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PLATEE

PROLOGUE

ldeas

Thespis is sleeping it oftf. A satyr sings of
drinking.

Thespis wakes up and sings a love-song to
Bacchus. He then embarrasses evervone by
exposing their infidelities.

Thalie and Momus arrive and remind
Thespis that the gods behave in the same way.
Momus begins a story about Junon's

jealousy of Jupiter.

L'Amour interrupts and insists on being
included.

They sing of putting on a new kind of

show.

ACT |

Plans

Cithéron appeals to the gods to end the terrible
weather.

Mercure appears and tells him that the
storms are caused by Jupiter and Junon’s jealous
quarrels.

Sent by Jupiter, Mercure is looking for a
way to teach Junon a lesson.

Cithéron suggests a prank: let Jupiter
pretend to propose to Platée, just to make
Junon really jealous.

Mercure goes up to tell Jupiter the clever
plan.

Enter Platée, who sings of the swamp.
What a place to fall in love! And she's long

loved Cithéron.
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Clarine is unimpressed.

The swamp creatures dance.

Mercure announces to Platée that Jupiter
will be down soon to woo her. She can’t wait.

Clarine sings the sun away.

Rain dances.

Mercure spots Iris leading the Aquilons

who come to clear the area for Jupiter's landing.

Interval

ACT 1
Metaniorphoses
Mercure has misdirected Junon to delay her
arrival.

Jupiter and Momus come down in a cloud.
Cithéron and Mercure hide and watch.

Platée is attracted to the cloud.

Jupiter appears to her as an ass, an owl and
a man. He says he wants her.

She is overwhelmed. Evervone laughs at
her.

Enter La Folie, who sings of... folly. She
has stolen Apollon’s lyvre and is feeling musical.

Diverse dances.

A hymn to Marriage and to the coronation

of Platée.



ACT 11

Retiin

Junon can’t find the c|1c‘;\ring Jupiter and she's
turious at Mercure. But he convinees her to
hide in order to observe the wedding.

A procession. Another procession.

Lvervone's invited., but Platée doesn’t see
[ Amour.

Mercure and Jupiter make a long dance
longer.

Placde has anxiety,

Momus, disguised as L'Amour, shows up
to officiate. He tells Platée how sad marriage
can be.

La Folie makes fun of him.

Dances in honour of Platée.

Justas Jupiter is swearing his vow, Junon
bursts in. She's shocked by Placée’s looks.

The joke is over.

Jupiter and Junon make up.

Platée is very angry and blames it all on
Cithéron.

The Gods return to Olvmpus

Platée goes back home.

MARK MORRIS
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A TESTAMENT TO COMIC GENIUS

A vear before his sensational attack on French
music. Jean-Jacques Rousseau — unpredicrable
and inconsistent as ever - gave a glowing
assessment of Platée. " Call v sublime!” he wrote
in 1752: ‘never repent of having considered it
Rameau’s masterpiece and the most excellent
work that has ever as vet been heard in our
opera house™. To was a view shared by most
crities by that date, including many of the other
philosophes such as Grimm, d"Alemberc and
d’Holbach. By the dme of the composer’s death
in 1764, the work had generally come to be seen
as one of his crowning glories, alongside Castor
et Pollux and Davdanus.

Such would not have been the verdict
when Plarée first appeared. Towas the last of
several works staged at Versailles in 1745 during
the festivities surrounding the marriage of the
Dauphin wich Maria Teresa of Spain. The opera
was coolly received: Voluire described itas “the
most detestable show | have ever seen or heard™.
It was given only a single performance, and
when the Duc de Richelicu, master of
cerernonies, asked Louis XV repeatedly whether
he would like to see the opera again, the king
did not deign to reply.

Uhe reason is not dithicule wo find. Platée
was, as we shall see, wildly unsuited to the
wedding fesdivities. There is indeed evidence
that it had not been designed for this purpose
hut was already substandally complete. And
when Rameau’s contemporary Rover failed to
produce a planned serring of Volwire's powerful
it controversial Pandore (a libretco which, o our
cternal loss, Rameau had already refused), the
organizers drafted Placée o All the gap.
Richelicu may well not have read the libretto
carcfully. Had he done so, he must surely have
realized that a plot that centred on the wooing

by the god Jupiter of a grotesque marsh nymph
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was scarcely appropriate to the occasion, given
that the new Dauphin was, in Malherbe's
words, ‘not phvsicallv well served by nature’.
While few would have identitied the nymph
and her divine suitor with che newlv-weds

(anyone looking tor allegory would equate

Jupiter not with the Dauphin but with the

king), much of the humour and especially the
aborted mock-marriage at the work’s climax
must, in this context, have seemed in poor taste.

lowas only in 1749, when Plaree was
presented at the Académie Rovale de Musique
(the Parts Opéra), that 1ts virtues became more
obviously apparent. with “new beauties revealed
at each hearing” (Rémond de Sainte-Albine).
And at che 1754 revival the work was
eestatically received. The triumphant reprises of
this opera and of Custor were seen as definitive
ripostes 1o the Talian music of the Bouftons,
whosc appearance at the Opéra had for almost
two years rocked that august institution to its
foundations.

Comedy had craditionally plaved licde pare
at the Académie. The tirse pragédies e imusique
by Jean-Baptiste Lully, true founder ot IFrench
opera, had followed Tahan precedent in
including comic episodes. But Lully soon
realized that the French did not take to a
mixture of the tragic and comic: this was one
reason why they detested Shakespeare. Ateer
1677 he eliminated such episodes trom his
operas. From then undil the appearance of
Platée some TO vears later, only a handful of
works presented at the Opéra had wholly comic
themes; of these, the most successtul were
Mouret's Le Martage de Ragonde et de Colin and
‘Cariselli’s an entrée in Campra's Les Fragments
de Monsicur de Lully.

It was the success of this last that sparked

the creation of the present work. In 1740, in



response to the Académic’s request for a new
work modelled on “Caniselli’. tor performance
during Carnival or the summer doldrums,
Jacques Autrcau had written a libretro entitled
Platee, ou funon jalowse. Autreau borrowed the
idea from the ancient Greek writer Pausanius —
an episode in which Jupiter, to cure the
tresome jealousy of his wife Juno, pretends to
court a wooden statue disguised as a woman.
Tuno, led 1o uncover the ruse, would be made o
look foolish when the object of her husband's
“attections” is exposed. In Autreau’s version itis
not a statue but the marsh nymph Platée who
submits to Jupiter's courtship and who becomes
the butt of most of the humour.

Autreau’s text provided the outline and
manv details of the libretto that Rameau
eventually set. (The Prologue, "La Naissance de
la comédie’, is almost wholly Autreau’s.) But the
composer, though aware of the work’s potential,
realized that the libretto needed expanding; he
thus bought the rights to the manuscripr and
engaged another writer, Le Valois d"Orville, to
adapt it to his requirements. Among the
improvements d'Orville introduced were the
extravagant character of La Folie and many
other comic elements.

From an oudine of the plot alone we might
conclude that the humour ot Platée (as it was
now known) is [|mr0ug|\l)’ sick. On the stage,
however, that is not how it seems. While we
may laugh at Placée’s plight, our sympathies are
with the nvmph throughout. Moreover, the
cruclty of laughing at an ugly but hopelessly
vain temale is keptat a distance by the fact that
her part was sung by a man. (This savesti role,
one of the few in French operas ot the period,
was created |)_\' the famous /’tll[f(‘-l'{ll/f)'(‘. or |1ig|1
tenor, Pierre de [élvorte: see p.15.)

Much ot the humour ot Plaree comes tfrom
its wicked parodies of serious opera. Audiences
would, for example, have expected miraculous
stage cffeces, and they certainly got them. Bue
these transtormations were hardly the kind
normally seen at the Opera, where

representations of the supernatural were

I dralogue betiecen Ludly, Rameai and Orphens i th

Flysian Fields: engraving (1771)
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governed by claborate conventions. The
treatment of gods was a case in point. Such
divinities were expected to act in a manner
befitting dheir divine status. Yer when Placée
first encounters Jupiter, he is crouching out of
sight within the cloud that has brought him
from Olvmpus. As Platée gingerly approaches,
the god manifests himself firstas an ass (the
nymph mistakes its braving for amorous sighs),
then as an owl (this provokes from the other
birds a cacophony far removed from che
idealized birdsong that was part of the Opéra’s
stock-in-trade).

Audiences would similarly have expected
claborate scene changes not only between acts
but within them. Yeu Plarée, atter the Prologue,
includes none. Instead, the action takes place
not in an enchanted grove or a palace or any of
the other standard settings but entirely in
Platée’s soggy marsh. Morcover, the inhabitants
are not the usual denizens of rural idyll but
frogs and cuckoos (the frogs are eventually used
to pull Platée’s chariot to the mock-marriage).
The appearance of incongruous characters s,
indeed, a recurrent theme. When La Folie firse
arrives, it is with a group of “fous gais” and “fous
tristes” — these dressed respectively as babies
(poupons) and —a Pythonesque touch avant la
lettre — Greek philosophers. ’'Amour,
moreover, appears with a ludicrously large bow
and arrow.

Itis not only the gods™ behaviour that is
parodied. Their conversation often takes on a
colloquial or even irreverent tone far removed
from that of the serious opera of the day. At the
start of Act 1, for instance, Mercure explains
that he has hoodwinked Junon into going to
Athens in the expectation of surprising Jupiter
and his suspected new love. Look. there she
goes ', he jokes, pointing to a passing cloud. And
at the start of the mock-marriage, when Platée
observes that 'Amour and Hymen, the god of
marriage, are not yet present, Mercure wryly
observes that these two divinities rarely go
together.

The libretto adopes a similarly irreverent

approach to the normally elevated language of
opera. Much is made of comic alliceration
(Platée’s "Mon coeur, tes tu bien consultéz/Ah!
Ca-t-il bien mérité?’) and onomartopocia (her
indignant *Dis done, pourquoi?’, taken up by
the frogs as ‘quoi? quoiz quoiz’). This last is
more frog-like than it may seem, since in
Rameau’s day the relevant words were
pronounced ‘pourkwe’ and kwe'. Later, when a
furious Platée grasps Cithéron by the throat
(not something vou find in many a tragédie en
nusiguee), their duet includes the memorable
exchange: "Qui. moiz Oui, toi! Moi? Toil. And
to cap Platée’s demotic use of language, witness
her decidedly unoperatic expletives: "Fil" and
“Outt!

How then did Rameau react to such a
libretro? He has so often been portraved as a
withdrawn, desiceated, severe, avaricious cross-
patch that he would hardly scem suited to such
a mould-breaking comic text. Most assessments
of the composer’s personality, however, date
from his final years: he died a tew days short of
his 81st birthday, disillusioned by changes of
taste in the operatic world and by the problems
he had experienced in the aceeprance of his
revolutionary work as a music theorist. But
there are glimpses in his biography of a more
eenial, bon vivanr Rameau, one whose first task
when he moved to Paris, in 1722, was to
provide music for knockabout farces by his
friend Piron (the music, now lost, is known to
have included operatic parodies). Rameau’s
output also includes humorous drinking-songs
and canons. And we must remember, above all,
that it was he who commissioned the revision of
Autreau’s text of Platée including, one assumes,
the enhancement of its comic clements.

In the event, Rameau rose to the challenge
superbly. There is, even by his standards, an
extraordinary vitality about the music of this
opera. From the start, the composer clearly has
no intention of clinging ro a style developed for
quite different genres of opera. The tone is set
by the opening of the Ouverture, with its sharp

Huctuations of tempo, capricious melodic



dislocations and gasping fragments: this is the
music that will recur ar the entrance of La Folie
i Act IL. Thereafter, Rameau exploits every
known trick of comic writing: glissandos —
rarely used at this date = to characterize the
cods” ludicrous wedding gifts to Platee (as
Momus explains "Ce sont des pleurs./Des
tendres douleurs./Des cris, des langueurs!);
extravagant pizzicacos for the lvre that La Folie
has stolen from Apollo: exaggeratedly wide
melodic skipss inancly chattering repeated notes.
In the vocal music, musical parody takes many
forms: inappropriate vocalises (as in the
laughing chorus *Quelle est aima-a-a-a-able’),
misaccentuations (in Platée’s arietee badine).
vocal acrobaties (in La Folie's delicious
caricarures of Taalian coloratura, especially).
Sometimes the music can be mock-solemn, as in
the two dances “dans le gout de vielle', where
the vielle (hurdv-gurdy) is represented by
sustained double-stoppings. Sometimes the
parody would have been more apparent to
Ramecau’s audience than to us: the chaconne
that precedes Plarce’s marriage is comic not just
because of its absurd lengeh or because itis
danced in “le genre le plus noble’, but because it
is misplaced: chaconnes, evervone knew,
belonged at the culmination of the final
divertissement.

I hroughout the score Rameau's flair for
descriptive writing serves the comedy
nmgnil\lccnd\ . The chorus of frogs and cuckoos,
in which oboes repeat a croaking svncopated
low C sharp (a note not strictly available on the
Baroque instrument). would hardly sound out
of place in Ravel's 1 Fnfiur er les sortileges. while
the “charivari” of frightened birds has a
Messiaen-like realism. And the braving of the
ass- Jupiter anticipates NMendelssohn's
representation of Botcom in A Midsumimer
Night s Dream.

It Platée was merely a succession of comic
cffects, it would scarcely deserve its reputation
as one of the most original and enduring works
of 18th-century music-theatre. In pointing to

individual moments ot comedy, it is casy to
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forget that the work is constructed with rare
skill and singleness of purpose. Lven the
Prologue, so often only tangentially related - if
at all = to the main drama, introduces a pretext
tor the ensuing plot. And the quality of musical
invention, even in the most outrageous passages,
is astonishingly high. When La Folic mockingly
describes the wonderful chorus that summons
the god Hymen as “a masterpicee of harmony’,
for once she is talking sense.

Above all, itis in the representation ot
Platée herselt that Rumeau has produced one ot
his most memorable ereations. Her incurable
vanity, her gullibility, petulance and
vulnerability = all are sketched in the libreto
but brought vividly and endearingly to life
through the music itself. Here, as Rameau’s
biographer Cuthbere Girdlestone puts it is “one
of Rameau’s few characters who is a personality
and not just a succession ot situations’. Trwas
tor this reason. and for the work’s naturalness,
vivacity and comic realism, that the philosophes
hailed Platée as heralding a new era of French
opera. That era never dawned in Rameau’s
litecime, and he was unable to repeat his success
in this genre. The work nevertheless remains, in
the words of the composer’s collaborator
Cahusac, "of all his works the most original” - a

testament to his comic genius.

GRAHAM SADLER

Crrabam Sadler, senior lecturer at the University
of Hull, has written aid broadeast extensively on
French Barogue music: his mainy editions include

that of Placce used in these perfornuances
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BRINGING ARTS INTO HARMONY

Part ot the tun ot Plutée lics in the sounds of
pond life that Rameau sets and orchestrates so
wittily. The quackings (Quoi? Quoi?’) of Platée
herselt, the amphibian croaks in the wind
instruments: these are just two of the many
cttects wich which Rameau entertained himselt
and us. We can be sure that what he made us
hear he also wanted us to see. The original
production of /atée must have tried to flesh out
his musical vision with costumes, singing, acting
and dancing of equally picturesque, and
charactertul, vividness.

It is easy today to assume that carly 18th-
century opera and baller was always about the
nobility of gods and heroes. Not so. Rameau,
who could dramatize the serious plight ot
Hippolveus and Phaedra, of Pygmalion and
Galatea, could also plunge into a marsh and
animate its inhabitants like Walt Disnev. To
spectators of the 1745 Platée, as they watched
the bizarre creatures who populate the stage in
this impish satire, it was not, of course, Disney
— or Miss Piggy — that would have come to
mind, but the Greek comie playwright
Aristophanes: in particular, 7he Frogs and the
frog sounds (‘brekekekex ko-ax ko-ax’) that he
puts into the mouths of his title chorus.

To the educated people of the 18th
century, the pre-Christian cultures of ancient
Greece and Rome were not lofty or remote: they
were a path, in fact, o the rediscovery of nature
— naturalness of emotion and expression, and
unity with the natural world bevond modern
urban culture. Which is why Pope wrote, in or
about 1709, of Virgil: ‘But when Cexamine
ev'ry Part he came, Narure and Homer were, he
found the same. .. Learn hence tor Ancient
Rules a just kEsteem:/To copy Narure is to copy
Ihenr. Rameau did precisely that. The

modernity of Aristophanes” comedies often

takes us by surprises it would have surprised
18th-century audiences less.

Platée was originally described as a“ballet
boufton™. Dance, which played so important a
role in the choral odes of Greek drama, was also
important in [8th-century theatre. In London,
several of the female dancers of Drury Lane
Theatre, at least until its change of régime in
1733, doubled as actresses. Hester Santlow
(later Hester Booth), the reigning English
ballerina ot the pcri()d 1706=33, was also
London’s leading Ophelias at Drury Lane she
plaved comedy and tragedy, often performing
dances during or atrer the show. Acting and
dancing cross-fertilized. The chorcographer
John Weaver made some of the first narrative
ballets at Drury Lane during these vears —
dance-dramas that communicated their stories
and characters without using words. And the
interpreter of che leading female role was always
Santlow.

Similar experiments were happening on the
other side of the Channel. Louis NXIV's
daughrer-in-law, the Duchesse du Maine, was a
patron of the arts who anticipared several of the
artistic developments ot the Enlightenment,
notably at her palace at Sceaux, where she
presented a series of gala performances = “Les
Grandes Nuits de Sceaux”. At one of these, in or
about 1715 (the exact date is a vexed issue), the
leading ballerina and danserr of the Paris Opéra
performed a crucial, life-and-death scene from
Corncille’s tragedy Horace without a word:
Frangoise Prévost and Jean (or Claude) Balon
simply conveyed the contlict of the dialogue by
means of gesture alone. The ctfect on both
dancers and audience was one of overwhelming
emoton.

Obviously, the gestures they used cannort

have been merely the routine arm movements 1o
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Jean Balon (1676-1739)
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which mime in classical baller las sometimes
been reduced in later davs. Horace dramatized
an cpisode from Ancient Roman history; and
the people at Sceaux who applauded the
expressiveness of Prévostand Balon would have
known of the famous Roman mimes, Bathyllus
and Pylades, who were exceptionally supple and
brilliant in wordless characterization and
emotion. T'hroughout the 18th century,
Bathvllus and Pyvlades were held up as models to
dancers and dancing-masters. If they had
communicated so much so successtully during
the reign of Augustus, why were todav's dancers
communicating so little? As the Enlightenment
developed in the middle of the century, that
question was asked more often. Some of the
dances of Platée were obviously composed for as
much dramatic colour as possible: but others
were designed to send up tche inexpressive
formalicy and inhibiting dance formulae of the
cra,

Since the Renaissance and the spectacular
enterainments held ar the court of Catherine de
Medici, French artists had been fascinated by
the Greek idea of bringing several ares into
harmony in one work. The structure of most
[French Barogue operas was based on that of
Grreek drama: the occurrence of ballees at
regular intervals in operas corresponded to that
ol danced choral odes in Greek plays. Words
and music illumined each other:s dance and
spectacle illumed them further.

French opera had become a well-
established genre in the 1670s and 80s under
Lully, and he had done much to develop the
role of dance in opera. In the Tate 1730s and 40s
Rameau began to increase the role of dance yer
further. And to diversitv iv Les lndes galainres
(1735), one of his first works for the stage.
featured a saties ot entrees with dances for
[urks, tor Incas, tor lowers and tor Persians.
Fhe work is an early example of the
[-nlightenment fascination with che idea of “the
noble savages and in all of this, dance played a
central role.

Working on Les lindes galintes incroduced



Marie Sallé (1707=56): engraving after Nicholas Lancrer (1690-1743)

Rameau to the ballerina and choreographer
Marie Sallé, one of the most important, if
enigmatic, dance figures of the carly
Enlightenment. For the previous 18 vears, her
career had switched between London and Paris.
In Paris she had been trained by Prévost and
Balon. In London, she would have heard all
about — and would surely have seen — the dance
work of Santlow and Weaver at Drury Lane
(when in London, she herselt appeared in rival
theatres). As child performers in London in
1717, she and her brother — as if sending up
what Prévost and Balon had done with
Corneille’s f{orace at Sceaux — had performed a
mime burlesque of a scene from Racine's
tragedy Androntaque; her brocher played Oreste,
while she (not ver ten years old) p|;1_\'cd

Hermione. Presumably the intention and effect

were comic. Sallé also often performed the
folkdances of different councries. As she grew
up. however, she becanme celebrated in France
and England as the most noble and expressive
ballerina of her generation.

Amid the polite conventions that governed
French opera and baller between the eras of
Lully and Rameau, she began to advocate
reform and a return to the expressive directness
and simplicity of the Greeks. She was
befriended by several of the philosophes of the
French Enlightenment, notably Fontenclle and
Voluire, and in England by Pope and Gay. In
1733, she wanted to create a dance-drama of
Pyeialion at the Théarre-lalien: when the
authorities refused permission and threatened
her with jail (a not infrequent form of

punishment for Parisian theacre folk in the 18th
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century), she wok herselt off to London, staged
Pygmalion there, and had the greatest triumph
ot her carcer, with French critics in attendance
o report home on her achicvement.

In Pygmalion, she did not play the title role
— the emotional sculpror who, having fallen in
fove with his own creation, grieves when it
cannot reciprocate his teeling — even though she
excelled at portravals of feeling, and although
she later attempred ac least one male role.
Instead, she plaved the statue. Galatea, who, in
answer to Pyvamalion’s pravers, is touched into
life by the goddess Venus. In coming to life, in
descending from her plinth, in dancing beside
her maker, and in returning his teelings,
Sallé/Galatea overwhelmed Fondon. The
French observers were taken aback by her
costume reform. “She has dared. .. began the
critic ot the Mercure de France as he described
the loose, unornamented hair and loose,
uncorseted, “Greek’ actire she wore. (Icis likely
that her London audience was less startled:
Santlow had taken similar liberties for vears.)
Later in the same season, Sallé had another great
suceess in her emodonally intense mime/dance
portraval of Ariadne abandoned on Naxos.

[Handel promptly signed her up for the
following scason, to help the fortunes of his
opera season. He wrote three ballets tor her, and
her co-dancers, to perform in his operas. At
least one of these ballets, the “Terpsicore” scene
he added o his new production ot 1/ pastor fido.
seems to have been composed o ficher
specifications. since, in spite of its new music,
1ts seenario s simply a “Greek” seene of danee-
drama that she had already danced (to other
music) at the Paris Opéra. Terpsichore is Muse
of dance. When Apollo, god of music, and
Frato. Muse of poetry, ask her swhat she can do.
she replies by demonstrating the joy of love in a

sarabande, transports ina gigue, the *blind fury’
of jealousy in a dramatic air, the rushing wind
in a quick dance in wiple tme.

After thar London season with Handel,
Sall¢ crossed the Channel and began work with

Rameau. Not until Mikhail Fokine worked with

)

both Stravinsky (on the premiere of The
Firebird) and Ravel (on the original Daphnis et
Chloé) would any other choreographer work
with two composers of such distinction.
Rameau composed much of his most beautiful
music for her. She influenced him: his superb
version of Pyginalion in 1748 immortalized in
great music the dance-drama wich which she
had had legendary but ephemeral success in
London in 1734, She danced in the premieres
not only of Les Indes galantes but also of several
other Rameau productions, notably Castor et
Pollux (1737), Dardanns and Les Fétes d Hébé
(both 1739).

Although Sallé herselt was exemplary, her
reforms and Rameau’s had had only limiced
effect. Many operas stll contained plenty of
pompous and conventional dancing, and icis
this that Rameau has lampooned in the final act
ot Platée. To the stage direction "Dancing of the
most noble tvpe to heighten Platée’s
impatience’, he has composed a deliberately
repetitious and static chaconne. At the time of
its premicre, Sallé was no longer dancing full
time. In 1740, while sdll in her 30s, she had
retired. But she was stll very much around:
indeed, she made occasional returns to the
stage. notably for the premiere at Versailles of
Rameau’s prestigious collaboration with
Voluaire, La Princesse de Navarre, in 1745, This
launched the splendid series of productions at
Versailles to mark the wedding of Louis XV's
son to the Infanta of Spain: the series ended a
month later with Plaiée.

Sallé carried on choreographing. When,
atter 1748, Rameau often took as his libretrist
Louis de Cahusac — a writer whose interest in
many arts included a history of dancing. and

who aimed to unite dancing and narrative — it

Oppasite. the Mark Morris Dance Group
(photo: Bill Cooper







A scene from Lully's Phaéwon, firse performed at

Versailles tn 1683: draiweing after |. Bérain

was to Sallé they turned to bring their intensely
expressive dance vision to lite on stage. One
would like to know now how, in the
Rameau—Cahusac Zoroastre (1749), she
chorcographed, for example, the scene for the
spirits of Hell:
who, led by Hatred and Despair, run to the
call of vengeance. Vengeance stands at the
toor of the altar: the demons, armed with
serpents and daggers, cast terrible spells over
Zoroastre’s statues they draw nigh, raise their
arms as if to strike:r a whirlwind of flame
rushes torth from the altar and the statue
vanishes...

We do know that this tragédie en musique
involved great magnificence of staging, and
that, when economies at the Paris Opéra
prevented any of the innovatory costume effects
she wanted, she had to seck the stage apparel
trom a London theatre. Costumes and decor
plaved a crucial role in the music-dramas of the
18th century. Great palaces, beautiful gardens,
exotic locations were all reproduced in vividly
evocative designs. Platée, which has more than
one deus ex machina descending from the sky,
obviously requires elaborate stage machinery.

And vet where is it ser? In a marsh, during
bad weather. Platée is a frump who lives in a
swamp. Rameau and colleagues made a
spectacle both tender and satiric out of her
sicuation. And, ac the same time. they were
being aftectionate and highly ironic about the
dance and musical theatre of their day. Platée is
a comedy written by men who knew both their
heroine and the current condition of their art

torms all too well.

ALASTAIR MACAULAY
Alastair Macaulay is chief theatre critic for the
Financial Times; his biography of Murgot

Fonteyn will be published next year



FOLLY, THE SEXY MADWOMAN

Conservative writers in 1 7ch-century France
tended 1o agree that women's morals were
degenerating, though they disagreed as to
whether the cause was the excessive strictness or
the leniency of husbands. We would perhaps
characterize the change more as a newtound
sense of freedom and self-confidence that
allowed women, however tentatively, to contest
the double standard of the age. The new
morality was scen in fashions that bared
progressively more of the neck, shoulders,
breasts, ankles and legs, revealing new crotic
frontierss in a relaxation of the taboo against
female swearing and coarse language: in an
epidemic of female gambling: and in scandalous
reports of women’s over-indulgences in the
sensual pleasures of food, drink, nicotine

and sex.

The critics of women — usually cleries and
moralists — were answered by women themscelves
and their galant champions in a continuing
debace called the querelle des femmes. While the
feminist writings represent historically
important defences of female equality, icis che
anti-feminist traces that embody a brand of
rhetoric reflecting the beginnings of a literary
Baroque in France. Virtue is masculine:
voluptuousness, its polar opposite, is feminine.

It was at the height of the querelle des
Sfentines that French opera was born. In the early
1670s Jean-Baptiste Lully set about creating a
genre, the rragédie lyrigue, whose aims were o
enhance the power of Louis X1V through the
depiction ot heroism and glory, to speak to the
heart through the portraval of powertul
emotions, and to ravish the eve and car through
the use of fluid melodies, exquisite stage design,
sumptuous ballets and grand choruses. Opera,
with its voluptuousness, sensuality and passion,

was associated with women from the start.

During the 18th century there were new
aesthetic quarrels about the nature of opera
itself, first over whether the Irench sevle was
superior to the virtuoso. imported lalian stvle,
then whether the art of the “conservative’ Lully
was superseded by the avant-garde Rameau. But
the arguments and sexual stereotypes remained
essentially the same, using a language shaped by
the rhetoric ot the querelle des fernmes.

In che mid-18ch century, much of the
critical association of opera with women came
from “anti-feminists’, for whom the connection
served as a convenient locus for atcacks on what
they perceived as degenerate morals. [n the
querelle des femmes, “feminist writers defended
women in spite of their love for the genre.
However, the themes of women, sex, music and
comic madness join forces in a final triumph
over the crities — within opera itself, in the
character of Folly (‘La Folie’). Portrayed by the
three most well-known composers in early 18th-
century France = André Campra, André
Cardinal Destouches and Rameau - this
character represents a venerable line of tools,
both in literature and at court, whose function
was to speak truth under the guise of madness,
praising pleasure and laughing at reason. Her
acknowledged forerunner is Erasmus’s Folly,
with whom she shares the double indemnity of
being not only deranged. but also female.

In the 18ch century, Folly is a demi-
goddess who replaces rationality with
irrationality, moderation with excess, power
with pleasure, tragedy with mirth, and common
sense with joyvous wildness. Her appearance
coincides with the new lralian vogue and with
the genre that most fully exploits it the opéra-
baller. Whereas Louis XIV's rragédie yrique
maintained a dominance of ‘masculine’ heroism

over ‘feminine divertissement, these light. comic
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works veer more radically towards diversion at
the expense of plot, entertainmenc at the
expense of meaning.

Folly makes her first appearance in an
opéra-ballet ot 1704, Le Carnaval et la Folie by
Destouches and Antoine Houdar de Ta Notte.
The slender plot may be summarized in a
sentence or two: evervone is eagerly awaiting the
marriage of Carnival and Folly, buc Folly calls ic
off. Why? Because her parents approve. After
some intrigue, Follv's parents decide they
disapproves she chen agrees, and evervone lives
happily ever after. Several themes emerge here.
First is the portrayal of Folly as a liberated
woman who, in shocking contrast to 18ch-
century custom, disobeys her parents” wishes as
to whom she will marry = not for the sake of
love, but for the sake of disobeving. Another is
the conquest of gloire — the ne plus ultra ot
classic FFrench opera — by amonr. "En vain la
Gloire gronde, Famour est un plus digne objet’
(‘In vain Glory complains: love is a more
worthy object’). Not only love is opposed to
clory, but also wine, that ecernal symbol of
jovous abandon: Carnival, drowning his
sorrows, declares, ‘L'Amour tait mes plaisirs, &
Bachus faic ma gloire. Bachus, laisse-moy
soupirer. Amour, laisse-moy boire” (‘Love brings
me pleasures, and Bacchus brings me glory.
Bacchus, let me sigh, Love, let me drink’).
Winc. then, and che forgettul blisstulness it
bestows, join with singing, dancing and
rhyming to replace the old ideals of glory and
heroism wich che new ideals of carpe dien and
sensual pleasurc.

Throughout this work, Folly's signature
rhvthm is that of the gigue, a dance associared
from carlier times with mirch and madness, and
almost all her music involves Talianace features:
dancelike rhythms, melismaric passagework,
chromaticism, sclf-contained forms and an
extrovert character. When Carnival tries o
regain her love by singing an air in che tender
French stvle, she falls asleep. The work ends
with a chorus on an lwlian texe, "Viva, viva,

sempre viva, il Dio de Fallegria’.
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['he second appearance of Folly occurs in
the prologue of another opéra-ballet, Campra’s
Les Fétes venitiennes of 1710, The screing is
Carnival time in Venice, and a personified
Carnival celebrates the return of laughter, games
and love. Folly is announced by a gigue and
sings an laalianate aria inviting her listeners to
taste all che charms of life, which she herself
dispenses. The prologue concludes with
Carnival, Folly and their followers joining
together to banish “harsh reason” so thac they
may sing and rejoice wichout constraint. One
cannot help but notice here the complete
reversal that transforms the prologue of Lully’s
time, stiffly proclaiming the glory of cthe Sun
King. into a paean to Folly and the mad
masquerade of Carnival: perhaps the
banishment of ‘harsh reason” amounts to a
critique of that outdated stvle.

The connection wich Carnival is
significant. According to Mikhail Bakhrin
(Rabeluais and his World, 1984) in the sphere of
Carnival the patriarchal hierarchy is subverted
and participants become cqual in an awareness
of “their sensual. material bodily unity and
community’. Gender distinction breaks down in
the practice of cross-dressing: Carnival, indeed,
is an opportunity o step outside the world of
rational order wich its hierarchical class and
gender distinctions and into a world of
physicality, sensuality and congenial madness.
Audicnces of the time would probably have
equated this “other” world with the irrational,
sensual feminine and would have welcomed the
opportunity to partake ot its forbidden appeal
without prejudice.

Campra composed another opéra-ballet. Les
Ages, in 1718, It represents the stages of life and
love, from vouth (Tamour ingénu’) to
adulthood (Tamour coquet’) and old age
(‘Tamour joué’). Folly appears in scene 7 of the
last enerée. where her triumph over all the ages is
hailed in a grand finale of chorus, dance and
song. In the firstair Folly and Love are
proclaimed as cquals, but by the third air Love

has become Follv's “mose faichful servant’, and
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in the final chorus altars are erecred to Folly

spectacle. La Folie does nocappear undl Acc 1,

while all the other gods are ignored. The airs are as director of the ceneral divertisement, a tonr de

mostly brilliant Tralianate “arictee’™-tvpes: one, an - foree of compositional virtuosicy. Strumming, in

airitalien’, addresses Folly as *Cara follia, follia crude guitar fashion the Ivre she has stolen from
AT Apollo. she begins by accompanving a dance of
I'he fullese characterization of this goddess  “gav and sad lunarties™. Then. declaring ‘tormons

is found in Rameau’s Plaeée, 2 unique work that,  les plus brillians concerts” ((Let us ereate the
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love, laughter, music, wine and pleasure. In

contrast to [hL‘ cponvmous ¢
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laughing-stock and hag, La Folic is the real laughter-crazed
heroine, turning evervehing she touches into
singing, dancing and sexual excitement: “Plaisirs
badin, cest dans vos bras que notre ardeur se
renouvelle” (Playtul |)|c.1.\t1|‘t, itis within vour
arms that our Hames burn anew’). Like Le
Curnaval et la Folie, this opera opens with a
culogy to the god of wine, and its plot, like
Destouches™, seemingly serves litdle other

purpose than as an excuse for laughter and
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most brilliant sounds?, she sets about showing

araceer, a of the old attections, she begins with a wild.,

1e turning the tragedy of
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what she can do musically. In a clever inversion
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then transtorms a text of love and laughter into
a languishing, melancholy air, and ends with a

grand fugue on a fragment of sexually charged

nonsense.

The gigue is a dazzling da capo in the
[talian stvle, replete with dizzving melismas and
chromatic cadenzas. La Folie introduces the
melancholy air in the French seyvle by saving,
Jugés par du beau simple & des sons plus
touchans, si je connois la mélodie’ (*Judge by
simple beaury and sounds most touching,
whether I know melody’), and prefaces the final
fugue by the statement, “Je veux finir par un
coup de génic. Secondés-moi, je sens que je
puis parvenir au chef-d’ocuvre d Fharmonie’ ('
wish to end with a stroke of genius. Help me: |
feel that I can achieve a masterpiece of
harmony’).

For Rameau, whose music had been
criticized for a decade as being too laalian-
influenced, oo bizarre in contrast to the more
familiar, sedate and melodic sevle of Lully,
Folly the Madwoman thus becomes a symbol
for a new, eclectic sevle of music - a
selfconscious style whose meaning is found not
so much in the plocas in itself and whose
importance lies in its compositional genius
more than in the linear narrative it is supposed
to support. Through La Folie, Rameau presents
himself unapologetically as a wild Taalian, but
reminds che listener that his many wasks include
command of the melodic French style and che
contrapuntal German stvle too: La Folie
admonishes, "Ecoutés bien... sur tout ma
symphonie’ (‘Listen caretully to all my music’).
[.a Folie did not figure in che original play by
Jacques Autreau. Rameau bought the rights to
the play so thae he and his libretcise, Le Valois
d’Orville, could have free reign in reshaping the
plotand in introducing this entirely new
character. It seems clear in this connection that
La Folie represents the modern composer, even
Rameau himself. Could this be why La Folie
announces herselt by strumming tonic,
subdominant and dominanc chords on her

stolen lyre?

In general, however, La Folie's music is
flaumbovant, vircuoso and provocative.
Especially signiticant are the allusions to Folly
as successor to Apollo. In Louis XIV's time.
Apollo was seen as orderer of the universe,
symbol of harmony, moderation and reason,
god of the sun, and model tor the Sun King on
carth. Louis drew on the old Greek beliet in the
harmony of music as a reflection of universal
order to symbolize the policical harmony he
himselt had created. Folly's theft of Apollo’s
sacred Ivre to sing a bawdy song of his lust tor
Daphne reflects a breakdown in the orderly,
text-orientated stvle of the past and might also
be read as an oblique allusion to the breakdown
of the patriarchal order.

Folly, the embodied sum of the
stereotypical feminine qualities maligned by
conservative critics in the querelle des fenmines
and in the debates over musical stvle,
champions modernity over traditionalism,
madness over sanity, caprice over coherence,
music over text, virtuosity over simplicity, and
sensuality over ratonalism. These qualities —
vilified and ridiculed by those who stood for
logic, rationalism and the word — took on a
veritable sanctity in that “temple de la Voluptd',

the Opéra.

GEORGIA COWART

Georgia Cowart is Associate Professor at the
University of South Carolina and author of neo
books on FFrench musical thought during the
Ancien Régiie; this is an edited extract from an
article published in the Cambridge Opera
Tournal, vi/3 (1994)
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Grimes) at La Monnaie, Brussels, Fulvia (I'landel's
Fzio) in Paris, Blonde (Die Enfiilrung aus dem Serail)
at the Iscanbul Festival and 1 Allegro, Penseroso ed il
Moderaio with ENO. She has recorded widely for
Decca, Deutsche Grammophon, Hyperion and Colling
Classics. Her future engagements include Pand Bionyan
and The Pilgrim’s Progress with

The Royal Operaand Nerxesand The Fairy Queen with
ENO. She recently made her Roval Opera debut in
Plarée at the 1997 Edinburgh Fesaval.

Frangois Le Roux

Jupuer | Monnis

Formerly a member of the
Paris Opéra Studio and of
Opéra de Lvon. he made his
British debut at the 1987
Glyvndebourne Fesuval
(Ramiro, L Hewre

espagiole). 1is Roval Opera
debut was as Lescaut
(MManon), 1988

recurned as Papageno, Dandini, Rossint’s Figaro,

and he

Gawain, Malatesta, Pelléas, Mercutio and Jupiter
(Platée). Recent appearances include Albere (Werrher)
in Toulouse, John Ruskin (Lang's Modern Paniers) in
Santa Feo Nick Shadow (77h¢ Rakes Progress) in
Madrid, Pelléas in Los Angeles and Venice, the dde
role in Henze's Der Prinz von Homburg in Munich,
Valmont (Swerts's Les Livisons //d//g('n'u.w',\) and
Verlame ParIhoth with Flanders Opera. In 1996 he
was made a Chévalier de 'Ordre des Ares et des Terres
and dhis vear was voted Music Personality of the Year
by the French Crities” Association. He has given
recitals in London, Paris and Athens among other cities
and has made many recordings and films. His plans

include Golaud (Pelléas) at the Opéra-Comique.

Diana Montague

Junon

Born m Winchester, she
studicd ar the RNCAML She
made her debur as Zerlina
with Glvndebourne
Touring Opera and has
appeared in many of the
world's leading opera

houses and concert halls.

She was tormerly a member
of The Roval Opera, her roles including Cherubino.
Annio and Dorabella. Her repertory includes majon
mezzo roles in operas by Mozare, Gluck, Strauss,
Rossini, Bellini and Berlioz. Among her recent
appearances are Rossini's Ernnone (Glyndebournce), /e
Comte Ory (Lausanne, Rome, Glyndebourne), Sesto
(Madrid). Ariadne anf Naxos (Lisbon). Proscrpina in
Monteverdi's Orfeo (Amsterdam). Iphigénic with
NNO. Ariaelne anf Naxos (Scottish Opera) and The
Roval Opera’s Placée w the 1997 Edinburgh Festivals
she sang in Mozarc's Mass in C minor (Salzburg
Festival) and Berlioz's Les Nues d éié (Athens). | ler
plans include Ravel's Shéherazade (Spain) and Minerva
in Monweverdi's 1 rmorno d°U sl Amsierdam).



Mark Padmore
Thespis

Born in London, he

Mercure

studied ar King's College,
Cambridge. His repertory
includes Jason (AMédée) in
Srrasbourg, Caen. Paris,
Lisbon and New York:
\rnala (L Tucoronazione

di Poppea) at the Teatro

Comunale. Florence:
Bazajet ( Tamerlano) at the Covent Garden Testival:
Admete (Gluek's Aleeste) wath Scottish Opera and
Opéra de Nices and the title role in Hippolvie et
Aricie (Paris Opéra. Nice. Montpellier, Brooklyn
Academy of Music). He has performed in concerc ac
many of the world's testivals and has made numerous
recordings under such conductors as Norringron,
Hickox and Christophers. He nmade his Royal Opera
debucin Adug Arefig-in 1995 and returned in Plaiée
at the 1997 Edinburgh Fesdival. His plans include

2w Bunyan and 1he Pilgrim s Progress with The
Roval Opera, Briceen's A Midsummer Night s Dreain
under Hickox and a recording of Stravinsky's

Canticun sacrum under Christophers.

Philip Salmon

Monus

I'le studied ar the RCM,
winning the Young,

Musicians” Recording
¢

Prize. He sang Pelléas in
Marscilles, Strasbourg and
with WNO. In 1993 he

made his television dehut

in Marschner's Der

“anpyr. He then sang,

Il ve pastore (Opera North and Baxton), 7he Tuin of
the Serew (Scottish Opera and Buxwon). Fhe Dream
of Geronrius (RPO). Schoinke's Faust Cantata
(RSNO), Henze's Novae de infinito landes (NMunich
Bicnnale), Messial (Singapore SO). Banks's Episodes
d'une vie d’wi artiste (Rotterdam PO, world premiere)
and has made several recordings. His recent
engagements include 7he T of the Screw (Tuarin),
Ihe Barber of Seville (New Zealand), The Magie Flue
(Dublin). A Child of our Tine (Amsterdam), Briten's
St Nicholas (Berlin, Bach's St Johu Passian and a
recital of English songs (Buenos Aires). He recently
made his Roval Opera debut in Platée at the 1997

Edinburgh Fescival.

Nicole Tibbels

La Folic ! L Amour

Born in County Durham,
she studied French ar
Sheffield and singing ac
the GSMD. Her opera
repertory includes the
Quecen of Night (Die
Zanberflite). Konstanze
(Die Entfiibring aus den
Serarl), 7.erbinetra
(Artadne auf Naxos), Clorinda (La Cenerentola) and
Serpina (La serva padrona). She has given premicres
of works hy Berio, Bainbridge. Finnissy, Llovd.
Maxwell Davies and Osbaorne, has sung and danced
with the Rambert Dance Company and made many
recordings for relevision and radio, plays, films and
commercials. She made her Royal Opera debur last
scason as the Countess (Chérubin) and recurned in
Plarée at the 1997 Edinburgh Festival. This vear she
has sung Nerina (Haydn's Le pescairied) tor
Garsington Opera and will appear in concert with the

I ondon Mozare Plavers and the London Sinfonictra,



Joe Bowie

Born in Lansing, Michigan. he began dancing while
at Brown Universitv, Rhode Island. After gaining a
BA in English and American literature, he moved to
New York and performed in the works of Robert
Wilson and Ulvsses Dove and danced with The Paul
Tavlor Dance Company for two years before going to
Belgium to work with Mark Morris.

Charlton Boyd

Born in New Jersev, he studied and performed there
with Inner City Ensemble Theater and Dance
Company. He is a graduate of the Juilliard School,
New York, and has danced with the Limon Dance
Company and in the musical 7he Ebony Games. He
has appeared on several music videos and on the Jose

Limon Technique Video, volume 1.

Juliet Burrows

She grew up in Millstone, New Jersey, and has
danced with American Ballet Theartre 11, Dutch
National Ballet, Fglevsky Ballet and JoAnn Fregalette

J;U]SE'H among ()[llt‘l'S.

Ruth Davidson

Born in New York, she trained at the High School of
Pertorming Arts, where she received the Helen
Tamiris Award. Ater gaining a BFA trom the State
University of New York at Purchase, she joined the
Hannah Kahn Dance Company. She thenjoined the
Don Redlich Dance Company where she worked
with Hanya Holm. She appeared in the biographical
film *Hanya: Portrait of a Dance Pioncer’. She has
studied with Jocelvn Lorenz since 1979 and been a
member of the Mark Morris Dance Group since
1980.

Marjorie Folkman

She graduated trom Barnard College, New York. She
has danced tor Spencer/Colton, Kraig Patterson,
Neta Pulvermacher, Sara Rudner and the Repertory
Understudy Group tor the Merce Cunningham
Dance Company.

Shawn Gannon

Born in Dover, New Jersey. he has danced with Lee
Theodore’s American Dance Machine, the Nina
Wiener Dance Company, Mark Dendv's Dendy
Dance, Laura Dean Dancers and Musicians and Jane

Comfort and Company.

Ruben Graciani

Born in Kitty Hawk. North Carolina. he studied at
North Carolina School of the Arts and received his
BEA trom the State University of New York at
Purchase. He has performed in the USA and abroad
with Purchase Dance Corps, Kelly Holcombe and
Company, Kraig Patterson and Kevin Wynn
Collection.

Lauren Grant

She graduated last vear with a BFA from the New
York University Tisch School of the Arts. She
recently performed with the Joe Alter Dance Group
on a tour of Poland as well as at the Joyvee Theatre in
New York with Peter Pucci Plus Dancers. She
recentlv joined the cast of Mark Morris’s The Hard
Nit.

Dan Joyce

Born in Stuart, Virginia, he began his professional
dance training ac the North Carolina School of the
Arts, gaining a BFA in 1983. He danced for one
scason with the Marvland Dance Theater before
joining Concert Dance Company of Boston for four
vears. He joined the Mark Morris Dance Group in
1988.

David Leventhal

Born in Newton, Massachusetts, he has performed
with Zvi Gotheiner, Neta Pulvermacher, Marcus
Schulkind and Spencer/Colton. He has a BA in
English literature trom Brown University.

Marianne Moore

Born in Chapel Hill, North Carolina, she studied
dance at North Carolina School of the Arts. She has
also danced with che White Oak Dance Project.

Rachel Murray

Born in New York, she began her dance training ac
the Temple of the Wings in Berkeley, Calitornia. She
began performing at the age of 14, dancing with the
African-jazz troupe Terpsichore, touring hotels and
lodges throughout British Columbia. She then
studied and performed in Honolulu, Hawaii, with
Betty Jones and the Dances We Dance Company.
She performed with Senta Driver's Harry of New
York betore joining the Mark Morris Dance Group
in 1988.



June Omura

She received her early dance training at the
University of Alabama in Birmingham. then attended
Barnard College, New York, in 1986 gaining a BA in
dance and English. She performed in New York with
Kenneth King, Sally Silvers, Richard Bull, Peter
Healey and Hannah Kahn and joined the Mark
Morris Dance Group in 1988.

Mireille Radwan-Dana

Born in Beirut, she grew up in Rome, where she
studied at Terpsichore from 1978 o 1986. She
attended the Mudra School in Brussels from 1986 to
1988 and joined the Mark Morris Dance Group in
[U8K.

Guillermo Resto
He is a member of the Mark Morris Dance Group.

Matthew Rose

He received his BEA from the University of
Michigan. He has appeared with the Martha Graham
Dance Company, Pascal Rioult Dance Theater and
Ann Arbor Dance Works.

William Wagner

Born in Larchmont, New York. he studied at the
Martha Graham School of Dance and gained a BA in
English from the State University of New York at
Purchase. He joined the Mark Morris Dance Group
in 198K,

Julie Worden

She studied at the North Carolina School of the Ares
and has danced with the Chicago chorcographers Bob
Eisen, Jan Erkert and Sheldon B, Smidh.



MARK MORRIS DANCE GROUP

The Mark Morris Dance Group was formed in
1980 and gave its first performance that year in
New York. The company’s touring schedule
steadily expanded to include cities both in the
USA and in Europe, and in 1986 the Dance
Group made its tirst USA nadonal television
programme for the PBS Dance in America
series. In 1988 the Mark Morris Dance Group
was invited to begin a three-year term as the
national dance company of Belgium ar the
Théatre Royal de la Monnaie, Brussels. It
returned to the USA in 1991 as one of the
world’s leading dance companies, performing
throughout the USA and at major
international festivals, including six
consceutive appearances in Edinburgh. In
addition to extensive international touring, the
Dance Group has recently completed two film
projects: a collaboration with the cellist Yo-Yo
Ma called Falling Down Stairs using Bach’s
Third Suite for unaccompanied cello, and a
film version of Henry Purcell’s Dido and
Aeieas, both scheduled to be broadcast round

the world nexrt scason.

Mark Morris Dance Group, 225 Latayetre
Street, Suite 504, New York, NY 10012-4015,
USA. Tel: 001 212 219 36605 fax: 001 212
219 3960.

For information on booking the Mark Morris
Dance Group, contact: Columbia Artists
Management Inc. (Personal Direction Michael
Mushalla). Tel: 001 212 841 9527; tax: 001
212 841 96806.

Dancers

Joe Bowie, Charlton Bovd, Julict Burrows,
Ruth Davidson, Tina Fehlande,

Marjorie Folkman, Shawn Gannon,

Ruben Graciant, Lauren Grant, Dan Jovee,
David Leventhal, Marianne Moore,

Rachel Murray, June Omura, Kraig Patterson,
Mircille Radwan-Dana, Guillermo Resto,
Matthew Rose, William Wagner,

Megan Williams, Julie Worden

Artistic Director NMark Morris
General Director Barry Alterman
Managing Director Nancy Umanott
Technical Director Johan Henckens
Developiment Direcror Michael Osso
Executive Adwministrator Eva Nichols
Fiscal Administraror Lynn Wichern
Development Associate Lesley Berson
Administrative Assistant Jamic Beth Cohen
Lighting Supervisor Michacel Chybowski
Musical Divector Linda Dowdell
Wardrobe Supervisor Patricia White
Legal Connsel Mark Selinger (Kaye, Schaler,
Ficrmuan, Havs & Handler)
Accountant Kathryn Lundquist < PA
Orthopacedist David S. Weiss M.D.

This project is supported in part by a grant

trom the National Endowment for the Arts

Additional support for the Mark Morris Dance
Group is provided by the Andrew W. Mellon
Foundation, the Lila Wallace Theater Fund,
Philip Morris Companies Inc. — celebrating 25
Years of Dance Support, and the New York

State Council on the Arts, a State Agency.

Thanks to Maxine Morris and god.
Sincerest thanks to all the dancers tor their
dedicadion, support and incalculable

contribution to the work.




ElBarbican Centre

In accordance with safety requirements, persons shall
not be permitted to sic in any of the gangways. The
safery curtain faced with fluced steel, which is situaced
betwen the stage and the audience, must be lowered
and raised in the presence of each audience.

The use of cameras, video cameras and tape
recorders in the theatre is strictly forbidden, as is
smoking. Any digital equipment, such as mobile
phones and wartch alarms, should be turned off or
deposited in the cloakroom. Please remember, too,
that coughing, whispering and the fanning of
programmes is very distracting to the performers and
spoils the performance for other members of the

audience.

Barbican Centre Committee

Mors Jovee Nash, Deputy Chairinan
Mr Geoffrey C.H. Lawson Depury Chairinan
Mr John Barker, Deputy

Mr W.B. Fraser

Mr Michael Cassidy, Deputy

Mrs Barbara Newman

Mr John Owen-Ward

Mr Peter Rigby 1»

Mr Maurice Hart, Deputy

Mr S.J. Ticcomb rea

Mr G.RA. Wixley ¢t 1D DL

Dr John Ashworth

For the Barbican Centre

John Tusa Managing Director

Graham Shettield Ares Director

Ernest Newhouse Director of Finance
Mark Chapman Operations Director
Mark Tavlor Commercial Direcror

Ruth Hasnip Director of Public Affairs
Diane Lennan Director of Personnel
Joanna Hall PA to the Managing Director

Theatre Department

Robert Cogo-Fawceett Executive Producer
Toni Racklin Administrator

Neil Cooper Production Manager

Griselda Yorke Administrative Assistant

For the Royal Shakespeare Company at the
Barbican Theatre

Graham Svkes London Administraror

Peter Cadley Deputy London Administrator
Lars Jensen Frone n_/'//rm_\‘(' Supervisor

Andy Scorgie Technical Director

Jonathan Phillipson Deputy Techirical Director
Dave Ludlam 7echnical Systems Manager
Martin Firth Systems Engineer

Kevin Lewis Deputy Head of Stage

Freddy Berimt Senior Stage Technicians

Colin Brand

Mark Streck

Mike Lansdale Deputy Head of Lighting
Richard Beaton Sewior Lighting Technicians
Steve Brady

Stett Langley Head of Sotwnd

Barbican Theatre P’roject Team

Project Manager Philip Russell

Archireet "I, P. Bennete Partership

Quantity Surveyor Davis Langdon and Lverest

Theatre Engineer Technical Planning
[nternational

Structural Engineer Pell Frischmann

Mechanical Engineer Pearce Buckle

Llectrical Engineer Edwards and Blackice

Planning Supervisor Kennedy and Partners

Theatre Designer Anne Minors

Acoustic Consultant Kirkegaard and Associates

Main Contractor Sir Robert McAlpine

The refurbishment of the Theatre has been funded by

the Corporation of London.

N oA
ORPORATION
DON

The Barbican Centre is owned, funded and managed

by the Corporation of London



DIARY OF PERFORMANCES

SEPTEMBER Non I T30 The Sleeping Beaun) 1R
l'ue B ¥.50 Ihe Sleepig Beauty 1AL
Sat 13 6.30 Coulio Cesare BARR Wed 15 T30 Uhe Sleeping Beauy 1AB
I'hu 16 Tl The Sleeping Beanny 1B
Mon 15 6.30 Giulio Uesare BARR Iri 17 T30 The \/z'(‘/rlllg Beaury 1AL
Wed 17 6.30 Giulio Cesare BARR Sat 18 2.00 [he Slecping Beauty AR
Sat 20 6.30 CGiulio Cesare BARB ~.00 The Sleeping Beauty 1AB
Mon 2L 7.45 Place BARB Ihu 28 T30 I'he Merry Widow SHAL
lue a3 (.30 Giulio Cesare BARRB Iri RE] 7,30 I'he Merry Widow SHIAL
Wed 24 .30 Romeo ane fuliet LAB St 23 2.30 The Merry Widow SHIAL
TAa5 Platee BARRB T30 Ihe Merry Widow SHAL
Ihu 23 .30 Romeo and Julier LAB Sun 26 S.00 I'he Soloists DI
6.30 Coulio Cesare BARR
Fri 26 ;.30 Rowmeo and [ulict LAB Mon ¥ T30 I'he Merry Widow SHIAL
730 Anna Fomowa-Sintow Bl lue L] .30 Ihe Merry Widow SHAI
Sat 27 2.00 Romeo and Juliet LAB Wed 25 #50 The Merny Widow SHAL
=00 Romco and Julict LAB I'hu 30 7.30 I'he Merry Widow SHAL
I'n 3 T30 I"he Merry Widow SHAL
Non 29 #.30) Rowmeo and fuliet LAB
06.30 Giulio Cesare BARRB
Tue 30 =30 Roweo and Julict [AB NOVEMBER
7.45 Platee BARR
byl | 230 The Merry Widow SHIAL
7.30 Ihe A\'L‘I'I'v\ Widow SHIAL
OCTOBER
Mon 3 1.00 1he Merry Widow (SNT) - STIAL
Wed | 1.00 Romeo aid [ulier (SA) LAB T30 Fhe Pilgrim’s Progres B
F.30 Romeo and Juliet 1AB e .30 Ihe Merry Widow SHIAL
6.30 Giulio Cesare BARRB Wed 5 7.30 The Merry Widow SHAL
Thu 1 T30 Romeo and Julicr LAB 1hu o .30 The Merry Widow NERY
745 The Furn of the Screw BARRB I'ri 7 T30 I'he Merny Widow SHAL
Fri 3 30 Romeo and Julict LAB Sat 8 .30 The Merry Wadow SHAL
7.43 Platée BARRB T30 I'he Merry Widow SEEAY
Sat 4 200 Romeco ane Julict 1AB
o0 Ronieo and Juliet LAB Non 10 7.30 I'he Merry Widow SHIAL
745 I'he Turn of the Screw BARB Tue | T.30 I'he Merry Widow SEHIAL
Sun 16 T30 Opera Gala RAH
NMon O 530 Grselle 1.AB
T.A45 Ihe Turn of the Screw BARR Mon 1= .30 Orello RAHI
I'ue T30 Goelle 1.AR lue 18 T.30 Orello RAH
T.45 Plaree BARRB Wed 19 730 Orello RAH
Wed 8 200 Guelle (SM) LAB I'hu 20 T30 Opera Gala RAT
7.30 Crselle LAB Iri A 730 Orello RATI
745 I'he Turn of the Screw BARRB St 22 7.30 Orello RAH
Thu B} T30 Craselle 1AB
745 I'he Turn of the Screw BARRB Mon 24 730 1 barbicie di Siv Igll.l SEEAL
Fri 10 7..30 Gselle LAB Ihu 7 .30 I barbiere di Sivighia SHIAL
T.45 Platee BARRB b 28 7.30 11 barbicre di Siv ig“.l SHIAL
Sat 11 2.00 Cuselle LAB Ihe Sleeping Beanry \LADER
o0 Grselle 1R Sat 29 I.3n Il barbiere di Sivigha SHAL
.45 Ihe Turn of the Screw BARRB The Sleeping Beauty VIADR
Sun 30 1he Sleeping Beauty MADR
Roval Opera performances Royal Baller perfornnoices (SMD Schools” Matinee

Venues: BARB — Barbican: BH = Barbican Hall: LAB — the Labat's Apollo. Hammersmnh:
SHAT — Shaftesbury Theatre: DC - Dulwich Colleges NIADR = Madnd

The Royal Ballet and The Royal Opera Box Oftice: 0171-304 4000






