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Running time: approximately 3 hours with two 20 minute intervals
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Choreography and Production John Cranko
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Music Piotr Il'yich Tchaikovsky
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Set and Costume Design Jurgen Rose
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Conductor James Tuggle

0 oooooo

Orchestra Hong Kong Philharmonic Orchestra
00 Caost
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Jason Reilly (Feb14)
Filip Barankiewicz (Feb15)
Friedemann Vogel (Feb1¢)

Wolfgang, his tutor
Mikhail Soloviev (Feb 14, 16)
Tomas Danhel (Feb 15)

A housekeeper
Ludmilla Bogart

Benno, the Prince’s friend
Alexander Zaitsev (Feb 14)
Alexander Jones (Feb 15)

Marijn Rademaker (Feb 16)

Attendants (Feb 14, 16)
Attila Bako

Dimitri Magitov

Evan McKie

Roland Havlica

Attendants (Feb 15)
Laurent Guilbaud
Stefan Stewart
William Moore
Alexis Oliveira
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Peasant girls (Feb 14)

Katja Wiinsche
Magdalena Dziegielewska
Alessandra Tognoloni
Myriam Simon

Linda Waasdorp

Peasant girls (Feb 15)
Laura O'Malley
Rachele Buriassi
Jelena Buschujewa
Daniela Lanzetti
Miriam Kacerova

Peasant girls (Feb 16)

Katja Wunsche
Magdalena Dziegielewska
Alessandra Tognoloni
Myriam Simon

Miriam Kacerova

Siegfried’s Mother, the Sovereign
Melinda Witham

Cooks, Servants of the castle, Court members
Corps de ballet
Hong Kong supernumeraries

Children
Students from Jean M Wong School of Ballet

Actll  The Lakeside

Prince Siegfried

Jason Reilly (Feb14)

Filip Barankiewicz (Feb15)
Friedemann Vogel (Feb16)

Benno, his friend
Alexander Zaitsev (Feb 14)
Alexander Jones (Feb 15)
Marijn Rademaker (Feb 16)

Rothbart, the wicked magician
Damiano Pettenella (Feb 14, 1¢)
Petros Terteryan (Feb 15)

Odette, an enchanted princess
Elena Tentchikova (Feb 14)
Anna Osadcenko (Feb 15)
Linda Waasdorp (Feb 16)
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Two swans (Feb 14, 16)
Rachele Buriassi
Oihane Herrero

Two swans (Feb 15)
Magdalena Dziegielewska
Myriam Simon

Pas de quatre
Maria Alati

Laura O’'Malley
Katarzyna Kozielska
Christian Burnell

Swans
Corps de ballet

Act Il The Throne Room

Prince Siegfried

Jason Reilly (Feb14)

Filip Barankiewicz (Feb15)
Friedemann Vogel (Feb16)

The Queen
Melinda Witham

The unknown knight
Damiano Pettenella (Feb 14,16)
Petros Terteryan (Feb 15)

QOdile, his alleged daughter
Elena Tentchikova (Feb 14)
Anna Osadcenko (Feb 15)
Linda Waasdorp (Feb 16)

Princess of Poland and her escort (Feb 14, 16)
Oihane Herrero
Roland Havilca

Princess of Poland and her escort (Feb 15)
Daniela Lanzetti
Peter Piterka

Princess of Spain and her escort (Feb 14, 16)
Myriam Simon

Attila Bako

Dimitri Magitov

Evan McKie

Alexis Oliveira
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Premiere: 14 November 1963

Princess of Spain and her escort (Feb 15)
Oihane Herrero

Laurent Guilbaud

Stefan Stewart

William Moore

Alexis Oliveira

Princess of Russia
Laura O'Malley (Feb 14, 1¢)
Christian Burnell (Feb 15)

Princess of Naples and her escort
Elizabeth Mason
William Moore (Feb 14)

Kataezyna Kozielska
Arman Zazyan (Feb 15)

Kataezyna Kozielska
Stefan Stewart (Feb 16)

The Court
Corps de ballet
Hong Kong supernumeraries

Children
Students from Jean M Wong School of Ballet

Act IV The Lakeside

Prince Siegfried

Jason Reilly (Feb14)

Filip Barankiewicz (Feb15)
Friedemann Vogel (Feb16)

Rothbart
Damiano Pettenella (Feb 14, 1)
Petros Terteryan (Feb 15)

Odette

Elena Tentchikova (Feb 14)
Anna Osadcenko (Feb 15)
Linda Waasdorp (Feb 16)

Swans

Corps de ballet

000000000000000000000000
Members of Stuttgart Ballet are flown in by
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0000 Synopsis
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Act | Near the Prince’s Castle

It is the eve of Prince Siegfried’s coming-of-age.
The following day he must select one of the chosen
princesses as his bride and assume the duties of
kingship. But Prince Siegfried is young and romantic,
and hates the empty formality of the court. He is
happier in the company of his old tutor or with his
attendants and young girls.

This is the last day of Prince Siegfried’s freedom
and so they have all gathered in a remote spot to
celebrate. But his mother the Queen has discovered
where he is and comes to remind him that this
unbecoming behaviour must stop. Prince Siegfried
reproaches her, angry that she is interfering with his
last days of freedom: he is prepared to comply with
her wishes, but not today.
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The Queen withdraws, but she has upset the Prince’s
good spirits, and he can no longer conceal his
melancholy about the life that awaits him. A flock
of wild swans fly overhead. To Prince Siegfried they
seem like a strange omen, and he follows them into
the forest. Some of his companions, distressed at
his behaviour, follow to make sure no harm comes
to him.

— Brief pause, please remain seated —

Act II The Lakeside

The wild swans glide over the lake, led by one
wearing a crown. This is Odette an enchanted
princess, and the swans are enchanted maidens
under the power of the wicked magician Rothbart.
At twilight they must all turn back into swans.

Prince Siegfried finds Odette, and they fall in love.
Odette tells him that if his love is pure and constant,
he will release her from the spell. He swears to be
true to her forever.

— Interval —

Act Il The Throne Room

The nobility has gathered to attend the celebrations
of the Prince’s coming-of-age, his betrothal

15
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and coronation. Which of the princesses will he
choose? The princess from Poland, Naples, Spain
or Russia?

Prince Siegfried watches the pomp and ceremony
reluctantly, for he is in love with the wild, lofty vision
of Odette. Suddenly an unknown knight enters
with his daughter. It is Rothbart in disguise, and
his ‘daughter’ is really Odile, an evil spirit who
resembles Odette. Prince Siegfried, believing the
chimera is his beloved, swears to marry her. But
as they kneel for the blessing, a mocking laughter
shakes the palace. Odile vanishes and Rothbart is
triumphant; Prince Siegfried has betrayed his love.

— Interval —

Act IV The Lakeside

Prince Siegfried rushes to find Odette. Rothbart
allows them a brief meeting before tearing her away
from the Prince forever. The lake overflows its banks
and the next morning the body of the Prince is found
at its edge — drowned. A flock of wild swans glides
across the lake and amongst them is Odette. She
must again wait for a true and constant Prince, or
she is condemned to remain a swan forever.
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0000 Choreographer’s Notes
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John Cranko on his oroduction of Swan Lake
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| am always astonished to hear about productions of
Swan Lake that boast to have used a complete score.
They would last about as long as The Mastersingers
of Nuremburg! Opera lovers are used to such
demanding fare, but ballet aficionados prefer shorter
running times. It was necessary to cut certain bits,
and so | took out the well-known waltz and pas de
trois in the First Act and put in the pas de six instead,
which is just as beautiful but rarely performed. This
provides an opportunity for Siegfried to dance and
to develop his character. The ‘Black Swan variations’
are exactly where Tchaikovsky envisaged them and in
the Fourth Act the Drigo-pas de deux, that | always
thought too lightweight for this context, is replaced
by the marvellous elegy for strings.

| tried to base my own work on Marius Petipa’s
classical-romantic style, freely and personally,
but always with an eye on the great man’s work.
Accordingly, most of the Second Act is kept in its
usual form. The beginning of the Fourth Act and
the famous ‘funeral march’ of the swans | took from
various Soviet versions. Nevertheless, all repeated
phrases were cut, and the drama profited from the
fact that the Prince is now a believable character
experiencing a tragedy, and not just a human crane
hoisting up the ballerina. The dances are seamlessly
integrated into the plot, instead of being mere
meaningless divertissements.

What about the end? We have seen happy endings
and the lovers posthumously reunited, but in my
opinion Tchaikovsky tried to write a tragic ballet.
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Imagine the situation: Siegfried is unworthy, he
breaks his vow and inadvertently confuses exterior
apparitions with inner reality — he is a tragic
hero who can only lose. The weight of the music,
especially in the Fourth Act, is tragic. At the Imperial
Theatre the Czar, weary of real-life tragedies,
made it an unwritten law that everything had to
end happily — ‘All's well that ends well’. But Odette
and Siegfried are simply not the kind of lovers who
can 'live happily ever after’.

Translated by Michael Raab
Taken from the Programme Notes for the 1963 world
premiere.
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0O Feature

John Crcmko in conversation with

Walter Erich Schafer

In 1961 Walter Erich Schafer the artistic director of the Wirttemberg State Theatre (today’s
Stuttgart State Theatre) appointed John Cranko as ballet director. He tirelessly supported Cranko
in this role and also as choreographer. Schéfer’s great interest in Cranko’s work is evident in
their conversations about dance, which took place at various intervals from the autumn of 1972
onwards. The conversations were recorded for a book, but due to Cranko’s unexpected death
in the summer of 1973 they remain a mere fragment of the original vision. Nevertheless, the
conversations were published in 1974, and still count as one of the most important documents
about Cranko’s personality and work. In the passages printed here, Cranko and Schéfer talk
about the importance of Tchaikovsky’s Swan Lake, and about the historical as well as the then
current situation in ballet.

S : Schafer
C :Cranko

S : One of the reviewers of Swan Lake alleged that it is not a ballet for the present time and
that ballet has to keep changing. You know just as well as | do that change is a modish
term referring first of all to political developments and possibly, in addition, to a change in
mentality. Now my question is this: is there any great art which does not change?

C :ldon't think there is. Even a classical piece like Swan Lake is not done today as it was 30
years ago. We have different aesthetics, the technique is different, there is always change.
But | find it wrong to assess change with particular regard to Swan Lake, because we are
talking about a fixed thing with a fixed style. We might just as well talk about Mozart. Each
generation interprets him differently but it is still Mozart. And each generation produces
Swan Lake and yet it remains Swan Lake. However, today our repertory is bigger. We are
doing other ballets in a decidedly more modern manner.

S :That's not exactly what | meant. My question is whether a ballet — for example Swan Lake -
is really different from a play or an opera in terms of its propensity for change. In a play or
on opera the changes are certainly bigger, but with Swan Lake aren’t we basically sticking
to Petipa’s choreography?

C :This is part of ballet's heritage and it is difficult to explain. Let me put it like this: without
Bach there would be no Stravinsky. Every musician can read the scores or buy the records;
a young painter unable to travel to ltaly can still study Giotto. In ballet, however, there are



few real models. We have the Operda National de Paris’s Giselle and the two big Tchaikovsky
ballets, The Sleeping Beauly and Swan Lake. This is our only historical perspective and it
means a lot to us. Mdrcia Haydée claims that having danced Swan Lake she was able to
move on, invigorated, to a modern ballet, because the piece was so naked and pure.

: These selected classical ballets form a kind of reliable backbone...
: They do.

: ...something that is missing in Wieland Wagner’s production of Fidelio, for instance. There
the piece appears completely new, absolutely modern.

: The production does, but the music remains the same. And with Swan Lake or Giselle it is
the movement you want to keep. But you have to see it historically. The style refers back to
the end of the 19th century. In the Second Act of Swan Lake and the whole of Giselle you
can see exactly what made this period so productive.

: For me the change expressed by all great art is also there in Swan Lake.

: It is there in every piece. But basically it is in the eye of the spectator. Many people ask me
why | keep on doing Swan Lake. They don’t understand that for a dancer such a piece is
on a par with a Shakespeare play. You have to rehearse it again and again. You have to
know it otherwise you are missing out on a pivotal experience.

Translated by Michael Raab
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Jason Reilly (Feb 19)

goood gooogo

Choreography and Production John Cranko
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Music Piotr Il'yich Tchaikovsky
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Arrangement and Orchestration Kurt-Heinz Stolze
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Sets and Costumes Jirgen Rose
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Conductor James Tuggle
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Orchestra Hong Kong Philharmonic Orchestra
00 Cast

ooo Eugene Onegin

Ivan Gil Ortega (guest artist) (Feb 20)

Filip Barankiewicz (Feb 21)

Lensky, Onegin’s friend

Friedemann Vogel [Feb 19)
Marijn Rademaker (Feb 20)
Alexander Zaitsev (Feb 21)

Madama Larina, a widow

Melinda Witham

Her daughter Tatiana
Sue Jin Kang (Feb 19, 21)
Elena Tentchikowa (Feb 20)

Her daughter Olga
Katja Wuensche (Feb 19)
Laura O’Malley (Feb 20)
Elizabeth Mason (Feb 21)

Their nurse
Ludmilla Bogart
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Prince Gremin, a friend of the Larina family

Nikolay Godunov

Relatives, countryfolk, members of St Petersburg nobility
Corps de ballet

Servants
Hong Kong supernumeraries

000001965040 130
0000o19670 100270
World Premiere: 13 April 1965

Premiere of revised production: 27 October 1967
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Meetthe-Artist (Post-Performance) 20.2.2008 (Wednesday)

Ifyou would like to meet Reid Anderson Artistic Director of
the Stuttgart Ballet, please stay behind in the auditorium
after the performance.
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Act |, Scene |

Madame Larina’s Garden

Madame Larina, Olga and the nurse are finishing the
party dresses and gossiping about Tatiana’s coming
birthday festivities. Madame Larina speculates on the
future. Girls from the neighbourhood arrive and play
an old folk game — whoever looks info the mirror
will see her beloved.

Lensky a young poet engaged to Olga arrives with
a friend from St Petersburg. He introduces Onegin,
who, bored with the city, has come to see if the
country can offer him any distraction. Tatiana, full
of youthful and romantic fantasies, falls in love with
the elegant stranger, someone so different from the
country people she is surrounded by. Onegin, on
the other hand, sees in her only a fanciful girl who
reads oo many romantic novels.
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Act |, Scene |l

Tatiana’s Bedroom

Tatiana, her imagination aflame with impetuous first
love, dreams of Onegin and writes him a passionate
love letter w hich she gives
to her nurse to deliver.

— Interval —

Act Il, Scene |
Tatiana’s Birthday

The provincial gentry have come to celebrate
Tatiana’s birthday. Onegin finds the company
boring. Stifling his yawns, he finds it difficult to be
civil; furthermore, he is irritated by Tatiana’s letter
which he regards merely as an outburst of adolescent
love. In a quiet moment, he seeks out Tatiana and,
telling her that he cannot love her, tears up her letter.
Tatiana’s distress, instead of awaking his pity, merely
increases his irritation.

A distant relative Prince Gremin arrives. He is in
love with Tatiana, and Madame Larina hopes for a
brilliant match. But Tatiana, troubled with her own
heart, hardly notices her kind relative.

Onegin, in his boredom, decides to provoke Lensky
by flirting with Olga, who light-heartedly joins in the
teasing. But Lensky takes the matter with passionate
seriousness. He challenges Onegin to a duel.

Act ll, Scene |l
The Duel

Tatiana and Olga try to reason with Lensky, but
his high romantic ideals have been shattered by
the betrayal of his friend and the fickleness of his

beloved. He insists that the duel take place. Onegin
kills his friend.

— Interval —

Act lll, Scene |
St Petersburg

Years later Onegin, having travelled the world in
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an attempt to escape from his own futility, returns to
St Petersburg where he is received at a ball in the
palace of Prince Gremin. Gremin has married, and
Onegin is astonished to recognise in the stately and
elegant young princess — Tatiana, the uninteresting
litle country girl whom he once turned away. The
enormity of his mistake and loss engulfs him. His life
now seems even more aimless and empty.

Act lll, Scene |l

Tatiana’s Boudoir

Onegin has written to Tatiana revealing his love and
asking to see her but she does not wish to meet him.
She pleads in vain with her unsuspecting husband not
to leave her alone this evening. Onegin comes and
declares his love for her. In spite of her emotional
turmoil, Tatiana realises that Onegin’s change of
heart has come too late. Before his eyes she tears up
his leftter and orders him to leave her forever.
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A Note on the Music for Onegin
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by KurtHeinz Stolze

John Cranko's ballet Onegin is related to Tchaikovsky's
opera only through Alexander Pushkin’s novel-in-
verse, which provides the basic story for both works.
The music for the full-length ballet does not contain
even one measure from Tchaikovsky's opera. Instead,
| have culled the music from various lesser-known
compositions by Tchaikovsky and arranged most of
it myself.

As musical arranger, my function was to provide
large-scale musical forms from the dramatic plot.
While these forms had to correspond with the
dramatisation of the plot they also had to include
short musical numbers that could easily be connected
and interpreted through dance. Because of their
simple form, Tchaikovsky’s Compositions for Piano
(volumes 51-53 of the complete edition) lent
themselves particularly well to this ends, and provided
about three-quarters of the music. The Piano-Cycle
Op 37, The Seasons, was especially useful and the
opera, The Caprices of Oxana, composed in 1885,
(from which | used two arias, one chorus and a few
instrumental numbers) yielded much of the music. A
duet from Romeo and Juliet served as a sketch for
the main theme in the Tatiana-Onegin pas de deux
in the First Act, whereas the second movement from
the symphonic poem Francesca da Rimini takes up
much of the pas de deux in the Third Act. The big
dance numbers — Waltz, Mazurka, Polonaise — have
mainly been created from piano compositions.
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The dramatic
structure of the ballet
required continuity
so the different
pieces had to be
connected. For this
reason, some of the
themes were used
like leitmotivs. In their
recurrence, these
are often changed
harmonically
and rhythmically.
Some scenes are
accompanied by
free variations of
themes cited earlier
in the score. These
made it possible
to connect and
combine individual
pieces into a larger
musical structure
which departs from
the architectural
principal of the usual ‘'number ballet'.

While arranging the music, | felt it was important
not to depart too much from the typical Tchaikovsky
orchestration. At the same time, it was necessary to
avoid all-too-frequent tutti effects.

In line with the ballet’s dramatic action, which, in
Onegin is carried almost exclusively by the main
characters, | felt it was best to treat the orchestra
in more of a chamber-music-like fashion than is
normally the case in Tchaikovsky's original ballets.
To this ends, | reserved the use of the full orchestra
mainly for the dramatic climaxes and endings.
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by John Percival

Onegin is perhaps the most successful ballet d’action
of the 20th century. John Cranko’s staging is so clear
and intelligible that audience members need not
know Pushkin’s novel-in-verse in order to understand
the drama. For instance, the problem of conveying
the motivation behind Tatiana's letter is solved by
way of a dream sequence: the lights change and
Tatiana evokes a vision of Onegin — crediting him
with far more romantic ardour than he had during
their actual meeting. In her vision, he appears in her
room, dances a passionate pas de deux with her and
leaves before dawn. Tatiana then finishes the letter
and gives it fo the nurse to take to Onegin.

Although the plot is tragic, Cranko added many
humorous elements and thereby followed Pushkin’s
intentions. The humour casts a gentler light
on Onegin’s personality — which would otherwise
appear relentlessly brooding — and lends warmth to
the other characters, particularly Tatiana, who we
first see lying on the ground reading a book — not
exactly a standard ballet pose!

Among the many details invented by Cranko is a
fortune-telling game with @ mirror, played by the
sisters Tatiana and Olga. The mirror is supposed to
reveal their prospective lovers. Thus, Tatiana sees
Onegin for the first time; he is approaching her from
behind and looking over her shoulder.

Apart from the four protagonists (the fourth is Lensky,
Onegin's friend and Olga’s fiancé) the ballet contains
few solo parts. Still, it never gives the impression
of being too slight as the protagonists have a
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complex plot to enact
and each act has a very
ingeniously integrated
corps de ballet.

The climax of the Second
Act — indeed, the whole
treatment of this act —is
immensely theatrical.
During the party at
Madam Larina’s house
the corps de ballet
appears as a collection
of funny figures. In every
corner of the room we
see meetings, instances
of flirting, unexpected
activity and jokes
bandied about. In front
of this lively background
we are shown Onegin’s
ruthless nature and
bored impertinence,
which eventually leads
to the quarrel with
Lensky. These emotional
contrasts heighten the
icy atmosphere that pervades the room after the
challenge to duel.

The duel itself is done by shadow play; the men meet
in a fog in which they are only vaguely visible. After
the almost naturalistic sequences of the challenge
and the duel, Cranko inserts some short, strangely
expressive passages with movements that convey the
manic grief of the two sisters. These movements differ
fundamentally from the rest of the choreography
but fit perfectly at this moment to clarify the
ballet's meaning.

Onegin's most important moment comes at the very
end: in a pas de deux between Tatiana and Onegin
(who have now switched roles in their affections).
John Cranko explained this development himself
very succinctly:
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“With Onegin | was particularly interested in the
fact that the story is a myth and at the same time
an emotionally credible situation. An arrogant and
cynical man of the world doesn't recognise the ugly
duckling and when it is transformed into a swan, he
suddenly wants to have it. But Tatiana realises how
empty and bored Onegin really is, and whilst her
heart counsels her to take him, her mind tells her:
‘Let him gol””

Cranko, in the process, makes clear how undecided
Tatiana is and how hard, even tragic, her eventual
decision.

Initially, Cranko planned to use a musical score
based on Tchaikovsky’s opera. He first planned the
production with the Royal Ballet prinicpals Ronald
Hynd and Annette Page, but Covent Garden was
not interested and neither was Walter Erich Schéfer,
in Stuttgart. The day was saved by Cranko’s musical
collaborator Kurt-Heinz Stolze who offered to write
a completely new musical score for the ballet, based
on a number of largely unknown compositions by
Tchaikovsky. He did so without using a single bar
from the opera. The result was absolutely splendid.

Translated by Michael Raab
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John Cranko was born on 15 August 1927 in South
Africa. He received most of his dance education
at the University of Cape Town, where he also
choreographed his first ballet set to Stravinsky’s Suite
from The Soldier’s Tale.

In 1946 he joined the Sadler’s Wells School
in London to continue his studies, and shortly
afterwards became a member of the Sadler’s Wells
Ballet (subsequently The Royal Ballet). In 1947
Cranko sensationally choreographed Debussy’s
Children’s Corner for the Sadler’s Wells Ballet and,
from 1949 onwards, devoted himself exclusively to
choreography, producing some extremely successful
ballets. In 1955 he choreographed La Belle Héléne
for the Paris Opera Ballet and, in 1957 created his
first full-length ballet The Prince of the Pagodas,
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for The Royal Ballet. In 1961 John Cranko was
appointed ballet director at the Stuttgart Ballet by
Walter Erich Schdafer, the artistic director of the
Wirttemberg State Theatre (today’s Stuttgart State
Theatre).

During the early years at Stuttgart Cranko
concentrated on short ballets and on assembling a
group of dancers with whom he could evolve. Among
them were Egon Madsen, Richard Cragun, Birgit Keil
and, most importantly, a young Brazilian dancer
named Mdrcia Haydée who became Cranko's prime
muse and inspiration. His breakthrough came in
December 1962 with the world premiere of Romeo
and Juliet - a production that was highly praised by
critics and audiences alike.

At Stuttgart Cranko created many small
choreographic jewels such as Jeu de cartes, Opus |
and his symphonic ballet Initials R.B.M.E. But it was
with his dramatic ‘story ballets’ such as Onegin, The
Taming of the Shrew, Carmen, Poéme de I'Extase
and Traces that Cranko secured his place in the
pantheon of great choreographers. In addition, he
encouraged many of his young dancers to try their
hand at choreography — including Jifi Kylign and
John Neumeier.

Cranko's gift for nuanced story-telling, clear dramatic
structure and his exquisite mastery of the art of the
pas de deux won over New York audiences during
a triumphant season at the Metropolitan Opera in
1969. World-wide acclaim soon followed, and
Cranko and his young company toured the globe.

John Cranko died unexpectedly on 26 June 1973
on a return flight from a successful US tour. He was
45 years old.
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Reid Anderson became a dancer at the Stutigart
Ballet when he was 19 years old, at the invitation
of the then choreographer and artistic director John
Cranko. His career at Stuttgart lasted 17 years,
during which time he became a soloist (1974), a
principal dancer (1978), and worked with some of
the leading choreographers of the day including,
Sir Kenneth MacMillan, Glen Tetley, John Neumeier,
Ji¥i Kylian, William Forsythe and, of course, John
Cranko.
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In 1987 Anderson became artistic director of Ballet
British Columbia and in 1989 was appointed artistic
director of the National Ballet of Canada, a position
he held until 1996 when he returned to the Stuttgart
Ballet as Artistic Director. In his first season at Stuttgart
he rejuvenated the company by adding 21 new
dancers, and prompting the renowned dance critic
Horst Koegler to write: “Today’s Stuttgart Ballet is the
best Stuttgart Ballet of the last 35 years.”

Anderson, like Cranko, has earned a reputation
for his ability to spot and foster young talent. He
does this not only to evolve the technical artistry
of the company but also to develop potential new
choreographers. Since 1996 he has commissioned
more than 50 new choreographies and witnessed
their successful world premieres. Anderson has
also enriched the company’s repertoire through the
acquisition of ballets from internationally renowned
masters, such as George Balanchine, William
Forsythe, Frederick Ashton, Jerome Robbins and
Hans van Manen.

In February 2006 Reid Anderson was awarded the
German Dance Prize in appreciation of his significant
contribution to the development of classical dance in
Germany. In the same year he was named Director
of the Year by the readers of the renowned dance
magazine Dance Europe.
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Jirgen Rose studied art and theatre in Berlin. In 1959 he had his first engagement as stage designer and
actor in Ulm. In 1961 he met John Cranko who commissioned him to design the sets and costumes for
his production, Romeo and Juliet.

Following this success, Cranko and Rose worked together in Stuttgart on productions such as Swan Lake,
Firebird, Onegin, Initials R.B.M.E., Poéme de |'extase, Traces and the operetta The Merry Widow. In
1972 he began collaborating with John Neumeier — a partnership that has seen the production of nine
successful ballets.

In 1987 Rose designed the sets and costumes for Mdrcia Haydée’s The Sleeping Beauty. In addition to
his designs for ballets, Rose has also worked for theatre and opera houses around the world, including
Hamburg, Berlin, Munich, Stuttgart, Vienna, Salzburg, Bayreuth, Milan, New York and London.
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Kurt-Heinz Stolze was born in Hamburg in 1926 and studied piano, organ and conducting under
Wilhelm Brickner - Riggeberg at the city’s Academy of Music. His first theatre post was as conductor and
correpetitor at the Royal Opera House in Copenhagen. In 1957 Stolze started to work as correpetitor
for opera and ballet in Stuttgart. There he increasingly concentrated on ballet music and became John
Cranko's closest musical adviser. Among other works, he conducted Swan Lake, arranged Vivaldi’s concert
cycle L'estro Armonico for Cranko, and scored the music for Onegin using various motifs by Tchaikovsky.
Additionally, he worked for radio and film. In 1969 he arranged the music for The Taming of the Shrew
in a production by Domenico Scarlatti. In the same year he went on tour in the US with the Stuttgart Ballet.

Kurt-Heinz Stolze died in Munich in 1970.

Translated by Michael Raab
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James Tuggle was born in Portland, Oregon. He
started his conducting studies in 1972 in Los Angeles
with his principal mentor Fritz Zweig and continued
in 1976 at the Mozarteum in Salzburg, under Otmar
Suitner. He took part in Franco Ferrara’s Siena
masterclass in 1980 and in 1981 participated in the
conductors’ course at the Netherlands Broadcasting
Foundation, under Neeme Jdrvi.

In 1974 Tuggle began his career as a conductor
with the San Diego Opera and from 1977 served
for three seasons as assistant conductor with the
Seattle Opera for its festival production Der Ring
des Nibelungen. After moving to Europe in 1980
he worked as assistant to Jésus Lopez Cobos at the
Deutsche Oper Berlin and the Royal Opera House,
Covent Garden before moving in 1982 to become
permanent conductor for the Deutsche Oper Berlin.
In 1984 he accepted the post of Music Director for
the Stuttgart Ballet, for the first time, but left in 1993
to become the principal conductor and music advisor
for the Ballet of the Vienna State Opera. In 1997
Tuggle returned to Stuttgart to take up the position
of Music Director.

In great demand as an opera, ballet and orchestral
conductor throughout Europe and the US, Tuggle's
recent engagements include collaborations with
choreographer Youri Vamos in Bonn and Basel,
conducting ballets at La Scala in Milan and guest
conducting operas at the Komische Oper Berlin and
the Vienna State Opera.
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In 1961 choreographer John Cranko was appointed
ballet director, issuing in a new era at Stuttgart.
He ingeniously revitalised the genre of the full-
length narrative ballet with three now legendary
masterpieces: Romeo and Juliet (1959, new version
1962), Onegin (1965, new version 1967) and The
Taming of the Shrew (1969). He also introduced new
and young dance persondlities to the world; such
as Egon Madsen, Richard Cragun, Birgit Keil, Ray
Barra and his muse and prima ballerina, Mércia
Haydée. Even today, professional dancers the
world over consider the lead dance parts Cranko
created amongst the ‘dream roles’ of their dance
career. In 1969 during the Stuttgart Ballet's first US
tour, American critics described the troupe as the
“Stuttgart Ballet miracle”.

The Stuttgart Ballet has remained at the forefront
of international dance for over 40 years. Between
1976 and 1996 its former prima ballerina, Marcia
Haydée directed the company. The current Artistic
Director Reid Anderson continues to further the
company's success with a strong repertoire of work
that both showcases younger choreographers and
celebrates the heritage of John Cranko. Stutigart's
breathtaking level of technical skill and its stylistically
broad repertoire garner international critical acclaim
and attract aspiring dance talent the world-over.
In fact, more than 25 nationalities are represented
at Stuttgart — in the apprentices, ensemble dancers
and soloists.
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0000 Demi-Soloists
Magdalena Dziegielewska Katarzyna Kozielska Laura O'Malley
Myriam Simon Roland Havlica Alexander Jones

Dimitri Magitov William Moore Damiano Pettenella
Stefan Stewart Arman Zazyan

000 Corps de Ballet
Maria Alati Ozge Basaran Francesca Berruto Anais Bueno Garces
Rachele Buriassi Christina Burnell Jelena Buschujewa Heather Chin
Nathalie Guth Catherine Hamer Miriam Kacerova Hyo-Jung Kang
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Nicole Krahl, Diana Schmiedecke

000 Wardrobe

Ulrike Barth, Susanne Klein, Florina Kornmann, Maren Bihner, Johanna Doring, Stefan Fuge,
Johannes Oelhafen, Mohamad Kablawi

000000 Make-up Department, Opera House

Jorg Miller

000 Make-up
Jenny Drechsler, Dana Kutschke, Natalie Diehm, Pascal Wagner, Lola Khourramova

0000000000 Stdents from the Jean M Wong School of Ballet

0J000000000o0oo0oooooo0 o000 0000000000 oooooo
Bethany Chan, Chan Cheuk-ki, Cheung Sum-yuet, Chow Tsz-ching, Rosella Lee, Sharmain Lee, Maris Lui, Christy Ng,
June Siu, Melody Tam

000000000000 Hong Kong Supernumeraries selected from the following:
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Oriana Catton, Jacob Chan, Juliana Chan, Chan Ming-wai, Chan Yee-ting, Chan Ying-na, Yolanda Chan, Chan Uen-ling,
Cheng Hoi-yan, Cedric Cheung, Daniel Chong, Tony Chong, Clara Chow, Chow Yuen-ying, Victor Fung, Kong Hiu-ting,
Benedict Koo, Bosco Leung, Cherry Leung, Percy Leung, Li Long-hin, Lin Li-hua, Mok Wai-hung, Alz Ng, Gladys Ng,

Nora Ngan, Fusako Oshima, Rayman Poon, Connie So, Gabriella So, Tam Mei-wah, Marika Takehara, Connie Tang,
Natalie Tang, K'Y Tse, Candy Wong, Charity Wong, Chika Yamanouchi, Jacky Yuen
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0000 Orchestra Profile
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Hong Kong Philharmonic Orchestra
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Hailed as one of Asia’s top orchestras, the Hong
Kong Philharmonic Orchestra (HKPO) is one of
the leading orchestras in the region, led by the
internationally renowned Atrtistic Director and Chief
Conductor Edo de Waart. Enriching Hong Kong's
cultural life for over a century, the last three decades
has seen the Orchestra grow into a formidable
ensemble of Chinese and international talents,
attracting collaboration with many world-class artists.
In April 2006 The Swire Group Charitable Trust
became the Hong Kong Philharmonic’s Principal
Patron, committing HK$36 million over three years
to enable Maestro de Waart's artistic vision for the
Orchestra to be realised. The HKPO annually touches
the lives of nearly 200,000 music lovers through
more than 150 performances, including a series of
outreach activities such as the free outdoor concert
Symphony under the Stars which attracted nearly
20,000 people.

The Hong Kong Philharmonic Orchestra is financially
supported by the Government of the Hong Kong Special
Administrative Region.

SWIRE is the Principal Patron of the Hong Kong Philharmonic
Orchestra.
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HONG KONG PHILHARMONIC ORCHESTRA

000000 Edo de Waart
000 David Atherton

00000000 Artistic Director & Chief Conductor
0000 Conductor Laureate

00000 First Violins ooooooo — 00000 Double Basses 00 Horns
00 Concertmaster g g g g E g E g g E E 0 000 Jiang Xinlai e 000 Mark Vines
000 John Harding oooooon 00 Feng Rong m 000 Lisa Rogers

goooooOoooo
Swire First Associate

The Robert H N Ho Family
Foundation Orchestral

000 Samuel Ferrer
000 Jeffrey Lehmberg

>

000 Chow Chichung

Concertmaster Fellowshins: Gui Li 000 May Van Norman
ellowships: Gui Li, - .
000 Leung Kindung Jia Ding Iging, Wang Liang, 000 George Lomdaridze 000 Homer Lee Sivlam
ooooo Wang Peng, Xia Chun-yu 000 Philip Powell 0000 Takako Kawase
Second Associate 000 Jonathan Van Dyke
Conce”\r/"\/‘“'ers ) 000 Violas 00 Xue Yu 00 Trumpets
000 Wong Sze-hang e 000 Ricardo Zwietisch e 000 Jonathan Clarke
'EhieruAtsiiote A 0000 Kaori Wilson 00 Flutes A 00O Christopher Moyse
Concertmaster 00 Li Ming 000 Megan Sterling 000 Douglas Waterston
00 Zhu Bei 000 Alice Rosen 000 Sebastian Jacot
00 Mao Hua 000 Chan Shing-keung 000 Linda Stuckey 00 Trombones
00 Chena Li 000 Cui Hong-wei e 000 Jarod Vermette
eng Li

9 . 00 Fan Yan 00 Piccolo 000 Maciek Walicki

000 Cheng Chi-man .
000 Ethan Heath 000 Llinda Stuckey
000 Chow Lapchung )
. 00 Pak Ming 0000 Bass Trombone

000 Anders Hui
000 MaoYi 00 Sun Bin 000 Oboes 000 Michael Priddy

ao Yiguo

9 00 Wang Jun 000 Michael Wilson
000 Rachael Mellado
. 00 Zhao Yu 00 Huang Zheng 00 Tuba

00 Nilan !

o 000 Christopher Chen e 000 Paul Luxenberg
000 Christine Wong Karyee

X goooooao -

00 Zhang Xi oooooo

000 Zhou Tengfei

00000 Second Violins
00 FanTing

000 Leslie Ryang Moon-sun
000 Katrina Ma
00000 Miyaka Suzuki
00000 Tomoko Tanaka
000 William Davidson
00 Fang Jie

000 Ricardo de Mello
000 Gallant Ho Ka-chun
000 Russell Kan Wang-to
000 Mo Kwokfai

000 Martin Poon Tingleung
00 Shen Rong

000 Alisa Yan Yuging

ooooooooo

The Robert H N Ho Family
Foundation Orchestral
Fellowship: Bu Hong

000 Cellos

e 000 Richard Bamping
= 000 Fang Xiaomu
A 00 Dora Lam

000 Chen Yichun
000 Anna Kwan Ton-an
000 Chan Ngat Chau
000 Cheung Ming-yuen
00 Timothy Frank

000 Li Minglu

000 Yalin Song

ooooooo-
oooooo
ooooboooooao

The Robert H N Ho Family
Foundation Orchestral
Fellowship: Chang Pei-chieh

000 Cor Anglais
000 Christopher Chen

000 Clarinets

000 Andrew Simon
000 John Schertle
000 Michael Campbell

00000 Bass Clarinet
000 Michael Campbell

000 Bassoons

00 Kam Shui

000 Vance lee

000 Adam Treverton Jones

00000 Contra Bassoon
000 Adam Treverton Jones

000 Timpani
e 000 James Boznos

0000 Percussion

e 000 Shaun Tilburg
000 Raymond Leung Wai-wa
000 Sophia Woo Shukfai

00 Harp
e 00O Christopher Sidenius

00 Keyboard
e 00O Shirley Ip

e [0 Principal
m 0000 CoPrincipal
A 0000 Assistant Principal

55





