO had been operating in precarious financial circumstances. The threatened 25 per cent
reduction in size caused general outrage amongst the orchestra’s supporters and others who
regarded it as a slap in the face for South Australia, especially after the successes of the 1998
and 2004 Rings. Amongst those who were outraged by the prospect of such a cut was
Alexander Downer, the Minister for Foreign Affairs, who with his wife, prominent SA arts
figure Nicky Downer, promised to use his influence to ensure that the downsizing would not
happen. Premier Rann was initially reported as saying that his government was not going to
pay one more cent for the ASO. However, several weeks later he changed his tune and

decided that he wanted to work with the Commonwealth Government to increase the funding

O'Hill, The Hon. John. Parliament of South Australia, House of Assembly. (2005). Parliamentary debates
(Official Hansard). Adelaide, Australia: South Australia House of Assembly, September 12, p. 3263.
1 The Review had been announced in May 2004.
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to the ASO which he then described hyperbolically as ‘one of the great orchestras of the
world’. The orchestra itself had organised an active campaign to counter the
recommendations of the Strong Report, eliciting support from within and outside Australia,
including from a number of world famous conductors and other musicians. It arranged
meetings with politicians, maximised television and radio coverage of the issue, gave
impromptu concerts in public places, used orchestral players and Friends of the ASO to speak
with audience members before and during concerts, handed out leaflets and bumper stickers,
and set up a special website. Tim O’Loughlin, who had been instrumental in securing the
1998 Ring for Adelaide and preparing the ground for the 2004 production, was by 2005, a
member of the Board of the ASO. He became its Chairman in 2006. The public campaign in
South Australia and elsewhere was very successful and, as a result, the Commonwealth
approved the establishment of the six symphony orchestras as independent companies limited
by guarantee, and allocated $25.4 million to maintain them. This amount was matched by $7
million from the various State Governments.'? For its part, the South Australian Government
announced in May 2005 that it would contribute $2.1 million extra over four years for the
ASO, or 23 per cent of the total government funding.*® This was approximately the same
amount that the State had contributed to the 2004 Ring.

The orchestra and its supporters had responded immediately and with vigour, galvanising
support from the public and from politicians at both Commonwealth and State levels. In only
four months they had achieved their objectives by making a strong case and bringing
politicians - especially government politicians - on side. After the 2008 announcement of the
decision by governments not to fund a remount of the Ring, Phillips received an official

warning to be careful about what he said publicly.**
The Ring feasibility study

On 18 October 2006, sixteen months after Minister Hill’s announcement of a proposed Ring
feasibility study and almost two years after the end of the 2004 performances, Premier Rann,
in a rambling and barely coherent statement to Parliament, expounded on the feasibility

study’s objectives. He told the House of Assembly’s Estimates Committee:

12 For a full account see Blackman, Paul. (2006, February 13). The Fight for Survival: Adelaide Symphony
Orchestra, Media, Entertainment and Arts Alliance. Retrieved from: http://www.alliance.org.au/the-fight-for-
survival-adelaide-symphony-orchestra.

3 ABC News. (2005, May 9). Funding pledge cheers SA orchestra. Retrieved from:
http://www.abc.net.au/news/2005-05-09/funding-pledge-cheers-sa-orchestra/1567044.

1 See Appendix 19.
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| know there has been speculation that I am somehow anti-Wagner. In fact there was a
silly piece in The Bulletin some time ago written by Leo Schofield ... who said that I
should be announcing the new Ring and what a disgrace | was, or something like that
—that is how | read it, anyway. The fact is that at that stage we had not had a
proposition for a new Ring Cycle. A case was not put to us by anyone that | am aware
of. So, we are basically seeking expressions of interest. We are having a feasibility
study about whether or not we will have another Ring Cycle and whether it is a
different version of the one we have just had, or something completely different. We
are not ruling anything out. | want to congratulate Diana Laidlaw for the Ring Cycle. |
went to one of them. | went to the opening night with the Governor, and people said
that because | was not at the other events | was anti Wagner and that all of this had
something to do with the Second World War. It is bizarre.

From memory, parliament was sitting, and there seemed to be a little bit of a fandango
going on about Wagner. | just want to assure you that it has nothing to do with my
family’s involvement in the Second World War, or anything else. We are having a
feasibility study and if it works, it works. I think the ASO deserves enormous credit,
and so does the State Opera. It is a brilliant Ring Cycle. I wish I could have gone to
the Ride of the Valkyries sequence. As you know, there is that great film that affected

our youth.™

Following an advertisement by Arts SA for expressions of interest in undertaking the study
into a possible future staging of the Ring, the accounting firm of Ernst & Young was
appointed to this task on 26 October 2006 - a task which, twelve years earlier, had been
successfully undertaken by SOSA’s General Director and Chairman. This inquiry, coming in
the wake of the Steel, Stuart and other reports, amounted to a vote of no confidence in
SOSA’s ability to plan its own Ring productions and, by extension, to execute them.
However, at least two of the ten-member Ernst & Young consultancy panel brought personal
knowledge of SOSA to the task. One was Colin Dunsford who had been Chairman of the
Board of SOSA (and chairman of the Audit & Finance Committee of SORC) during the first
Ring and Parsifal and in the early years of planning the 2004 Ring. Another was Anthony

> Rann, The Hon. Mike. Parliament of South Australia, House of Assembly, Estimates Committee A. (2006).
Parliamentary debates (Official Hansard). Adelaide, Australia: South Australia House of Assembly, October
18, p. 11. The film reference was, presumably, to the soundtrack adaptation of the Walkirenritt for the 1979
Vietnam War movie Apocalypse Now.

18 Terms of the Ernst & Young contract retrieved from:
www.tenders.sa.gov.au/tenders/contract/download.do?id=2405&section=contract.
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Steel who had provided the 1999 report which SOSA had ignored. The consultants
collectively were paid $71,225 for their services on the initial report.” Subsequent
payments'® were made for a follow-up report delivered in March 2008, putting the total cost
of the Ring Cycle Feasibility Study in the vicinity of $100,000. The consultancy was charged
with reviewing and assessing the economic benefits of, and options available to the South

Australian Government for, the Ring Cycle, including:

e A remount of the 2004 production of The Ring Cycle in 2010 (at the earliest, given
the long lead times needed for booking singers of international standing);

e The possibility of The Ring Cycle as a major long-term event on both South
Australia’s and Australia’s cultural tourism calendars, following successful
productions in 1998 and 2004; and

e The ‘do-nothing’ option, and its associated opportunity cost.
In undertaking this work, the consultants were required to consider:

e The optimal timing to hold the event in terms of staging month and year, both from a
demand perspective (including the maximisation of interstate and international
visitation) and the availability of the venue

e The coordination of the event with other significant South Australian and Australian
cultural tourism events to achieve mutual benefits

e The impact of an increasingly dynamic marketplace for The Ring Cycle on the
economic benefits of the various options (eg. The increasing number of Ring Cycles
being performed worldwide and the impact this might have on patronage and ticket
prices for any planned remount, and therefore on any flow-on tourism benefits, the
availability of specialist artists, etc.)

e The cultural impacts of a remount from both a state and federal perspective

e The impact of a remount as opposed to a new production on potential benefits

e The necessary investment and its flow-on effects.

The consultants were also required to:

17 ipi

ibid.
'8 Shown in the Annual Report of the Department of the Premier and Cabinet for 2007-8 as being between
$10,000 and $50,000.

208



e Identify and analyse all foreseeable management, artistic, production and funding
issues to be considered in the planning of a remount of The Ring Cycle, including
highlighting critical success factors

e Recommend a risk management strategy to ensure that all potential risks and
problems can be identified and addressed

e Prepare indicative and conservative budgets, including all production, artistic,

marketing and administrative components.

After two years of government inactivity, the report was now required within five weeks by 8
December 2006, although this date was subsequently extended. There was also a follow-up
report in 2008.

The original terms of this long-delayed study were all-encompassing and canvassed not only
a remount of the 2004 production but also the possibility of an entirely new one and, indeed,
the implications of having no Ring at all. The consultants were required to provide an
assessment of tourism impacts and audience expectations, detailed budgets, risk management
strategies and all foreseeable management, artistic, production and funding issues [my
emphasis] — within five weeks. The scope was impractical and, not surprisingly, it was
amended during the course of the review to confine its attention to ‘a remount of the 2004
production rather than exploring the potential of creating a new production. ... Similarly,
with regards to an assessment of the potential benefits, the objective of the consultancy is to

give priority to the economic aspects over the cultural benefits.”*°

When Ernst & Young’s Ring Feasibility Study Report was delivered to Arts SA on 21
December 2006, its assumption®® had been that 2010 would be the year of any prospective
remount. However, a supplementary report of March 2008 assessed whether a remount in
2011 (instead of 2010) would materially affect the original estimates. In undertaking this
follow-up inquiry, Ernst & Young worked closely with lan McRae (Artistic Consultant)
appointed by Arts SA to ensure that the revised budget took into account all relevant artistic,
operational and financial matters. The original 2006 report had advocated a single
governance and management structure led by SOSA? — the same structure as for 2004 which,
unsurprisingly, was the opera company’s preferred model. However, during risk assessment

consultations after the first report, a number of ‘stakeholders’ drew attention to the risks

19.(2006, December 21). Ernst & Young, Ring Cycle Feasibility Study, Section 3.3.
20 Based on the terms of reference of 26 October 2006.
21 (2006, December 21). Ernst & Young, Ring Cycle Feasibility Study, Section 6.1.1. Appendix 15.
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associated with such a model. Consequently, on 11 February 2008, Arts SA asked Ernst &
Young to:

Assess and include in the financial budget for a 2011 Ring Cycle the resource
implications of the proposed new management structure for a remount (being a Ring
Corporation, to be established by Regulations under the South Australian Public
Corporations Act 1993).%

The March 2008 report endorsed the removal of governance responsibilities from SOSA, and
advocated the creation of a separate Ring Corporation along 1998 lines. This was a belated
acknowledgment that the flawed SOSA model had been at the root of many of the problems
associated with the 2004 Ring. The 2008 report was specific and incorporated the
recommendations of the Artistic Consultant, lan McRae that the new Ring Corporation
should comprise: two representatives from SOSA,; one representative from the ASO; one
representative from the AFCT; one representative from the SA Tourism Commission, and
three ‘appropriate and relevant’ members from interstate.?® This formula was remarkably
close to that advocated by Tim O’Loughlin over a decade earlier in 1997, and to the
arrangement put by Anthony Steel to the Ring Consortium in 1999, both of which had been
disregarded, with dire consequences. Thus the narrow ‘SOSA command and control’
approach would be replaced by a more inclusive model in which all of the major stakeholders

as well as key, qualified ‘outsiders’ would be able to participate.

The Commonwealth rejects further involvement and South Australia ends prospects of

a remount

Commonwealth elections had been announced in October 2007 and electors went to the polls
on 24 November. The Labor Government of Kevin Rudd came to office, replacing the
Liberal-National Government which had previously supported the 1998 Adelaide Ring, the
2001 Parsifal and the 2004 Ring. Minister Hill advised the South Australian House of
Assembly on 10 April 2008:

In September 2005, following the success of the 2004 Adelaide production, |
announced that the South Australian government, through Arts SA and the South

Australian Tourism Commission, would commission a study into the feasibility of

%2 Ernst & Young. (March 2008). The Ring Cycle Feasibility Study Update. Addendum to The Ring Cycle
Feasibility Study Report date 21 December 2006, Section 1.2. Appendix 16.
% ibid., Section 2.1.4.
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remounting the Ring Cycle and its possible longer term future as a major event on
South Australia’s and Australia’s cultural tourism calendar. At that time I stated that
the future of the Ring Cycle in South Australia would depend on a shared financial

commitment between the Australian and the South Australian governments.

Following consideration of the findings of the Ring Cycle feasibility study undertaken
by Ernst & Young and discussion with my Cabinet colleagues, the Minister for
Tourism and | wrote to the Australian government in December last year to determine
its interest in contributing to a remount. The Hon. Peter Garrett AM, Minister for the
Environment, Heritage and the Arts, has now replied to our letter, advising that the
Australian government is declining to support a remount. Without a shared financial
commitment, the South Australian government will not be able to proceed with a
remount of the Ring Cycle in 2011. | must say, it gives me great sadness to have to

announce that.

The decision was disappointing for many people throughout Australia, although it hardly
came as a surprise given that three and a half years had already elapsed since the 2004
performances. Nevertheless, it was devastating for Elke Neidhardt who was, as her son
remarked after her death in November 2013, inconsolable.?* When the sets were eventually
auctioned off in 2011, she described this as an act of cultural naivety, and said that the federal
government’s refusal to contribute several million dollars was one of the major political,
cultural bungles of this country. ‘It was not a lot of money’ she said. ‘If you think how much
it costs to send a team to the Olympics, it was a pittance in comparison. [It] has huge
ramifications because of the money being wasted. You make money when you restage a
successful production.’® Several of the principal artists of the Ring were scathing in their
reactions. Soprano Lisa Gasteen, who had been an outstanding Briinnhilde in Adelaide and
went on to sing the role at Covent Garden, the Vienna State Opera and the Metropolitan
Opera, was reported as saying: ‘It was short-sighted and I guess it is going to take Australia a
long time to grow out of its imbalance between what is important culturally and what is

important for the general populace and sport.”?® She told Tim Lloyd of The Advertiser:

* Muir, Fabian. (2013, December 7). Elke Neidhardt: A passionate life lived in the arts. Sydney Morning
Herald.
> Frew, Wendy. (2011, March 18). Valhalla for sale in twilight of director’s stellar operatic term. Sydney
Morning Herald. Retrieved from: http://www.smh.com.au/entertainment/opera/valhalla-for-sale-in-twilight-of-
directors-stellar-operatic-term-20110317-1bys8.html.
26 s

ibid.
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Somebody did well out of it because they have prepared about three feasibility
studies. The whole thing is a nonsense. It makes me mad, really mad, but that’s
Australia and that’s the arts in Australia. The arts are being asphyxiated. It’s a
mentality and a mindset. | think we just have to grow up as a country. There are some
incredibly generous individuals who put their own money into projects, but it’s not up
to them to fund the arts generally. Unless the government sees the performing arts as
having a purpose we are stuck, really. ... All the notoriety that SA and Australia got

for that Ring just shows they are not well-informed or just don’t care.”’

Stuart Skelton, who had been a splendid Siegmund in 2004, was livid. He called the

production

... one of the greatest achievements in the history of opera in Australia. A truly world-
class production, with an Australian orchestra, and apart from a few notable
exceptions, cast entirely from Australian and New Zealand artists. It is an absolute
disgrace that the Federal Government, under the auspices of the Minister for the Arts,
Peter Garrett has refused to come to the party in terms of helping to remount the most
wonderful production of Wagner’s Der Ring des Nibelungen I have ever seen. ...
[W]hen the Federal Minister for the Arts can be quoted as saying that opera (and
classical music in general) is a dinosaur, without any real sort of counter argument or
indignation, then | fear for the art form in Australia. This sort of absolute nonsense is
risibly stupid, demonstrably false and a weak and petty stab at class warfare. Wish |

could say I expected better.. .2

The artists were understandably upset that the production had been abandoned after a single
season, because it had been an unqualified success artistically and had drawn a large
international audience to Adelaide. As far as they were concerned, that should have
guaranteed a remount. And yet history is littered with fine achievements which, for a variety
of non-artistic reasons, have been left unrepeated. One need only think of Wagner’s
frustration when his Festival Theatre fell into darkness for six years because of the debt
incurred by the Festival of 1876. In reality, the performing arts are products not only of

artistic skills but also of management skills, politics and patronage.

" Lloyd, Tim. (2008, July 15). Aussie Soprano PO’d at Her Government. Retrieved from:
http://www.classicalmusicguide.com/viewtopic.php?f=10&t=22869.

% Skelton, Stuart. (2008, May). These remarks were provided to Opera Australia’s Alerta newsletter for
publication in June 2008.
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Arts Minister Garrett became the principal target of criticism because it was his letter in reply
to his State counterpart that had removed the last vestiges of hope. The State Government
was now able to deflect blame to the Commonwealth, with Minister Hill declaring: ‘The SA
Government investigated staging another performance, but the Commonwealth Government
declined to support the proposal.’®® He did not explain why it had taken the State Government
three years to seek Commonwealth support for a remount. SOSA management too was now

able publicly to blame the Commonwealth.

Minister Garrett had shown little interest in opera, it is true, but the fact was that from
October 2000 onwards, decision-making about Commonwealth funding for the State Opera
of South Australia had resided with the Major Performing Arts Board of the Australia
Council.* | have recounted elsewhere the circumstances under which, in early 2000, the State
and Commonwealth Governments negotiated substantial Commonwealth funding support for
the new Ring just prior to the creation of the MPAB. However, the Commonwealth’s
involvement with the Ring did not stop there. In May 2004 the Melba Foundation received a
grant from Commonwealth Arts Minister Senator Rod Kemp, Alston’s successor, of $5
million to produce 35 CDs over five years, of which 15 Super Audio Compact Discs were to
be devoted to the Adelaide Ring.*! The grant was listed in the Australia Council’s Annual
Reports, but it did not have to go through the MPAB because it was given to the Melba
Foundation, not to SOSA. Melba had not applied to the Australia Council, it was explained,
because the latter did not have a program whose criteria would allow it to apply for funding,
and so the application was dealt with directly by the Minister and his department.® The
recording project was an expensive one but the results were outstanding and attracted
international awards and accolades from reviewers around the world. Nevertheless, it did
represent an additional form of Commonwealth investment in the 2004 Ring, on top of the

original funding of 2000 and the rescue funding of 2004.

 Frew, Wendy. (2011, March 18). Valhalla for sale in twilight of director’s stellar operatic term. Sydney
Morning Herald. Retrieved from: http://www.smh.com.au/entertainment/opera/valhalla-for-sale-in-twilight-of-
directors-stellar-operatic-term-20110317-1bys8.html.

% The Australia Council’s ‘arms-length’ role was the subject of public discussion in 2015 when Arts Minister
Brandis proposed the creation of a National Program for Excellence in the Arts under direct ministerial control.
* Debelle, Penclope. (2004, December 13). Melba’s ringing approval, The Age. Retrieved from:
http://www.theage.com.au/news/Arts/Melbas-ringing-approval/2004/12/10/1102625522335.html.

%2 (2014, September 22). New funding for Melba Recordings raises eyebrows, ABC Radio National. Retrieved
from: http://www.abc.net.au/radionational/programs/booksandarts/new-funding-to-melba-recordings/5759468.
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Phillips told me that it had been clear to him immediately after the 2004 performances that
the MPAB was not at all interested in backing a revival.*® If this was correct (and | believe it
was), one might ask why the State Government had bothered with the protracted and
expensive business of the Ernst & Young inquiry in 2006-08, given that it had already made
its position clear that a remount would be conditional on the availability of Commonwealth
funding. The $100,000 might have been better spent on modifying the staging to make it

more marketable.

When did the South Australian Government know that the Commonwealth would not

fund a remount?
The December 2006 report of the Ernst & Young Inquiry contains the following:

In 2004 the Australia Council contributed specific funding to the SOSA Ring Cycle
production. However that organisation has indicated that it will not fund a remount of
the Ring Cycle by SOSA in 2010.3*

Therefore at least as early as 2006, and probably earlier (and certainly well before the 2007
federal elections and the change of Commonwealth Government), the Major Performing Arts
Board of the Australia Council had made it known that it would not be able to provide special
funding for a remount. However, apart from the Commonwealth grants allocated specifically
for the 2004 Ring (totalling $4,347,000)* SOSA continued to be in receipt of annual
Commonwealth funding at a level not open to other state opera companies. In 2014 for
example, it received a million dollars more from the Commonwealth than did West
Australian Opera, and $800,000 more than Opera Queensland. Each year it has continued to
receive close to $1.5 million from the Australia Council. This is the result of its special
‘niche’ status recognised by the 1999 Nugent report — a status which reflected the cultural
tourism value of its Wagner productions and, in particular, the Ring. However, in the twelve
years between 2004 and 2016, SOSA has produced only one Wagner opera - The Flying
Dutchman in 20009.

Ernst & Young flagged the possibility of additional funding from Tourism Australia,
although it is hard to imagine that a grant from that source could be used for anything other

than marketing and promotional activities. Minister Hill’s carefully worded statement of 10

% phillips, Stephen. (2008, May 9). Email to Peter Bassett. Appendix 19.
* Ernst & Young. (2006, December 21). Ring Cycle Feasibility Study, section 7.1.2.
% SA Auditor-General’s Report on the Adelaide Ring 2004 Revenue and Expenditure.
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April 2008 deserves close scrutiny. In it he mentions that he (not the Arts Minister, Mike
Rann) and the Minister for Tourism had written ‘to the Australian Government’ in December
2007. Thus the correspondence was not only about Arts but also about Tourism. If South
Australian Ministers already knew that the Australia Council would not be willing to provide
special funding for a remount (which I believe they did) this would explain why non-arts
sources of Commonwealth funding were being explored. The reply, when it came, was not
that Minister Garrett declined to support a remount of the Ring but that the Australian
government declined to support a remount. Nevertheless, annual arts funding from the
Australia Council continued to flow to SOSA at a level which was the envy of other state

opera companies.

Within a week of the April 10" announcement, Phillips proposed to Opera Australia that they
should restage the 2004 Ring.* In his view, OA was the only company in Australia able to
muster the resources to do it, although he recognized that there would be difficulties in using
the State Theatre in Melbourne without costly modifications to the sets and to the theatre
itself. Such a proposal would have come as a surprise to South Australian supporters of the
production although, ironically, it was in line with Tim O’Loughlin’s idea in 1999 of offering
artistic management of the production to Opera Australia. However, OA did not take up this
suggestion and SOSA continued to store the Ring sets at a cost in excess of $400,000 until the
decision was made in late 2010 to dispose of them. No consideration was given to asking the
designers to modify the sets to enable the production to be restaged elsewhere in Australia or

exported overseas.
Attempts to maintain a Wagner performance tradition in Adelaide

Despite the Ring setback, SOSA still sought to maintain some kind of Wagner performance
tradition. Phillips had wanted to stage Die Meistersinger von Niirnberg in 2010,*" although it
has to be said that this was probably a case of ambition clouding judgment. Die Meistersinger
is the most demanding of Wagner’s works in practical staging terms. It is the longest single
work (approaching six hours), has the most elaborate text, the longest singing role (Hans
Sachs), the largest cast of principals (17), the most complicated stage action, and it makes the
greatest demands on the chorus. The cost of rehearsing, marketing and staging it would have

been considerable, and it would not have attracted the same number of international and

% phillips, Stephen. (2008, April 21). Email to Peter Bassett. Appendix 19.
37 s
ibid.
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interstate visitors as had come to Adelaide for the extended experience of the Ring. By April

2008 the idea of producing Die Meistersinger had been abandoned.

Phillips scheduled a new production of The Flying Dutchman for late in 2009 and | was asked
to provide dramaturgical advice and compile and edit the program. Planning for the
Dutchman began in 2007 with a production philosophy of low budget minimalism — the
antithesis of the 2004 Ring. The design brief was for economical and simplified staging,
eschewing complicated set designs and making maximum use of lighting effects, including
lasers. The costumes were hired from Opera Australia at minimal cost. The conductor was
Adelaide resident and experienced Wagner conductor Nicholas Braithwaite, and the director
and designer were also Adelaide residents - Chris Drummond and Geoff Cobham
respectively — although their experience had been in theatre rather than opera. The cast was
made up entirely of Australians with the exception of the Senta - Margaret Medlyn (Kundry
in the 2001 Parsifal) who was a New Zealander. The Dutchman was played by John Wegner,
Daland by Daniel Sumegi, and Erik by Stuart Skelton. The reviews were mixed. SOSA
loyalists amongst the reviewing fraternity rhapsodised, while others who came with fresh
eyes were highly critical. The Flying Dutchman was not revived after the 2009 performances
and the sets (such as they were) were destroyed, thus continuing Adelaide’s notorious habit

of Wagner one-offs, although, this time, with some justification.

Plans for other Wagner productions/performances came to nothing. | had suggested an on-
going series of “Wagner Nights’ in which excerpts from Wagner’s works would be performed
by celebrated Australian and overseas Wagner singers in concert with the Adelaide
Symphony Orchestra. This would have been economical, had the potential to attract interstate
visitors if the singers/conductors were famous enough, and would have kept alive the Wagner
associations. This was not pursued, although the ASO gave a one-off Wagner/Strauss concert
with Lisa Gasteen in 2008. Seattle’s parallel initiative under Speight Jenkins had been

International Wagner Competitions held in 2006, 2008 and 2014 with considerable success.

In 2009 | had seen a production of Tristan und Isolde at the Teatro de la Maestranza in
Seville which I thought would be perfect for Adelaide. It had been created for Rome Opera in
2006 and was directed by Pierluigi Pier'Alli. It was strikingly beautiful and typical of the best
Italian work. In scenic terms it seemed relatively simple and made wonderful use of

projections and holograms, and so would not have been difficult to transport to Adelaide.*

% Bassett, Peter. (2009. June 24). Email to Stephen Phillips.
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Phillips contacted Rome Opera and was sent design specifications and details of the very
reasonable hire costs. The initial intention was to stage it in Adelaide in 2012, but as
prospects of a SOSA Ring faded and Opera Australia’s plans for a new Ring in Melbourne
were announced, interest in Wagner in Adelaide faded too and the Tristan idea was
abandoned. Attention was turned to an imported production of Moby Dick by the
contemporary American composer Jake Heggie, whose Dead Man Walking had been
performed in Adelaide in 2003. In 2011 Phillips resigned from SOSA and returned to the
United Kingdom. He was replaced by Timothy Sexton, formerly SOSA Chorus Master,
arranger, singer and conductor who took the titles of Chief Executive Officer and Artistic
Director. He had become known as a champion of works by contemporary American
composers such as Heggie, whose Moby Dick he conducted for SOSA in 2011, Mark Adamo
whose Little Women he conducted in 2007, and Philip Glass, whose Akhnaten, Einstein on
the Beach and Satyagraha he conducted between 2003 and 2007 in studio versions, and again
as a full scale Trilogy in 2014. The latter took place in Her Majesty’s Theatre, SOSA’s
original home before Bill Gillespie came to Adelaide in 1988.

Developments interstate and movements towards a Melbourne Ring

In late June 2008, when | was leading an opera tour in Europe, one of our tour members, Mrs
Maureen Wheeler spoke to me about the recent decisions by the Commonwealth and South
Australian governments not to fund a restaging of the Adelaide Ring. The conversation turned
to the size of the Commonwealth Government subsidy required for the Ring, and | said that
the total amount had been in the vicinity of $5 million. On our return to Australia we
continued to communicate about the possibility of her supporting another Ring production in
Australia. She had not seen the 2004 Adelaide production but had heard reports of it. It soon
became clear that her strong preference was to see a new Ring staged in Melbourne, her
adopted home city, and we began the process of exploring how this might be done. Over the
next nine months, planning advanced rapidly. The Melbourne Ring Corporation was
established, management models were examined, creative staff and most singers (Australian
and international) were identified and their interest and availability determined, negotiations
were commenced with the Melbourne Symphony Orchestra, venues were considered and a
detailed budget was prepared in conjunction with an accounting firm. | was directly involved
with all of this. We entered into discussions with an international conductor who had a
substantial Wagner background (including experience at Bayreuth) and who had conducted in
Australia for Opera Australia. We were also in discussions with an experienced overseas
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opera director who had already directed a complete Ring which both Mrs Wheeler and | had
seen. Both conductor and director visited Melbourne for meetings and to view potential
venues. A performance date in 2013 was pencilled in, but this was later brought forward to
2012 to avoid the plethora of Rings on offer in the Wagner bicentenary year and the
inevitable competition for singers. The date change was also made to accommodate the
Melbourne Symphony Orchestra which expected to be at a ‘loose end’ in 2012 because its
principal concert venue, Hamer Hall, would be closed then for major renovations. We kept
Adrian Collette of Opera Australia informed of our planning, and he in return offered to assist

with scenery building and other technical services, as he had with the 2004 Adelaide Ring.

It soon became apparent that finding a suitable venue in Melbourne would be a major
challenge. Opera Australia and the Australian Ballet occupied the State Theatre during the
best months of each year, leaving only a small window for other companies during the winter
months — not an ideal time in which to hold a Ring festival! The orchestra pit in the State
Theatre had room for a maximum of 67 musicians and was clearly inadequate for a Ring
orchestra of 110 musicians.*® The battered old Palais Theatre next to Luna Park at St Kilda,
which the Australian Opera had used in years gone by, had as much charm as a warehouse
and, in any case, the backstage area was pitifully small and technical facilities were virtually
non-existent. On the other hand, the Royal Exhibition Building in Carlton Gardens, one of
Melbourne’s most famous edifices and a World Heritage listed building, was a distinct
possibility, but would require the installation of a ‘theatre-within-the-theatre’ to ensure
appropriate acoustical conditions. It had been designed by Dame Nellie Melba’s father, David
Mitchell, within a few years of the Bayreuth Festspielhaus and, tantalisingly, it was decorated
with images of classical and Norse gods and goddesses! At the time of its construction, it was
the largest building in Australia, and Melbourne was Australia’s largest and richest city,
courtesy of the gold rushes. It was in the Royal Exhibition Building that the first Parliament
of the Commonwealth of Australia was opened by the Duke of York, later King George V, in
May 1901 and, over the years, artists such as Dame Nellie Melba, Percy Grainger, John
McCormack, Clara Butt, Richard Crooks and Yehudi Menuhin performed there. The cantata
trilogy Hiawatha by Coleridge-Taylor was staged there in 1939. The Melbourne Symphony
Orchestra conducted by Markus Stenz performed Mahler’s Eighth Symphony there in 2001,

with soloists Joanna Cole, Liane Keegan, Keith Lewis, Birgit Reimmert, Deborah Riedel,

% The orchestra pit was enlarged in time for OA’s 2013 Ring at a cost to the Victorian Government of $4
million. Ref: Arts Centre Melbourne Annual Report 2011-12, p. 4.
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Daniel Sumegi, Jonahan Summers and Elizabeth Whitehouse, five of whom would become

associated with the Adelaide Rings and Parsifal.

13. The Royal Exhibition Building Melbourne (built 1879-80).

In the mid-1860s, Wagner and King Ludwig Il of Bavaria had encouraged the architect
Gottfried Semper to prepare designs for a provisional theatre in which to stage Der Ring des
Nibelungen. This theatre was to be installed inside Munich’s Glaspalast, a huge glass-walled
exhibition building constructed in 1854. Like Melbourne’s Royal Exhibition Building, the
Glaspalast had been inspired by London’s Crystal Palace, for which Semper had already

designed a Roman-style theatre in 1854.%

%0 see Malgrave, Harry Francis (1996). Gottfried Semper. New Haven & London: Yale University Press.
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14. The Glaspalast exhibition building in Munich (1854), for which Gottfried Semper
designed a provisional theatre for Richard Wagner and King Ludwig Il in May 1865, for the
performance of Der Ring des Nibelungen. The provisional theatre was never built.

15. Gottfried Semper’s design of 1854 for a Roman-style theatre in London’s Crystal Palace.
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16. Above left: Semper’s plans for a provisional ‘Roman’- style theatre inside the Munich
Glaspalast exhibition building, and below, for a provisional ‘Greek’ theatre. Above right:
Semper’s 1865 model for the ‘Roman’ theatre.

It was exciting to find a Wagnerian precedent for the creation of a temporary Ring theatre
within an exhibition building. As early as 1850, Wagner had contemplated constructing a
temporary theatre made of planks in a field outside Zurich; a theatre which would be
demolished after the performances.** In 1854 he had even envisaged performances of the
Ring on a floating stage on Lake Lucerne - until the risk of storms put paid to that idea! By
1863 the goal had become ‘a temporary theatre ... perhaps just of wood’. Wagner knew what
he did not want. ‘It is not possible’ he told Hans von Biilow in 1861, ‘that my works should
establish themselves in the same theatres where simultaneously the operatic nonsense of our
time — and that includes the classics — is put on, and where everything, the presentation, the
whole approach and the desired effect, is basically in direct opposition to what | desire for
myself and my works.”*? This explains why he had had no stomach for King Ludwig’s plan
in 1864 to build a monumental, marble-clad Festspielhaus in his capital, which Semper was
commissioned to design. Neither the King nor Semper could understand why Wagner turned

his back on what surely would have been the greatest dream-theatre of the nineteenth century.

! Wagner’s letter to Ernst Benedikt Kietz, quoted in Carnegy, Patrick. (2006). Wagner and the Art of the
Theatre, p. 70.
* ibid.
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However, his priority was a modest, purpose-built theatre, not a civic edifice infested with
troublesome courtiers and ‘wretched operatic repertory performed for subscribers and
critics’.*® The Bayreuth Festspielhaus, with its brick facade, wooden columns and stretched
canvas ceiling, would itself be regarded by Wagner as a provisional building. The building
had to be ‘provisional only ... it should be no more solid than is necessary to prevent it from
collapsing’ he told one of his Bayreuth backers, the banker Friedrich Feustel. ‘Therefore
economise here, economise — no ornamentation.” However, everything to do with stage

machinery and scenery should be treated seriously — ‘No economies here’.**

The engineering firm Arup Pty Ltd was commissioned by the Melbourne Ring Corporation to
undertake detailed acoustic studies and to create a design for a temporary theatre within the
Royal Exhibition Building. Impressive drawings and specifications were prepared with
provision for a stage, orchestral performing space, backstage areas and tiered seating for
around 1700 patrons. These studies and plans were subsequently donated by Maureen
Wheeler to the Melbourne Museum/Royal Exhibition Building to be available for the use of

other would-be event organisers.

17. Working drawing of 2008 by Peter Bassett for a provisional theatre in the Royal
Exhibition Building in which to produce Der Ring des Nibelungen.

3 From Wagner’s letter to King Ludwig of 20 November 1869 following the ‘unauthorised’ performance of
Das Rheingold in the court theatre in Munich.
* Carnegy op.cit.. Wagner’s letter to Kietz, p. 73.
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18. Working drawing of 2008 by Peter Bassett of an alternative layout for a provisional
theatre in the Royal Exhibition Building Melbourne. These drawings formed the basis of
detailed technical drawings done by Arup Pty Ltd.

There was no doubt that high quality acoustic arrangements could have been made, although
the visual effect of boxing-in the space to achieve this would have required imaginative
solutions. The floor of the Royal Exhibition Building required strengthening to take the
weight of several tiers of seating,* and the cruciform layout of the building meant that, even
with the cleverest multi-tiered seating design, some seats would have been distant from the
stage, although not as distant as in many famous opera houses. Ticket prices would
necessarily have been high (around $1,750 per cycle for premium category) to meet budget
expectations. As events transpired, prices were set at even higher levels for Opera Australia’s
Ring at the State Theatre in 2013 ($2,000; $1,600; $1,200; $1,000) and higher still for the
second staging in 2016 ($2,150; $1,900; $1,400; $1,100). These may be compared with prices
for the 2004 Adelaide Ring ($1,500; $1,250; $950; $600), and Seattle Opera’s ticket prices
for its 2013 Ring restaging (between $US300 and $1,460).

*> There had been a partial collapse of the floor during preparations for a concert performance of Mahler’s 8"
Symphony by the Melbourne Symphony Orchestra in 2001, and special arrangements had had to be made to
strengthen the floor in certain places.
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The creation of a purpose-built Ring theatre within the Royal Exhibition Building would have
been both a significant innovation in terms of the modern staging of Wagner’s works, and a
return to the ideas of the composer himself. However, the immediate precedent in the minds
of the largely Australian Ring audience would have been the fully-equipped, air conditioned
and upholstered Adelaide Festival Theatre. Would such an audience have been prepared for
something approaching Wagner’s original audacious vision? More to the point, the
Melbourne producer, in the end, faced with the task of bringing an entirely new Ring to
reality, baulked at the Wagnerian-scale of the effort (and risk) involved in creating the
theatrical space in which to perform it. With these and other practical considerations in mind,
it was decided in April 2009 to abandon the challenging Exhibition Building idea and look

for a more conventional solution.

Two options presented themselves. The first was to support a production by SOSA (either a
remount of the 2004 Ring or a new production) either in Adelaide or Melbourne, and the
second (and more promising option from a Melbourne perspective since it brought with it
ready access to the State Theatre) was to support a brand new production by Opera Australia
in Melbourne. Although Maureen Wheeler favoured performances in Melbourne rather than
in Adelaide, she was willing to meet with Stephen Phillips, and I put them in touch.

In 2009, there were three major obstacles in the way of staging the 2004 Adelaide Ring in
Melbourne: the State Theatre’s unavailability for the required months of rehearsals and
performances because of the fixed bookings by Opera Australia and the Australian Ballet; the
Victorian Government’s plans to close the State Theatre for major renovations from late 2012
after completion of work on Hamer Hall, and the sheer scale of the Adelaide production and
its daunting technical demands. As mentioned elsewhere, after the 2004 performances Adrian
Collette of Opera Australia had investigated the possibility of hiring the Adelaide Die
Walkiire for performances in the State Theatre but found that it would not fit on the stage
without expensive structural changes. The reality was that the Adelaide production had been
custom-made for the Adelaide Festival Theatre, and even that theatre had had to be modified
to accommodate it. It was just too big and too complicated to go anywhere else without major

modifications.
Prospects of a new Adelaide Ring

Stephen Phillips and Maureen Wheeler met in Melbourne in August 2009 on her return to
Australia from London, and discussed various possibilities for staging a new Ring. Her clear
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preference was for the performances to take place in Melbourne, which effectively ruled out a
remount of the 2004 Ring for the practical reasons described above. Phillips too had moved
on and was now excited by the prospect of a brand new production, for which he intended to
seek SA Government backing. He informed Wheeler of Minister Hill’s enthusiasm for a new
Ring to be staged in 2013, the Wagner bicentenary year. However, in order to attract SA
Government funding, the new production would have to be staged first in Adelaide before
moving to Melbourne on completion of the refurbishment of the State Theatre, probably for
2014 or 2015. Just how the production was going to be staged in the State Theatre at a
suitable time of the year and for a sufficient number of weeks without the participation of
Opera Australia was not explained. A formal submission was put to the Minister by Phillips
in December 2009. As part of his case for a new Ring, Phillips asserted that the physical
condition of the 2004 production would have deteriorated after being in storage for five
years. He was quoted in the press as saying that ‘it could cost thousands, millions even, to
repair [the 2004 scenery]’.*® This argument contradicted the 2008 Emnst & Young Feasibility
Study report which said that: “We have been advised by SOSA that the sets from the 2004

production have been well stored and it is unlikely that major renovations will be required.’47

Lyndon Terracini was appointed Artistic Director of Opera Australia in July 2009 and took
up his appointment in October that year, moving from the Brisbane Festival. In Brisbane he
had almost managed to secure Valery Gergiev’s Mariinsky Ring from St Petersburg before
the Festival Board and the Government of Premier Peter Beattie called a halt to his plans.*®
The Mariinsky Ring had been a lucrative Russian cultural export since 2004, having been
staged in Germany (Baden-Baden), Japan, South Korea, Spain, the United Kingdom (Cardiff,
London and Birmingham), the USA (New York and Orange County California), Spain and
Slovenia as well as St Petersburg and Moscow. In terms of transportability it was the
antithesis of the 2004 Adelaide Ring, and for a precedent we would have to go back to the
travelling companies of the 19" and early 20" centuries, including the Quinlan Opera

Company and Angelo Neumann’s company in Wagner’s own time.*® Even before moving to

“® Frew, Wendy. (2011, March 18). Valhalla for sale in twilight of director’s stellar operatic term. Sydney
Morning Herald.

*" Ernst & Young. (March 2008). The Ring Cycle Feasibility Study Update. Addendum to The Ring Cycle
Feasibility Study Report date 21 December 2006, Section 2.1.3.4. Appendix 16.

*8 Lyndon Terracini brings world to Brisbane Festival. Retrieved from:
http://www.news.com.au/national/lyndon-terracini-brings-world-to-brisbane-festival/story-e6frfkp9-
1225771872264.

“ Even Gergiev’s progress pales in comparison with Neumann’s, whose troupe gave one hundred and thirty-
five performances of the Ring operas and fifty-eight Wagner concerts all over Europe in the nine months
between September 1882 and June 1883.
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Sydney, Terracini had been exploring with Collette ways to improve Opera Australia’s
standing with Melbourne audiences, many of whom had never been reconciled to the merger
of Victoria State Opera with the Australian Opera in 1996.%° In 2004, for instance, when
Opera Australia and the Victorian Government entered into talks, Victorian Arts Minister
Mary Delahunty said she was very unhappy at the way the opera company was treating
Victoria, not least because of the New South Wales dominance of OA Board positions (10
out of 13 in 2004) notwithstanding Victoria’s major financial contribution. For his part, a
frustrated Adrian Collette said he had ‘drawn a line in the sand’.>" It was a tense relationship
and seemed to be getting worse. The Age described it as ‘the classic Mexican stand-off, two
people with daggers drawn and nowhere else to go. At issue is the future of opera in
Melbourne and how much is needed to fund it.”> In this toxic atmosphere, a new Ring
specific to Melbourne was seen as offering somewhere ‘else to go’. And so, in its own way,
the Melbourne Wagnerian adventure was as much a politically motivated one as its Adelaide

predecessor.

Discussions commenced between Opera Australia and Maureen Wheeler soon after
Terracini’s arrival in Sydney. A detailed proposal followed, and this ultimately won the day.
By that time it had become known that the refurbishment work on Melbourne’s State Theatre
had been postponed and that the theatre would be available for 2013 after all. There was
therefore no need to consider a relationship with SOSA. Given that Wheeler’s preference all
along had been to stage the Ring in Melbourne, there was now no obstacle in the way of
achieving that goal and accessing the State Theatre for the required periods of time. The

result was Opera Australia’s Ring of 2013 and its reprise in 2016.

Initially, Terracini’s intention was to stage the new Ring one opera at a time. On 10
November 2009, a few days before his meeting with Wheeler, he had told The Age
newspaper: ‘If we raise enough money to do The Ring, we will premiere it in Melbourne,
beginning with Das Rheingold of course and then doing one a year.”*® This would have suited
Richard Mills, Terracini’s first choice as conductor, for Mills had not conducted any of the

Ring operas previously although he had conducted a concert performance of Tristan und

% Gill, Raymond. (2009, November 10). Bringing Melbourne in from the operatic cold. The Age. Retrieved

from: http://www.theage.com.au/news/entertainment/arts/bringing-melbourne-in-from-the-operatic-

cold/2009/11/09/1257614998370.html.

> Usher, Robin. (2004, April 16). Opera Australia faces the music south of the border. The Sydney Morning

é-2|erald. Retrieved from: http://www.smh.com.au/articles/2004/04/15/1081998286630.html?from=storyrhs.
ibid.

%3 Gill, Raymond, op.cit.
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Isolde in Brishane in 2005 when Terracini was running the Queensland Music Festival.>* The
chosen stage director for Melbourne, Neil Armfield, in an ABC interview broadcast on 12
July 2010, also spoke about undertaking the task in stages: ‘They’re doing it year on, like,
over four years (sic). So we actually start in 2013.”% Since it was also announced (a month
later) that Opera Australia’s Ring would be a co-production with Houston Grand Opera and
performed in Houston one opera at a time between 2014 and 2017, Armfield may have been
referring to the combined arrangements. However, Houston withdrew from the co-production
arrangement in January 2013 and opted instead to hire an established Ring production from

Valencia.

On 25 August 2010 it was announced that the Ring would be staged in its entirety in
Melbourne in November-December 2013. Richard Mills withdrew in June 2013 citing ‘a lack
of unity, chemistry and vision’,>® and was replaced by the young Finnish conductor Pietari
Inkinen who had become available at short notice after the Palermo Ring he was conducting
was postponed after Die Walkire. Three of the principal Melbourne singers (performing the
roles of Siegfried, Wotan and Alberich respectively) also withdrew for various reasons late in
the day and were replaced. These problems were reminders of just how challenging the
staging of a complete Ring in a single season can be, especially when planning has to be done
so far in advance. Media reports put the initial budget for the 2013 Ring at $15.5 million, with
contributions of $5 million from Maureen and Tony Wheeler and $2 million from Victorian
Major Events.”” Final costs (unconfirmed by Opera Australia) were reported to be at least $20
million.”® By comparison, the final costs of the 2004 Adelaide Ring ($15.1 million) were
unexceptional and, under other circumstances, would barely have attracted comment.
However, two factors had been at work in Adelaide which had led to the budget becoming a
major issue — the high level of government exposure, both financially and politically, and the
frequent and substantial adjustments to expenditure levels which raised concerns about the

quality of management and decision making.

> | compiled the program and gave the pre-concert talk for the Brisbane concert.

% Ross, Peter. (2010, July 12). Interview with Neil Armfield. Retrieved from:
http://www.abc.net.au/tv/talkingheads/txt/s2945193.htm

% Cuthbertson, Debbie. (2013, June 5). Conductor calls time on The Ring, The Sydney Morning Herald.
Retrieved from: http://www.smh.com.au/entertainment/opera/conductor-calls-time-on-the-ring-20130605-
2nppu.html.

> Boland, Michaela. (2010, August 26). Opera Australia to scale Ring’s epic heights. The Australian. Retrieved
from: http://www.ampag.com.au/_blog/News/post/Opera_Australia_to_scale_Ring's_epic_heights.

%8 Nicholson, Anne Marie (Reporter). (2013, November 18). Philanthropist helps bring marathon opera to
Australia. ABC Lateline. Retrieved from: http://www.abc.net.au/lateline/content/2013/s3893804.htm. s
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After the announcement of Opera Australia’s plans for a new production, Phillips was
reported as saying: ‘It is impossible for this [the 2004] production to be revived because of
the lack of funding and now, with Opera Australia doing a production in Melbourne in 2013,

that put a complete end to it.”>®

Clearly he was referring to two different productions,
although readers would not have realised this — the 2004 Ring which had been abandoned
because of a lack of funding and its export difficulties, and an entirely new Ring, the
prospects of which had been ended by the Opera Australia/Wheeler agreement. By 2010, the
real issue was not whether the Neidhardt production would be seen again - it wouldn’t - but
whether the producer of a new Ring would be the State Opera of South Australia or Opera
Australia. Early in 2011, accompanied by much publicity, the sets and properties of the 2004
Ring were auctioned off and otherwise disposed of. The public was left to assume that the
OA decision had finally killed off all possibility of a remount. No mention was made of the
fact that, at least two years earlier, SOSA had been actively pursuing the idea of a completely

different production.

Opera Australia had won the day with its Melbourne proposal, but there were some
connections remaining between the earlier Adelaide Wagner productions and the 2013
Melbourne Ring. Nine of the singers engaged for Melbourne in 2013 had appeared in the
Adelaide productions: Elizabeth Campbell (Fricka and the Gotterddmmerung Waltraute in
Adelaide 1998 and again in 2004); Merlyn Quaife (Flower Maiden in 2001); Richard
Berkeley-Steele (Loge in 1998); Stuart Skelton (Siegmund in 2004 and Erik in 2009);
Andrew Brunsdon (Froh in 2004); Daniel Sumegi (Hagen in 1998, Klingsor in 2001 and
Daland in 2009); Warwick Fyfe (Fasolt 1998 and cover Alberich 2004); John Wegner®
(Wotan 1998, Alberich 2004 and the Dutchman 2009), and Benjamin Rasheed (Chorus Rings
1998 and 2004 and Parsifal 2001). For the 2016 Melbourne restaging, Liane Keegan will
sing Erda, a role she performed memorably in both the 1998 and 2004 Adelaide productions.
Warwick Fyfe and Daniel Sumegi have also been re-engaged for 2016. From a broader
perspective, the Melba SACD recordings of the 2004 Adelaide Ring are a superb reminder of
a high point in Australia’s operatic life. There are also complete video recordings of the 1998
and 2004 Rings, although these are of documentary rather than commercial interest because

of the ‘live-relay’ circumstances of their making. So, in these respects at least, the Adelaide

*° Frew, Wendy. (2011, March 21). Melbourne Ring curses Adelaide production to fire sale. The Age. Retrieved
from: http://www.theage.com.au/entertainment/opera/melbourne-ring-curses-adelaide-production-to-fire-sale-
20110320-1c¢25q.html.

% John Wegner was obliged to withdraw from the Melbourne Ring on medical grounds.
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Wagner decade has enjoyed an afterlife, albeit in ways unforeseen when, in December 1994,
Bill Gillespie and Tim O’Loughlin prepared their submission proposing a new and thrilling

way to rejuvenate the performing arts in South Australia, and stimulate cultural tourism.
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Conclusions

The performances of the Ring and Parsifal in Adelaide during the decade 1995-2005 marked
high points in the history of opera in Australia, achieved the objectives of governments in
terms of artistic impact and cultural tourism, and laid the foundations for a Wagner

performance tradition in South Australia.

At least two thirds of the audiences for the Ring productions came from interstate and
overseas, as did a third of the Parsifal audience. Collectively, the three productions returned
estimated economic benefits to South Australia of $26.6 million. The cultural tourism success
of the 1998 Ring and plans for an on-going Wagner performance tradition after the example
of Seattle, led directly to SOSA’s designation (unique amongst Australian opera companies)
as a ‘niche’ company with entitlement to 50/50 Commonwealth/State funding. Commentaries
in the domestic and international media were consistently laudatory and, in the case of the
2004 Ring, extravagantly so. The Adelaide Symphony Orchestra’s reputation was enhanced
by its experience of preparing and performing these works under the guidance of first class
conductors; the number of its permanent musicians was increased as a consequence of the
1998 Ring, and this led to lasting benefits for the orchestra. The Adelaide Wagner experience
provided a model for Opera Australia’s first complete Ring in 2013, and a number of artists

who had performed in Adelaide also went on to perform in Melbourne.

Political considerations provided the primary motivation for staging and funding the Wagner
productions in Adelaide after 1995, and those productions could not have been staged without
substantial government involvement. The importance of the role of governments was
demonstrated in 2003-04 at a time when the second Ring production had got into difficulties
because of its flawed management model. It is likely that without the intervention of
governments and government agencies at that time, the performances would not have been

realised.
The 1995 decision to produce a complete Ring for the first time in Australia since the visiting
performances of 1913 was essentially a political one, made by a newly-elected State

Government anxious to find replacement tourism projects after the loss of the Formula One

230



Grand Prix car race to Victoria. There were expectations in political circles that Adelaide
should emulate Seattle as a centre for the performance of Wagner’s works, and this led to
broader parallels being drawn between Adelaide and Seattle as centres for artistic and
technological innovation. The 2001 performances of Parsifal (the first staged performances
of this work in Australia) confirmed Adelaide’s suitability as a centre for the performance of

Wagner’s stage works.

The unique position of the State Opera of South Australia (SOSA) among Australian opera
companies as a statutory authority, meant that not only was there close governmental and
parliamentary scrutiny of its activities, but also it was ideally placed to receive high levels of
government funding. This relationship was reinforced by a decision to create the State Opera
Ring Corporation (SORC) under the Public Corporations Act 1993, to produce, stage, market
and promote the Ring in Adelaide. SORC was chaired by Donald McDonald, then Chairman
of the ABC and a former Chief Executive of the Australian Opera. Its functions were not
limited to any particular Ring production, and it could have continued to operate under its
Regulations until 2006. However, it was left in abeyance after 1998 and was formally wound

up in 2003. This proved to be an unfortunate decision.

The planning of the 1998 production was notable for the direct and substantial involvement
of the Minister for the Arts, Diana Laidlaw and her departmental head Tim O’Loughlin, who
had previously been SOSA’s Chairman and was one of the authors of the original Ring
submission. Experienced opera administrator and long-time Wagnerian Bill Gillespie (also a
co-author of the 1994 submission) decided to relinquish the General Directorship of SOSA in
1995 in favour of becoming the Ring’s Artistic Director on a consultancy basis. His place as
General Director was taken by Stephen Phillips, formerly the company’s Production Director.
Gillespie’s involvement with SOSA ended with the final Ring performance in December
1998 which, given his deep knowledge and experience, was regrettable in terms of the State

Government’s plans for developing an on-going Wagner performing tradition.

The State Government had begun to consider a new and original Ring production as early as
1995. This was given a sense of urgency by the need to consolidate South Australia’s
Wagnerian position in the face of possible productions in eastern states. Serious work on
planning a future Ring commenced in 1996-97. There were reservations in the higher
echelons of Arts SA about the capacity of SOSA to manage a new and, inevitably, more
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demanding Ring. In fact, consideration was given to handing over production responsibility
to Opera Australia (OA), and exploratory approaches were made to OA although these were
not taken up. An elaborate planning process was initiated by Tim O’Loughlin with the
creation of a specially funded Ring Consortium which he chaired, and which involved inter-
agency and inter-governmental representation. Phillips and SOSA played a subordinate role
in this process. The Ring Consortium commissioned Adelaide Festival Director (and former
Artistic Director) Anthony Steel to undertake a comprehensive inquiry into the structure,
requirements and appointments for a new Ring for Adelaide. The Steel Report was delivered
in the second half of 1999 although, in the end, its recommendations were almost entirely

ignored by SOSA management.

Early in 2000, amidst reports of growing interest in the eastern states in producing a Ring, the
South Australian Government seized an opportunity to negotiate very favourable terms with
the Commonwealth, under which the latter would contribute 75 percent of the combined
government subsidies for a new Ring. This had been made possible by the fact that, at that
time, applications for Commonwealth funding of state opera companies were handled directly
by the Commonwealth Minister and his Department, and not by the Australia Council. But in
October 2000, in response to a recommendation of the 1999 Nugent Report, the Major
Performing Arts Board of the Australia Council (MPAB) was created to (amongst other
things) handle applications from state opera companies. By acting when it did in a favourable
political environment, the State Government had been able to secure majority
Commonwealth funding before it became necessary to direct all such applications to the
Australia Council. As a further consequence of the Nugent Inquiry, the Commonwealth and
State Governments agreed to pump $70.2 million into major performing arts companies
across Australia over four years, of which $45 million would come from the Commonwealth.
This was the source of the Commonwealth subsidy for the 2004 Ring, and it was a one-off
provision. The State Government had taken advantage of its good standing with the
Commonwealth Minister and his Department, but the scale and circumstances of such a large
subsidy reduced the likelihood of the MPAB approving any further amounts for the 2004
production or for its restaging. In fact the MPAB (along with the State Government) did
eventually agree to provide additional ‘rescue’ funding but under strict conditions. The
MPAB indicated, at least as early as 2006 and probably earlier, that it would not be willing to

fund a remount.
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The possibility of a remount of the 2004 production was not raised with the Commonwealth
during the 2000 funding negotiations, which was unfortunate, since a bipartite commitment
then would have laid the groundwork for continuing Commonwealth and State investments in
the project. It would also have been consistent with the findings of the Nugent Inquiry which
had recognized the importance of an on-going Wagner program in general and Ring
performances in particular to South Australia’s performing arts future. Seattle Opera’s
practice was to commit in advance to four Ring seasons over a twelve year period, and this
would have been a desirable model for South Australia to follow. However, enthusiasm for
emulating the Seattle model was greater in political circles than within SOSA. The short-
sighted policy of SOSA management had been to delay seeking a commitment for a remount
until it was clear that the 2004 production had been a success. When, years later, the question
of funding a remount was finally addressed, circumstances were very different - new
Commonwealth and State Governments were in office, and the decision was no longer one
for the Commonwealth Minister but for the MPAB which, by then, was unwilling to

contribute.

As events transpired after 2000, effective control and oversight of Ring planning shifted from
the State Government to the State Opera. O’Loughlin, who had had a unique grasp of the
Wagpner initiative, was promoted out of Arts SA in October 2000. The State was now the
minority funding body as far as the Ring was concerned and, crucially, in 2001 the State
Government became distracted by a crisis engulfing the Adelaide Festival of Arts. Politically
speaking, this could not have come at a worse time, and it eclipsed memories of the highly
successful 1998 Ring. The Liberal Government lost office after the February 2002 elections.
The incoming Labor Premier Mike Rann reserved the arts portfolio to himself (with John Hill
appointed as Minister Assisting for the Arts) but displayed little interest in the Ring until
questions began to be asked in Parliament about budget over-runs and the Auditor-General’s

critical reports.

With the former government’s close oversight of the Ring now a thing of the past, State
Opera’s management was left with an unusual degree of freedom. The result was a number of
regrettable decisions. The broadly based Ring Corporation was not reconstituted, and Ring
oversight was left with the eight-member Opera Board. This suited SOSA management
because it left oversight to a small group whose loyalties were first and foremost to the State
Opera, but it ignored the fact that the SOSA Board had a wide remit, being responsible for all
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of the company’s opera productions, on-going seasons, and general operations. The SORC
Board for 1998 on the other hand had focused exclusively on the Ring and had operated
through several specialised committees, including one dedicated to the oversight of Ring
Audit and Finance matters. A revived SORC Board could have facilitated the involvement of
representatives of the Adelaide Festival Centre Trust (AFCT), the Adelaide Symphony
Orchestra and the SA Tourism Commission, which were all major partners in the Ring
process. The treatment of the AFCT as a client rather than as a partner led to problems with
set building and back-stage labour costs which might have been avoided by a more inclusive

and less defensive management policy.

Indicative budgets were prepared in the early stages of planning although, to begin with,
these were loosely modified versions of the 1998 budget of $8.3 million. The first attempt in
1998, by Arts SA’s Tim O’Loughlin, anticipated a figure of about $11 million. Figures of
$11.7 or $12 million were also mentioned at different times in the media and in Parliament.
In 2000, SOSA came up with a Board-approved figure of $9.3 million although, at the same
time, artists’ agents were being informed that the total cost would be $13 million. Eventually
the figure reached $15.14 million. The failure to establish a credible budget process was a
damaging shortcoming and reflected confusion in the early days over who actually had the
running of the project. It also reflected the haste with which the new Ring project was
advanced in an effort to head off possible rivals in the eastern states.

The most unfortunate decision affecting the 2004 production was the failure to appoint a
separate Artistic Director and/or Production Manager. To this decision can be traced the loss
of the cost-effective set building arrangements with the Adelaide Festival Centre Trust
(AFCT) workshops, and the loss of management control over the design process and the
design budget. The resulting problems threatened the viability of the production itself and,
ultimately, led to the alienation of the principal funding bodies, the loss of export
opportunities and the undermining of prospects for a remount. In the vacuum created by the
absence of an Artistic Director, Elke Neidhardt’s role expanded well beyond that of a stage
director and, eventually, became a source of friction with the General Director. During most
of the design development, the Sydney-based design team operated independently of SOSA
management. Stunning designs were developed, and these were approved by the Board in
December 2002 even though the costs were largely unknown at that time. Eventually, the
original budget of $1.9 million for sets and costumes blew out to $4.7 million. The finished
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product was undeniably spectacular but it came at an unbudgeted-for cost, as the Stuart
Report noted. This report also noted that the designers should not have been given

responsibility for managing the set construction budget.

In 2003, because of the alarming budgetary increases and the threatened collapse of the
project (the State Government contemplated its cancellation, but decided that there was
greater financial risk in cancelling than in continuing), the Major Performing Arts Board of
the Australia Council and Arts SA got together and commissioned theatre consultant Richard
Stuart to look at what was happening and to recommend solutions. As a consequence, the
Australia Council agreed to provide rescue funding of $1.3 million on condition that technical
and production experts were brought in. These experts were to be employed by the
governments, not by the opera company. Arts SA also contributed an extra $1.68 million on
condition that these changes and appointments were made. This happened just nine months
out from opening night. Noel Staunton was brought in as executive producer; Pamela Foulkes
became Assistant Producer; Christopher Potter from Opera Australia was appointed
Technical Director, and other key staff from Opera Australia and elsewhere were engaged as
a matter of urgency. There is little doubt that these interventions rescued the production, but
it was a traumatic (and for the State Government a rather thankless) exercise and one that
neither the Australia Council nor the South Australian Government was anxious to repeat.
The final cost of the 2004 Adelaide Ring ($15.1 million), though high, would barely have
attracted attention under normal circumstances. However, two factors had been at work in
Adelaide which led to the budget becoming a big issue — the high level of government
exposure, both financially and politically, and the frequent and substantial adjustments to

expenditure levels which raised concerns about the quality of management decision making.

Opera Australia considered staging Die Walkdire as a stand-alone production in Melbourne
but found that it would not fit on the Arts Centre stage without expensive structural work.
Hopes of exporting it to Beijing for the 2008 Olympics or to Singapore, Hong Kong or Los
Angeles also fell through because of the sheer size and technical demands of the production.
The option of modifying some of the more challenging design elements to facilitate

performances in other theatres at home and abroad was not contemplated.

In late 2006, two years after the final performances of the Ring, the accounting firm Ernst &
Young was commissioned to undertake a Ring Feasibility Study to consider a remount and
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other options. The resulting report acknowledged that the Australia Council had indicated
that it would not contribute funding towards a remount. This was well ahead of the 2007
Commonwealth elections and change of government. The Ernst & Young Report flagged the
possibility that Tourism Australia might be in a position to assist, although in reality this was
a slim prospect given the scale of the funding required. Nevertheless, the tourism angle was

pursued in the ministerial correspondence in late 2007 as something of a last ditch effort.

Initially, the Ernst & Young Report proposed a governance and management structure led by
SOSA, paralleling the 2004 model. However, during risk assessment consultations after the
presentation of the first report, the proven risks inherent in such a model were highlighted. In
an addendum to the report of March 2008, the model was dramatically modified to
recommend removal of governance responsibilities from SOSA and the creation of a separate
Ring Corporation. The revised proposal was that a new Ring Corporation should have fewer
SOSA representatives than for 1998 (when the entire SOSA Board was included on the
SORC Board) and should be made up of representatives from SOSA, the ASO, the AFCT,
the SA Tourism Commission, and three ‘appropriate and relevant’ members from interstate.
Thus the narrow ‘SOSA command and control’ formula which had been so problematic for
the 2004 production would be replaced by a more inclusive model in which all of the major
stakeholders, as well as qualified ‘outsiders’, would be able to make a contribution. This was
an eminently sensible recommendation but it was never implemented because the whole
matter was overtaken by the public announcement of the Commonwealth’s decision not to
contribute funding for a remount. Consequently, the State Government too announced that it
would not be able to provide funding. Immediately after the 2008 announcement, Phillips
proposed to Opera Australia management that OA should undertake the remount of the 2004

Adelaide Ring. That proposal was not taken up.

Information that substantial private funding by Melbourne resident Mrs Maureen Wheeler
might be available for a Ring production, led Phillips to propose the creation of an entirely
new Ring with a new creative team, utilising a combination of South Australian Government
subsidies and private donations. It was proposed that this new Ring should be staged firstly in
Adelaide in 2013 and then in Melbourne when the State Theatre, scheduled for refurbishment,
became available. This proposal coincided with Opera Australia’s ambitions to produce its
own Ring in Melbourne. By 2010, the issue was not whether the Neidhardt production would
be seen again (it would not) but whether the producer of a new Ring would be the State Opera
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of South Australia or Opera Australia. By November 2009 it had become known that
refurbishment work on Melbourne’s State Theatre had been postponed and that the theatre
would be available for 2013 after all. The result was that, in August 2010, Opera Australia
announced that, with funding assistance from MrsWheeler, it would produce a new Ring in
its entirety in Melbourne in November-December 2013 to celebrate Wagner’s bicentenary

year.

Early in 2011, accompanied by much publicity, the sets and properties of the 2004 Ring were
auctioned off or otherwise disposed of. The public was left to assume that all hope of a
remount of the Neidhardt production had been killed off by a combination the
Commonwealth’s unwillingness to subsidise a remount and Opera Australia’s announcement
of its Melbourne Ring. No mention was made of the fact that, at least as early as 2006 and
probably as ealy as 2004, both SOSA and the South Australian Government had known that
Commonwealth funding for a remount was unlikely, that SOSA had offered the Neidhardt
production to Opera Australia in 2008 and that, in 2009, SOSA had proposed the creation of
an entirely new Ring for Adelaide with a new creative team. Nevertheless, the outcome was
the same, and the dream of an on-going Wagner performance tradition in Adelaide had

finally come to an end.
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GENERAL APPENDICES

APPENDIX 1

Peter Bassett - relevant roles and functions.

1992-1999

1996-1998

1997

1998-2000

1997-1998

1998

1998

1999-2000

2000-2001

2001-2002

2001-2003

Official Secretary to the Governor of South Australia, who was patron of the
State Opera and patron of the Ring after 1995.

Member, Ring Lead-up Events Committee (a committee of the State Opera
Ring Corporation Board).

Convenor of A Weekend with the Ring symposium (Adelaide, 26-28
September). Program at Appendix 3.

Board Member, State Opera of South Australia.
Board Member State Opera Ring Corporation (this Board was dormant after
the end of 1998 and was wound up in 2003).

State Opera Ring publications editor and speaker.
Author of the book A Ring for the Millennium.

Lecturer - 12 one-and-a-half hour pre-performance lectures for the 1998 Ring
at Elder Hall.

Director Projects, Arts SA, with a particular focus on South Australia’s
international arts connections, including the development of an arts
cooperation and exchange agreement with Seattle, and in the whole-of-
government application of the arts.

Voluntary assistance to the State Opera in planning the 2004 Ring, including
liaison with potential conductors through their agents. See examples at
Appendix 11.

Public relations; publications editor, writer and speaker on Parsifal.
(Overlapping with work on the 2004 Ring.)

Lecturer - 4 pre-performance lectures for the 2001 Parsifal at the Festival
Theatre.

Consultant to Arts SA on advancing the Seattle links through the Arts
Exchange Agreement.

Acrtistic Administrator (part time) for the 2004 Ring (singers’ contracts,
rehearsal schedules etc).
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2001-2004

2005

2006

2008-2009

2009

Dramaturg (voluntary) for the 2004 Ring. Email exchanges with Director Elke
Neidhardt at Appendix 4.

Responsible for publications and public relations/marketing/ticketing policy
matters, website development and content.

Chairman, Ancillary Events Committee.

Convenor of A Weekend with the Ring symposium (Adelaide, 5-7 September
2003). Program at Appendix 3.

Lecturer — 12 one-and-a-half hour pre-performance lectures for the 2004 Ring
at the Grainger Studio.

Program editor and pre-performance lecturer for the Queensland Music
Festival concert performance of Tristan und Isolde in Brisbane.

Consultant, program editor and pre-performance lecturer for Western
Australian Opera’s production of Tristan und Isolde in Perth.

Melbourne Ring Corporation. Key role in planning a possible new production
of the Ring in Melbourne.

Consultant and program editor for the State Opera of South Australia’s
production of Der fliegende Hollander.
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APPENDIX 2

PETER BASSETT - PUBLICATIONS, CONFERENCE PAPERS, ARTICLES &
LECTURES (1997-2015).

Books

(1998) A Ring for the Millennium: A Guide to Wagner’s Der Ring des Nibelungen.
Adelaide: Wakefield Press.
Published in Finnish (1999, 2015) as Uuden vuosituhannen Ring. Helsinki.

(2003) The Nibelung’s Ring. Adelaide: Wakefield Press.

(2006) Richard Wagner’s Tristan und Isolde. Adelaide: Wakefield Press.

(2008) Wagner’s Parsifal: The Journey of a Soul (2 editions). Adelaide: Wakefield Press.

(2012) 1813 — Wagner & Verdi. Montville: PB Publications.

Recordings
(2013) Der Ring des Nibelungen — Explorations (Spoken - 4CDs). Sydney:
Decca/Eloquence. Limelight Magazine’s Recording of the Month, August 2013.

Conference papers

(1997) Discovering Der Ring des Nibelungen. A Weekend with the Ring. Adelaide,
September.

(2000) Myths Ancient and Modern: the Ring in the Age of Virtual Reality. International Ring
Seminar. Helsinki, June.

(2003) The Ring as Theatre of Ideas. A Weekend with the Ring. Adelaide, September.

(2004) From Page to Stage — Interpreting the Characters of the Ring. Conference of the
Australian Psychoanalytical Society: ‘Engaging with the Ring’, Adelaide. November.

(2006) The Wondrous Realm of Night - Poetic and Dramatic Imagery in Tristan und Isolde.
Tristan Symposium. Wagner Society of Western Australia. Perth, November.

(2012) What price love? Wagner'’s ideas at the heart of Das Rheingold. Das Rheingold
Symposium, Conservatorium Theatre Brisbane, August.

(2013 Richard Wagner on the Practice and Teaching of Singing. 8" International Congress
of Voice Teachers, Brisbane, July.

(2013) The Use of Buddhist and Hindu Concepts in Wagner'’s Stage Works. ‘“Wager & Us’
Symposium, Melbourne University. November.

Articles/ Papers

(2001) Wagner the Wanderer. Helsinki: Wagneriaani, Spring.

(2002) An older Siegfried. Wagneriaani, Winter.

(2002) Parsifal and the philosophy of compassion. Wagneriaani, Spring.

(2003) Siegfried and the Woodbird. Wagneriaani, Spring.

(2004) Gotterdammerung as a drama of reminiscence. Program book, 2004 Adelaide Ring.

(2005) Wagner’s Tristan und Isolde. Program book, Tristan und Isolde concert performance,
Queensland Music Festival.

(2006) Enlightenment, Love and Compassion: From the Ring to Parsifal. Program book Das
Rheingold, Bangkok Opera.

(2006) The World’s fondest illusion. Program book Tristan und Isolde. Perth, WA Opera.

(2006) Essay and text translations in the program book for semi-staged performances of
Parsifal. New Zealand Symphony Orchestra, Wellington. March.

(2007) Wagner at the Venusberg. Program book Tannh&user. Sydney, Opera Australia

(2008) Albert Lortzing’s ‘Hans Sachs’ as inspiration for Wagner’s ‘Die Meistersinger’. San
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Francisco: Leitmotive - The Wagner Quarterly, 23(1).

(2008) Adelbert Gyrowetz’s ‘Hans Sachs’. Leitmotive - The Wagner Quarterly, 23(3).

(2009) Image and ldea: Tristan and the Upanishads. Wagneriaani, Spring.

(2009) Wagner finds his voice. Program book Der fliegende Hollander. Adelaide: State
Opera of South Australia.
The Legend of the Flying Dutchman. «“

(2010) Wagner’s Unfinished French Revolution Operas. Leitmotive - The Wagner
Quarterly, 24(3).

(2010-11) Winter and Spring Imagery in Die Walkiire and Die Meistersinger.
Leitmotive - The Wagner Quarterly, 24(4).

(2010) Imagery and Idea in Wagner’s Mines of Falun. \Wagneriaani, Spring.

(2011) Balancing the Parts: A personal journey. Wagneriaani, Spring.

(2012) Die Walkire and the triumph of love. Program book for the New Zealand Symphony
Orchestra’s concert performances of Die Walkure. July.

(2012) Wagner and the Ring. Program book for the Hamburg Philharmonic Orchestra’s
concert performance of Das Rheingold, Brisbane. August.

(2013) Major article on the Ring. Limelight Magazine. November.

(2013) Wagner and The Flying Dutchman. New Zealand Opera program book.

(2014) The Visual Language of the Melbourne Ring. NSW Wagner Society Quarterly.

(2014) Article on Tristan und Isolde for Auckland Philharmonia’s Phil News. Winter.

(2014) Article on The Flying Dutchman. Limelight Magazine.

(2015) Wagner and The Flying Dutchman. Victorian Opera program book.

(2015) Review of the SSO concert performance of Tristan und Isolde. Limelight Magazine.

(2015) Wagner the Comedian (Wagner ja komedia). Wagneriaani, Winter.

Wagner recording booklet notes - Decca/Eloquence
Wagner Heroes

Wagner Heroines

Wagner Choruses

George London sings Wagner

Hans Knappertsbusch conducts Wagner

The Flying Dutchman (Ferenc Fricsay cond.)

Ticho Parly

Wagner and the Ring (booklet for the Ring Explorations recordings)
Names in the Ring “

Dramatic irony in the Ring “
Gotterdammerung as a drama of reminiscence “

Wagner essays — published online or elsewhere

Wagnerian influences on La fanciulla del West

The creation of The Flying Dutchman

The Jew in the Thornbush. Refuting claims of a connection between the Grimms’ story and
Wagner’s depiction of Beckmesser

An introduction to Lohengrin

Precursors to the Ring. Wagner'’s plans for Wieland the Smith, Achilles and Jesus of
Nazareth.

The Ring in Australia

Die Meistersinger von Nlrnberg and the art of reconciliation

Wagner and Beethoven
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Wagner'’s heroines; living for art

Who was who in the Ring

The Ring as theatre

Program notes for Wagner/Strauss concert with Lisa Gasteen, Adelaide Symphony Orchestra
Program notes for Wagner concert Wellington. New Zealand Symphony Orchestra, cond.
Yannick Nézet-Séguin

Wagner lectures and talks

Pre-performance talks for the 1998 Adelaide Ring, 2001 Adelaide Parsifal and 2004

Adelaide Ring; Tristan und Isolde concert Brisbane 2005; Tristan und Isolde, Perth 2006.

Series of lectures to students of the Queensland Conservatorium on Die Meistersinger von

Nirnberg (2010).

Operas of the Grail. Patrons and Friends of Opera Australia.

Wagner and the orient. Wagner Society of Queensland.

The operas that Wagner almost wrote. Various Wagner Societies in Australia and NZ.

Tristan und Isolde under the microscope. Various Wagner Societies and other groups in

Australia and NZ.

The Teplitz Mystery. “

Wagner and Schumann. Various Wagner Societies in Australia and NZ.

Interpreting Wagner in the 21% Century. “

Three riddles for a modern wanderer. Hamburg Ring symposium, 2011.

Off the record and between the lines. Several Wagner societies in New Zealand.

Rings around the world. Various Wagner Societies.

Wagner and Verdi. “

Tristan und Isolde — an orchestral passion. Pre-performance talk in several cities in New
Zealand for an NZSO performance of Henk de Vlieger’s orchestral paraphrase.

Buddhism and Wagner’s Ring Cycle. University of San Francisco, 2011.

https://www.youtube.com/watch?v=hrfcS8JZ6 MO0
Wagner’s Die Meistersinger and Lortzing’s Hans Sachs. Wagner Society of New York and
Wagner Society of Chicago, 2015.

Non-Wagner articles and lectures
An Introduction to Italian Opera Part | — Living for Art
An Introduction to Italian Opera Part Il — The Art of Living

For the State Opera of South Australia:

Mozart, Da Ponte and Don Giovanni

America Forever! (Puccini and La fanciulla del West)
Character development in Puccini’s Madama butterfly
The many faces of Turandot

Turandot — finding an ending

Beaumarchais and The Barber of Seville

The Swan of Pesaro and The Barber of Seville

La traviata and Verdi, man of the world

Verdi and the censors

Symbolism in Hansel and Gretel

Georges Bizet and The Pearl Fishers

Addio, senza rancore

Somnambulism in Art
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For Opera Australia:

The Music of Don Giovanni

The Music of Le nozze di Figaro
The Music of Cosi fan tutte

For Opera Queensland:
Verdi and Otello.
Sex, Power and Corruption. (Rigoletto)

For New Zealand Opera:
Verdi’s La traviata

The Scottish Obsession (Macbeth)
La Cenerentola

Other:

Series of lectures to students of the Queensland Conservatorium on La fanciulla del West and
Don Giovanni (2010).

The splendours of Russian opera. Sydney, Northside Opera Study Group.

Islam and the operas of Wagner and Verdi. Sydney, Northside Opera Study Group.

Verdi and the censors, Iford Arts Festival (UK) program book (Un ballo in maschera).

Non-Wagner recording booklet notes — Decca/Eloquence
Bellini and Norma

Cavalleria rusticana

Pagliacci

Great Tenor Arias Vol 1

Great Tenor Arias Vol 2

Siepi and London on Broadway

Virginia Zeani — Operatic Recital

Falstaff Scenes — Rossini & Donizetti Arias
Verismo Arias and Duets

Grandi Voci — Inge Borkh, Ljuba Welitsch

Opera programs compiled and edited Dead Man Walking

For The State Opera of South Australia: Nabucco

Der Ring des Nibelungen (2004) The Marriage of Figaro

The Barber of Seville La Sonnambula

The Pearl Fishers Madama Butterfly

La traviata La boheme

The Elixir of Love The Flying Dutchman

Rigoletto Sweeney Todd

Aida Don Giovanni

Hansel and Gretel Moby-Dick

A Masked Ball

The Tales of Hoffmann For The Queensland Music Festival:
The Girl of the Golden West Tristan und Isolde (concert performance)
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APPENDIX 3

Programs for Weekends with the Ring in 1997 and 2004, planned and
coordinated by Peter Bassett.
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A Weelend Weth The Ring

Scott Theatre, University of Adelaide

Friday, 26th September 1997
6.00 - 730 pm Reception by His Excellency Sir Eric Neal AC CVO,
Governor of South Australia, and Lady Neal, at Govemment House.

Saturday, 27th September
Mavier of Ceremonies: Stephen Phillips Managing Director, The State Opera Ring Corporation
9.30 am Welcome. Stephen Phillips
9.35 - 10.00 am Discovering Der Ring des Nibelungen. Peter Basseut
10.00 - 10.30 am Keynote Address. Barry Millington
1030 - 11.00 am Refreshment Break.
11.00 - 11.50 am A New Appraisal of *Leading Motifs’. David Kram
11.50 - 12.40 pm Wagner: The Man Behind The Music.
Maria Prevauer
1240 - 1.40 pm Lunch
1,40 - 230 pm Bayreuth in the 1950's and 60s.
Lauris Elms and Nicholas Braithwaire in Conversation
with Peter Bassett
230 - 3.20 pm Staging The Ring in the Twenticth Century.
Brian Coghlan
3.20- 3.50 pm Refreshment Break
3.50- 4.40 pm The Ring Orchestra and the Making of the
Solti/Culshaw Recording. Roger Parker

7.00 - 1030 pm The Ring Dinner at The Hilton International Adelaide.
Dinner Speaker Leo Schofield - on The Wagner Virus

Sunday, 28th September
9.30 - 10.20 am The Ring of 1876 and The Bayreuth Festival Theatre.
Christine Rothauser
10,20 - 10.50 am Refreshment Break
10,50 < 11.10 am The Ring on Video
1L.10-12.00 In medias res - A Director’s View. Elke Neidhardt
1200« 1.30 pm Lunch
1.30 - 2.40 pm Diversion - Panel Discussion: Is Wagner Dangerous
To Your Health? David Kram, Malcolm Fox,
Barry Millington, John Shaw & Elizabeth Silsbury.
240 - 3.10 pm Refreshment Break
310« 4.00 pm On Singing Wagner. Rita Hunter and Robert Allman
4.00 - 430 pm The Adelaide Ring of 1998. Stephen Phillips
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A WEEKEND WITH THE RING
5-7 September 2003

Adelaide Convention Centre

Friday, 5th September

8.00 pm Adelaide Symphony Orchestra Concert, Adelaide Town Hall. Conductor Asher
Fisch, Sopranos Deborah Riedel and Natalie Jo

5.”":2-";'1:{/ No. 40; Richard Strauss. Der Rosenkavaler S

Saturday, 6th September

9.30 am Welcome. Stephen Philps, General Divector

945 -10.30 am The Ring as Theatre of Ideas. FPofer Bassot!, Dramaturg

Aymustralo

10.30 - 11.00 an Sir Donald Mcintyre in comversation with Healh) Leos
1100-913 Refreshment Break.
11.30- 1220 Gesture and Structure In the Music of The Ring. Heath

)
Ly g

1.00 pm Designs on The Ring. AMichael Scott-Mitchel, Sar Designe
Lighiing and Assocaare Sef Desipner; Staphen Curtis, Costume D
1.00 - 2.00 pm Lunch Break.
2.00 - 2.50 pm Historic Ring Collaborations. Brian Coghian, Profosscr
of Aoelancss
3.40 pm From bel canto to The Ring. Margrota Edins AM and Ro
cormvarsation with Mohael Shimith, author, journakst and arfs commeanitalo
410 pm Aefreshment Break.
4.50 pm ‘Schiifst du, Hagen, mein Sohn?' Par ces from Act Il ¢
Gotterdammerung. Phip Kang and others. VideoDVD

7.30 - 10.30 pm Glimmer of Gold Bangquet. Adelaide Convention Centre.,

Sunday, 7th September
930-1030 a They Sang for Wagner - Lil Lehmann, Mananne Brandt and Hermary

Winkeimann, Rare recordings of singars chosen by Waor
They Sang for Australia - Marjorie Lawrence and Fiorence Austral in
recordings and films. Two great Austratan Brinmnhides

1030 - 11.00 am Daeborah Rledel in conversation with Michae! Shew!

1100+ 1130 am Refreshment Break,

12,30 12 20 o6 Conductor Asher Fisch on performing the music of The Ring

220 - 12 S0em John Wegner in canversation with Michael Shmith

12.50 - 2. 30 pn Lunch Braak

+.00 pm Director Elke Neidhardt fauwnches the book The Nibelung's Ring and

~

y rocuchion

John Brocheler ey Sation with Michael Shmith
The 2004 Ring !




APPENDIX 4

Exchanges of emails between Peter Bassett and Director Elke Neidhardt

between October 2001 and July 2003 on dramaturgical matters relating to
the 2004 Ring.



Wed, 17 Oct 2001 1:25 PM

From: Elke Neidhardt <eneidhardt@optusnet.com.au>
To: P Bassett <pbassett@cyberone.com.au>

Date: Wednesday, 17 October 2001 12:31 PM
Subject: Re: Congratulations!

:
:

.

vhat & masochist you arel tou attended Parsifal POUN timesl?? Aa well ae
giving all those ismtro-lectures! Asazing. Asd now you are haskering for
moTe. L.

Thank you for your wery kind words and offer to help in the gquest for T™he
Ring. 1" = sure wo will gladly take you up ca this sconer or latar. At
Frosent I meem to be beain dead, but I hope to come beok to life after a few
days at hose where bopefully the sun will be shining, 1° m 8o alck of the
stomnally grey skiez and rxin here in Adolalde.

e Original Message -

Fromi "P Bassett”™ <ghboassettioyDerone.oom, s>

Tor “Eike Neldhardt* i Sop OO0 >
Squtt Temodwy, Ovtcker 16, 200] &3¢9 M

Subieots Congratulations!

> pow that I have returned hose I wanted to ccoyratulate you oo Parsifal,

> which wan a great theatrical experi It was beautiful sad engaging in
> 80 mavy respoots. I ended up attending all four performances and found
-

TRINGS TO ABRLEG OO a8l CO0asion.
>
> You sre probably wp to your eyebeows at present with Chenler, but when yoo
> moot with your team Lo start toseing Ring ifdeas arcund, do keep sw in
mind,
> If I oculd contritute In any way, I would be very willing to do so. It is
> wany for mm to get to Sydney from Casbarra.
>
> Mith warsest wishes,
> Peter
>
»
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Tue, 27 Nov 2001 6:18 PM

From: elke neidhardt <eneidhardt@optusnet.com.au>
To: peter bassett <pbassett@webone.com.au>
Date: Tuesday, 27 November 2001 10:42 AM

Dear Peter,

you change e-mail adresses like your shirts or so it seems! How are you? | meant to get in touch with you for
a while or cerainly since our Blue Mountain retreat where your name was repaaledly mentionad. It struck me
that we don' t have a Dramaturgue, a situation quite untenable in German Operahouses. | think we shousd
discuss this with Steven and then endeavour 1o make use of your knowledge n matters Wagner 10 possibly
“install” you in this position. What do you think? It has altways worried me when working with SOSA how little
affort was spant on devising the program, research and actual dramaturgical input. O.A is not much better,
though at least they have a person n place 10 take care of the program and oversee somea kind of
coordination.

No doubt you know what a big help a Dramaturge can be 10 every aspect of a production, but particularly
to the director. Maybe it would Intarest you /

Al present | am having irreguiar meetings with various members of the design team and we are progressing
sory slowly, as is to be expected But 1t is excting and frustful,

Hope you are well and looking forward 1o heaning from you
Best,
Elka

Page 1 of 1
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Tue, 27 Nov 2001 5:36 PM

From: P Bassett <pbassett@webone.com.au>
To: elke neldhardt <eneidhardt@optusnet.com.au>
Date: Tuesday, 27 November 2001 5:11 PM

Subject: The Ring

Dear Elke,

Good to hear from you. Thanks for your suggestion that 1 might be able to assist as
Dramaturgue for the Ring. This is something that would Interest me very much, My
present part-time engagement with SOSA will continue next year. Now that work on the
contracts has been completed, Steve has asked me to handle Ring PR (including writing
articles for the press), and writing and editing programs and other publications such as
the Ring newsletters. This will enable me to coordinate the promotional material which is
really necessary, as you say. I would certainly have time to assist as Dramaturgue and [
think that these various functions would work well together. If Steve were happy with the
‘dea, I would be delighted to take it on, I shall be seeing him in Adelaide next week,

When I am thinking about the Ring, I keep coming back to two Ideas: first, its place In
the “outdoor’ tradition of western drama (Athenlan, Shakespearean, medieval street
theatre, In which the drama is presented with the deliberate artifice of a troop of players)
and second, that after Rheingold, its focus is increasingly on human nature rather than
on human society. This trend reflected Wagner's disillusionment with ‘social remedies’
after Dresden, and his growing fascination with metaphysical ‘'remedies’ culminating In
Parsifal. BrOnnhilde does not save the world - her apotheosis is her's alone.

Just some thoughts.
Looking forward to hearing further.

Best wishes,
Peter

Page 1 of 1
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Sat, 8 Dec 2001 B:08 PM

From: elke neidhardt <eneidhardt@optusnet.com.au>
To: P Bassett <pbassett@webone.com,au>
Date: Wednesday, 5 December 2001 4:45 PM

Subject: Re: The Ring

Dear Peter,

Thask you for your 2 e-malla. First of all let m» tell you that we are all
delighted that you might be interested and able te Soiln us as a Drasaturgos.
Have you talked to Steve yet?

Your ideas are interesting, though wo are poaalbly now too far down the
treok to yevert to players pexforming. Plty, It is a nice idea and I will
bring it up when next we all get together,

What can I say about the concept at this early stage.? We have discussed
Walkoere, and my next meeting with Michsel Lo early next week, when we wast
to re-wialt it, this tise withoot Nick , who In in Germanmy, but with Stephen
Curtis who waan' t there before, though he and I had separate talks on M.
It » A real problem getting esverbody togethar at the sase time!

80 a8 you can see, we are not that far advanced, bubt I can cestalinly tell
you that It will be modern, somewhat politiocally relevant, clean against
dirt, dark agalnst light rich agalnst poor, Westarn World againet Third
World without nescessarily recognisable figures on stege. The gold is not
nescessarily gold but a substance that the superpowers want. We would 1ike
to leave it to the sudience to lmagine what Alberich is fossicking rather
than have the invariably awful props of gold . 80 ours will lock moce
sinister. So stay swwy from gold things in yoor PR, though there will be a
ring, of course.

0, 1 guese you' re now none the wiser, or are yoa?

I will inform you of each cne of our meetings from now on and Af you can® t
attend, I will keep you posted.

Thanks for your Christmas card. I haven’ ¢ even startediil

Dast greetings,

Elke

—eeee Original Mossage

Sent: Tusoday, Decestmr 04, 2001 1:41 PN
Subject: The Ring

> Dear Elke,

>

> 1'11 be having sces preliminazy discussices in Adelaide with Darren

> Pliteser, vho handles the design of S08A's publicetions. He will be
looking

» for scme guidance on imagery for Ring material, which will loclude

> appropriote lettering and symbols (ring etc). I realise that these are
> oarly days, but Is there any general pointer that you oan give me that
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Sat, 8 Dec 2001 11:49 AM

From: P Bassett <pbassett@webone.com.au>

To: elke neidhardt <eneidhardt@optusnet.com.au>
Date: Saturday, 8 December 2001 11:48 AM
Subject: Re: The Ring

Dear Elke,

Thask you for your sesssge, whioch I found most helpful. ¥ had a long chat with Darven Pfitzner and
he i» starting to work om scee ideas for lsagery that we cculd use for 'beanding' purposes. I'11
koop youu In the pleture as his aketohes emarge.

Steve fs enthusisstic abowt wy joining you as a Drasaturgee, and I woald be hapgy to partiolpete in
the discussions vheoever you think this appropriste. I can jump on & train and be in the centre of

Sydowy in a fow boura, S0, I am at your disposal.

Pollowing discussions in Adelalde yesterday, it is confirmed that I shall be responsible for the

publicaticns and sedia lialsce. 1 mm also very keen to give more subwtance to the State Opexra web
site. 1 think this Lls a vital tool for getting to cverseas and interstate aodiences. 1 have In

mind that it abould boocse, in effect, & porpetual newsletter, that oss also be drawn upom for our
hard-ocopy publiostions, It will be useful in promoting the donor program and ticket sales, as wwll
an convincing the moce discrimisating Ring-goer that cur prodection will be worth sttending.

T wan fascinated to learn how your ideas are progresaing. All great stuff. On the subject of the
conflict of cpponites - Light/dark, love/greed, rich/poor eto - oould I inject ancther thought that
night assist in dealing with the work's shifting focus - which I think is coe of its particalar
fancinaticen. This Is the ‘Meistersinger FPactor'; that is to say, the ccafrootation between rigld,
safe, Intisldeting, iimiting practices snd Isprovisatory, risky, individaal, creative izpulses. Aa
Wotan pota it: ‘a thing say happen althoogh it's not happened before'. The laws that bind Wotan
and the old cxder are mot sources of happiness but isstruments of lnhimanity. A life withoot fear
depends ot oo blind chedience and rigid controls but on a sense of self-worth, Such a life may be
fraught with risks sod uncertalnties, as Sieqlinde, Siegeund, Brénnhilde, Wotan and Slegfried
disoover in tuwm bot, in the end, it ls essentlally the husan way. One by coe, each of thase
characters distances her or himself from the (socclel) forces at work in Rwingold, and the Spring
night bursts in, the forest rusties, the dewn breaks and the river burata its banks. What satters
by the end of Gitterdiemesung ls not the power of collective actice (enlightened or otherwise) bot
a sense of isdividual self-worth, vhioh truly sakes for a life without fear.

st wishes,

Potexr

Page 1 ol 1
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Subject: Re: The Ring
Date: Wed, 19 Dec 2001 21:49:37 +1100 Status: Normal

From: "elke neidhardt” <eneidhardt@optusnet com.au>

Dear Feter,

This is the Christmas card, 1 just knew it would come to this!

£0 have a praceful time and very best wishes to you and your fanmily for o
Bappy New Year. We all need it, don' t we? Can hacdly boar fead the poapers
these days...

All the more important that people like un try to bring something exciting
and uplifting into this world of gloom and threat. Of courase, the Ring is
full of corruption and threats an well, maybe we should do Rossini for a bit
of ht relief! I' = doing the unmptieth revival of Fidelio in January to
koep ny bankaccount hapgpy. Not a comedy either...

Thank you for the article on the no doubt very interesting Mr, Plssrek. Very
uneful to have.

Ne had a somewhat frustrating (for me ) meeting when Michael threw out the
concept forNibelheim, which I actually liked very much., But that' s bhown it
goes and § think we will actually all start with renewed vigor in the New
Year.

I had a 1ook at the brilliantly executed white cardboard model of Acts land
4 of Rheingold, set up in the Alexandria studio. Quite exclting, of course a
long way to go.

Michael 12 going oa holidays until mid January but 1 said [ would like one
day in that time and before I start Fidelio on Jan, 15, Maybe you would llke
to come to Sydney for that day? But I will tell you closer to the time
whether 1 feel it' 2 worth your while. It will be good to have you on board!
I know 1 am keen to really get going.

lnp&. Festivities and all good wishes,
Elke

wawes Original Message <--=-=

From: *P Basaett® fobasasrtiysbans. com.aus
To: "Elke Neidhardr®™ 2

Sent: Nednesday, Decesber 12, 2001 3:02 M
Subject: The Ring

> Dear Elke,

>

> 1 thought the attached from this morning's ‘Advertiser' night be of

> interest. Pisarek Is quite brilliant, and recently spent time on exchange
> in Seattle., You might be interested in using his skills in the Ring in
aome

> way. Nis €V in also attached.

e wabons com am s b denielwak o Mol R bhom ettt 108 40 14 IO 2T 000 MR b - AR O Poar bold
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Noprovous messoge By | 2, |t G | o101

Subject: Ring imagery
CC: pbasseti@webone.com.au
Date: Sun, 23 Dec 2001 19:10:50 +1000 Status: Normal

From: "Peter Bassett"<pbasseti@webone.com au>

Dear Elke,

Many thanks for your Christmas wishes. 1 hope you will be
able to take a break. 1 would be very happy to participate In
a meeting in January if you thought this useful,

I have boen turning my mind to possible imagery for

mal  jing and PR purposes and have come up with the

attached., 1 shall of course kecp looking if you don't think it
is appropriate for the production.

My idea i3 to make use of the Hocsehead Nebula, one of

the moat atriking and best known featurea in the universe.

The words 'spray canned' across it form a kind of

vandalism - graffitl on the universe. They reflect the
misappropriation of nature by human beings, which is the

curse of Alberich®s ring. The nebula with its characteristic
horse head ahape is & link with the Valkyries, whose

horaas wore originally suggested by wind-swept rain

clouds, In this case, the clood is a cosmic one, This vision
of the universe i» based on a photograph taken from the
observatory at Siding Spring near Coonabarabran in New

South Nales, which neems an appropriate (and outward

looking) point of reference, 1 think, for the 'Australlian Ring'.

1'd walcome your reaction to somothing along these lines,
!lt{ sent wishen,

Poter

»
Nopreveus message ) (2, | o, |nas %, | ole 1018

INIVILA M

Set View Style |
View headers, L1 Variable width font, 8 Inline Images, [J View as HTML O Execute HTML
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Sat12 Jan 2002 12:15 PM

From: P Bassett <pbassett@webone.com.au>

To: Elke Neidhardt <eneidhardt@optusnet.com.au>, Michael Scott-Mitchell
<msmip@bigpond.com>

Date: Saturday12 January 2002 12:13 PM

Subject: The Ring

Poar Elke and Michael,

Yesterday's moeting was extremely helpful for mm. I now have a such olearer idea of the desigs
conoept, which has wosw powerful and exolting images.

Interestingly, there Is a precedent for Wotan beisg visibly fswolved in Act One of Die Walkosre.
Wagnar ‘s drafts for Act One went throogh several versions. In all of the earller drafts, Wotas
onters Bunding‘s but during the meal and thrusts a sword into the ash tree, whioh Slegmund
nbsegoently pulls cut. Wotan Lo described as being “In the shape of an old man, with grey halr
and beard, one-eyed, with a round hat and a grey cloak™ (ie Maslse). In the first sketch, Musding
lse's (abandooed) dwelling. In the second aketch Wotan ewen stays the
love scene between his offspring! In the third and fully worked-out proee
thrusts the sword into the tree and, before leaving, says

-

B
%
g ¥

the
was to keep the buainess with the wword until the end of the act. In the earlier vesanions, this
olimax would have been dissipated such sarlier oo,

Wotan's sain isterest in getting Siegmund to Memding's hut As to enable hiwm to
Siegeund's primary funotiom In Wotan's mind is to kill the dragon and regain the Ring, The

Wotan walts, the greater fs the danger that Alberioh will reqgain the Ring and lead his ‘army of the
night’ against Valhalla.

The love and cospasslon that grows betwean Slegeund and Sleglinde is something that Wobtan didn'
bargaln for (and It leads to Slogmund’'s genmuine independesce of him) but Wotan is always om the
lotkout foe scething new and la prepared to 9o along with At, T thisk It would be a sistake to
imply that Wotan's ultimate Intentice ls to make poaaible the birth of Slegfried. At this stage it
is Slegmund wbo la Intended to be the maviour of the gods. BSlegfried, by contrast, will be
geouinely indegendent of his grandfather and dosan't figure in his plane at all. Nevertheless,
hink that the lovely image of Wotan/Naelse drawing the Spring night acrces the scens ia
Justifiable in that Wotas too has reasca to rejoloe. Far him, everything in the garden is reay -
until Act Two.

"~

If we stay with the shipping cootaiser idea in Nibelheis, I wonder Lf thare would be o more

swatshope, orimes agalnet humanity and stoweways, a shipping contalner suggests globalisstion of
the econcmy - the atifling of ssaller econcmies by bigger, mose powerful ones through mfalr trade,
omgetition and cheap labour. The latter has bwen the cause of viclent descostrations st meetings
trade ministers in recent years, and this (s likely to remain a majer isswe for years to come.
2004 1 expect we shall ses aven more graghlic exasples. I think the contaimer idea is a good

As T mectioned yesterdoy, 1 could imsgine seeing it later, lylng abandomed on the banks of

Hhine tmar the Gibichung palace, a rusting reminder of Hagen's Lineage, the scurce of his

th and & ccement om the way in which geserotions profit from the alsery of others, Just a

fFges

5

Michael, if you could emall me an example of the bloe for the Mhise frame 1°11 make suwe it is
matohed in any logo sketches.
Beat wishes,
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Sati2 Jan 2002 4:07 PM

From: MSMLP <msmip@bigpond.com>

To: P Bassett <pbassett@webone.com.au>
Date: Saturdayl12 January 2002 2:28 PM
Subject: Re: The Ring

Dear Peter,

It wvas good to ool yesterday & thaskyou for your valuable input. I spoke
with Elke this morning re the ‘container'. 7 want to ait on the idea until
we see a little mote of the ‘design language® unfold, I feel that the notion
of Munding's hut is more in the territory that the design may move.

I will probably post you a sample of the bluwe if I can lay sy hands ca it
mext week.

+ lock forwmrd to our mext meeting. It would be good for you to see the
model on the your next wisie,

Talk noon,

Kind regards,
Michael.

————— Origizal Messnge -

From: "P Bassett™ <pbassett®webone .com, s>

To: "Elke Neldhardt™ <eneldhardtioptusnet.com.au>; "Michael Soott-Mitohell*
<msn] pAbigpoed . cos>

Sent: Saturday, January 12, 2002 13:1) MM

Subject: The king

> Dear Elke and Micheel,
>

* Yesterday s seeting was oxtresely belpful for se. 1 oow have a much

doarer

> Ldea of the deaign concept, which bas scee powwsful and exciting images.
>

> Intezestisgly, th is a preced for Wotan being visibly inwoived in
Mt

> Ooe of Die Malkusse. Wagnes's drafts for Aot One went through several

> versions. In all of the earlier drafts, Wotan enters Munding's but during
> the moal snd thrusts a sword into the ash tree, whioch Slegmund
sebvequant 1y

> pulls out. Wotan is desoribed as belng “in the shape of an old man, with
> grey hair and board, coe-eyed, with a round hat and & grey cloak” (le

> Maelse). In the first sketoh, Hunding is actually liviag in Weelse's

> (abandoned) dwelling. In the second aketch Motan even stays the night and
> vitnesses the love scene between his offsprisgl In the third and fully
> worked-out prose sketch, he doesn't stay the night bat thrusts the sword
> isto the tree and, before leaving, says that the sword shall beloeg to the
> man who oan pull it owt. Hunding bimeelf tries before Slegeund is

> ful. It that the maln reason for dropping the visible

> lstervention of Wotan/Maslse was to keep the business with the sword until
> the snd of the act, 1Ia the earlier versions, this olimax would have been
> disalpated such earliar on.

>

> Motan's mals interest in getting Slegeund to Bunding's bt la to esable
him

> to find the sword. Siegeund's primary functicm in Wotan's mind is to kill
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Sunl3 Jan 2002 9:58 PM

From: P Bassett <pbassett@webone.com.au>

To: Stephen Phillips <sphillips@saopera.sa.gov.au>
Date: Sundayl13 January 2002 9:58 PM

Subject: The Ring

Dear Steve,

1 bad a good all-day meeting with Elke and Mickhael Ln Sydeey co Priday. The deslign lan going well
and some exoiting lmages are eserging. We'll meet again om 14 Pebruary. Some festures so far ares
a ‘Bhine frese', which is a bloe light box framing the proscenium arch and providisg a visual
reminder throughout the Ring of the proxialty of the Fhine; a water curtain for the cpening scene,
through which the fhinemaldens cavart (plus docblew on rogws); & mesh flocr dowm stage that can
assume various angles and on whioh Alberich climbs and slides, and a mlst curtain upetage (the
"celestinl waiting room® for Valhalla) with a light box floor for the gode, Nibelhals in the
mubject of on-golng thinkisg, with several ideas under comsideration. Me also talked about Act One
of Walkure and this ls coming along wery well -~ slsple but with some striking issges.

frda s assooiated with the deplotiom of the Fhinegold In its pure state. Bhe is a kind of fecund

This lsage of Erda, caked in mud with the sems of gold through her and frased by the bloe "Foine
frame', emorged during cur discussions as a striking lsage for the ‘logo’. I thisk it would be
intriguing and semorable. If you agree, I could start talking wi

Lo prepare a design. I doa't think he neods to do all the prelisinary analyais
ba has proposed. In fact, T would hope that it wouldn't take him long ot all, My feeling is that
he could be tasked to prepare scew sketches along these lines, from stilch a final image could be
worked up, His fee would relste specifloally to this. Alternatively we could look elsewhere?

The words ‘Adelalde 2004, with 'Der Ring des Nibelungen' underneath, oould perhape be set below
the image for use by themselves wvhanever the text by itself ls sufficlest.

Grateful your thoughta,
Best wishes,

Meter
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Monl4 Jan 2002 4:23 PM

From: elke neidhardt <eneidhardt@optusnet.com.au>
To: peter bassett <pbassett@webone.com.au>

Date: Monday14 January 2002 3:31 PM

Subject: re: meeting

Dear Peter,
m some haste. many thanks for your wonderful, informative letter. The things one can leam from you- as |
knew wo would

1 must say your ciaim or knowledge of Wolan not wanting to breed the supechero Siegfried ook me by
surprise and | would argue this point. No doubt you know bettar, but this really surprised me. | naver 1ook
Bruennhilde telling Wolan about Sieghnde’ § pregnancy as something Wotan had no knowledge of. His
brusque answer, | thought, was one of utter frustraton since all s plans had been foded So | will read up
some more. I'm glad you think that the man-made (god-made’ jlLenz is stél possdle.

It' s all excilting and | am very happy to have you with us. Liked your idea on Nibelheim too. Michasl wants 1o

nove itin his heart” a bit longer, which is fine. He is kean 10 keap progressing through the pece 1o
determine the style: could be the container is already too concrete (| e deja vue) We' Il see. One of the
good things about ths team, | feel. is hat thede are NO eQOMANIACS and that the whole thing will remain a
creative progress, most likely hornibly over budgot in its first state, until the bitter end. Which is how # should
be

| have mailed Liane Keegan 1o find out where she is, should we want to use her for a photoshoot.

Have not hoard back from Stephren Curtis yet, who seems to have taken a holiday after the cancellation of
“The Blue Room”, which he had designed. Expect to hear from him tonight sinca | managed 10 talk to his
father

Must away for Fidelio Thanks in the meantima

Bost greatings,
Eeo
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TueB Jan 2002 4:25 PM

From: P Bassett <pbassett@webone.com.au>

To: elke neidhardt <eneldhardt@optusnet.com.au>
Date: Tuesday8 January 2002 4:24 PM

Subject: Re: Ring meeting

Doas Elke,

Thanks for your ge. I oan lsagise how difficult it sust be getting everyone together at the
same tize. As a precacticn, I booked a flight for Friday but that can be changed easily encugh.
I'd bo very hagpy to come jJust the sase for an 'image’ meeting. I think ve might be alightly at
croma parposes and 30 A meeting could soct this omt. My Lmmediate meed iz to identify scewthing
as a slsple logo, reflecting the general design conceght or a particular element in
the design, This would be atteched to publiclty matesial, publicaticos, letter beads, webeite oto
as a visual “tag'. It oould be purely textmal, or it might bw based on scmething typioal of the
" that guides geople’s thisnking from the outset, The large gold ball used for the 1994
. Aelet production in the mort of thing I mean. I'sm attaching coples of the (not very
imaginative) logos weed for the Meiningen, Chemnits and Mannheim Rings. We hope 1o have a new

1f you weuld grefer to schedule ancther day, Thursday 10th would be a problesm for me (ay wife
Carol's birthday and I'd be in the dog house Lf I'm not bere). Othexvise I'm poetty flexible.

Dant wishew,
Petor
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Fri2z2 Feb 2002 3:29 PM

From: P Bassett <pbassett@webone.com.au>
To: Stephen Phillips <sphillips@saopera.sa.gov.au>
Date: Friday22 February 2002 2:51 PM

Subject: The Ring
Thanks Steve. 1°11 spwak to Likky about getting a Lisa/Isolds plece published. Enjoyed your
choarvatices on Pidelio - I'd 1like to get to it but not sure that I'l]l bte able to.

The Ring meeting last week was attended by the whole dealgn tesm. We “finlshed off* Act One of
Walkure and soved on to Act Two, vhere things got a bit stock. Michasl has had his expansive
isported lagtop stolen in a car park and s having to rely on printouts st this stage. Foctusately
he had made back-ups but it will be a vhile until he can get a replacessot machine. We i doling
the CHOGM cpaning mext month and seoms & bit precoupled with that at the moemnt. Stephen Curtis ls
inclined to start with an idea and then try to make the opera fit, rather than the other way round,
and is pot fully sw falt with the work, so a falr ascunt of background explaining was necessary.
S2ill, the ldean are flowing and I'm sure things will work out,

Jne maln Ldea for Act Two i» to divide it Ilnto two scenes, the flrst one belng in Wotan's office in
Valhalla, surrounded by the tragpings of emscutive powes. MHe s also surrcunded by (Life size?)
statues of herces, frosen or im suspended anlmation pending future use to defend Valkalla., The
maln sticking point was how to move the berces in sad cut on & lighting box floor. Personally I'd
prefer to see them stationary rether than risk having a lot of webbling dsmiss. 1 think Rlke ia
caming to this view tco. Ampway, there i still more work to do on this. 5o, I guess you can say
the tean Is not quite half way throogh at this stage.

Bast wishes,

Potar
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Tue26 Feb 2002 11:24 AM

From: P Bassett <pbassett@webone.com.au>

To: Elke Neidhardt <eneidhardt@optusnet.com.au>, Michael Scott-Mitchell
<msmip@bigpond.com>

Date: Tuesday26 February 2002 11:24 AM

Subject: Siegfried and the Environmental Ring

Dear Elke and Michael,

It von't be long before we are om %o Slegfried and it coours to me that this might be an ideal
opportunity o istroduce some envirommestal sotifs, that I know ase close to Elka's beart.

Some thooghta.

Like '‘Mheingold’, ‘Slegfried’' is an allegocy of the human condition, but the focus thia tise In not
on wenality but om vulnerability - both male and fomale.

i young heso is an lrmocent alvrocad in a very dangercos and snaympathetio world, Se has sot met,
nor has he even seen, another person - male or fesale - cther than Mise the Nibelung, who has hia
ows maliciouns agenda. ALl that Slegfried knows has been lesmrnt from his evil guardian and from
observing the forest orestures. He 1s, in every sense, a child of mature. To a large degree,
Slegiried ia a product of the foreat and of his five senass. That is vhy he feels a kinship with
his friend the bear, the birds of the alr, the fish of the streass, and eves the gestla dos which
bhe associstes instinctively with his usknown mother. Magner drawe attentiom to this sensory world
through the ‘texture' of lnstrusental sounds, the selodlous evocatices of nsture, the clash and
clang, heat and steam of Mise's focge, the taste of Fafnec's blood, the flickering, mensoing lights
of the foreet, the dexzling sunlight of the mountaln top, even the “wars, fragrant breath' of the
sleeping Brinnhilde. However, nat is evobod not just for ita own sake. It sooms to me that in
this wvork, more than in any other, Wagner uses the phiysioal emvirommsent as a setaphor for

influences and relationshipa. In true falsry-tale fashion, the physical oglinees of
Mime in taken to be an owtward and vieible sige of his evil Istentices, The benign aspect of the
forest, with its rustling leaves and bird songs, Lls more of a roal home to Slegfried than Mise's
bleak cave, or soything elee he knoww. Little vonder then that, In At Two, Lt is within the
omforting esbeace of a linden tree and the womb-like da of the ¥ Marmure, that his
thoughts tuan to the parwnts for whom he longs, and he wonders what they were like.

this marvelloss work, the archeetra galnts st only the ohanging physloal envircesent
‘seudoh it does with unsurpassed eloquence) but also the changing soods and hidden feelings of the
arscters. We croes from the physloal world to a metaghysical one when we hear the dragoe and the
Woodblrd sgeaking. This doean‘t happen in any of the othar dramas. The rams that draw Fricka's
chariot don't speak, nor does Nrémnhilde‘s horse nor Wotan's ravens; whioch makes them easy o
disgense with. The dragon and the bird speak in Slegfried because weo are in the realm of =ign and
mynbol, allegory and allusica. We even hear the secret thoughts of Mime, as he tries to mask his
mardercas intenticns with hypoorisy and quile. Appoarasces cceceal hidden meanings; sysboliss is
overyvhere; nothing le what it seema.

The shattering of Motan's spear by the swood Notung, rewesaing the order of events in Dle Malkilre,
signifieos Wotan's lrrelevance and makes it plais that the future beloege to Slegfried. The fire
through wiiich Siegfried paases I ceder to mmbken Nrtrshilde symbolises the last of the trials he
most undergo in order to fulfll his destiny. There is an olwicus parallel here with the Grisss’
falry-tale of Driar-Nose, in which the prince msst pass throogh a wall of briars to swaken the

priccess with a kiss. There is also an echo of Mozart’s Dle fauberfldte, a work which Wagoes

sdaired greatly. The meskening of Drlisehilde marks the point at which the adolescest Glegfried

becopms & man. It ls his inltiatico rite, for it ls throogh hls disoovery of woman that be learns
foar and passion at the sase tlse. Thus, from Act Three of Slegiried cmwards, the characters of
both Slegfried and Brtinnhilde are transformed. They beqgin new lives, (ndivideally ssd together.

A thought too on the algnificance of the dragom in Siegfried. From one parspective, Pafner
represents the pointlessoess of hoarding wealth. The treasure in his cave is the egaivalest of

moowy undar the bed, talsct not developed, rescurces left unosed. Bat a dragon also sysmbolises the
foars whioh we all carry about within us - exoept Siegfried of course. Our own perscoal dragons
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are the things which we regard as frighteaing and (mtisidating, and which wo must overcome if wo
are to grow as Individuale. Our Lrrstiosal prejodices are dragons too. Slegfried has no guarrel
with Fafner, bat his mind has been moclded by Mime. Mo Intends to destroy Fafner, just as Mise has
told him to. Actually, the ring le perfectly harmiess as loog as Pafner has it, because he wishes
caly to guard it, not use it. If it is oot Lo be retuzned to the Rhilnesaldens, surely the mext
twet thing s for it to remain in Pafner’s goesession, By killing the dragon and freelng the ring,
Slegfried s coly putting it back in the public domaln where it can do more hamm, Of ocourse, it is
ot Slegfried of his own volitics who wants to do this but Siegfried under the malign inflosmce of
Mime. Unfortunately, this is not the last cocanion on which he will be manipalated in this way.

Magner made a swvealing cosment on the difference betwwen Wotan and Siegfried. Wotan, he wrote,
“resesbles us (sankind) Lo a tee; he is the sum of the intelligence of the present.” Siegfried oo
the other hand “is the man of the future, willed and scught Ly us (mankind) but wio cannot be
created by us and who must creste himself throogh our destruction.” This makes it very alear I
sajgest that it 1s mot Wotan who creates Slegfried bot Siegfried himself. He is the spirit of
sature and hls surder parallels the rape of the gold by the predatory, materialistio, loveless
forces charscterised by Alberich and Hoges.

I hope this Ls of help.

Bost wishes,

Petar
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Thu2B Feb 2002 11:47 AM

From: elke neidhardt <eneidhardt@optusnet.com.au>
To: P Bassett <pbassett@webone.com.au>

Date: Wednesday27 February 2002 11:51 PM
Subject: Re: Siegfried and the Environmental Ring

Dwar Peter, quits splendid and excepticcal as usual. Michasl Ls still in
Brinbane with CHOOM, so slnoce hls computer was stolen, he might not have
recelived it as yet, I have forwarded per Fax to Steghen Curtis who is in
Molbourne. I have indeed advanced to Slegfried in my preparaticns and
coplous readings so your oomments arrived at the perfeot time.
Allow s to polt out, thoogh, that, the Ring and indeed the Tarnhels woald
bave escaped Siegfrieds attemtiocn had it mot been for the woodblrd.advising
him to take it, 5o who manipulates the woodbisd? In the Xupfer production la
was Woban and that males sense Lo we. Of was the Woddhlisd intending that
through Siegfried nature woould te repaired, l.e. the Ring returned to the
fainmaidena? o had his chancel but all he wanted was sex! Unfalthful to
Arvennhilde AND to Gutrune! I agree that Slegfried is the spirit of nature,
bt an such he is totally msocal.

Terrific what you say about the dragon!

Our next meeting is in & wweks time, but I" = sure we will only talk Act LLL
of Malkuere. Still, it* » good Lo be a step abead,

Thanks for dage help.

Eike

1 1ike the parallel to Grimm' » falrytale and wonder sby it hasn' t ocooured
to -

e Original Mesosge «cwuw

From: P Bassett” <pbassettwmbone .com, su>

To: *Elke Neldharde* <eseldhardrfoptuanet.com.aw>; *Michael Soott-Mitchell*
<msm ) pAbd gpond . com>

Sest: Tuesday, February 26, 2002 11:24 MM

Subject Slegfried and the Envirormeotal Ring

> Dear Elke and Michael,
:nm'tth-vh-tm-mmwwtwmdltmu-M
xmummmwmmmmmnmu.m
:hmmcloutonh'ohut.

>

» Some thoughts.

>

> Like "Rhaingold’, ‘Slegfried’ is an allegoty of the husas conditics, but
the

> focus this tise Lls not on weoality bet on vulnetablility - both mals and
> fesale.

>

> Cur yousg hero is an lonocest abroad In a very dangercus and unsyspathetlc
> world. Fe has not met, nor has he even seen, ancthesr parscon - male or

> female - cthar than Mise the Nibolung, who has his own maliclous agenda.
> All that Slegfcied knows has been learmt from his evil guardian and from
> cbourving the £ 13 « He is, In evary sense, a child of nature.
> To a large deqres, Sleqfried is a prodeot of the forest and of his five
> ponses. That is vhy ha feels a kinahip with his friend the beas, the
birds

> of the aldr, the fish of the streass, and even the gentle dos which he

> assccistes inatinctively with his unknowe mother. Magner drews attention
o

> this sensory world through the Otexture® of instrassctal sousds, the

> melodious evooations of nature, the olash and olanyg, heat and stoms of
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Thu28 Feb 2002 2:36 PM

From: P Bassett <pbassett@webone.com.au>

To: elke neldhardt <eneidhardt@optusnet.com.au>
Date: Thursday28 February 2002 2:35 PM
Subject: Re: Siegfried and the Environmental Ring

Doar Elke,

Many thanks for your reply. 1 agree that Slegfried is totally msaral, in the sense that nature
iteelf ls mmoral and driven by fundamental urges. It is & good polimt you make about the Woodblird
and Kupfer's interpretaticn. The bird takes fright vhen it sees the Manderer in Act Three, which
shows that it is quite sware of who he is. But why would the Woodbird be 80 clearly alarsed

it is marely doing Wotan's bidding? The Wanderer's owm
manchen™ also suggests that its advice had nothing to do with
pulating the Woodbicd in crder to help Slegfried get the ring,
in he also manigulating his own ravens wihose suddes flight glves Alberich's son the cppostunity to
kill Siegfciod and (potentially) taks the ring? “Racha rieten nis mirl”

I have sean a suggestion that the Woodbird's funoction is the legendary/fairy tale oos of telling
Sleqiried vhat be noods to know - especially about Mise's plotting and about Bruennhilde, I am
inclined to the interpretation that the volce of the Woodbird is Mature carisg for its own, When,
during Sleqfried's reverie, he hears the Woodbird's scog (before understanding ita words) he sayn:
"Gowins sagt’ es mlyr was, - vielleicht - von der lisben Motter?” In a letter to his own mother in
1646, Magner wrote: "Nature lovisgly remisnds us that wo ate part of ber like tiwen. And when I
feol myself an coe with mature, 1 long for you.* In the abandoned text for Der junge Slegfried,
when listening to the Woodblrd, Siegfried exclaims “It is as though my mother alngs to me!™ Again,
at the end of the susic for the Woodbird's warning about Mise's treachery, we hear the Weelsosg
worif. Wagner explained this in a note to King Lodwig: “wWe hear, softly, softly, msother
Gleglinde's loving conoern for her son.” So it oould be sald that the Woodbird is also the volce

birds' waraing, the slaying of Mime, and

"+ Interestingly, Siegfried
Thias later eslaborated an: “Siagfried

the ring; all scatter before thelir mew lord [at that stage Wagner had many Nibelungs

i
i
§
:
:
a
i
§-
i
P
8

i§
i

Moodbind s (nstroctions to Sigurd as used by Wagner: to kill Ais treachercus foster-father, to take
Fafnir's treasure, and to awaken the sleeping Valkyrie.

I'11l be heading owversoas on 3 April and shall be away all of Apeil and May (but contactable by
emall). If I can be of asy help before them please let me know, 1°1l be In Sydney for the dosor
launch oo 14 March, and also on 15 March.

Warm regards,

:
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Ttem , Inbox folder Page lof 3

it | o2 o2l T | o2 f2ors

Subject: Re: Siegfried and the Environmental Ring
Date: Tue, 5 Mar 2002 22:12:35 +1100 Status: Normal
From: “elke neidhardt” <eneidhardt @ optusnet.com.au>

Dear Peter,

Thanks for woodbird thoughts. I bave been reading lots of different (German)
opinions, quite funny since they all vary but are vehement in their opinion.
More often than not I came across the *woodbird being Wotan' s tool® , which
surprised me. Your argumentation makes colossal sense.Also plenty about
Mime, poor chap. Moatly the German Dramaturgues seem to feel sorry for him,
manipulated and maltreated scd that he is.

Cur next meeting is on Thuraday, at lasc, I must say the long pausesa drive
me nuts.,

I see with glee that you will have the pleasure of hearing =y all-time
favourite singer in Berlin : Johan Dotha in Lohengrin. What IS he going to
look like! I want to hear all about it!

I hope I11 be able to see you at the donors launch! I am having my eyes
lasered the day before and don' t know what state I will be in on the idth
or 15th for that matter. I think Michael plans to show Steve the model on
one of those days, so surely, if you have time, you will be invited as well,

1 have., as usual, printed out your latest thoughts for the team. It makes my
work a lot easier. $o thank you once again.

Hope to see you soon (and more clearly than before)
Best wishes,
Elke

;: *elko neidhardt*® <eneidhardtioptusnet.com.au>
Sent: Thursday, February 28, 2002 2:35 PM
Subject: Re: Siegfried and the Environmontal Ring

Dear Elke,

Many thanks for your reply. I agree thar Siegfried ia totally amoral, in
the sense that nature itself is amoral and driven by fundamental urges.

t

is a good point you make about the Woodbird and Xupfer‘s interpretation.

VvHVYVYY

g

» bird takes fright when it sees the Wanderer in Act Three, which shows that
» it is quite aware of who he is. But why would the Woodbird be so0 clearly
> alarmed (flattert aengstlich hin und her) if it in merely doing Wotan's

> bidding? The Wanderer’s own remark: *Ein Voeglein schwartzt wohl
manches*

> also suggeats that its advice had nothing to do with him. Another point,
if

> MWotan is manipulating the Woodbird in order to help Siegfried get the
ring.

> is he also manipulating his own ravens whose sudden flight gives

tp/iwww.webone.com.awfegi-bin/dmailweb.cgi femd=ltem&utoken=pbassctt@2... 06-March-2002
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Sat16 Mar 2002 4:49 PM

From: P Bassett <pbassett@webone.com.au>
To: Elke Neidhardt <eneidhardt@optusnet.com.au>
Date: Saturday16 March 2002 4:48 PM

Subject: Siegfried

Commcn 0 all the scenes in Act 2 1s & sesse of 'enclosure’ or ‘esbrace’, which may take either a
malign o a bealgn aspect.

in the malign esbrace of the forest at deepeat night, Albexich and the Wanderer ococafront esch other
in a wonderfully grim(m) sceme. AL the emtrance to the malign encloscre of Neldhcele, Fafmer tries
to kill Slegfried and in himself killed, the Nibelung brothers display thelr sutual loathing asd
‘istrust, and Mise attespts to murder Siegfried before meeting his owm end, Your idea of a glamt
wand to represent Fafnor as dragon offers a potent image of a grasplsg, crushing, secloaing force.

Within the benign emtroce of the focest at nocn, Siegfried tries to imagine his parents and hears
his mother speaking throogh the woodbird. Thus he returms to the woab, 50 Lo spesk, and oven the
omforting womb-1ike scunds of the Waldwebwo.

What scenlc device could convey a sense of enclosure or esbrace In its various aspects, both beemign
and malign? 1 doe't think ballocns could do this. They might convey Slegfried's welnerability and
ohild-like qualities, but they also say ‘party tise', shich would be guite sisleading. I doudt if
they could convey the sinister gualities of the othar sceces. Howsver, I think that
tendrils/otrips hanging at varioces lengths would be effective and versatile. Appropriately lit,
voch tendrils could suggest inky depths for the Wanderer/Alberich emocunter, the classy crypt that
ia Neidhoele, and the ravishingly beautifal esbzace of the forest, in which Slegfried (like a young
bird im ite nest?) comes closest to his troe nature.

Hope this helpe.
Warm regards,

Potar

Page 1 of 2
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Wed20 Mar 2002 6:13 PM

From: elke neidhardt <eneidhardt@optusnet.com.au>
To: peter bassett <pbassett@webone.com.au>

Date: Wednesday20 March 2002 6:04 PM

Subject: Siegfried

Dear Peter,

tharks for your extremely useful thoughts and comments re. Siegiried. Some very nice |deas here.maybe
you should Qo Inlo drecting, It s naver too late!

Al my team is st sick, seems 10 be the same bug as Stephen has, ruely nasty and longlasting, 50 we anly
had a couple of short phone conversations since last we met

' am intrigued by the idea of the woodbird impersonating Skeglinde. That has never occurred 10 me and |
Actainty will give it a lot of thought, not ignoring the fact, that Siegfried has never seen any woman nor
Knows 8 womans voice, | would ke 1o show the bird, not sure how as yed.

I think you underestimate the offect of ballcons They wouldn’ 1 be the cnly element in the set, but possibly
pant of & ceding, maybe imbedded in other materals. Michaels Mile son had a brthday on S1. Patricks day,
last Sunday. So Michael had covered one ceiling of his house in green balloons with long ribbons. Locked
rather good the way (hey moved in the breeze As you say. kids party! | never imagined they would be part
of Neidhoale

Anyway, T 1| have 1o wait until the troupes are back on deck and am hopeful 10 squeeze n one meeting with
Stephen Curtis before Perth to get him up to scratch

Thanks again. | thought the launch was very good. Let’ s hope it' Il bring results

Best greetings,
Elke

Page 1 of 1
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Dear Elke,

What is the central issue of scenes 1 & 2 of Siegfried
Act 3?7 If I were to

give these scenes a title it would be: 'How Wotan at
last finds peace'.

'Wotan's last ride as he descends once more to the
underworld', to use Wagner's

words, is a desperate appeal to Erda for advice on 'how
to stop a revolving

wheel'. The imagery here is of the Buddhist 'Wheel of
Becoming' - the process

of 'dependent arising', the way things are. But what
Wotan really wants to

know - though at first he doesn't know what he needs to
know - is how to come

to terms with the inevitable.

There is nothing Wotan can do that will change the

course of events; Erda had

long since declared that ‘'all that exists will end’.
Events will work

themselves out regardless. It was neither Alberich's
theft of the gold nor

Wotan's theft of the Ring that set events in motion;
these incidents were

themselves symptoms of a deeper malaise. The
institution of Wotan's rule

constituted the first step out of a state of Nature and
towards civilisation

or, if you like, socialisation. He drank at the spring

of wisdom, tore a

branch from the World Ash and imprinted the law upon
it, just as Adam ate of

the fruit in the Garden of Eden. After such actions,

the world can never be

the same again; the rot sets in and the only way is

down. In Wagner's view,

human society is, by its very nature, poison to

spontaneous perception and

spontanecus life. This might not be intentional but it

is inevitable. Wotan's

overweening ambition and despicable behaviour may have

exacerbated and

(Text continues in non-cmail format)
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Siegfried Act 3, Scenes 1 & 2

What is the central issue of scenes 1 & 2 of Siegfned Act 37 If | were to give
these scenes a title it would be: "How Wotan at last finds peace’. "Wotan's last
ride as he descends once more o the underworld', to use Wagner's words, is a
desperate appeal to Erda for advice on 'how to stop a revolving wheel’. The
imagery here is of the Buddhist "Wheel of Becoming' - the process of 'dependent
ansing', the way things are. But what Wotan really wants to know - though at first
he doesnt know what he needs to know - is how to come to terms with the
inevitable,

There is nothing Wotan can do that will change the course of events; Erda had
long since declared that 'all that exists will end’. Events will work themselves out
regardless. It was neither Alberich’s theft of the gold nor Wotan's theft of the
Ring that set events in motion; these incidents were themselves symptoms of a
deeper malaise. The institution of Wotan's rule constituted the first step out of a
state of Nature and towards civilisation or, if you like, socialisation. He drank at
the spring of wisdom, tore a branch from the World Ash and imprinted the law
upon it, just as Adam ate of the fruit in the Garden of Eden. After such actions,
the world can never be the same again; the rot sets in and the only way is down.
In Wagner's view, human society is, by its very nature, poison to spontaneous
perception and spontaneous life. This might not be intentional but it is inevitable.
Wotan's overweening ambition and despicable behaviour may have exacerbated
and accelerated the decling, but it would have happened anyway. Wagner was
always 'big’ on the virtues of spontaneity and instinct over calculation and design
- ie nature over society, love over law etc. This had its roots in Feverbach,

What Wotan really needs to know is how to accept the inevitable. Government

(human society) is intrinsically flawed and doomed. It can easily be made worse
- and Wotan has made it worse - but it can never be returned to a pristine state,

The revolving wheel can never be stopped.

Wotan's all-consuming problem, gnawing at his vitals, is that he cannot find inner
peace, he cannot reconcile himself to the inevitable. As Wagner himself put it in
1854 after his Schopenhaurean revelation: 'This is everything that we have to
learn from the history of mankind: to will the inevitable and to carry it out oneself.'
When Wagner came to set the final scene with Erda to music, he deleted two
lines of Erda's text, for musical reasons. The deleted lines read: 'Friedloser, lass
mich frei! Lose des Zaubers Zwang!' 'Man without peace’ certainly describes
Wotan when he begins his conversation with Erda but, gradually, he moves
closer to what he truly needs to know: ‘"how a god can conquer his dread’.

When Erda had 'plunged the dagger of worry' into Wotan's heart in Rheingold, he
had pursued her to the depths of the earth. There he learned wisdom from her
but she exacted a pledge. What was this pledge? We are not told, either in
Walkiire oc Siegfried, but the fruit of that visit was, of course, Brinnhilde. |
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suggest that by giving Brannhilde to Wotan, Erda was giving Wotan the means of
finding the inner peace he so desperately craved. That is why Erda telis him
again to go to Brunnhilde for advice. | think his pledge was, in effect, to ‘will the
inevitable and carry it out’. Who was Brunnhilde if not *his other self, as the
Valkyne herseif puts it. When she disobeyed him over Siegmund, it was
because he was denying his other self, his true nature and deepest wish. Her
punishment was not only unjust, it was self-tormenting for Wotan. This denial of
himself lay at the root of his anguish and left him a 'Friedioser. So, Wotan's
betrayal of Siegmund initiated the trouble with Erda, not because the god did not
keep his promise to the Veolsung, but because it had made him deny his "other
self - once given to him by Erda in return for the promise of inner peace.
Brinnhilde was the embodiment of the pledge which Wotan broke when he

Towards the end of the conversation with Erda, Wotan acknowledges that what
once he resolved in despair he now embraces joyfully and freely. | often
wondered what the words "once resolved in despair’; referred to. It now strikes
me that he is referring to that earlier meeting with Erda and his pledge to her.
Now he weicomes the end of the gods and will happily bequeath the world to the
glorous young Volsung who does not know him. The
Buddhist/Schopenhauerean features of Wotan's new contentment are dealt with
on pages 118-121 of my book.

Siegfried doesn't suffer the same self-torments as Wotan since he is still at one
with Nature, not Society. (And Society does terrible things to Nature's children,
as we soon see.) So, what is the significance of the confrontation between
grandfather and grandson? Has Wotan forgotten so quickly his newly found
peace of mind? Is he pig-headedly clinging to power in trying to prevent
Siegfried reaching Wotan's ‘other self Brinnhilde? Remember, at this stage,
Brunnhilde is still Wotan's ‘other self' (albeit dormant). Later she will become
Siegfried’s ‘other self as we hear in scene 3 and the prologue of
Gotterddmmerung, and see in the last scene of all. Brannhilde could never
return with Waltraute to Wotan because she is no longer part of him, he made
sure of that,

If you take the view that Wotan has had a relapse, then the end of scene 2 is
profoundly anti-climactic. The once-mighty Wotan, authority shattered, slinks off
into the darkness with his tail between his legs, given his comeuppance by the
younger generation. Nothing about that makes sense 1o me, since it suggests
that all that has gone before was a waste of time or, at best, a simple tale of pride
coming before a fall. So what? The evidence suggests that Wotan's apparent
humiliation is in fact the fulfilment of his destiny - which is why (in my view) we
should not see him again, even in mummery,

Wotan's yearning for a truly free man to rescive the world's problems is
unequivocally expressed in his monologue to Brinnhilde in Act 2 of Walkire.
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Only one person could do what he is unable 1o do - a hero who acts without the
god's assistance, ‘only a free man, unwitting and unprompted, driven by his own
motives and using his own weapons...How can | find this man who is opposed to
the gods but will fight for me - this friendly foe? How can | create a free agent
whom | have never protected and who, by defying me, will be dearest to me?
...A free man has to create imself.’ That free man has created himself and now,
by defying Wotan, is dearest to him. To my mind, Wotan's departure from the
stage marks a ‘revolving of the wheel' but it is far from a humiliation.
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2 Page 1 of 2

Steve Phillips

From: elke neidharct [enekihardt@ optusnet.com.au)
Sent:  Saturday, 1 June 2002 19:09

To: stove phillips

Subject: RHEINGOLD RUNNING ORDER (1).xds

RHEINGOLD RUNNING

PRESET LX PORTALS IN
LX FLOOR OFF WITH LES CHAISES PRESET
MASKING TRUCK IN OVS
ERDA LX BOX EXTREME WS.. ERDA IN POSITION
POP UP FLOOR UP (WATER CURTAIN DRAIN)
BLACK SHARKS TCOTH GAUZE N DS
VS BLACK SMOTHER IN /S OF GAUZE
NIBELHEIM TRUCK PARKED OP
AAINBOW BRIDGE PARKED PS
CHERRY PICKER PARKED PS
RHEINMAIDENS RIGGING PARKED?
LX LADDERS FLOWN IN

PRELUDE IN DARKNESS AS ORCHESTHA PLAYS DVS BLACK SMOTHER OUT. .11
ERDA LX BOX BEGINS TO GLOW IN VERTICAL POSITION
ERDA LX BOX BEGINS TO TRAVEL 'S S TO TRLY
DURING TRAVEL D'S RHEIN FRAME LIGHTS UP
WATER CURTAIN RELEASE AS ERDA LX BOX ARRIVES AT D/S POSITI

ACT 1 RHEINMAIDENS APPEAR THROUGH THE WATER CURTAIN
AHEINMAIDENS RIGGING SET IN POSITION
ALBERICH APPEARS THROUGH THE WATER CUTAIN WITH A BUNCH (
FORESTAGE PLATFORM TILTS UP SLOWLY
FORESTAGE PLATFORM TILTS DOWN SLOWLY
ERDA REVEALED ON LX BOX
WATER CUARTAIN TURNS GOLD
ALBERICH REACHES FOR THE GOLD-GOLD LX OFF& ERDA SNAPS O
ALBERICH EXITS W/'S OF WATER CURTAIN
MIST CURTAIN ON
WATER CUTAIN OFF

ACT 2 MIST CURTAIN ON /S & LX LADDERS FLOWN TO ABOVE HEAD HEIG}
POP UP FLOOR DOWN
MASKING TRUCK TRAVELS WS THROUGH MIST CURTAIN REVEALING
BLACK SMOTHER IN
LX FLOOR ON WITH LES CHAISES, FRICKA ON ONE SIDE , WOTAN ON
LX LADDER FLOWN BACK IN

CHERRY PICKER/GIANTS ENTRANCE THROUGH MIST CURTAIN
CHERRY PICKER EXITS & IS STRUCK PS

LX LADDERS FLY TO HEAD HEIGHT

LX FLOOR SPLITS

LX PORTAL 1 & 3 TURN OFF

LX LIFT DESCENDS AS LX PORTAL 2 FADES OUT

ACT 3 REVEAL OF NIBELHEM WS THROUGH MIST CURTAIN WITH CHILDRE!
MIST CURTAIN OFF

03-June-2002
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ACT 4

03-June-2002

Page 2 of 2

HATCH OPEN (p142)
LADDER DOWN

WOTAN & LOGE ENTER VIA LADDER

HOARD X7 CRATES

DRAGON REVEALED ON UPPER LEVEL

ALBERICH APPEARS IN HATCH

ALBERICH, WOTAN, LOGE START TO ASCEND LADOER AS LIGHTS FA
CHILDREN REVEALED ON UPPER LEVEL

MIST CURTAIN ON

NIBELHEIM TRUCK TRAVELS WS THROUGH MIST CURTAIN

MIST CURTAIN LIT

BLACK SMOTHER L/S FLOWN IN AS NIBELHEIM TRUCK CLEARS
NIBELHEM TRUCK STRUCK TO OP, RAINBOW BRIDGE & VALHALLA |
LX PORTALS BEGIN TO LIGHT FROM

LX FLOOR TRAVELS ON WITHOUT SINGERS EXCEPT ERDA, WITH RE
LX LADDERS FLOWN IN

LX LIFT ASCENDS TO ALBERICH CHUCK HEIGHT

LX LIFT TO FLOOR LEVEL

LX LIFT DOWN TO PICK UP HOARD

LX LIFT UP WITH HOARD X6 KIDS + X8 CASKETS X3

GOOS ENTER

GIANTS ENTER VIA AUDITORIUM

BUILDING OF THE TOMB (LOGE & FROH p212)

EXIT ERDA

HOARD TROLLEYED OFF BY FAFNER

U/S SMOTHER OUT

RAINBOW BRIDGE TRUCK O/S

AREDUCEALOOSE MIST CURTAIN

GODS EXIT UP RAINBOW BRIDGE

BLACKOUT

SMOTHER IN DvS
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WedS Jun 2002 4:19 M

From: P Bassett <pbassett@webone.com.au>
To: Steve Phillips <sphillips@saopera.sa.gov.au>
Date: Wednesday5 June 2002 4:19 PM

Subject: Re: The Ring - 2004

Dear Steve,
Thanks, I'1l oheck the sohedules this evealng and get back to you tomorrow.

I'm not sware of the Alberich/Hagen scene belng done without Alberich on stage, but there is no
reascn why At couldn't be done this way. Actually, that would be rather effective. A poesibilivy
night be to have Alberich's face enlarged and projected behind Nagen (a la Titurel?) while his
singing is done off-stage. That would certainly give the impression that he has takes poasessicn
of Hagen's mind. The stage directicns say that llagen "in sleeping' and, later, that 'he appears
to be aleesping on although his eyes are opes’,

"ter

o 5/6/02 3150 MM, Steve Phillips at sphillipafsacpara.sa.gov.es wrcte:

> Daar Poter
>
> More'ns the 2004 schedule complete. If you wouldn't mind having a look
> through for any omisslons, errors 1'd sppreciate.
>
> <<Proposed stage schedule 2004.doco
>
> Mazwick Fyfe ls contracted to cover Wegner for the Gott rehearsals, as well
> and Slegfried in 2004, but I still think Lf John were around it sight be
> worth getting him here for a cosple of days just to do the beginning of Aot
> 3. Othervise Elke will have to manage with Naswick. Is this scece ever dooe
> Albasich offutage?
>
> Stove
>
> Stephen Fhilllipe
~ Genazal Director
The State Opera of South Australla
>
> 10 Box 211, Marlestos BC, 8A 5033
Bd
> Mhoom: ¢ 61 8 8226 4TR
> Faxy 4 61 0 8226 AT9)
»
> WL SE0PETS . 58,0V, 0
>
>
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Mon10 Jun 2002 6:23 PM

From: P Bassett <pbassett@webone.com.au>

To: Elke Neildhardt <eneldhardt@optusnet.com.au>
Date: Monday10 June 2002 6:23 PM

Subject: Back home

I 1liked Rupfer‘s Ring a 1ot - sooe wonderful images: the tasgled roots of the world ssh tree at the
bottom of the Balne, the descwnt to Nilwlbels dovm a long transparest tunnel, Walklire Act I scene 1
up through the steel lattice of a radio pylon (Wotan's ccessmications centre?), Siegfried I
! using the encrmoun copper-bladed fan of a blast fuaneos, and (wy favourite lmage), Slegfried IIX
' from an uplifted stage to Erda dressed in a black body stocking and tangled
rope [fibre cption?) agalnst a deep blue beckground., There was a lot of
atage ralaing asd sinkisng to good effect. The World Ash Tree was a cosmon visual sotif, and it
appoared In mamy forms - roots Fwelngold I 1), fallen trunk (Walklive I 1), burnt out and chogped up
branches (Siegfried 1I), and sere resnant (Cotterdismmrung). The branch that crashed down in
Walkiire III 1i) certalnly ceme as a surprise (for & moment I thooght the scesery was collapaisgt).

Just a few things I dida't like: Wotan aggearing in Slegfried 1 i and sanigulating the Woodblird in
II il (oo surprise thare) and turning up again in Gietterdiemesung IIT Lil. Also I didn't like
Alberioh wandering on stage st the and (Gt Prisdrich did thet too, and I thought it was a big
nistake because Lt upstaged Drimbhilde. It anchored the work in politios, wéwreas I think the
ultimate seassge of the Ring is that politics can mever be the guarantor of buman hagplness. wWhile
Wagner in the 1850w, despairing of social reform, was Inclised to the view that Albarich and his
ind woald inherit the world {and sald as such in a letter to liset), by the 1870a he no longer put
hin faith in political resedias. NBrilnnhilde offers a new way forward - but At Is one thakt oss only
be approached by suffering through love. Alberich, the gquistessential rencecer of love, oan bave
no part in this, lia has been swept salde (conoceptually speaking) jwet an surely as Wotan has been
svept aslde.

I liked the Nollinder and Tannhoser very much. lLobengrin was shocking (Elss really did surder
wtiried and Lobeogrin was serely a flgaent of her wishful thinkingt), end Tristan a coe-ldea
oduction (all three soecws on and around a fallen angel im a ninetesnth century cemstery).
Melstersinger was Interesting but notable mainly for the last minute engagesest of Reiner Coldwry

(at 63, a shadow of his former self) to aing Walter. lia got the mympethy vote. The hexces of the
featival were Maltrand Meler and Ffene Pape (vonderful in every respect).

Boge O se0 YOU See YOU 800N,
Marsast wishes,

Petor

Page 1 of 1
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Item , Inbox folder Page 1 of 3

ot uid | 2 | o2l T, | oBf2r7

Subject: Re: Back home
Date: Thu, 13 Jun 2002 11:45:44 +1000 Status: Normal
From: "elke neidhardt® <eneidhardt @ optusnet.com.au>

Dear Peter,

Thanks for detailed description of your Marathon Wagner journey and welcomo
back. Yea. the suitcase takes over in the end and threatens to ruin ones
joy. Yours was a long trip in no doubt still cold weather, so you neoded
plenty of gear, though for men it' = always that much easier.

Of course I' m most interested in what you describe, having seen scme photos
and also the Xupfer Bayreuth production. Looking forward to seeing the pica
you have gathered when next we meet, 1 dare say you won' t much feel like
travelling for a while!

I have decided to keep as many meetings as possible divided between S.
Curtis only and Michael and Nick only. Has proven to be more fruitfu,
Howover for tjihe ones you are able to attend I would imagine that we should
all be together.

Michael , Nick and I have (In Perth) mapped out a grid of times when we
three are available until the end of October.

These dates are:June 21 (I start Ballo in Maschera on June 24)

July 23, 26

August 1 (then Michael in Melbourne. August and
September has not bean {inally
determined )

(Sept. 18-0ct.20 1' 11 do Chenier in Brisbane. ¥For a
week both M.*N will bo there as
well)

Oct.23,24

I don' t think for a moment that this is enough, but these dates are
definites with more to be added as we go, probably not always with Nick.

At present we don’ t envisage to get into Goettoerdasmmserung much before end
of July with a lot of lose ends to be tied up on the other three.

Please let me know how this sits with you.

1 nust say I am more and more inclined to think along the lines of Wotan
manipulating or indeed turning himsel! (anto the Woeodbird one way or the
other. It makes very good sense as in many ways does the re-appearance of
Alberich in the end , particularly in the current political situation. It is
a vory grim view to take and it {s not in the music at the end which speaks
of a new ( tranguil?)beginning, so I won’ t do this.

Must run. Hope you' 11 allow yourself some tinme to get your bearings. Glad
to have you back safe and sound in freezing Canberra with the golden autum
leaves.

Talk soon, I hope.

Beat greetings,
Elkeo

~=s== Original Message «---=
From: *P Bassett® <pbassettiwebone.com.au>
To: "Elke Neidharde® <eneidhardtoptusnet.com,ou>

~Admailweb.cgi?emd=item&utoken=pbassett @210.8 44, 14_67016d382b322927006000& ite 14/06/02
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Wed19 Jun 2002 11:08 AM

From: P Bassett <pbassett@webone.com.au>

To: Elke Neidhardt <eneidhardt@optusnet.com.au>
Date: Wednesday19 June 2002 10:58 AM

Subject: The Giants

Doar Elke,

A thought suddenly cocurred to me conoerning the vexsd gquestion of the glants. I doa’'t know about
you, but I have sever seen a thorooghly convincling deploticn of thase. The

days i on size - Litarally their ‘glantiss’, wvhereas I would like to suggest that the emphasis
should be on thelr beutishness, le complete lack of cul -

that la the real foll to the ‘culture” of the gods and the scurce of thadr mutual antagonism.
Interestingly, Wegner's own depiotion of Pafner and Fasolt In 1876 was slsply of sen of normal
stature, prisitively dressed in furs from head to

reswants of branches attached, contrasted with the

the legends, the glants are the eternal enmmies of the gods and are instrusemtal in thair wdoing
& Ragnarck. This can be Interpreted as the clash

My thought for today!
Warm wishes,

Poter
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P Sebu fodder

—
o previous message K| 2, | 2, |o T | o |10113
Subject: Goetterd...

Date: Fri, 2 Aug 2002 17:10:10 +1000 Status: Normal

From: "elke neidhardt” <eneidhardi@optusnet.com.au>

Dear Peter,

Of course wo will need you on Goetterd..! Things are Deginning Lo get &
bit cight, the most difficult task, as usual, beling to get everyone
under one hat.

With the next meetings this seems no longer possible, Nick having

ovi loaded himaelf totally, 3o Michael and 1 are atarting on G, on
August 1% (after having met with Stephen at the model] as well as on
Friday 16 all day, which might be the best time for you to come. 1 don'
t know why noone is available next week but that' = how things are. I'
11 have one meeting with Stephen Curtis next FPriday %th, long overdue,
ho keeps cancelling on me.

Aa you can see, 1I' nm becoming slightly frustrated, particularly in view
of the fact that 1' m supponed to be In Srisbane for the next instalment
of Andrea Chanler as f(rom nld Septenbes, My Agent 1a at present
negotiating for me to arrive a vweek later and let lan ,my asssistant, do
thy firat week. We would then have at least 4 days from Sept.19 with all
of us (not Curtis) together.

%o, how does any of this work for you? We *"finished" Siegfried concept
the day before yesterday only... Don® t scare Steve with any of thia. It
will all be there but, I fear, only just, The model looks sensational,
Rheingold and Walkuere iy complete ad Siegfried is slightly ecasier.
looking forward to hearing from you.

Bent wishes,

MM AM

Elke

Dear Pater,

Of course we will need you on Goetlerd..! Things are beginning %0 get & bit Sght, the most difficult task. as usual, being

10 get everyane under one hat.
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Monl12 Aug 2002 11:34 AM

From: P Bassett <pbassett@webone.com.au>

To: Elke Neldhardt <eneidhardt@optusnet.com.au>
Date: Sunday11 August 2002 1:09 PM

Subject: A thought

mwroly thtu- Tha, in his dress-like state, lagen would witness cne, two, theo maltiple
imagen of his father - phantom-Like, Insubstantial, sometlmes here, sooetises there - (nfiltsating
| *wery cormar of hls i baf, vanishing gradually as the dewn begine to break,

S0 much of G, is about deceit, mistaken {destity, mlisunderstanding - {llusion. The motlon of
miltiple isages, split personalities - shadows rether thas substance « might spark soee ldess that
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Monl2 Aug 2002 3:51 PM

From: elke neidhardt <eneidhardt@optusnet.com.au>
To: P Bassett <pbassett@webone.com.au>

Date: Monday12 August 2002 3:03 PM

Subject: Re: A thought

Dwar Petac,

Sorry for not having written earlier to thank yeu for
Operetta® I actually didn' t get the to isten

the weekond, bt then enjoyed it gquite a lot. Our Baby sure lends itself to
parcdy, dossn” € ItT This one As very clever the way it uses the suslo, more
in that aspect than the words. Thanks for golsg to the trouble of sending
isl

Your thoughts on Goetter... are most weioome and intelligent, We havem” t
vwod morrors this tise (having wsed them in both Tannhauser and Chenler) but
.in certainly an attractive way of looking at things.

A present I' m stil]l trying to find the ultimate wolution to the Norme, you
sow how far advanced I am! Unfortunatly the Hrisbane productics of Chesler

proves pore time conmaming tham I had anticipsted.Can® t walt wntil 1 cen be
singlemindod with all other productions cut of the way. Mave sald no to all
offers for 2003.

A for Thrursday: My mcbile No is 0418131 476. Pleass ring before you set
off to my place Lo sake sure we are beck.

Locking fosward to seelng you, and agals many thanks for thoughts and great
ontertaloment .

Poat wishes,
Elke

* The Operetta was a recording of Die lusrigen Nibelimgen by Oscar Straus,

e Qriginal Mesoage «eeee
;| emr "P Bassett® <phassettbwebons.com. s

ot “Elke Neldhardt* <eneldhardtioptusnet .oom, s>
Sent: Sanday, Aogest 11, 2002 1:0%

Subject: A thoognt

> Doar Klke,

>

> I'm locking forward to seeing you and Michael again on Thuredey afterncon.
> In the meantisme, hare is a thooght that might be helpful in finding a vay
> visually into Goettordasssmrung. Ita gemeais ia the fastastic

> Bagen/Albexich meeting in Aot 2 scene 1. I recall seeing a sovie onoe
> (can't rwmesbeor which) in vhich a shoot-cut takes place in a falr grouwd
> ball of mirrors. The pursuer sees what he takes to be the pursued and
» ahoots at hiz, caly to see the image shatter ismto splinterws of bwoken
Qlase,

> The lsage apposrs scmnvderwe elas and another shot Le fired and the same
> thing haggens. Then more and sore leages appoar and we doo't komow which
is

> real and vhich are merely reflections. Thus, in his dream-like state,
Nager:

> would witoees one, two, then sultiple images of his father - phastom-like,
> issubatantial, scemtimes bere, scoetises there - inflltrating every cormer
> of his occoscloussess before vanishing gradually as the dawn beglss to
break.
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Sun2S Aug 2002 4:37 PM

From: P Bassett <pbassett@webone.com.au>
To: Elke Neidhardt <eneidhardt@optusnet.com.au>
Date: Sunday25 August 2002 4:36 PM

Subject: Fricka

Doar Elke,

1 am juet working on a new editicn of my Ring book and I have been thinking about the role of
Yricka in the Neding/Eleglinde/Slegeund episode. One (male chauvinistic) istesrpretation course
is that Pricka is & shrewish and rigldly convestional wife who makes Wotan‘s life a misery. The
sore fashionable (feminiat) view ls that she I a mcrally wpright woman holding her grownd In the
face of Wotan's desplcable behavicur and standards, Actoally, © think there (s a

third
oharacterisation that ls such oloser to the mark. The oloe is to be found im the flight by brother
and sister in Aot Tvo of Die Walkuere, which I have described as follows:

“Thw orchestral introdoction to Aot Two is filled with agitation. The theme that we had last heard

- mot, it ahould be noted, because of her loving relationship with Slegeund but beceause of her long
humiliaticn and abuse at the hands of NMunding. It was Hunding and his loveless marrisge that had
wade har feel unolean and unworthy of the man with vhom she now flees,*

The cceclusion to be drewn from this s that, ia Pricka's view, even a loveless and degreding
marriage I to be defendod to the death (literally) whereas a loving relaticeship that flowts
comvestion must be crushed. ¥Who la worme, Monding or Fricka? They are two of a kind to my mind
and certainly Frioks emerges as & masty, self-oestred piece of work., Wagner hisself! explalned the
tar-reaching ramificeticna in these torma:

“Alberioh and his ring could not have harmed the gods unless the latter had already been
susceptible to evil. Mhace, then, is the germ of this evil to be found? Lock at the scene between
Wotean amd Fricka...The fire bond sdulich binds thes both,..constralns thes both to the mutual torment
of a lovelsss uniom.” Ris lapliosticn is that lovelessness, either deliberately chosen, as in the
cane of Alberich, or the product of clrcusatance, asx in the case of Wotan and Fricka, carries the
seeds of destruction. The corcllary is that an act of love, esgecially love to the paint of
solf-sacrifice, carries the seeds of Life. In this case, the seeds of life (the unborn Siegfried)
are indeed the fruits of lowe, Fricka doman't know the meaning of the wurd.

Kind regards,

Peter

Page 1 of 1
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Mon2 Sep 2002 10:58 PM

From: elke neidhardt <eneidhardt@optusnet.com.au>
To: peter bassett <pbassett@webone.com.au>

Date: Monday2 September 2002 10:15 PM

Subject: Fricka and things

Dear Poter,

Thanks for Fricka comments and sorry | haven' | writlen sooner

| think Fricka s the way she is because Wagner needed to justify hes own “lberal® behaviour. He painted a
cunning, conventional, tightlipped women who was ill aquipped 10 follow the "genius™ of Wotan. He would
lot har know frequently that she wasn’ 1 up to his standard In any way. This is “Whao' s afraid of Virgina
Woeolf™ territory 8nd mry haart bleeds for Fricka. Sorry. Morality & all she' s got left and apant from thes- should
shnuﬂyNOTobpdwmsmwmmmmmmmbmunonmsdulmm

asigns from the onset

I have today written a short letterffax to Jeffrey Smart. Just asked if he wanted any folos or other
explanations on the production. When do you think we' d need the poster?

| am afso wondering whether you have got any further with Lisa Gasteen' s Agent re. her attendance of the
Stage rehearsals of Walkuere. | urge you 1o give thes your attention. We really need her there for more than

2 weoks!

| am struggeling with some things in Goetterdaermmerung. Bruennhildes last monclogue, for example, when
she mentions that Siegiried indeed put the sword betwean harself and him. After ali?77 Did he of didn' t
he? But | think I ve worked out why the Rheinmaidens don' | take the Ring i Act 1112

And why is Siegfried so nihilistic, nol caring sbout life or health? Does he know he' s doomed? Is it a death
wish?

Haven' t found the end yel, but most of the rest. Michaal has been in Melboume, as you know, but | hope
10 have another sassion with him soon. and with you, of course.

Keep weall!
Best greatings,
Ewo
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"
Tue3 Sep 2002 11:53 AM
From: P Bassett <pbassett@webone.com.au>
To: Elke Neldhardt <eneidhardt@optusnet.com.au>
Date: Tuesday3 September 2002 11:53 AM
Subject: Goetterdaemmerung
’

Oear Elke,

Thanks for your lateat esail. Re cur "Smart Poster', I think it would be good to launch the poeter
at the Weekend In Segtesber pext year, vhen we plan Lo have naticeal sedia in town. Which meanas we
would need a aketch before the end of this year and the finlshed painting by say, end of Apeil, to
give us pleoty of tise to print. We'll probebly print scee on high quality paper for
signed/madwred varalons to glve to special dooore (and to sell during the productiom).

1 bave beec whittling away st getting Lisa Gasteen to Adelalde for extra time In 2003, Her agent

(vho has advised her Lo agree) expects to have a respoose In a mattesr of days, »o I'11 let you know

a» soon A T have sceething. You'll be plessed to know that I've managed Lo get her to work week 10
) In 2004 for the cruclial stage rebearsals that weok.

What DID hagpen on Bruennhilde's sock?

The strongeet evidence suggeats that Siagfried (as Gunther) and Rruennhilde spent the night with
Nothung lying betwsen them. If one relles solely on Siegfried‘s remarks (treating them firstly as
ironle and, later, aa deceitful), a csse can e made that he did rape her. The authority for this
is Thidrek's Saga of Bern (0.1260-70) which states categorically that on the fourth night, at
Genther's request, Slegfried deflowered Bruermhilde by force., However, although Magner relied oo
Thidrek's Saga for material ia Slegfrisd, he sewes not to have dooe so for Goettordassmerung. In
hias 1848 proae sketch 'The Nibelung Myth - A Sketch for a Drmma’ whioh formed the basls of
Sleqgfrieds Tod, Wagner desaribes the situatics in these tarma:

‘Already robbed by Sleqfried of har maldenhood, she has lcat alike hear sopearhusan strength, and all
her sunecraft han passed to Slegfried - who does not use 1t; she Is no powerless as any sortal
woman, and can only offer lase reaistasce to ber new, sgyreanive sultor; de tears from her the Ring
= by which she ls now to be wedded to Gunther ~ and foroes her isto a cavern, where he sleegs the
night with ber, thoogh to her astonistbamnt he lays his sword betwwen them.”

This, coupled with Bruennhilde's referscce In bhexr final monologos to whioh you refer (and which
Sad forgottan about) makes it pretty olear I think that Sleqfried did not rage her when disgal
| s Cunther - not out of respect (his brutal actico has already pet paid to that) bwt only because
of his commitment to his ‘bDrother'. Had it not been for Als cbligation to Gunthar, be would have
rapod her. It im »till hardly ncble tebaviour.

i

Slegizied's Nihilism?

This, I thick, la & left-over from Siegtfrieds Yod - one of the odd little detalls that cling like
barnacles Lo the poem of Coetterdasmmerung. It was part of Wagner's original idea that Slegfried
“takos on® the gods and Rroesohlilde purges their gullt Ly the act of self-lssolation. In that
version, the gods ccetinue to reign in glocy instead of gerishing, and Droesnhllde and Slegfried
rise above the flases like Semta and tde Dutolman. This of course reflected Wagner's political
ideas at the tise, In vhich the arlstocratic/plutocratic regime woald be swept swwy but the Saxon
king would remain as father of his pecple and bead a kind of crowsed republic. After all, in 1840
Wagnes was still in the king's meploy!

Agaln, Wegoer has quite a lot to say about the incldent in him 1948 prose sketoht

‘The Daughters hanker for the Ring, and beg it of Slegfried, who refuses it. (Juiltless, he has
taken the guilt of the gods wpon his, asd atones thelr wroag throuwgh his defiance, his
self-dependence.) They prophesy evil, and tell him of the ourse attaching to the risg: Let him
oast it in the river or he sust die today. Siegfried: *You glib-tongued women shall not chest me
of my might: the curse and your thrests are not worth & halr to me. What my courege demands
governs my life; and vhat sy mind determines I am destined to do. Call this a curse or a blessing,
1'11 follow this course and Dot act oostrary to my natare.* The three Deoghters: “Would you cut-do
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Tue3 Sep 2002 11:53 AM

the gode?” Slegfried: "Show me a chance to master the gods and I'11 use all sy might to vanguish
them, 1 know three wiser wommn than you thrwe; they know that the gods will one day struggle in
fear. Well, so much for the gods « I'1l do battle with them. o

ting stays mine, and thus I cest sy life behind me.* (Be L3
backwards over his head.) The Daughters scoff at Siegfrisd who thinks himeslf as stroog and wise
as he is blind and enslaved. “Caths he has broken and doesn't know it; a pei

ring he's lost and doesn’t know it; runes and spells he was tsoght bat he's forgot thes,
Farewell Siegfried! We know a noble wife who this day will posseas the ring are
slaughtered. To her! &w’ll glve us a better hearing.*
they sove avay singing. Be shouta: “If I were not troe to Godrun, coe of yoo
enanared mel” "

:
2
:
4
i
4

In this version there 1s oo suggeation (a» in Costterdassmesung) that he contomplates returning the
ring to the Fhinesaldens for a bit of slap and tiockle im the bulrushes. Once again, it seoms, the
Fhinesaidens are reluctant to play those kind of gemes, even If Siegfried is a Letter catch than
Alberich. As with the Nibelung, they‘ll flutter their eyelashes and swish thelr talls but swim
avay just the same.

Bope this belpe.

“‘urm regards,

Petar
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Thul2 Sep 2002 12:06 PM

From: P Bassett <pbassett@webone.com.au>

To: Elke Neidhardt <eneidhardt@optusnet.com.au>
Date: Thursday12 September 2002 12:06 PM
Subject: The Ending

Doar Hlke,

Aa you have sentioned, the ending of GStterdisserung poses a particular aballeoge. I have tried
sort out in my own mind a satisfactosy wey of describing the setapbysical idess behind it and have
come up with the following., Of course, how this can be deplicted oo stage is another satter « but I
think I'm getting closer to what Magnes was on about. Nis phlloscghlcal polnt of departure was, of
courmn, the great soesw between Wotan and Brlsnhilde in Act II of Malkilve, arowsd which so much of
the droama tarms,

]

In this soese, Wotan Deging Lo accegt the loevitabllity of his own demise and the end of the goda.
e puts himself on the peychoanalyst's cooch. At first he heaitatea, not wanting to lower his
smad, too frightened to confront his laner self. Only wheo Erlnnhilde cotnvinoes hils that she
really 1s his alter ego, does he let go, and everything ocmes pouring out., ‘With lcathing, I can

find only syself in all that I have created’' bhe says. ‘I must fotrsake and surder the son wive I
lowe and who Lruste me. ... Lot what I have bulit fall spart, ... I desire only coe thing: the end,
the end!' This scene, with lta graghlc ralalng of the lous mind to L . waa

ccmpleted by 1854, two years before the birth of Slgeund Freod,

Dy this tise, Magnar had becose a very differest man from the stary-eyed revoluticeary of the
Oresden yoars. His ldeallsm had gome, and he o longer looked to politiom for solutions to the
worid's problems. Je was profoundly cynical of all ¢ of g and the sechanissa of
produection, distribution and exchange. He was begloning to think that thero was no resedy for
Inmanity's ills, at least by way of collective acticn.

It was at this time that Magner encountered the writings of Arthur Schogeohauer; writings that
fitted hin own mood like & glowe and gave his an istellectual frasework for the remainder of his
life's work, Se had, hitherto, been mowed philosoghlcally by what he described as the “cheerful®
Groek view of the world, bot Bchopenhaser's theals (whilch is mech in sympathy with badkihiss),
offered the annihilation of the will and complete self-abnegation as the caly true mesns of
redemption, What dosa this mean?

. hopeshaver oalled the instinctive, driving energy within busan beings, the ‘will', and to this
«111 he attributed all evil and strife. In this costext the English word “will’ (and indeed the
Carman word Wille) does not oarry Lte usaal, everydsy meaning of deliberate intention, but refers
to an imstinctive, inner ¢ at the of our being. It la a metagdysical notion. wWilling,
wanting, loaging, craving are mot just thisgs that we dor they are things that we are,
Schoperhacuer argoed that the destructive coomequences of the will could be avolded only by
achioving a state of detactment, In which the will was lnactive, a conditios mot unlike the
Buddhist notlion of nirvana - which Is literally the ‘blowing out” of the fires of greed, hatred and
dolunion. Mo also argued that the arts - esgecially musle — oould offer at least a temporary means
to achieve this detachment. During the last three decades of his life, Wogner becase more
conourned with swtapbyalcal lssoes than with political coes. 1In hls greatest works - those weittenm
aftear the nld-1850s « bhe looked imvards at buman nature, rather than cutwards at human soclety, We
oan sos this happening in The Ring from Die Walkilre ormesrda,. Tt is this idea that in ultisately
expceased in the dramatic cloaing pages of The Ring.

Magnes once referred to Gotterdissmrung as ‘a tragedy of fate'. The gods, glasts, dwarfs and
bamans are all trapped In a fateful web, from whioh they struggle, in thelir owm ways, to be free,
In the end, it ia only through the extinction of craving for power and wealth asd cther worldly
things - which lies ot the root of cur suffering - that Mmsanity can be transforsed. This is the
insight that Brtnnhilde achleves thrcugh the intenalty of her lowe for Slegfried.

Hope this helge.
Warm regards,
Page 1 of 2
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Mon23 Sep 2002 12:17 PM

From: P Bassett <pbassett@webone.com.au>

To: Stephen Phillips <sphillips@saopera.sa.gov.au>
Date: Monday23 September 2002 12:16 PM
Subject: Ring Design Meeting

Dwar Breve,

The design seeting yesterday made good progress and we got through Cotterdamsatrwng. There are a
fov loose ends to tie up but the maln conoepts have boen worked out. The Norns soene and all the
scwnos on Brunnhilde s rock will wtilize the existing "1ift’ mechanism, 20 no new scenic clementa
for those. The liall of the Gibbichsnge will wee the Fhelingold portals olad in red laogquer pasels -
1 had suggested thinkisg in terms of a Forbidden Clty, with a feeling of oriental/ccoldental
cultural difference to leply a contrast betwees the reals of the Gidbichungs and all that had gone
before, They liked this ldea and it will make use of the portals again. The portals will move
backwards and foswards on castots, 0 that the Ball can either extend the full degth of the stage,
wove book to a half-way pomition or stack up agalnst the resar wall like Chinese Dodes - o0 Lleslde
the cther. The soet distant 'freese’ will have a sloping top, to bomak the strict symsetry aod
oreate a seose Of things being a bit cut of kilter In the land of the Glhbbichungs. The calour teo
should make quite an ispact after all the grey, black and wvhite of the cther sceres.

The Act 2 vassals sare Hagen's thoge; pretty rough 'skinheads’, which I think is esactly right., The
women on the other hand will be Gutrune's friesds and relatives and would be conservetively
dressed., The men in the Act J hunting soene will be Ounther's supporters, on a sort of arwy
tenazve oxercise. They would bring on half a dosen cartons of boar (to use an seats as wll as for
drinking), so there might be a spomscrship opening for cew of the breweries herel

e Fhinesalidens scene vill use the adjustable vake down stage (an the rives bank), behind which
they will cavort, There wouldn't be any new scenic elesents for the hesting sosne. Slegfried's
dead body would be left in a pocl of light on the 'lift'. During the funaral susic a gauze curtain
would be drawe (probably by Hagen) sorces the soene and, bedind lt, Elke wants ‘doubles’ of Motan,
Slegmund, Sieglinde eto etc to appear, coinciding with varicus referesces In the ssslc, Then &
mother would cbecure the scene ensbling it to be set for the final shomdown, The hall of the
Gibbichungs would be in half open position, with spece In froet. It would later move slowly
upstage for the final oomflagration. Seqfried weuld ‘lle in state' with the people filing past,
and then he woald be carried upstage and through the partially opened soreen doors and out of
aight, Nrumshilde would be left aloew for her lomg pesoratiocn and, after throwing the beand
{setaghorioally) on the funeral pyre, disappear through the ugestage opeming. A fire batten would
o lowered and ignited behind the mesh scyeen, illuminating the red portals of the hall, other
fires wuld spring out of the downstage vents. Ween Hagen dashes for

would be activated and the downatage rake (river bank) would rise and Hagen would be swept boneath
it. Mo would then see the fires through the water curtain before

for the final “berwchtes wander' music
children onto the stage at this polint, dressed in cootesporary, everyday clothes. A couple of
idess are belng conoldered: elther they would carry ssall pime tree seodlings (her esviroosental
statssmnt ) o they could be petting om or taking off surgical masks (an smwirommeotal waning) or
(7) scemthing else. More work has to be done on the flnal sysbollims, I have argued for a
pomitive, hopeful ending, and this ls Elke's (and

other band would be just as hagey with a bleak endisng but he is not fimmly coemitted. I think the
optimists will win - parhaps with & nod to the ldes that 1f mankind doesn*t get its aot together
theti....e

%
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So, that's where things stand at peesent.
Bost wishes,

Poter
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Mon23 Sep 2002 5:55 PM

From: P Bassett <pbassett@webone.com.au>
To: Elke Neidhardt <eneidhardt@optusnet.com.au>
Date: Monday23 September 2002 5:55 PM

Subject: Ring meeting

Dear Elke,

It was good to cateh up again yesterday, thanks for your hospitality. 1 thisk the designs are
tremendoos. The option of introdeolng some live vegetation into the final stage ploture appeals to
e A lot, as soggmeting a qualitative change in husan swsrecesa. Apart from the contemporary
ecclegical resceance, there ls also & passage In the legends of the Boddha that undecpine the idea
quite nicely. Magner certainly knew his Buddhist stories, as Coaima's diaries and the passage
ending the GStterdismerung poma (oot set to susic but poesesved in the published text) make clear.
In a First Cemtury Sanskrit text called 'The Acte of the Buddha' we read the following., It oould
eanily be desoribing the events following BriUnnhilde's lmmolation:

‘And when the Sage entered Nirvana, the earth quivered...and flrebrands fell from the sky. The
beavens were it wp with preternatural fire....Fearsome thanderbolta crashed down on the
sarth....The rivers, as If filled with grief, bolled over. Beautiful flowurs grow cut of season oo

the Bal trees above the Buddha's couch, and the trees bemt down over him and showered his golden
body with their flowere.”

™he lsagery of violest upheavals being followed by flowers aggearing out of season and trees
ralning down their blosecew, ls wuch a teautiful cne. I can't think of a more perfect way to
expross nature's ccetinual benedicticns cn a wounded and saffering world.

Warm regards,

Peter
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—" 19Jan 2003 6:44 PM

From: elke neidhardt <eneidhardt@optusnet.com.au>
To: peter bassett <pbassett@webone.com.au>

Date: 19January 2003 12:38 PM

Subject: Amsterdam Ring

Doar Poter,

Many thanks for passing on Bill Gillespies impressions of the Amsterdam Ring Production Being so datailes
s, idoed, very inleresting and | coulan” | fad but notice same paraliels to our concept. | have seen a photo(
in Opernwelt?) quite some time ago of the orchestra being on stage and it might well be this production that
Ashar is refermng o occasionally. Obwviously worth seeng. The treatment of the chorus didn” t convines me

at all inesectually, | must say, but then it' s no good judging something one hasn' t seen.

My thoughts are travelling to Canberra and particularty 1o you Immm-mmonm
naar the horroezones. It all lookes terrible on TV, seemingly wocse than anything we had in NSW. | would be

. “ratedud for 8 Drief message 10 inform me how you are
Would love o see you and do lunch whan you are in Sydney.
Thanks again,

bes! greetings,
Elke
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19Jan 2003 6:44 PM

From: P Bassett <pbassett@webone.com.au>

To: elke neidhardt <eneidhardt@optusnet.com.au>
Date: 19)anuary 2003 6:43 PM

Subject: Re: Amsterdam Ring

Dear Elke,

Thanks for your message. Its a bit smoky here at the moment but Turner has been
spared the fires so far, Lots of blackened leaves fell on us yesterday and the sky was
orange in the afternoon - very dramatic and quite beautiful in an eerle way. The orange
light made the trees look bright turquolise - Nick would have been fascinated. We are
keeping a close eye on developments and the hoses and buckets are ready, I think
we'll be ok. Our doctor wasn't so fortunate. His house in one of the outer suburbs was
destroyed. Not & good time for animals and birds, and we have had quite a few
feathered refugees to our garden where we keep dishes of water topped up. The cats
spend most time indoors, sensibly.

Glad you found Blll Gillesple's Impressions interesting. I'm looking forward to seeing
you in February and shall be in touch again soon,

Best regards,
Peter
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Item , Inbox folder Page 1 of 1

ot w0 | 12, | o5 | o]0

Subject: Loge
To: "peter bassett” <pbassett @ webone.com.au>
Date: Tue, 11 Feb 2003 20:53:15 +1100 Status: Normal

From: "elke neidhardt” <eneidhardt @optusnet.com.au>  Save Address '

| hope the cats are allowed out again and that things generally are easing up in Canbarra, Still, it will take a
long time to erase the hoerors of those fires and | always foel terribly sorry for those afflicted. Doesn' t bear

thinking about-losing all you posess.

1 wonder i you might enlighten me a it about Loge. | never quite understcod why he s 50 unpopular with all
the other Gods, why Wolan says he is his only Iriend. What happened in the past???

As you remember we have costumed him rathee like Me. Teflon, smooth and surviving af upheavals, | have
arrivod ot the moment of his entrance in my blecking/production concept and noticed that mry picture of Loge
is really not clear..,

Have we heard anything from Mr, Smart? Are his hips 0.k.7 Has he had any lurther thoughts on the poster?
Should we send him some production photos??

I' m looking foeward to seing you towards the end of the month and hope that this finds you well and not too
hot.

Best wishes,
Ete

ot w02 | 25 |0 L | 0|1t

Detete |  Setviewstie |
™ View headers, I~ Variable width font,  Inline Images, T View as HIML I Exccute
HTML

hitpiwebmail. webone com.aw/cgi-bin/dmailweb.cgi?cmd=item&utoken=pbass... 12-February-2003
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Sun, 16 Feb 2003 10:59 PM

From: Peter Bassett <pbassett@webone.com.au>
Reply-To: pbassett@webone.com.au

To: <eneidhardt@optusnet.com.au>

Date: Thursday, 13 February 2003 11:40 AM

ies in his symbictlo relatlicaship
Wotan. They need and use each other, asd the other gods resent thias,

he rescets to cusning and dishonesty to get arcsnd them and,
he very basls of his own asuthority. Loge alds and
him in this. The cther gods have little or nothing to galn from suah
loar ot everythisg to lose. If Wotan falls, they fall with hism, and a0

:
-
4

and dishoscarable alliance. Loge survives all upheavals In Fheingold bat he

Toalises in Aot II that he oannot have his cake and eat it « that Ls why he
meeda a totally indepecdent man, to do his bidding 'by oppoeing him', as he
tells Brossnhilde. Siegfried does Indeed oppose him in Act 11X of Siegfiried
and so he than knows that he has at last found suoh & man. By that stage, Wotan
s willing his own demise and 90 the encounter with Siegfried i (ircalcally)
juat what Motan has been hoping for. Wotan no longer lamente the and of the
yods (as be tells Erda) but looks forward to it - but that's another story.

Althoogh the other gods are deeply resentful of Loge, ssd Fricka has scoe particularly
Barsh things to aay about him, they do find his particular skills wseful from
time to time. Pricks, for lnstamce, ls rather attracted to the idea of getting

bold of the Fhelngold if she oan have some sttractive jewellery as a result,

and Loge assures her (like the sttentive salsaman that be in) that any woman

o0 adorned would be able to keep a wvandering husband uder control.

One other pasaing thought. The leltmotivs for Loge and the Tarnbels [(and any
refaronces to magic, decelt, trickery, drugged drinks eto) are related. The
Tarnhels motif fs jJust & slowed down vessios of Loge's motlf, The clear implicetion
iz that all manifestaticons of decelt and magio share a common psychological
Qualivy.

1'm sure I'il think of a few msare points bat I hope this ls of heip.

Marmmat wishes,

Potas
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Sun, 16 Feb 2003 10:58 PM

From: elke neidhardt <eneidhardt@optusnet.com.au>
To: peter bassett <pbassett@webone.com.au>

Date: Friday, 14 February 2003 6:23 PM

Subject: Loge

Dear Peter,

Thank you so much for going through the trouble of enlightening ma about Loge. You really answered all
my questions. | assume therefore, thal there isn' 1 a particular incident that Wotan Is referring to whan he
says that be is the only friend who has quasi promoted him, Loge, 50 he can dwell amongst the Gods It is
8 good explanation that the other Gods simply dor’ t like hes vulgarity/slimy dealings and certainly not
Wotan® s dependency on him

So | have finished mappng cut Loge” s ana today. For me it becomes exciting through the very different
reactions of all on stage, otherwise it' s just anothar “story 5o far” Realising Rheingold is rather like directing
' play, | find

I hope you enpyed Goelterdaemmerung in concert | would like 1o hear ALL about i1,
Lel' s hope that the whole world doésn’ t end up a Goetlerdaemmerung. The press is doing its best 1o make
US vary nervous.

Very best wishes,

Page 1 of 1
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Sun, 16 Feb 2003

From: Peter Bassett <pbassett@webone.com.au>
Reply-To: pbassett@webone.com.au

To: elke neidhardt <eneldhardt@optusnet.com.au>
Date: Saturday, 15 February 2003 1:32 PM

Subject: Re: Loge

10:57 PM

Doar Elke,

Thapka for your measage. I'm sending esails via a public internet machine in
the hotel foyer, which is pot the easiest to mamipulate 50 I'm glad they are
reaching you in coe plece. The Gosttardessmerung concort was very enjoyable
= thare was some Qood singing and the auguented MASD was lospired. Who wouldn't
be with soch maslc! mMmW-llelbm.’mm
was polished and strongly delivered. Physically, he la realtively siight, »o
he will not be an overbearing Hagen in the Salminen mould - more insidicualy
evil. Busan Bullock was in excellent volce and her final acene was genulnely
wwing. The projected soeces of the WA landecape ete were a dlstractics, in
ay view. A bit like listening to a C0 with a television reening in the same
room. I don't think the updated text added moch either, sad It provoked scme
giggles from time to time.

There wan a lot of interest in our Ring during foyer ohat.
looking forward to seelng you soon. I'11 get back to Canberra tosorrow.
A ever,

Peter

* NOTE: The references are to a concert performance by the West Australian Symphony Orchestra
conducted by Lionel Friend, in Perth. Philip Kang had been offered the role of Hagen for 2004 bt

wished to perform Hunding and Fafer as well. When we were unable to offer him all three roles
he withdrew,
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Sun, 23 Feb 2003 11:11 AM

From: P Bassett <pbassett@webone.com.au>

To: Elke Neidhardt <eneidhardt@optusnet.com.au>

Date: Sunday, 23 February 2003 11:11 AM

Subject: Further thoughts on Loge and also the Nibelheim scene

Dear Eike,

It was great to be able to get together on Priday. Here are sose further thooghts that might be
halpful.

Loge (Loki) bas wix rather contradictogy funotices Ln the Scandinvian sources: he is & free agent,
unselated to the other gods; a mischief-maker who gets the other gods into trouble and oot of it
agalin; s wnocospromising teller of usgalatable truths; a mocker of the other gods; an old friend
and favourite of Wotan, distrusted as such by the other gods; and the god of fire.

The firet two of these funotions are taken straight from the Scandinavian loki. The Prose Edde
saye: ‘They also mmber amcng the Assls cne whoa scem call the aischief-makesr among the gods, the
cotriver of all fraod, and the shase of gods and men. Hls name ls Lokl or Loph; his father ia the
glant Parbeatl, his mother ls oslled Laufey,..lokl is handsome and attractive in appearance, but
evil in spirit and very fickle. le sarpasses all othars in alymess and every kind of trickazy.'

loge's third function, a» a teller of unpalatable trutha, locks like Wagner's loventiom but there
is some baals for this in the sources, as is his fusction as socker of the gods. In oee of the
ballade in the Poetlo Edda, Loki makes scandalous aocusations apainet each of the gods Inm turn, In
practically every case it seesm ha is talling the truth, In the case of Odin he mays: ‘“Silance
Odin. You settle unjustly the strife betwean mortal sen; oftes favouring him vho no favous
deserves, letting the lesser wan win.” Odin cese b regarded by the Norsesmen as & treacherous
wmmmmmmmumlfuuucawy.

Inclidentally, Iokli also accuses Freyia of having lowve-dealings with her brother Frey, and with all
the goda and elveal

M for Loge's special relaticoahlip with Motan, the Edda records that when Loki arrived at a feast,
the god of sony, Bragl, sald to hisy ‘At the table the gods will glve you no place, now sor
evermore] for well they know whom they want to invite as a fellow of their fossts'. Wherewpon Loki
apgealed to Odin:  'feswmber, Odin, in olden tismes, as Excthars we mingled our blcood. You told se
thes you would take no drink wmless it were brooght for us both’, and Odin gave Lokl a place at the
feast ~ only to regret it later. It'as interesting to mote the parallel of blood brotherhood
aotween Woban and loge and Slegfried and Gunther.

It has been suggested that since Loge is the cnly god who is not rwlated to Wotan, he ssbodiss not
aimply Notan's istellectual faculty, but rather the elemental power of thooght whilch, though
avallable to all, will serve caly the individual with the determinmaticn to harmess and use it, as
Wotan doea.

Jakob Griss also refers to ‘Loki'e former fellowship with Odinn', so the connecticn between the two
socms to be an old coe and for reasons never explained - except that Wotan needed to harness the
power of thought, just as he needed to harmess the power of wisdom at the well of Mimir,

Loge's funcelon as god of fire has only a dublcus basis is mythology, altbough this is cne of his
prime funotions in Magner. The connection seess to have arisen throwgh a play on words between
loki‘e nane and the name of fire - (¢f Lohe). Wagner of course indulges in all sarts of ward play
with Loge's name.

Loki beoasms 00 evil asd troublestme that the gods bound him in a cave until the omming of Nagnarck,
just as Loge was susscoed to Broesshdlde's rook and resained there until Goetterdsssmerung.

On the guestion of the crlgln of the taking of Frela, I see that in the Andvarl syth, Lokl was, at
one point, ceptured by an eagle, who refused to free him wntil Loki had entloed Idun, with her
applos, from the home of the gods. Lokl did sacceed In enticing her and then the giant Thjazi cese
in eagle-plumage and took Idun sway with him to his hose. As a consegquence of the abduction of
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Sun, 23 Feb 2003 11:11 AM

Idun, the gods became grey-halred and old. This reinforces the Ilspressicn that the abdoction of
was not Loge's original idea but sexved the intarests of the glamts.
cated

soene in Nibelhels, the following observatiocns (taken from my book)

f
i
|
|
|

work in this extended scene. llare, as in sany other imstances in the Ring, the apparently free
form of the work belles (ts carefully crganised strocture. This strocture i disguised by the
large soale of the work and the narrative function of the theses.

Hope this helpe.
3 ever,

Poter
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Tue, 25 Feb 2003 2:07 PM

From: P Bassett <pbassett@webone.com.au>

To: Elke Neidhardt <eneldhardt@optusnet.com.au>
Date: Tuesday, 25 February 2003 2:05 PM

Subject: Wagner's changing motivations in The Ring

Duwar Xlke,
I's glad you are enjoying the book. Don't you just lowe the ghoto of the Mibelungs - and Erdal

1've just boen revising the Introducticn to my book and bave written the following which, I think,

the fundasental change in Wegoer's thinkisg during bls twenty-six year odyssey of
self-discovery that was The Ring. It explaizs internal Inconalstencies and the richaess of Ldeas
that ane finds in the work. I think too that it puts the ending into proper perspective,

Aa ever,

stac

TRGTNG

The Ring, s first concelved, was intemded as a politioal allegory. The aristooratic regime
{regresented In the story by the glants, used to sisple-sinded insctivity asd sase) was sucombing
to the greedy capitalism of the Industrial revolotlon (represented by Alberich the Midelung), while
the Saxon king and his feaily (represented by Wotan and the other gode) were pragmatically trying
to manipalate events and preserve their poaltion. Wagner belleved that, evestually, & new and move
hussoe society would arise, charsoterised by the lagendary Slegfriad, a man who, in a loweless
world, '‘nover ceased to lowe'. During the course of the inmtended opera - them called Slegfrieds Tod
(Biegfried's Oeath) « the hero would confront the gode, Brienhilde would purge their gullt by aa
ot of self-immolation and a reformed Wotan would continue to reign In splendour. The lovers would
share a glociouss after-life together. Measwhile, in the politiocal arena, Wagner was peblioly
expounding the notion that the aristocratic/plutocratic reglme should be mwept away whille the

roformed Saxon king would resalin, Like Wotas, father of his pecple and head of a orowmed republic.
Thus, 1ife wouid Ieitate art.

This wes scon to change. By wid-1ife, Wegrer had beccee a very diff o . Mle b h-taking
idmalism had gooe and be mo longer locked to politios for solutions to scclety's problems. o was
woloundly oynical of all foames of govertawst and the mechanisss of production, distribution and
sxchange. He had reached the concluosion that there was no remedy for humanity’s Llls, at least by
way of collective action. Im Ootober 1854 he wrote to Limati “let us treat the world only with
oontempt; for it deserves mo better; but lat no hope be placed in it, that our hearts be sot
deludod! It ls evil, evil, fundasentally evil.It beloogs to Alberloh: mo one elsel! Mewy with it1”

So, during the last three decades of his life, Wagner was more concerned with metaghysical Lesues
than with political crwe, In hin g ent works - th written aftar the ald-1850s - he locked
iovasds at husan nature, rather than cutwards st husan scolety., We oan see this haggening in The
Ring from the second act of Die Walkitre cmwmrds. It certainly hagpens in Tristan wad Isolde, whare
the lowvers® goal is to escepe from the harsh glare of separate existences. Soratoh the wurfsce of
Die Melstersinger vom Nirnberg and we find setaghynics ewen thare. And, of course, we find it in
Parslfal, Wagnes ‘s most systical work, vhich Is shot through with transcesdental notlons wooh as
the denial of the will and rejection of the world, Wagner himsslf sald that Parsifal owed its
conception to hia flight from the world and from a soulless age of unfeeling utllitarianiss. This
1is an Ldea that burns brightly An the dramatic oloeling pages of The Ring.
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Thu, 27 Feb 2003 6:16 PM

From: elke neidhardt <eneldhardt@optusnet.com.au>
To: P Bassett <pbassett@webone.com.au>

Date: Thursday, 27 February 2003 6:03 PM

Subject: Re: Wagner's changing motivations in The Ring

Doar Peter,

Thank you for sharing the last pages of your book with me. Mhile 1
understood most of 1t, 1 have some Qoestions
oxoept not tonight since pushed for time.

to be Istrodused to you. Se s an Opera and Wagme:r fanatic and quite
knowiedgable. Be owne 1% oomplete recording sets of the Ring, very useful
for me alnce he kindly lends mo whatewer I deaire.

amyway, ha' d 1ike a chat. I think ultimately he wants to write (books,
reviews, I' m not sure). Thought it might beo best (f he told you directly.
He' » Intelligent and won” t waste your time,

I hope you don® ¢ mind that I have gliven hia your esall adreas.

Sorry the brevity. ! contizuse to enjoy the book wery much snd am endelted to
you. Never knew it exlsted.

Will write about your book very soon. Meeting Steghen tomorrow scrming at 0
a.m., A tise whilch I don' t particulariy relish...

Bost wishes,

Elke

Roached the and of fhelngold Sc. J today with all detaila in place. Barrah

wene Original Message «eeee
From: "F Dassett” <pbassettwbons ,oom. e

Subject: Wagner s changing motivations In The Ring

> Doar Elke,

»

> I'm glad you are enjoying the book. Don't you juat lowe the photo of the
> Nibwlungs -~ and Erdal

>

> I've just been revising the introdoction to my book and have weitten the
> following which, I think, encapeulstes the fundssental change In Wagner's
> thinking durisng hls twenty.six year odyssey of self-discovesy that was The
that
> ooe finds in the work. 1 think too that it pots the ending into propsr
> perspoctive.

»

> Ao ever,

»

> Meter

>

> BEGING

>

;
%
i
4
|
E
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Fri, 28 Feb 2003 5:52 PM

From: P Bassett <pbassett@webone.com.au>

To: Elke Neidhardt <eneidhardt@optusnet.com.au>
Date: Friday, 28 February 2003 5:52 PM

Subject: Fire in the forest

Hollo Eike,

I hope your seeting with Stepden this morning wasn't oo trawmatic and that wo still bave a
prodoction.

I'd be very happy to hear from yous Wagoerlan friend vhenever he wants to be in vowch.

On the guestion of wvhethar Mime has fire in his forest saithy, I think the answer is to be found in
his scocunt of finding Sieglinde: ‘zur BShle half ich Lhr ber, s warmen Herd sie 2w hilten'., So,
unless the fire weat ocut somevbere along the way, I think he must wtill have It. It la a bit
amazing that a master smith like Miae can't forge Nothung wiereas a oallow youth wio has Lgnored

L1 his lesecos knows exactly how to do kt. But thes Mise certalnly knows fuar (lots of (t) which
wooma to be the point at lasce.

Bost regards,

Peter
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Mon, 3 Mar 2003 11:06 PM

From: elke neidhardt <eneidhardt@optusnet.com.au>
To: P Bassett <pbassett@webone.com.au>

Date: Monday, 3 March 2003 1:51 PM

Subject: Re: Fire in the forest

Dear Peter,

Thank you for your coetinuisg thoughts given to Mise™ s fire. Yours Is a
good polnt, sad, an we know, thore is the Brates which be has roasted for
Slegfried' » Dinner. I assase that the Cologne Dramaturgue might have been
wrong . They wanted a big effect of sudden fire after the Wanderes' »
departure, whioh he brcoght aboot, thus scaring Mise rsther than the
scandat inexplicable suddes fear of Pafmer. Yes, It' s all about fear not
about fire. S0 maybe Magner wants to just transmie this, that fearfol people
are always the losers???

change

at I didn® ¢t initially snderstand in the ending of your book Ls the
trom belng totally defeated and megative (as deplcted in the letter to
Lisst) to the the ravishisg flnale of Goettordassswrung , #0 full of hope
and positive "light” (for lack of a better word). But then, thare' = 20 odd
yoars betwesn the letter to and the end of the ocopoaition, so ctwicosly
wore than hia political oynlciss changed?

The meeting with Steghen went o.k. fle didn' t sees to want to hear any of
the rather alamming figures which wo had peepared. 5o we will just scldier
on eand hope that be will be able to ralse the muoh meeded Corporate
Gponscrshipe. All a bit frightealing..

Thacks agaln and very best wishes,

Klkeo

e Original Messeage ——--

From: "P Bassett® <pbossett@welone,oom.as

To: “Elke Neldhard:* <eseldhardtécptusnet .oom.an>
ant: Friday, Pebruary 78, 200) 5152 M

Bubject: Pire in the forwat

> Bello Eike,
>

> 1 hope youz meeting with Steghen this sorming wesn't too traumetic asd
that
> wu atill have a production.

>

> I'd be very hagpy to bear from your Wagnerian friend whenever be wets to
be

> in tooch,

>

> On the question of whether Mise has fire in his forest smithy, I think the
> answer i to be found in his acoosmt of finding Sleglimde: “mar Nihle half
> Loh Ihr her, am warmen Herd ale za hilten'. S0, unless the fire went out
> scmendwzo aloog the way, T think be most still have it, It ls a bit
sowzing

> that a master smith Like Mime can't forge Notdwng whereas a callow ycouth
o

> has lgnoced all his lesscns knows exactly how to do it. But then Mise

> certainly knowe fear (lots of it) which seess to bo the poist at lssue.

>
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Fri, 7 Mar 2003 1:46 PM

From: P Bassett <pbassett@webone.com.au>

To: Elke Neidhardt <eneidhardt@optusnet.com.au>
Date: Friday, 7 March 2003 1:46 PM

Subject: Das Ende

Dear Elke,

Thanke for your recent emall. Magner’s change of heart mid-Ring is o fasolnating developmest that
fow (LI any) productions address. It colnoided with Act 2 of Walkilze, which is, T think, the most
Important At In The Ring. We can be specific becasse Wagner desoribes the process is detall in
Mein Leaben, dating it in fact to Septesber 1894, e says that oo Septesber 26th he completed the
fair copy of the score of Rheingold. Then, in the tranquility and stillness of his house, e
boosse sogualnted with ‘a book, the study of which was to assume vast lsgortasce o me'. This was
of course Schopsshauer’s Die Welt als Wille und Varstellusg.

e poem for Walkize had been pretty well finlahed by July 1852 although scme tinkering seess to
o gone on until Jarmary 1853, By lat Septesber 1654 be had completed the compositicoal sketoh
of Act I, on 4th Septester he began Act 2, and then the Echopesdaverisn revelation came soon after
the 26th. You might ask why, Lf the poes had been cospletad by January 1853, should the text
refloct asything of his 1054 conversion? The explanatice (s that he had, in his exile in
Switzeriand, besn suboonsoiously soving towazds this new view of the world, without being able to
articolate it, In fact, he saye: ‘At firet, this didn't sit well with me at all, aod I didn't weet
to abandon the so-called “ahwerful® Greek view of the world wdich had provided my vastege polnt foo
surveyliog sy “Art-work of the Future®. Actually It was Herwegh [who had istroduced his to
Schoperbaues ‘s writings) who made me reflect further oo sy ows feelings with a well-timed woed.
Thin insight isto the essential nothingness of the worid of sggearances, he contended, lloa at the
roct of all tragedy and every grest poet, and even every grest man, sust mecessarily feel it
imtuitively, I looked at my Nibelung posss and recognised to my ssazesent that the very things I
eow foond po enpalatable in the theory were already loog familiar to me in my owm poetio
conoeption. Ooly now did I understand sy owm Wotan myself sod, greatly shaken, I went cn to a
closer study of Bchopenhaoer's book., '
At 2, he vas no longer tosn between trying to

he now felt lnstinctively to be right, and ke

procesded with all the seal of a man who had “seen the light', If Magner sow believed that the
an he sald to Lisst in his letter of October 1894) It was Decause ke

the ending of Paraifal and the sading of Gitterdiemerung are all related and are manifeatations of
the suw aind-set.

In rejecting worldly soletions that merely put us back on the smse old treadaill, Wegner is
suggesting that we should look to cur inner mature, for itd is there that hope truly reaides -
axpreasoed in the ravishing finale, so full of Light.

The snding of Gotterdismerung ia o gualitative leap of the smoat dramatic kind - a rejection of the
old (political) solutions that (nevitably keep producing scce Wotans snd more Alberichs. ‘Fuowing
ourselves, rather than manipulating others' seess to be at the heast of it.

Warm wishes,

Poter
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Mon, 7 Apr 2003 10:46 AM

From: P Bassett <pbassett@webone.com.au>

To: elke neidhardt <eneidhardt@optusnet.com.au>
Date: Monday, 7 April 2003 10:18 AM

Subject: Re: Greetings!

Dear Elke,

Thanks for your comments on the translation, It will be an sppendix to the boock. There will alac be
a second appeadix with scee susical exssples - not the ussal thesatic gquide but rather showing
that, at the heart of The Ring's musio is ‘melody’, a fact scewtimes cverlocked when pecple talk
about Magner's munic. This soema to be a polnt cloee to Asbar's heart and scmething be would Like
Lo bring cat. The sore I listen to The Ring, the more I'm struck by it's selodicusness.
Subocescicanly, I think that this was one of the things that appealed to me about It as a chlld.

The sssumaript As with the publisher now (Wakefield Press in Adelalide) and I hope Lo receive peoofs
in a mooth or two, with the book belng fialshed in tise for the Septesber Weekend lasnch. This
time, the Lllustrations will be & complete set of 40 lithographe ly Mugo Draune (1872 « 7) that are
alte striking but rarely reprodoced.

One idea for the poater that Steve is attracted to s a combination of a misty, warly mosning,
alaost monoohiromatlo soene aoross the water of the Torrens, with Jeffrey Ssart‘s drawing
supetispooed - all put together by a graphic desigoer. This would be one way of cosbining some
speoifically Adelalde elesent along with the wetery, misty elesents of the productics design. This
might be a way to go, or it might not. I'1l certainly keep you in the pioture on this, If the
design could be aqreed In tise for the Septesbor Meekend, that would be an fdeal cocsalon to launch
it - pachaps at the dirmsex.

It sust have twen nioce to have had your sce with you - the house probably seess quiet without
e notice that after cur son has been home for & whille too. Next wwek, Carol and I are
Join Simcn on his cruise ship for a little oruise between Havall sed Tahiti, getting back on
27h. Its the flret tise wo have been able to join his and I's locking forward to just
the cosan 9o by.

Fep

:

Warsest wishes,

Poter

Page 1 of 1
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¢ 2004

The “.ﬁ' of the llibolun’ by Richatd Wagner

Subject: Hello e R s B R
To: "peter bassell” <pbassett@webone.com.au> Cyete 3 - 6 Dvcember - 12 Decarnter 704
Date: Tue, 13 May 2003 22:14:25 +1000 ;
From: "elke neidhardt” <eneidhardt@optusnet.com.au> _ Sily )5 State OPERA
Dear Peter, Gerers! Dvaeind

fregmes Mt

are you back from your Love Boat yet7? Long tme no hear.,

| have had expression of nierest from a German Fim maker 1o produce a Doco on the Ring. Me could not
come to Australa untl quite late in our Rehearsal ime and would probably work with a German TV Station or
with SBS. He is quite a famous guy in Genmarny (Norbert Bedharz, at prasent doing fim on Abbado)

Where are we 8 with Beresford, Has il Ged? There would be no point doubiling up, 50 Beiharz would like o
know bofore he' d go any furthes

There has also been a suggestion by a Bayrouth regular that we should do postcards Bke they do, making lots
of monoey. | think that' s a good iea, particularysince the Adelaide photographer is rather good. Altogether one
shoukd probably take a lead out of Bayreuth” s book in ferms of photographic matenal avallable. Undortunately
there was absolutely nothing. available for the public There was also no dvd made nor even a decent video
which | really tink is a great shame

Someone has %0 adress this tis time round .| know | won' T give it a thought once we staet in senous. Ultimately
it' s money for SOSA, and God knows we need it!

I ve reached the last scene in Wadkuere, starting lomorrow . Then tere' s the Act Il Wolan/Alberich scene
from Siegfiried that you guys lumbered me with, because | have no Walkuere cast 1o rehoarse Then | need o
revise it al. S hoping for that ever-clusive holiday.

Hope yours was good!
best wishes and greetings,
Elke

Elke

& | = ” 0 |
Pnglg' n:ng e 1 Al ‘nyul o4 | Deee | 1074
™ View headers, [ Variable width font, ¥ Inline Images, T View as HTML T Execute HTML
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Item , Inbox folder Page 1 of 2

4

Subject: Re: Hello
To: "elke neidhardt” <eneidhardi@optusnet.com.au>
Date: Thu, 15 May 2003 16:19:53 +1000

From: "Peter Bassett" <pbassett@webone.com.au>

Dear Elke,

Thanks for your note and my apologies for the long silence, We had a great
crulse thanks and it was good to 300 our son In aitu. He has quite taken to
1ife on the ocean wave, which is surprising since our family is not particularly
nautical. Perhaps its just the call of distant places.

Since returning, I've been doing the Cav & Pag program and writing articles
on Dead Man Walking. Also did a small piece on Wagner's enthusiasm for Bellini.

Dellighted to hear about Nobert Beilharz's interest in doing something on our
Ring., The Beresford project has run into & brick wall I'm afraid, because,
after more than two years, his producer has not been able to gecure the overseas
funding. This has been frustrating for me because 1 had worked on four versions
of the script and the exchanges took a lot of time and effort. I have to say
that I was not happy about the direction in which they wanted to take things

in order to ‘popularise' it, so l'm relieved In a way that the time has conme

to draw a line.

I'm now looking at using a local person to do something with a much more modest
budget. We'll trial it with the Ring Weekend and rehearsals in Auguat/Septenber,

g0 that we have something for the record. Howoever, there iz definitely room

to have a German perapective from someono of Bellharz® standing and 1 would

be vory keen to explore this. I've mentioned it in passing to Steve and he too
supports the idoa. In Beilharz likely to bring hia own funding with him 1 wonder?%
Please let him know that his involvement would be very welcome,

I agree entirely about the postcards. I'm handling the ancillary events/merchandiz
this time and am determined to do much more in this regard than in the past.
Incidentally, I had a call from Jeffrey Smart the other evening. We has promised
us his drawing by Auguat,

Glad to hear you are nearing the end of Walkuere (for the moment). 1 recently
picked up a recording of Margery Lawrence singing It in 1940 in Buencs Alres

(Erich Kleiber conducting). Her 'War @3 so schmaerlich® was wonderfully moving.
Exciting to hear the last Australian Bruennhilde, in the year before she contracte

polio.

Looking forward to catching up agein soon.
Warmoat wishes,

Peter

Jdmailweb.cgi?emd=item&utoken=pbassctt@210.8.44.14_2910713b49496a1c4cS800&iten 1 5-May-03
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Item | Inbox folder Page 1 of' |

Subject: Re: Hello
To: “elke neidhardt" <eneidhardt@optusnet.com.au>
Date: Thu, 15 May 2003 11:23:28 +1000

From: "Peter Bassell” <pbassett@webone.com.au>

?l

Dear Elke,

I hope you received my emall yesterday, I'm In Adelaide sending messages via
# link to my ISP, 20 I'm nover quite sure that messages have gone,

You mentioned the Wotan/Alberich scene in Siegfried, My theory is that thias
acene is a homage to Neber, The opening, with its spooky musical atmosphere,

soft tympany beats and lights in the forest is very reminiscent of the Wolf's
Glen. As a little boy, Wagner was so taken by Der Freischuetz that he made

o model theatre in which to 'stage® it. Weber used to dine with Ludwig Goyer,
Johanna and the children in Leipzig and he encouraged Richard in his rflights

of fancy. So, I think this scene in Siegfried is the ‘boy*a* fond acknowledgement
of his debt to the great man., The mood of German romanticism fits perfectly

too with the general *Grimmsian'’ spirit of Siegfried,

Nammest wishes,

Fotorx

4 b | D ‘ | &% 0
Hw".‘-n"zm Irbox | ﬂz ‘N?Na Fad | Delete 205
™ View headers, T Variable width font, ® Inline Images, T View as HTML T Exccute HTML
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Fri, 11 Jul 2003 B:05 AM

From: P Bassett <pbassett@webone.com.au>

To: Elke Neidhardt <eneldhardt@optusnet.com.au>
Date: Friday, 11 July 2003 8:05 AM

Subject: Back Home

val vas a very professional affalir asd I would certainly like
to go thare sgalin. Lovely Rigoletto, and the chorus work In the Dutohmam was a hlghlight -
convinolng soting by the large chorus, There vas a striking solution for the phantom orew of the
Dutchman's ship. When they responded to the taunts of the Norwogian sallors, black alisy arss
appeared throogh holes in the ship's walls, writhing around like megoots protruding from rotting
flesh. Truly horrifying and an unforgettable effect.

poras in Rigs and St Petesabusy were enjoyasbile but standacds floctusted. In 8t Petessbury
(Mussorgaky Theatre) we even had a black and vhite cat upetaging Ooegin and lensky in the duel
soene. It wandered across the stage during Lesaky's aria, sat for a vhile locking at the sudience
and then leapt into a box, from whioch it took & bow at the end to great agplauset

Flat oot now dolng the program for Dead Man Malking, various newaletters and preparaticos for the
Septesbor Weekend.

Hope all goes well. Looking foeward to seelng you scon.
Warment wishes,

Peter

Page 1 of )
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Tue, 15 Jul 2003 9:46 AM

From: Elke Neidhardt <eneidhardt@optusnet.com.au>
To: P Bassett <pbassett@webone.com.au>

Date: Monday, 14 July 2003 8:36 PM

Subject: Re: Back Home

Dear Peter,

thasks for the interesting report of your travels. I heard a bit about the
Savoliona Rigoletto from other friends of mine and I' m haggy to read that
You got et

loast cne performance of Magner scsewhere! I' m looking forward to hearing
more vhen noxt we have a lelsurely Lanoh, surely it Is overdue! The stocy
with the cat reminds me of the posmm in the 5.0.U0 after is was firet
opessed. Children and animals.. notorious scene stealars.

As you mo doubt have heard we have had & bumpy (financial) ride but are
dowly seeing land. I am lookling forward to get started rather than shunting
oodget flgures,

The date of your book launch ls equally moving closer, and I would need scow
detalls before long. Im fact, T know nothiok! Is it the sase book , poesily
secced etition, expanded, that you wrote for the last SOGA cycle? Who
lseched It ot the time? Bow to avold repetitica? Please advise, smaybe after
Dead Man Walking has opeoed Lf you are too busy now?

T would need a bit of a prospt sinoce I have not done a book launch beforw. I
also meed to know if asything else ls exgected from me during that weokend
(I bope nok, ainoe ! seed time to get iszto Mhalngold starting srehearsala the
following Monday |

1 boge wery such that you ate well and that baing back in Marleaton isn' t
oo mach of a shook after your globetrottings.

Very best wishes,
Elke

—— Original Messsge —

From: *F Bassett™ <pbassettivebone.oom. s>

Tor "Elke Feldhardt™ <eneldbardtfoptosnet ,oom.as>
Sent: Friday, July 11, 2003 8:05 AM

Subject: Back Home

> feollo Elke,

>

> I'm back hemw after ay wvasderings at tha other end of the world, It wae o
> fascinating trip but I's glad to be beck. The Bavonlinna festival was a
> vory professional affair and I would oertalnly like to 9o there agaln.
» Lovely Rigoletto, and the chorus wock in the Dutchman was a highlight -
> oconvinolng soting by the large ochorus. There was a strikisg solution for
> the phantom cyew of the Dotchman's ship. When they responded to the
taunts

> of the Morweglan sailors, black slismy arms appeared throogh holes in the
> ship's walls, withing around Like maggots protruding from rotting flesh.
> Truly borrifying and an wnforgettable effect.

>

> Operans in Riga and St Petersburg were enjoyable but standards fluctuated.
> In St Petexsbarg {Mussorgsky Theatre) we even had a black and vhite cat
> upsteging Onegin and Lemsky in the duel sceme. It wandered acroos the

Page 1 of 2
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Tue, 15 Jul 2003 9:15 AM

From: P Bassett <pbassett@webone.com.au>

To: Elke Neldhardt <eneidhardt@optusnet.com.au>
Date: Tuesday, 15 July 2003 9:15 AM

Subject: Re: Back Home

Doar Elks,

Thanks for your message. 1 woald lowe to get together to ‘do lunch'

Malaide? 1'11 be thare for moat of Asguat. I'm reading the proofs of the book at the sosest and
it will be printed scon. I1°11 get a copy to you (or at least a final jroof) as scom an possible,
I have revised the 1998 verslco, and while such is the sew, T
that reflect the latest state of my thisking., I swspect it will never stcop being & 'work inm
progress” - what funl The major new elesents are the appendices and a mew set of (llustratices
uaing forty rarely-seen lithographs by Bugo Beause (b, 1072). Appendix T I a cceplote prose
version of the litwetto. Appeadix II provides musical exssples deaigoed to ahow that The Ring s,
ssongst other thisgs, a sommect to mmlody. 1 am lncreaningly convinoed of the latter,

5
t
i
:
i
g
:

- appreciate greatly your willingness to launch the book (also an cooasion for some hints aboot
your approach to the presest producticel). Apart from that, I hope you will bo my gueet
gala diznes on the Seturdey evening. If you would also like to attend the ASO ccecest condacted by
Asher ca the Friday evening (with Deborsh Rledel dolng the Your Last Songe and Natalle Jones dolng
Rxultate Jubllste) I shall giadly arrange this,

.
¥

The Ring ls an obwesalon, I freely adalt, and has been aince I was a boy. No mattes how old T get,
T wtill recall my joy on discowering it for the firet time. I don't think I oan say quite the sase
about sy other work of art, except perbape scoe of Becthoven's mymphonlien. There Lo a
‘truthfulness’ about It - 1ike & work of nature - ‘as Lrresistible as the sea‘', Debussy said. That
1a what sctivates me.

Wars regards,

Putar

Page 1 of 1
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APPENDIX 5

Media release of 10 May 2000 from the Commonwealth Minister for the
Arts providing details of an increase to performing arts funding from
which government funding of the 2004 Ring was derived.
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Media £

SENATOR THE HON RICHARD ALSTON

R e 7 e a s e Ministes fur Urnimwmmatiovs. brfoneaiimn Vovimrlogy wmd sl Aens

{hpwir Leader of sl Cuovernmnend e the Newate

ALL STATES AGREE TO BOOST PERFORMING ARTS FUNDING

I'he Minister for Communications, Information Technology ad the Arts, Senator Richard
Alston, today announced that all States had now agreed 1o coptribute 0 the Commonwealth's
proposed $70.2 million rational funding boost for the performing arts

‘The Commonwealth will therefore provide a total of $45,012 million over four yeurs 4 the
package, with the States providing 8 total of $25.206m over four yeurs,” Senator Alston ssid

“The Commonwealth contribution comprises the $43.3m announced in List night's budget,
and an additional reallocation of existing funding. The package will secure the anistic and
financial futures of the nation's 31 major performing arts companics, i line with the
recommendations of the Major Performing Arts Inquiry - the Nugent Inquiry.

"These 31 companies make a major contribution 10 national social and cconemsc activity. The
Inquiry found that in 1998, for example, they generated $124 million in box office revenue,
employed more than 3,300 people, and penerated $2.80 of additional economec activity for
every dollar they camed.

‘But the Ingquiry found the companies were often in dire financial straits Jue 1o risieg costs,
static or falling sponsorship, and pressures from other entertainment forms on bax office
revenus.

“The Commonwealth decided to tackle the root cause of these problems. W established the
Inquiry 10 identify ways in which the sector could become financinl stable o that it could
continue 1o pursue artistic excellence

*As a result of the generous contributions. constructive inpet and collaborutivn of all Ntates.
the Commonwealth’s response 1o the Inguiry findings will achicve the longer term goal of
greater earned income and 1herefore financial stability tor the comparmcs, whik: uceepting the
key role of government to offer immediate and ongoing lsancial support '

The funding package compeises $31.2 nullion in increases to buse funding foe the companies
und $12-1m for an Industry Adjustment Package, which will fund measures dexigned 1o
Improve the companies’ finascial, marketing. sponsorship and audience development skills

“The companies foce a dilemma - they need 1o cam ¢xira spoasorship amd extra box oltice
revenue hut they lack the resources and staff noeded to develop potential spossors uwl
sudicrces. The Industry Package provides the money the companies nead s aepeove thcis
marketing ard money-raising skills,” Senator Alston sad

“The Industey Package won't replace governenent funding. bus will civure Ui comipinics ¢om
supplement government funds,”
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Senator Alston thanked the Inquiry Chair, Dr Helen Nugent, and Inguiry members David
Ganski. Catherine Walter and Michacl Chaney for their hard work.

“The pertorming arts in Australia owe these four individuals, and their support stafl, a debt of
wratitvde,” Scoator Alston said.

Ihe Commonwealth and States have broadly accepted the Inquiry’s recommended funding
levels for individual companies. Details of individual company funding levels are sull subjet
W the negotiation of performance agrecments betwecn the company and the Commonwealth
and relevant State Government.

*However, the Commonwealth does not accept the proposed classification nomenclature -
particularly the term “regional”™. For example. the Commonwealth dows not believe that the
term “regional flagship™ accurately reflects the artistic output nor aspirations of the
Melbourne Theatre Company or WA Symphony Orchestra.” Senator Alston said,

“In the case of the MTC, the Commonwealth secs no distinction betwen its high standards
and the Sydney Theatre Company ~ both are truly great companics.

“The Commonwealth, in collaboration with the South Australian Government, has also
decided to increase the funding allocated to the State Opera of SA  This will allow SOSA to
stage an Australian production of the Ring Cycle.

‘SOSA gained un inernational reputation for their Ring Cycle. and as 4 result expect
significant international interest in tour packege for their Wagner productions. demonsirating
the clear economic and social benefits of investment in the arts

Senator Alston said the Commonwealth had also rejected the Inquiny’s recommended merger
of the Melbourne Symphony Orchestra and State Orchestra of Victoria

“The Commonwealth has instead proposed a significant funding boost for the MSO. and an
increase in funding for the SOV. This will provide both orchestras a more secuee financiul
base., while allowing both to improve their already impressive artistic <tndards,” Senator
Alston said.

*Among other initiatives, the Commonwealth will provide substantial additional funding for
Circus 07 to purchase a new performance tent — thus giving the company greater Hexibility in
performances and fund raising — and to expand its output *

Senator Alston thanked his State colleagues for their cooperation and inpat - Premier Hob
Carr of NSW, Premicer Jim Bacon of Tusmanta, Mary Delahunty of Victoria, Diana Landlaw
of SA, Mike Board of WA, and Matt Foley of Queensland.

Medi Contact: Terry O'Connor, Scnator Alston’s oflice 0419 636 879

e ———— e -

740
10 May 2066

Endnote: The way that the GST affects Dudgel estimates. scconnting sttemonts and arpropratoes s dosonbed
in Budpdt Paper Ne. &
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State-by-state breakdown of contributions and compuanies:
Commonwealth contribution State contribution
NSW: 519.158m s1o.512
Opera Australia, Musica Viva, Australian Chamber Orchestra, Sydney Symphony Orchestra,
Australian Opera and Ballet Orchestra, Sydney Dance Company, Hangarra Dance Company,
Sydncy Theatre Company, Company B, Bell Shakespeare Company. Symphony Australia®
Vie: $10.08m $7.099m

The Australian Ballet, Melboumne Symphony Orchestra, State Orchestra of Victonia,
Melbourne Theatre Company, Playbox Theatre Centre, Circus ()2

Qld: $5.639m S1L.361m

Opera Queensiand, Queenstand Ballet, Queensland Symphony Orchestra, Queensland
Philhirmonic Symphony, Queensland Theatre Company

WA: $4.401m $4.258m

West Australian Opera, West Australun Ballet, West Australian Symphony Orchestra. Black
Swan Theatre Company

SA: $5.468m S1.185m

State Opers of South Australia, State Theatre Company of South Austzalia, Adelaide
Symphony Orchestro, Australian Dance Theatre

Tas: $0.266m $0.791m
Tasmans Symphony Orchestra
Total: $45.012m $25.206m e

* All States contribute equally to Symphony Australia funding
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APPENDIX 6 Auditor-General’s Report for FY 2003-04. (Excerpt)

State Opera of SA
AUDIT FINDINGS AND COMMENTS
Audit Opinlons
Auwdit of Financlal Statements

In my opinlon, the financal report presents faity In accordance with the Treasurer’s Instructions promulgated
mmmdwmmmmm:ur mwmmmmmm
mandatory professional reporting requirements in Australia, the financlal position of the State Opera of South
Australia as at 30 June 2004, its financial performance and cash flows for the year then ended.

Assessment of Controls

Audit formed the opinion that the controls exercised by the State Opera of South Australia in relation to the
recoipt, expenditure and investment of ey, the acquisition and disposal of property and the incurring of
Babllities except for the matter referred to under Production Evaluation and Approval and Refationship with
the State Supply Board are sufficent to provide reascnable assurance that the financial transactions of the
State Opera of South Australia have been conducted properly and in accordance with kaw.

Audit Communications to Management

Matters arising during the course of the audit were detadled in management letters to the General Director,
The responses to the management letter were generally considered to be satisfactory, Major matters rased
with the State Opera and the related responses are considered herein,

Production Evaluation and Approval

Audit cbserved that the State Opera does not have formal documented polioes and procedures for the
evaluation and approval of operatic productsons.

State Opers responded that it will endeavour to develop 8 more formal procedure and policy in refation to the
ovaluation and approval of future "existing’ productions and for small scale, low budget "new” productions.,

Relationship with the State Supply Board

Last year Audit noted Instances where the contracting and procurement activities associated with the
construction of sets for the 2004-05 production of The Ring had not been undertaken in accordance with
policies of the State Supply Board. Audit recommended that State Opera seck written danfication from the
Stste Supply Board regarding Rs accredited purchasing delegation threshold and obtain appropriste
ratification from the State Supply Board for procurement and contracting actrities already carmed out.

During 2003-04 Audit noted that the State Opera had not sought written darfication from the State Supply
on these matters.

mwmmmmmmmmawmm 1o ensure that the
reguiremants of s risk management policy were being met. Specafically, Audit noted that State Opera had
not Initlated a formal process to identify, analyse, assess, treat and monitor potential risks.

mmwmmmunmm-m«m«mmm
associated with the staging of The Ring, which included undertaking specific occupational health
audits refevant to the staging of the production at the Festival Theatre, msutemmwwmms
assessment would provice the basis on which to develop a foemal process for the Identdfication, analysis
dssessment and treatment of potential risks for future productions,

§

1023
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New Page 1

rations (0.6) 1.97 0.62 0.83
sesting (0.02) (0.03) (0.16) (0.01)
nnanc’tg - - - -
Change in Cash (0.62) 1.94 0.46 0.82
Cash at 30 June 2.91 3.53 1.59 1.13

The analysis of cash flows demonstrates the significant recelpts from Box Office
and Productions and the production, administration marketing and other
payments all associated with the production of the Ring Cycle in 2004-05. As is
discussed elsewhere these receipts are recognised as liabilities at Advance Box
Office and the payments are recognised as prepayments,

FURTHER COMMENTARY ON OPERATIONS

The Ring

In June 2000 the State Opera prepared a five year business plan which
incorporated initial budget estimated costs of $9.3 million for a 2004-05
production of Der Ring des Nibelungen (The Ring). The business plan was
approved by the Board in August 2000. This initial expenditure budget
represented a $1.4 million increase on the actual production costs incurred for
the 1998 production of The Ring, and took into consideration that the 1998
production was an existing production which had previously been staged in
Europe, The 2004-05 production was proposed to be a new production.

Audit have observed that since June 2000 a number of revisions have been
made to the production budget. On the 27 April 2004 the State Opera approved
a revised budget of $14.2 million. The increase in the budget from the June
2000 estimates is due mainly to increases in the estimated costs associated
with scenery and costumes, casual production staff costs to be incurred during
the performances, and additional costs assodated with the contracting of a full
time Executive Producer and Assodate Producer.

Budget projections reflecting Commonwealth and State funding, box office sales
and other revenue, less production costs reflect an estimated loss of $451 000.

In last year's Report Audit commented that:

« Audit had been unable to locate documentation which supported a

conclusion that the State Opera’s decision to schedule the 2004-05
production of The Ring was based on a full review and evaluation of the
merits of the production;

« the designer contracted to provide a creative design for The Ring had failed
to deliver completed designs by the agreed date of December 2002;

* contracting and procurement activities associated with the construction of
sets for the production had not been undertaken in accordance with the
policies of the State Supply Board.

In this Report under the heading ‘Audit Communications to Management’, Audit
has noted that the State Supply Board advised State Opera that it was not able
to provide approval to waiver a competitive tendering process for the
construction of sets.

St sa g ov st ficatiora 0 OAtYoper a bed TR
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APPENDIX 7

/

ADELAIDE RING 2004
REVENUE AND EXPENDITURE

Ring 2004 final figures

The total revenues and expenses for "The Ring' as provided by the State Opera of

South Australia is shown in the following table:

The Ring
Total
$'000
REVENUES
State Government grants 2 546
Commonwealth Government grants 4 347
Box office and production revenue 5727
Donations 849
Sponsorship 1351
Sundry revenue 139
Total Revenues 14 959
Total
$°000
EXPENSES
Performers and employee entitlements 5010
Theatre hire and related expenses 2 599
Costumes and sets 4 757
Advertising 334
Travel and accommodation 1009
Shipping and freight 202
Administration 994
Other expenses 232
Total Expenses 15 143
OPERATING DEFICIT (178)

Statement of Cash Flows

The following table summarises the net cash flows for the four years to 2005.

2005 2004
$'million  $'million

Net Cash Flows
Operations (1.49) (0.6)
Investing (0.01) (0.02)
Financing - -
Change in Cash (1.5) (0.62)
Cash at 30 June 1.41 2.91
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The analysis of cash flows demonstrates the significant box office and production
receipts and the production, administration marketing and other payments
assoclated with the production of the 2004 Ring. As discussed previously these
receipts are recognised as liabilities and the payments are recognised as
prepayments.

FURTHER COMMENTARY ON OPERATIONS
Production Statistics

Unaudited statistical details for major productions over the last three years, as
provided by the State Opera, are presented in the following table:

2004-05
Numbers
Number of major productions 4
Number of performances 12
Total seat capacity 21 552
Number of seats soid* 20 260
Average number of seats sold per 1 688
performance
s
Production costs per seat sold** 747
Box office and production revenue per seat 283
sold
Subsidy per seat sold*** 465
Government subsidy per seat sold**** 340

* Seats sold exclude complimentary
tickets,

** Excludes Opera Conference support
and other production costs.

*** Subsidy per seat sold represents
the amount of government
gramts, private sponsorship and
donations received by the State
Opera per seat sold.

s Government subsidy per seat
sold represents the amount of
State and Commonwealith
Government grants received by
the State Opera per seat sold.
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APPENDIX 8 Ethical approval

GRIFFITH UNIVERSITY HUMAN RESEARCH ETHICS COMMITTEE

30-Jan-2014

Dear MR BASSETT

I write further to the additional information provided in relation to
the conditional approval granted to your application for ethical
clearance for your project "NR: Playing with fire: the pursuit of a
Wagner performing tradition in Adelaide in the decade 1995-2005, and
factors impeding its realisation.”" (GU Ref No: QCM/01/14/HREC).

This is to confirm receipt of the remaining required information,
assurances or amendments to this protocol.

Consequently, I reconfirm my earlier advice that you are authorised to
immediately commence this research on this basis.

The standard conditions of approval attached to our previous
correspondence about this protocol continue to apply.

Regards

Dr Kristie Westerlaken

Policy Officer

Office for Research

Bray Centre, Nathan Campus

Griffith University

ph: +61 (0)7 373 58043

fax: +61 (07) 373 57994

email: k.westerlaken@griffith.edu.au
web:

Cc:

Researchers are reminded that the Griffith University Code for the
Responsible Conduct of Research provides guidance to researchers in
areas such as conflict of interest, authorship, storage of data, & the
training of research students.

You can find further information, resources and a link to the
University's Code by visiting
http://policies.griffith.edu.au/pdf/Code%20for%20the%20Responsible%20Co
nduct%$200f%20Research.pdf

PRIVILEGED, PRIVATE AND CONFIDENTIAL

This email and any files transmitted with it are intended solely for
the use of the addressee(s) and may contain information which is
confidential or privileged. If you receive this email and you are not
the addressee(s) [or responsible for delivery of the email to the
addressee(s) ], please disregard the contents of the email, delete the
email and notify the author immediately.

318



CONFIDENTIAL APPENDICES (9 —21) IN A SEPARATE SECTION

319



Select Bibliography

Books

Bassett, P. G. (1998). A Ring for the Millennium: A Guide to Wagner’s Der Ring des Nibelungen.
Adelaide: Wakefield Press.
Finnish version (1999, 2015) Uuden vuosituhannen Ring. Opas Wagnerin Nibelungen
Sormukseen. Trans. Uolevi Karrakoski. Suomen Wagner-seurar.y.

Bassett, P. G. (2003). The Nibelung’s Ring. Adelaide: Wakefield Press.

Bassett, P. G. (2006). Richard Wagner’s Tristan und Isolde. Adelaide: Wakefield Press.

Bassett, P. G. (2008). Wagner’s Parsifal: The Journey of a Soul (2™ ed). Adelaide: Wakefield Press.

Bassett, P. G. (2012). 1813 — Wagner & Verdi. Montville: PB Publications.

Borchmeyer, D. (1991). Richard Wagner — Theory and Theatre. Oxford; Clarendon Press
Oxford.

Borchmeyer, D. (2003) Drama and the World of Richard Wagner. Princeton: Princeton
University Press.

Carnegy, P. (2006). Wagner and the Art of the Theatre. New Haven/London: Yale University
Press.

DiGaetani, J. L. (Ed.) (2006). Inside the Ring; Essays on Wagner’s Opera Cycle. Jefferson,
NC: McFarland & Co.

Fricke, R. (1998). Wagner in Rehearsal 1875-1876. The Diaries of Richard Fricke. G. R.
Fricke (Trans.). J. Deaville, E. Baked (Eds.). Stuyvesant, NY: Pendragon Press.

Gyger, A. (1990). Opera for the Antipodes: Opera in Australia 1881-1939. Sydney: Currency Press
and Pellinor.

Hughes, H. (2000). Arts, Entertainment and Tourism. Oxford: Butterworth Heinemann.
Malgrave, Harry Francis (1996). Gottfried Semper. New Haven & London: Yale University Press.
Martin, R. (2009). Responsible Government in South Australia. (2 VVols.). Adelaide: Wakefield Press.

Millington, B. & Spencer, S. (Eds.) (1992). Wagner in Performance. New Haven/London:
Yale University Press.

Oxenbould, M. (2005). Oxenbould, M. Timing is Everything: A Life Backstage at the Opera. Sydney
NSW: ABC Books.

Porges, H. (1983). Wagner Rehearsing the Ring. R. L. Jacobs (Trans). Cambridge: Cambridge
University Press.

Silsbury, E. (2001). State of Opera: An intimate new history of The State Opera of South Australia
1957-2000. Adelaide: Wakefield Press.

320



Spotts, F. (1994). Bayreuth. A History of the Wagner Festival. New Haven/London: Yale
University Press.

Vazsonyi, N. (2010). Richard Wagner — Self-promotion and the Making of a Brand.
Cambridge: Cambridge University Press.

Avrticles, Papers and Reports

Gillespie, Bill (c.1984-2000). Papers of Bill Gillespie. Held in the National Library of Australia.
Manuscript reference no.: MS Acc07/66.

Griesinger, D. (1999). Recent Experiences with Electronic Acoustic Enhancement in Concert
Halls and Opera Houses. Retrieved from www.lares-lexicon.com.

The LARES acoustic enhancement system was installed in the Festival Theatre for the 1998
Ring. Its function, to correct acoustic imbalance and ‘dead spots’ was the subject of
considerable discussion, and its use (also in the Berlin State Opera and other theatres) was
criticised by, for example, Speight Jenkins of Seattle Opera.

Gobran, Sophie. (1990). The Munich Festival Theater Letters. Perspecta 26. The Yale Architecture
Journal, pp 47-68.

Richard Wagner and Gottfried Semper in Munich in 1864-65.

Kirchner, K. and Molloy, J. (2000). Wagner’s Ring Cycle: an insight into an international
high quality special event — Proceedings of the Tenth Australian Tourism and
Hospitality Research Conference, Council for Australian University Tourism and
Hospitality Education (CAUTHE). School of Tourism and Hospitality, La Trobe University.

Milanese, S. (2000). Provision of On-site Physiotherapy Services during the Performance of
Wagner's Ring Cycle by the Adelaide Symphony Orchestra: A Model of Early Intervention
for Playing-related Musculoskeletal Disorders. Medical problems of Performing Artists (US),
15(3), 107-110.

One of the unexpected consequences of orchestral performance of the Ring, with implications
for size of orchestra and engagement of relief musicians.

SA Centre for Economic Studies in association with Richard Trembath Research and Robyn
Kunko Market Research, (1999). Wagner’s Ring Cycle, Adelaide. A Study of the
Economic Impact of the Event and Associated Issues. Adelaide: South Australian
Tourism Commission.

A detailed study of the economic benefits of the 1998 Ring; includes responses from surveys
and calculations of expenditure. A key source of information.

321


http://www.lares-lexicon.com/

