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Opera in two acts, sung in German with Chinese and English surtitles

W HIRA) 2 /NI 30 424 > 1% — B 25 2 FE P 55 1R

Running time: approximately 2 hours and 30 minutes,
including a 25 minute interval
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To make this performance a pleasant experience for the artists and other members of the
audience, PLEASE switch off your alarm watches, MOBILE PHONES and PAGERS.

Eating and drinking, unauthorised photography and audio or video recording are forbidden
in the auditorium. Thank you for your co-operation.
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Your support and sponsorship has made possible the Festival attraction
Fidelio from the Komische Oper Berlin. With grateful thanks
from the Hong Kong Arts Festival.

We wish you and your guests a very enjoyable evening.
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Harry Kupfer Director

Jin Wang Music Director

Reinhard Heinrich Costume Designer
Franck Evin Lighting Designer

Peter Wodner Choir Master
Eberhard Schmidt Dramaturge

Cast

Nanco de Vries Don Fernando =
Terje Stensvold Don Pizarro g
Klaus Florian Vogt Florestan (Feb 7) 5
Jiirgen Miiller Florestan (Feb 8) 3
Kirsi Tiihonen Leonore (Feb 7) s
Anne Bolstad Leonore (Feb 8) i\
Jens Larsen Rocco (Feb 7) =
Matthias Hoélle Rocco (Feb 8) ~
Natalie Karl Marzelline (Feb 7) g

Miriam Meyer Marzelline (Feb 8)
Christoph Spith Jaquino

Martin Képke Prisoner A

Hans Jorg Bertram Prisoner B

with

The Orchestra of the Komische Oper Berlin
The Choir of the Komische Oper Berlin
Hong Kong Arts Festival Supernumeraries

David Pountney English Surtitles
Kee-chee Wong Chinese Surtitles

This opera was premiered in 1803
This production premiered in November 1997
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Born in Bonn, Germany,
Beethoven received rudimentary
instruction in music from his
father, a local organist. In 1792
he moved to Vienna to study
under Franz Joseph Haydn,
followed by formal studies in
counterpoint with Johann Georg
Albrechtsberger and informal
lessons in vocal composition from
Antonio Salieri.

Fidelio, unsuccessful at its
premiere in 1805, was twice
revised by Beethoven and his
librettists, before the definitive
version opened in 1814. Ten years
in composition, Fidelio is
Beethoven’s only opera delivering
a powerful message with the
moral force of the story. It deals
not only with freedom, justice
and heroism, but also with
married love, and in the character
of the heroine Leonore,
Beethoven’s lofty, idealised image

of womanhood.

On his deathbed Beethoven
presented the manuscript for
Fidelio to Anton Schindler saying,
“Of all my children, this is the
one that cost me the worst birth-
pangs, the one that brought me
the most sorrow; and for that
reason it is the one most dear to

»

me.

How | Understand It

Ludwig van Beethoven

I want to be a great musician

in the truest sense of the word,

as I understand it.

From this view music becomes

one of the two or three highest

forms of expression of the human soul.

I do not intend

to chatter in the most eloquent way.

I do not want to be like Mozart

yet I can still learn a lot from his craft

as well as from the possibilities of expression.

I also do not want to be a new Bach

though he is exemplary and his teaching is so valuable.
What compels me is the desire to go far

in what I have to say to the people, at least as much
as Goethe and Schiller.

And perhaps even more,

since a part of their magic

stops at the boundaries of language.

I would also like to

radically arouse the spirits

as Kant has done,

though he only speaks to the elite.

I, however, have the ambition

to convey to thousands and thousands of people
exciting ideas.

And in so doing, my heart will be the source
and my music the means.

Translated by Mio Margarit Chow
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Fidelio

The background to the story takes place in 18th century Seville,
Spain. This production however moves the story forward in time
to highlight the universal timeless themes of hope and love.

Act 1

Don Florestan, a nobleman who has dared
to denounce and challenge the despotic rule
of Governor Don Pizarro, has been missing
for two years. His wife Leonore suspects
that he is in one of the government prisons
under Pizarro’s charge and hopes to be able
to free Florestan.

Dressed as a man, she takes the name Fidelio
and succeeds in entering the service of the
jailer, Rocco. Rocco’s daughter, Marzelline,
feels an unusual attraction to the supposed
young man and dreams of marrying him.
Rocco cannot imagine a better son-in-law and
encourages the match as much as possible,
threatening Leonore’s true identity. She
obtains Rocco’s permission to accompany
him down to the prisoner who is gradually
starving to death in the deepest dungeon.

Meanwhile Pizarro receives a letter, warning
him of an upcoming prison inspection to
be carried out by the minister. He decides,
therefore, to get rid of his imprisoned
enemy, Florestan, as soon as possible.
Although Rocco refuses to carry out the
murder, he agrees to dig the grave for
Pizarro’s victim.

— 25 minute intermission —

Act 2

In the dungeon, Leonore sees the tortured
person who is about to be murdered and
decides at all costs to save him, whoever
he may be, even at the risk of her own
life. Finally, she recognises the prisoner as
her husband, Florestan and wielding a
pistol, she prevents Pizarro from killing
Florestan. At the same moment, the
minister’s arrival is announced by a
trumpet signal.

With this signal, the minister is the
personification of the deus ex machina and
the plot is transferred to a Utopian level.
Pizarro’s power is over; the prison ceases
to be and Leonore removes Florestan’s
chains. The chorus praises this courageous
woman in a plea to all human beings to
let this deed of one individual inspire them
with hope and fill them with new strength
for the future.
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Without Set Design?

Act One. The square of the state prison, in the background
the main gate and a high wall across which trees hang over...

Act Two. The theatre displays a dark underground cellar. On
the left side from the audience is a cistern covered with

stones and rubble....

Finale. Palace square with a statue of the King...

These descriptions can be found in the
opera score before the beginning of the
corresponding scenes.

In our production we chose not to have any
set design. This has nothing to do with
fashion-motivated reasons, nor with budget
cuts. Anyway, it would be hard to
understand that Fidelio, of all operas,
should be subject to financial cuts and be
presented on an empty stage instead of with
a suitable set design.

Of course others have already performed
this work in front of bare theatre walls, but
this was always meant to suggest the prison
walls. Our decision to perform Fidelio on
an empty stage is meant to reach beyond
the original time-bound topic of the story
and show the universal relevance of the
subject matter. This explains why the
opera, independent of time and place, still
holds such an important place in the
international repertoire.

Harry Kupfer’s production of Fidelio
focuses on how the singers deal with the
characters they play, more than 180 years
after the world premiere. The artists manage
to establish a link with these characters and
incorporate this into their interpretation.
In this way they manage to produce a
literally epic style that shows us both a
sympathetic understanding of the action as
well as a comment on what is happening.
The text is therefore not only treated with
justice, which more than once seems to give
the characters expressions that point
towards a general truth, but also to the
music’s power of interpretation that
transcends the actual story told.

Today we still perform Fidelio for an
audience of our time on a stage, and this in
itself illustrates why theatre nowadays is still
preoccupied with works from the past.

Provided by the Komische Oper Berlin
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The Power of Music Goes Bey

The origins of Fidelio can be traced back to the rescue opera as it emerged
the time of the French Revolution. A brave-hearted woman disguises herself
husband who has been unjustly imprisoned for resisting a tyrant.

The form (not the character) of the work follows that of a German Singspiel,

Page 22 573 | Feature

everything ever created in that genre in the shade.

Excerpt from an article by Eberhard Schmidt

It has often been asserted, ignorantly, that
the work “breaks down” into three styles,
beginning as a jaunty Singspiel, continuing
as a heroic-dramatic opera before ending
as an oratorio. This point of view first of
all suppresses the overture, the weighty
substance of which already explodes that
schema. It relativises the apparently so
Singspiel-like beginning of the action on
the one hand through its precursor to what
is more essential, on the other through its
stark contrast with the “light” duet between
Jaquino and Marzelline, which is already
undermined, moreover, by the subsequent
dangers.

In the excess of his hatred, Pizarro is
determined to get rid of Florestan, who is
an uncompromising opponent of the
governor’s despotism. In his aria “Ha, welch
ein Augenblick”, harmonic minor,
expressive chromatics and strong dynamic
contrasts follow each other in quick
succession to depict the exaggerated image
of a seemingly triumphant criminal.

Leonore’s aria “Abscheulicher, wo eilst du
hin” / “Komm, Hoffnung”, provides the
contrast through an equally sweeping

portraits of a person of the highest
humanitarian aspirations, who even in the
most desperate of situations clings on to
hope. Clear diatonics, triad refractions and
a taut cantilena are the unmistakable
characteristics.

In the allegro con brio of the aria,
Beethoven impresses into the hope of
the resolute Leonore a growing
confidence born of her profound
humanity. The universalising power of the
music goes far beyond the individual
nature of the text. When Leonore finally
stands with almost helpless despair before
a man about to be murdered nothing, not
even her goal and her own perhaps still
attainable happiness, can prevent her from
trying to rescue the unknown prisoner. Is
her selflessness then rewarded by some
higher moral authority? Is it chance that
the unknown prisoner turns out to be
Florestan, the husband for whom she has
been searching?

Florestan’s introduction and aria are the
most moving expressions of humanity in
unbearable suffering. It is no accident that
Beethoven quotes the funeral chorus from



ond the Text

from the comic opera tradition at
as a man in order to save her

but Beethoven’s music places

his cantata composed when he was 19 years
old on the widely lamented death of
Emperor Joseph II, replacing the word
“death” by wind chords of comparable
significance. Virtually buried alive, nothing
but death awaits Florestan. Having
accepted his fate in the certainty that he
has done his duty, his visionary hope is
directed at a freedom the other side of
human arbitrariness in a “heavenly empire”
to which the “angel Leonore” will lead him.
The music for this borderline situation
demands everything of the performer,
taking him to the very limits of vocal
expression.

The drama reaches its memorable ending
in the deepest dungeon of Pizarro’s
stronghold. Just as Leonore aims the pistol
at Pizarro and stops him murdering
Florestan, the trumpet sounds to notify the
governor of the arrival of the minister.
Again, a pure and incredible coincidence
seems to reward Leonore’s courageous
action. The signal commanded by Pizarro
in the first act now does not sound at all
like a warning in the service of the
murderer, but like the liberating
proclamation of the end of his power.

Through Leonore and Florestan’s ecstatic
duet “O namenlose Freude”, the
tumultuous brio of which celebrates life
regained rather than a husband and wife
reunited, the utopian finale is reached in
almost total disregard of the events that
have gone before. A minister comes, not,
as announced, to check on “some victims
of arbitrary power”, but as a “brother”
in search of “his brother” to proclaim
the end of tyranny. He calls Florestan, the
nobleman “who fights for truth”, his friend,
but there is nothing to suggest he ever
attempted to investigate his disappearance
or that Leonore ever asked him for help.
He is the personification of the deus ex
machina proclaiming liberation and
harmony. But it is Leonore who frees
Florestan from his chains in an act of great
symbolic force: the final liberation of the
suppressed truth.

The last word in Beethoven’s opera does not
belong to the minister, but to the chorus,
which is awarded the explicit function of
commentating on the finale. Unable to
keep to a simple proclamation of human
rights, it sings a hymn to Leonore and her
act of rescue. With its astonishing
aggressiveness, the finale goes far beyond
simple praise of conjugal love and the
liberating gesture of the minister, and is to
be understood as an appeal to all individuals
to let hope become, through personal
action, the power that continues to give
birth to new hope.

Translated by Nick Oates
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Komische Oper Berlin

1892

Designed by the Austrian architects,
Helmer and Fellner, the house known today
as the Komische Oper (Comic Opera)
opened under the name Theater Unter den
Linden. Theatre has been performed on this
historic site — near the famous boulevard
Unter den Linden — since 1764.

1898

After the bankruptcy of the Theater Unter
den Linden, the theatre reopened as the
Metropole Theater.

1918

Until the outbreak of World War I, the
theatre was the venue of the famous
Metropole Revues. After 1918 it was

primarily an operetta theatre and a large
number of successful operettas received
their premieres here, among them Franz

Lehdr’s The Land of Smiles in 1929.

1934

The house closed in 1933, and then
reopened in 1934 as a part of the Nazi
“Kraft durch Freude” (Strength through
Joy) organisation. Premieres included the
operetta Mask in Blue by Fred Raymond.

1945

A bomb completely destroyed the entrance
area and the ceiling paintings, but the
auditorium survived intact.

Reconstruction commenced in 1946.
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1947

Austrian director Walter Felsenstein founded
the Komische Oper and the opera house was
opened on 23 December with his
production of Die Fledermaus (The Bat) by
Johann Strauss. The name of the house
referred to the French comic opera tradition
of the late 18th century and to Berlin’s first
Komische Oper under Hans Gregor on
Weidendammer Briicke (1905-1911) which
was also inspired by this tradition.

Felsenstein’s approach to theatre quickly won
recognition around the world. His
productions came to be seen as exemplary for
their rigorous musical and dramatic unity, and
for the close interpretative correspondence
between the staging and the music.

1965

The opera house started its extension in
1965 and reopened with Don Giovanni
directed by Walter Felsenstein in 1966. The
same year, the dance theatre was established

with Tom Schilling as chief choreographer.

1975

Felsenstein died on 8 October. His last
production was Mozart's Marriage of Figaro.
Joachim Herz became the General Director
and Principal Director.
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1981

New artistic management was appointed
and Werner Rackwitz became the General
Director; Harry Kupfer became Chief Stage
Director and Opera Director, and Rolf
Reuter became Chief Conductor.

1994

Albert Kost became General Director, and
Yakov Kreizberg became Chief Conductor,
but Harry Kupfer remained the Chief Stage
Director.

1999

The Dance Theatre was renamed Berlin
Ballet — Komische Oper and the British
choreographer Richard Wherlock became
the new Chief Choreographer.

2001

Blanca Li succeeded Richard Wherlock as
the new Chief Choreographer and Ballet
Director from the 2001/02 season, but left
in the summer of 2002. Her former
assistant, Adolphe Binder, took over as the
Artistic Director of the Berlin Ballet —
Komische Oper.

2003

Kirill Petrenko was appointed as the new
General Music Director from the beginning
of the 2002/03 season, which was also when
Andreas Homoki took over as the new Chief
Stage Director from Harry Kupfer.

In September, Andreas Homoki became the
Commissionary General Director and
opened the 2003/04 season with the
production of The Gipsy Princess by Kdlmdn.
Per Boye Hansen became the new Opera
Director.
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The Orchestra of the Komische Oper Berlin

The Orchestra of the Komische Oper Berlin was founded in December 1947 by Walter
Felsenstein. Conductors such as Otto Klemperer, V4clav Neumann, Kurt Masur, Rolf
Reuter and Yakov Kreizberg have shaped the profile of the Orchestra in opera and concert
performances. Guest conductors have included Rudolf Kempe, Kirill Kondraschin, Klaus
Tennsted and Rudolf Barschai.

The Orchestra has commissioned works from Benjamin Britten, Hans Werner Henze,
Aribert Reimann, Krzysztof Penderecki and Witold Lutowslaski. Though contemporary
works play an important role, the Orchestra repertoire is broad and ranges from Haydn
and Mozart through Mendelssohn, Brahms, Dvofdk, Tchaikovsky, Berlioz to Ravel,
Debussy, Janacek and Shostakovitch.

The Orchestra comprises of 117 members and has its own chamber music series. It also
regularly plays educational concerts, and works with teachers and students for both opera
and concert.
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Harry Kupfer

Director

Harry Kupfer studied theatre studies in
Leipzig. In 1958 he debuted in Halle with
Dvo"rdk’s Rusalka and became Director of
the opera ensemble at the theatre of
Stralsund. In 1962 he was appointed
director in Chemnitz and then became
Chief Opera Director of the Deutsches
Nationaltheater Weimar in 1966. Kupfer
was Opera Manager and Chief Stage
Director of the Staatsoper Dresden in 1972
and was appointed Chief Stage Director of
the Komische Oper Berlin from 1981
where he remained until the summer of
2002.

His most notable achievements have been
his productions of The Flying Dutchman
(1978) and The Ring of the Nibelung (1988).
Recent productions at the Komische Oper
Berlin include Fidelio (1997), The Magic
Flute (1999) and The Turn of the Screw
(2002), for which he won the Bavarian
Theatre Prize in Opera at the Bayreuth
Festival. For Kupfer’s work in the musical
genre, his production of Mozart (1999) in
Theater an der Wien, Vienna was awarded
Best Director by the magazine Musicals.
Kupfer’s oeuvre now includes more than
180 productions all over Europe. He was
recently awarded the Federal Order of Merit
for his services to German Opera.
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E# Jin Wang

& YEAEE Music Director
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Jin Wang received a Master’s degree in conducting at the Beijing
Central Conservatory of Music, and then went on to study at the
Vienna Music Academy with Professor Osterreicher and Professor
Leopold Hager. He also studied privately with Leonard Bernstein
and took a master class with Zubin Meta. Wang has won many
leading international music awards, including prizes at Budapest
Television (Hungary) and the Prague Spring in the Czech Republic.
Wang has conducted more than 70 symphony and opera orchestras
all over Europe, including the Berlin Radio Symphony Orchestra
and the Toscanini Symphony Orchestra. In 2003 he became the
Assistant Conductor at the Komische Oper Berlin, where he has
conducted Carmen and Don Giovanni.

F R E - £ 11’8 Reinhard Heinrich
R 7T Costume Designer
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After his training at the Komische Oper Berlin and the Deutsche
Staatsoper Berlin, Reinhard Heinrich began to work as costume
director at the State Theater of Munich in 1967. Since 1970 he has
been freelance and worked together with outstanding directors like
Harry Kupfer, August Everding and Gétz Friedrich. He was also
responsible for the design of Die Meistersinger von Niirnberg, Tristan
and Isolde, Parsifal and The Flying Dutchman. Between 1991 and
2000 he was a member of the ensemble of the Komische Oper
Berlin, where he designed the costumes for The Bat, The Marriage
of Figaro, Fidelio and La Traviata.
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EBA% - X Franck Evin

Vow i ain Lighting Designer
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Coming from Nantes, France, Franck Evin received a scholarship
in 1983 and became the Assistant Lighting Director at the Lyon
Opera, where he worked with Ken Russell and Robert Wilson.
Since 1986 his work has led him to many European cities. During
the 1995/96 season Evin joined the Komische Oper Berlin as
Lighting Director. He also teaches at the Academy of Arts Berlin
in Hartmut Meyer’s class of set and costume design.

18 - KEH Peter Wodner

I8 B8 EE Choir Master
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Peter Wodner studied conducting at the Music Conservatory Hanns
Eisler in Berlin. His work at the theater started 1969 as a solo
repetitor at the Komische Oper Berlin. From 1977 to 1984 he
worked as a director of the orchestra; in 1985 he became conductor
and in 1990 co-conductor of the Choir. With the 1993/94 season
Peter Wodner became Choir Director at the Komische Oper Berlin.
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B % (A]7%5854E) Don Fernando 164 % Bass-baritone

FAR - S RO S R SR B A LS - AR R R
PP - PEMABLATEAE 5 £ - BT o fBEE R 20024F IE
IARABRERRBIBE R > 85 12 (R B KB ARBIE > 2003/0481%
WL R A0 A RTS8 193 %182 A IR BLE) 1Y
(CRSEN

Nanco de Vries began his studies with Udo Zimmermann at the
conservatory in Utrecht and went on to study with James McCray,
a former pupil of Mario del Monaco. Before he joined the Komische
Oper Berlin in 2002, he sung a wide variety of roles in different
countries. In the 2003/04 season he will sing the part of Leandro
in The Love for Three Oranges and Altgesell in Jenifa.

15ER - HiBRHTABE/E Terje Stensvold
J§ BT Pizzaro 15 H18 Bass-baritone
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Norwegian singer Terje Stensvold has been singing since his
childhood when he was a member of the renowned boys choir,
Sélvguttene, before continuing his musical studies in London, Berlin
and Budapest. While engaged by Den Norske Opera he performed
50 main roles including Hollinder in The Flying Dutchman and
lago in Othello, which won him Singer of the Year from the
Norwegian Opera Society in 1997. At Deutsche Oper Berlin
he sings Scarpia in Zosca, and the role of Pizarro at the State Opera
of Hamburg and the Komische Oper Berlin.
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REH - BRER - R4 Klaus Florian Vogt
FhiE & (27 8) Florestan (Feb 7) HEEF Tenor
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Klaus Florian Vogt began his career as a horn player and gave his
debut at the Schleswig-Holstein Landestheater Flensburg in 1997.
In 1998 he joined the ensemble of the Semperoper Dresden where
he sang Tamino in The Magic Flute, Matteo in Arabella and Max in
Der Freischiitz. He has also given concerts at the Theatre des
Champs-Elysees, Paris and worked at different German theatres as
Paul in Die tote Stadt and Florestan in Fidelio.

IR - E Jurgen Miiller
FhiE &R (2718 H) Florestan (Feb 8) HEE Tenor
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Jiirgen Miiller was born in Magdeburg, Germany and studied
singing from 1980-1986 at the Conservatory Felix Mendelsohn
Bartholdy in Leipzig. His first engagement was at the theatre in
Gera. From 1990 to 1994 Miiller sang at the Opera Leipzig and
then later joined the theatre in Meiningen. His major roles have
included Faust in Faust, Pinkerton in Madam Butterfly and Calaf
in Turandot. In 2002 Miiller joined the Komische Oper Berlin and
during the 2002/03 season, besides Florestan he also sang Don
José in Carmen and the title role in The Dwarf.



ANHr - HEF Kirsi Tiihonen
HHFE 2H7H) Leonore (Feb 7) LR Soprano
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In 1993 the Finnish soprano Kirsi Tiihonen finished her studies at
the Sibelius Academy with Liisa Linko-Malmio. She was then
engaged at the Finnish National Opera from 1994 to 1996. She
has appeared as a concert singer with the St Petersburg Phidlarmonic
and the Berlin Philharmonic under the baton of Vladimir
Ashkenazy. Tithonen has recorded two solo-CDs; the songs of Toivo
Kuula and Leevi Madetoja (1999) and Sibelius (2001).

Z i - BREETEE Anne Bolstad
HHGE 2H8H) Leonore (Feb 8) L Soprano
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Anne Bolstad has sung a range of roles at many different
international opera houses including the leading role in John
Casken’s Opera Gods Liar in the Theatre de la Monnaie in Brussels;
Jentifa in Jendifa at the Grand Theatre, Geneva and Marschallin in
Der Rosenkavalier at the Festival dei due Mondi, Spoleto. During
the 2002/03 season Bolstad sang Ludmila in 7he Bartered Bride
and Donna Elvira in Don Giovanni at the Komische Oper Berlin.
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JEHT - HIZR Jens Larsen
#EFEL 2H7H) Rocco (Eeb 7) K Bass
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Jens Larsen was born in Hamburg where he studied with William
Workman and then with Kurt Moll in Cologne. Jens Larsen got his
first engagement at the State Theatre of Darmstadt. Between 1996
and 2001 he belonged to the Basel theatre ensemble, but also sang
at the Deutsche Oper am Rhein, the National Theater in Munich
and the Helikon-Oper in Moscow. In 2001 he joined the Komische
Oper Berlin and has sung the roles of Osmin in The Abduction from
the Seraglio and Sarastro in The Magic Flute.

HiR/eH - T F Matthias Holle
#FE (2H8H) Rocco (Feb 8) K Bass
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Matthias Hélle started singing at the opera ensemble of Cologne,
where he belonged to the ensemble from 1978 to 1987. For over 20
years in Bayreuth he sang roles which included Hunding in 7he
Valkyrie and Gurnemanz in Parsifal. As a Wagnerian-singer, Holle
has sung in many places all over the world. He has also worked with
famous conductors, such as James Levine, Daniel Barenboim and

Sergiu Celibidache.



e - <# Natalie Karl
BEEFIE 2H7H) Mazelline (Feb 7) LR Soprano
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Natalie Karl was born in San Remo, Italy and studied at the Music
Conservatory in Stuttgart with Prof Luisa Bosabalian. From 1995
to 2002 she was engaged at the Cologne Opera. For the 2003/04
season she will sing Blonde from The Abduction from the Seraglio
for the Komische Oper Berlin and the State Opera of Munich,
among other roles.

RE D3R - EE Miriam Meyer
HEEFIE 2H8H) Marzelline (Feb 8) LEE Soprano
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Miriam Meyer studied in Hannover and Lubeck and has taken master
classes with Renata Scotto, Irwin Gage and Charles Spencer. She
began her opera career in 2000 in Hildesheim. Since 2002 she has
been part of the Komische Oper Berlin where she has performed as
Papagena in The Magic Flute and Barbarina in The Marriage of Figaro.

REHH - HitA4% Christoph Spéth
HEIEDE Jaquino BEE Tenor

OEMT - WTAER MR A kAR B~ BRAA AR YL B
FHBEREE o 19934F > WPy 73 7l 7 B T 0 R 25400 65 A S 19984F- 52 )2
SREAR R PR USEAR 5 FEATIAR RO e A T L ol R ) 1Y
FURS L ~ CE o A WSS 1Y B 7 B LR CE R PO B ) I T 1 -

Christoph Spith was born in Berlin and studied at the Arts
Conservatory Berlin, the Oberlin Conservatory and Yale University.
In 1993 he had his debut at the Salzburg Festival and in 1998 at
the Munich Biennale. For the Komische Oper Berlin he has sung
Vasek in The Bartered Bride, Basilio in The Marriage of Figaro and
Prince in The Love for Three Oranges.
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48 The Orchestra

FHME: HHWT - WEFHF General Music Director
35— /MREEE First Violins KIRE Cellos
Concert masters Hans-Joachim Scheitzbach
Smv Konrad Other Christoph Lamprecht
Gabriel Adorjdn Katharina Feltz
Monika Kriiger
Ulf Daunert Sabine Andert
Ludwig Geisler Berthold Grimm
Gunder Knibel
Klaus Witzig &3 A #¢% Double Basses
Hartmut Conrad Jorg Lorenz
Erdmuthe Brunner Frank Lissig
Andreas Briutigam Bernd Boreck
Angelika Miincheberg Volker Tunn
Claudia Borner Arnulf Ballhorn
Peter Wiinnenberg
Stefan Adam B % Harp
Christine Witzig
/M Second Violins
Bernd Miiller 15 Flutes
Melinda Crean-Watzel Andrea Haubold
Volker Friedrich Franziska von Briick
Stephan Kalbe
Amelie Schmidt %4 Oboes
Angelika Kittel Nigel Shore
Heidi Conrad Gerald Frohlich
Frank Schifer
Thomas Holzhiuser W %4% Clarinets
Evan Rynes Manfred Michel
Gerold Gnausch
1% Violas
Eberhard Wiinsch E R4 Bassoons
Raimund Dewerny Catherine Maguire
Jiirgen Naumann Thorsten Nither

Erich Knobl
Eberhard Beetz
Angelika Steinbeck
Manfred Glafd
Yuta Nishiyama

Anton Horwath

HMERB I LEESIEE

Orchestra and Choir of the
Komische Oper Berlin

Kirill Petrenko

[E%% Horns
Bodo Werner
Rolf Ludwig
Heide Rosemann
Peter Gollin

/D5E Trumpets
Jens-Uwe Schénbrunn
Lutz Emmelmann

{558 Trombones
Helmut Polster
Burkhardt Neumann
Daniel Holthaus

R HH Timpani
Friedhelm May

Fi 4 Percussion
Goran Schade
Thomas Kuhn
Matthias Hupfeld
Edwin Kaliga

A KM Stage Managers
Rainer Busch
Bertram Joachim

42 [ £ BI Orchestra Manager
Ulrike Range



£ W The Choir
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W— W First Sopranos
Cornelia Berner

Lia Felsenstein-Miihlhaus
Ute Grabowski

Sonnhild Liebscher

Gitta Mayer-Hein
Katharina Moll-Firl
Annette Walter

Andrea Willert

8 —& W 7F Second Sopranos
Andrea Gundelach

Angelika Huhle

Jana Reh

Anita Rodriguez Mendoza
Erdmuthe Spyra

Diemut Wauer

W — AT First Altos

Christina Biitow

Kerstin Bulla-Rohde

Gisela Déring

Angelika
Gummelt-Tochtenhagen

Mechthild Jahnke

Doris Katerbau-John

Britta Siiberkriib

Judith Utke

7 s 250 1 oy 24 i H

Jeremy Barr

Mario Calafato

Kevin Cheng

199524 Cheng Shiu Ting
4 $5%2 Chiu Kwan Luen

Choir Master

3B AT Second Altos
Katrin Hacker

Jurtta Leukert

Jane Richter

$5— Y3 W% First Tenors
Eberhard Bshme

Ingo Hoehnel
Alexander Kohl

Martin Kopke
Christian Miiller-Bergh
Yuhei Sato

Gottfried Schiller
Giinter Gerhardt
Derek Kriiger

Martin Constantin

Peter Thiel

38 W W Second Tenors
Frank Baer
Raphael Biitow
Sven Goiny
Volker Herden
Eberhard Krispin
Heinz Paschold
Gunnar Hermann
Harald Hodeige
David Schroeder
Ilja Schwiirsky

Peter Wodner

%— YKFF First Basses
Thomas Bossen
Matthias Gummelt
Bernd Miiller

Thomas Seyfarth
Matthias Spenke
Michael Zernia

Holger Bentert

Andreas Gottwald

W K Second Basses
Hans-J6rg Bertram
Ernst-Dieter Block
Matthias Bock

Max Eichhorn
Manfred Frankenstein
Thomas Jahnke
Henrik Pitt

Stefan Stefanow
Christoph Rosiny
Frank Schwemmer

Olaf Thomas

Hong Kong Arts Festival Supernumeraries

Ralph Tristan Engelmann
Roger John

Laurence Lipsher

JBE4EH(] Robert Nield
1%~ J& Patrick Poon

Gus Scott

FEAEFR Tam Wing Pong
Bruce Walker

TS William Wang
Quinton Wrigley
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