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The Bitter Tears of Petra von Kant
Gerald Barry
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The Magic Flute
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The Mikado

Sullivan
12 performances from 3 February
Supported by the English Opera Group

Rigoletto

Verdi

11 performances from 9 February
Supported by the Peter Moores Foundation

Sir John in Love
Vaughan Williams
8 performances from 2 March

New production supported by Ursula Vaughan Williams,
the Friends of ENO, the English Opera Group and the
English National Opera Trust

La Belle Hélene
Offenbach
13 performances from 3 April

Production of the Théatre du Chatelet, Paris, supported by
Lord and Lady Laidlaw

Orfeo

Monteverdi
6 performances from 15 April

New production, a co-production with the Handel and Haydn
Society, Boston

Madam Butterfly
Puccini
8 performances from 29 April

The Makropulos Case

Janacek

8 performances from 18 May

New production supported by the Peter Moores Foundation

Ariodante

Handel

8 performances from 1 June
Supported by the English Opera Group

Nixon in China
John Adams
5 performances from 14 June

King Arthur
Purcell
10 performances from 26 June

New production, a co-production with the Mark Morris Dance
Group in association with Cal Performances, supported by the
English Opera Group




ENO — principal artists, orchestra and chorus

Company Principals

Sopranos

Lee Bisset§t
Sarah-Jane Daviest
Sarah Tynant
Elizabeth Wattst

Mezzo-sopranos
Anne Marie Gibbonst
Stephanie Marshall
Victoria Simmonds

Tenor
Andrew Rees

Baritones
William Bergert
Toby Stafford-Allen

Bass
Graeme Danby

Guest Artists

Sopranos
Cheryl Barker
Rebecca Evans
Amy Freston*
Judith Howarth
Serena Kay
GillianKeith
Janis Kelly
Mhairi Lawson
Felicity Lott
Janice Watson
Claire Wild*
Elena Xanthoudakis*

Mezzo-sopranos
Patricia Bardon

Alice Coote
Leah-Marian Jones
Rebecca de Pont Davies
Jean Rigby

Alexandra Sherman*
Kathleen Wilkinson*

Counter-tenor
lestyn Davies*

Tenors
Bonaventura Bottone
Robert Brubaker
Graham Clark
James Gilchrist*
John Graham-Hall
Gwyn Hughes Jones
Rhys Meirion

Paul Nilon

Alan Oke

Toby Spence
Adrian Thompson
Peter Van Hulle*
Thomas Walker*
Nicholas Watts

Baritones

David Kempster
James Maddalena
Leigh Melrose
Steven Page
Mark Stone
Julian Tovey

John Wegner*
Roland Wood

Bass-baritone
Neal Davies

Basses
Andrew Foster-Williams
Peter Rose

Dancer
Nikolas Kafetzakis

Conductors
Alexander Briger

Paul Daniel

Martin Fitzpatrick
Jane Glover
Emmanuel Joel

David Jones*

Sir Charles Mackerras
Christopher Moulds
David Parry

Orchestra

Co-leader
Gonzalo Acosta

First Violins

Margaret Roseberry
Jeremy Allen

Edward Bale

Simon Jackson
Kolbrun Lovell
Jacqueline-Marie Miles
Jayne Walker

Second Violins
Elizabeth-Anne Neil
Sophie Kostecki
Susan Carvell

Hugh Davies
Michael Lovejoy
Jonathan Newton
Claire-Louise Sankey
Glen Sheldon

Louise Thacker

Violas

John Brearley
Delyth John

Terry Nettle

William Clark

James Hogg
Samantha Hutchins
Esther Million
Penelope Thompson

Cellos

John Chillingworth
David Newby
Caroline Gough
William Bruce
David Perks
Deborah Johnston

Double Basses
Angela Schofield
Hugh Sparrow
Andrew Jones
Duncan Goode
Rupert Ring

Flutes
Jaime Martin
Alan Baker

Piccolo
Alan Baker

Oboes

Ruth Bolister/
Andrew Cauthery
Geoffrey Browne
Helen Powell

Cor Anglais
Geoffrey Browne

Clarinets
Anthony Lamb
Robert Ault
Hale Hambleton

Bass Clarinet
Robert Ault

Bassoons

Brian Wightman/
Robert Jordan
Simon Couzens
Catherine Duckett

Contra Bassoon
Catherine Duckett

Horns

John Thurgood/
John Tyler
Carsten Williams
Peter Blake
Anthony Chidell
Andrew Sutton

Trumpets

Julian Brewer/
Colin Clague
William O’Sullivan

Trombones
Leon Taylor/
David Whitson
Martin Kelly

Bass Trombone
Leslie Lake

Tuba/Cimbasso
Nicholas Hitchens

Timpani
William Lockhart/
Dominic Hackett

Percussion
Michael Doran
Giles Harrison

Harp
Alison Martin

Chorus

Sopranos

Penelope Beavan
Susan Burgess-James
Fiona Louise Campbel!
Fiona Canfield

Lyn Cook

Gloria Crane

Moira Harris

Natalie Herman
Claire Mitcher

Claire Pendleton
Jane Read

Mezzo-sopranos
Morag Boyle
Deborah Davison
Christine Dix

Judith Douglas

Karen Foster

Zoe Haydn

Suzanne Joyce

Sara McGuinness
Louise Owen

Jane Powell

Susanna Tudor-Thomas
Melodie Waddingham

Tenors

Allan Adams
Philip Ball
Richard Cartmale
Roberto Cecere
Philip Daggett
Brian Dean
David Dyer
Geraint Hylton
Peter Kerr
Murray Kimmins
Graeme Lauren
David Newman
Anton Rich
Garry Sutcliffe

Basses

Roger Begley

David Campbell
Gary Coward

Peter Kestner
Richard Mitchell
Paul Napier-Burrows
David Porter-Thomas
Christopher Ross
Michael Selby
Christopher Speight
Andrew Tinkler
Trevor Vaughan
Henry Walker

Greg Winter

* ENO début

t Member of the ENO
Young Singers
Programme

§ Recipient of the
Audrey Gunn Award



ENO Board and Staff

Patron

HRH The Princess
Alexandra, the Hon. Lady
Ogilvy

President
The Rt Hon. The Earl of
Harewood KBE

The Board

Acting Chairman
Vernon Ellis

Members

Peter Bazalgette
Peter Espenhahn
Lesley Garrett CBE
David Harrel
Christopher Jonas CBE
Nicholas Kenyon CBE
Sir Francis Mackay
john Nelson
Baroness Noakes
Janis Susskind

Sir Brian Unwin
Anesta Weekes QC

Secretary
John Cooke

Development Board
Charles Alexander
Peter Bazalgette

Peter Espenhahn
Wanda Kim

Sue Lawley OBE

Sir Francis Mackay
John Nelson (Chairman)
Anthony Simpson
Martin Smith

The Board of the
American Friends of ENO
Wanda Kim (President)
Peter Kohl

Shelley von Strunckel
Mark Tousey

Patti White

Chief Executive
Loretta Tomasi

Artistic Director
John Berry

Music Director
Designate
Edward Gardner

PA to Chief Executive
and Artistic Director
Jennifer Hutt

Music

Head of Music
Martin Fitzpatrick

Head of Music
Administration
Ellen Gallagher

Music Co-ordinator
Rebecca Hickmore

Music Staff

Nicholas Ansdell-Evans
Stephen Higgins
Murray Hipkin

Martin Pacey

Richard Peirson

Trainee Répétiteur
Michael White

Chorus Manager
Charles Kraus

Chorus Master
Martin Merry

Assistant Chorus Master
Matthew Morley

Orchestra Manager
Philip Turbett

Assistant Orchestra
Manager
Jane Aebi

Orchestra Pit Manager
Peter Hollaman

Assistant Pit Manager
Colin Critchley

Music Library &
Surtitles Manager
Iryna Kiszko

Music Librarian &
Surtitles Operator
Mark Millidge

Assistant Music
Librarian & Surtitles
Operator

Robert Summers

Artistic

Producing Director
Terri-Jayne Griffin

Assistant to Producing
Director
Cara McAleese

Head of Planning
Nicholas Roberts

Contracts Manager
Georgina Jayne

Contracts and Planning
Assistant
Gail Seres

Dramaturg
Jennifer Batchelor

Casting Administrator
Phillippa Cole

Casting Associate
Phillip Thomas

Company Manager
Bob Holland

Assistant Company
Manager
Chelsea Lawrence

Staff Directors
Ashley Dean
Stephane Marlot
Oliver Mears
Emma Riviln

lan Rutherford
Donna Stirrup
Alessandro Talevi
Elaine Tyler-Hall

Head of Movement
Carol Grant

ENO Young Singers
Programme

Administrator
Nita White

Head of Training
Phillip Thomas

ENO Baylis

Head of ENO Baylis
Catherine Sutton

Artistic Associate
Mary King

Project Managers
Susie Hopkinson
Fiona Lambert

Projects Officer
Katherine Palmer

Administrator
Teresa Deacon

The Knack
Artistic Director
Mary King

Technical

Technical Director
Charmaine Goodchild

PA to Technical Director
Charlotte van Berckel

Technical Resources
Manager
Dewi Evans

Technical Scheduler
Luke Phillips

Technical Office Assistant
Lucia Mameli

Head of Stage Systems &
Buildings Maintenance
Robert Bridges

Stage Systems Electrical
Engineer
Jay Pathak

Stage Systems
Supervisor
William Dempster

Stage Systems &
Building Maintenance
Team Co-ordinator
Emily Jameson

Stage Systems
Technician
Trevor Barnard

Production Office

Head of Production
Chris Clay

Production Managers
Kieron Docherty
Richard Eustace
Rodger Hulley

Production Office
Assistant
Fiona Green

Carpentry Workshop
Manager
René Marchal

Carpenters

Tim Fawcette
Marco Fiori
Larry Sutton
Michael Harrt
Michael Greene
Jason Warre

Drawing Office Manager
Nigel Parker

Drawing Office
Assistants
Dimitra Mouteveli
Philip Wilding

Costume Department

Head of Costume
Isobel Hague

Costume Department
Co-ordinator & PA to
Head of Costume
Karen Watts

Costume Supervisors
Zeb Lalljee
Katie Stee

Men’s Cutters
Paul Evans
Kim Jones

Ladies’ Cutter
Angela Santos

Assistant Cutters
Jane Dalgarno
Maureen Cordwell

Costume Makers
Caite Goodwin
Natasha Lehner

Tanya Morgan
Kirsten Robinson
Jacqueline Stone
Sarah Walker

Buyer
Heidi Bryan

Head Dyer
Sharon Billingham

Head Milliner
Megan Bearup

Wardrobe Technician
Supervisor
Janet Cooper

Senior Wardrobe
Technicians
Rocco Famiglietti
Elizabeth Farrer
Christina McGlynn

Wardrobe Technicians
Liz Burnett
Helen Chattaway
Vanessa Davis
Sue de Mattos
Anna Morena
Rocci Pearson
Lucy Ponsford
Jean Prentice
Lotté Simpson
David Thorne

Wigs and Make-up

Wig Technicians
Nelly Attolou
Robert Curtis
Eddy Fergusson
Fay Lumsdale
Clare Parker
Lucy Smith
Helen Wake

Props

Head of Props
Nicky Martin

Props Supervisors
Judy Lewis
Guy Rhodes

Prop Workshop
Supervisor
Phil Dale

Prop Makers
Jane O’Donnell
Pat Shammon

Stage Management

Stage Managers
Phillip Turner
Sarah Walley
Nicole Richardson
Laura Thatcher

Deputy Stage Manager
Alex Hayesmore

Assistant Stage
Manager
Rosalind Davis



Stage Department

Deputy Head of Stage
Danny Mountifield

Show Team Supervisors
Kevan Healey

Agustin Martinez

John Singh

Micky Titchmarsh

Flys Supervisor
Laurence Steiner

Props Running
Supervisor
Steve Bridge

Technical Rehearsal
Manager
Brian Kinsey

Senior Stage Technicians
Michael Driscoll

Egon Haemmerle

Justin Loader

Les Rowell

Anthony Sugg

Head Flymen
Paul Broad
Jamie Carroll
Steve Davey
Francis Finucane
David Groves
John Humphreys

Stage Technicians
Martin Black

E. P.Cremin
Franklyn Davies
Paddy Flanagan
Paddy Gordon
Laurence Holden
Harry Humphreys
Philip Kirkham
Danny Lyddall
Krzysztof Moszczynski
Karl Phillips
Michael Reed
Malcolm Stephen
Simon Taylor

Ben Thatcher
David Turner

Terry Wilkinson

Electrics Department

Head of Lighting
Kevin Sleep

Deputy Head of Lighting
Wayne Parry

Lighting Supervisors
Andy Cutbush

Martin Doone

lan Jackson-French
Peter Singh

Senior Lighting
Technicians
Josef Celder
Kevin Grainger
Adrian Plaut
Marc Rosette

Lighting Technicians
Guy Aldridge

Andrew Bell
Sarah Brown
Norman Kirk
Neil Sloan

Glen Wilson

Sound Department

Head of Sound
Philip Ashley

Deputy Head of Sound
Lucy Paget

Sound Technicians
Ross Chatfield
Peter Hatherall
Catherine Lambert
Jacey Linton

Jane Michelmore
Christine Walton

Transport and Stores

Transport and Stores
Manager
Colin Wood

Transport Supervisor
Michael Vincent

Deputy Stores Manager
Duncan Campbell

Drivers

Chris Hayes
Colin Peters
lan Powling
Daniel Vincent

Business and Finance

Finance Director
Lucy Woollatt

Finance Manager
Paul Mercer

Business Support
Accountants
Kevin Hargreaves
Phillip Wannell

Assistant Accountants
Kandasamy Ganeshan
Rajathurai Sutharsan

Sales Ledger Officer
Mark Cannon

Purchase Ledger
Supervisor
David Porter

Information Technology

IT Manager
Hardeep Miait

IT Technician
Rene Ballesteros

Health and Safety
Health and Safety

Manager
Jude Grandison

Health and Safety
Co-ordinator
Michael Jarvie

Personnel

Head of Personnel
Mary Ormrod

Personnel Officer
Caroline Myerson

Personnel Co-ordinator
Maxine Hodsdon

Payroll Officer
Michael Revis

Development

Development Director
Kirsty MacDonald

Deputy Development
Director
Charles Marshall

Fundraising Associate,
Major Gifts
Emily Stubbs

Head of Fundraising
Brendan Kramp

Fundraising Database
Manager and Researcher
Alison Strawbridge

Head of Sponsorship
Justin Pledger

Trusts Managers
Justine Cherry-Macklin
Sian Wood

Development Manager
Kathryn Marten

Events Manager
Andrew McGowan

Friends Manager
Katherine Sayer

Friends Co-ordinator
Lisa Tolliday

Patron Co-ordinator
Noelia Moreno-Castelld

American Friends &
Corporate Supporters
Co-ordinator

Elisa Barton

Marketing

Director of Marketing
fan McKay

Head of Marketing
Catrin John

Marketing Manager
(Opera)
Camilla Moss

Marketing Manager
(Contemporary)
Ellie Hoskin

Marketing Officer
Jonathan Broad

Head of Design
Matt Dixon

Designer
Anthony Gatt

Webmaster
Mark O’Neil

Box Office Manager
Barbara James

Deputy Box Office
Manager
Paul Hackney

Sales Managers
Paul Broadhurst
Michael Critcher
Abbie James

Sales Accounts Officer
Vivienne Wells

Donor Sales Officer
Kathryn Bailey

Sales Assistants
Matin Akhtar
Susannah Coster
Emma Dhesi
Ben Gelbrun
Laura Kernohan
Laura Maidment

Communications
Director of Media and
Public Relations

Sao Bui-Van

Head of Press
Jane Livingston

Head of Publications
Philip Reed

Senior Press Officer
Anthony McNeill

Media Relations Officer
Alison Cooper

Press, Marketing and

Development Co-ordinator

Louise Aimes

Archivist
Clare Colvin

Theatre Management

Head of Theatre
Management
Lynne Sinnamon

Theatre Management
Administrator
Alison Chown

House Manager
Stella Beddard

Deputy House Manager
Daniel McHale

Duty Managers/Head
Ushers

Paul Conduit Griffin
Keith Parker

Evening Attendants
Ana Benson

Liz Bagley

Alison Chown
James Cleeve
Karla Gowlett
Marcelo ferreira
john Hartland-Smith
Kate Kufel

Diane Mabbett
Bruce McCallum
David Niman
Dominic O'Malley
Yasin Onemli
Kathy Payne
Carmen Rodriguez
Jane Ruffell
Ludmila Rusiecka
Ben Scarr

Nelson Shagiri
Danuta Szeji
Anne Tennant
Melanie Terrade
Andrew Westcott
Romy Westwood
{lse Woloszko

Sales Supervisor
Neville Contractor

Cashier
Aaron Marsden

Sales Attendants
Cathy Aldridge
Barbara Ciavolella
Lisa Collins
Lorena Herrero
Adam Lawford
Anne Manahan
Adam Underwood

Lilian Baylis House

Reception
Chris Rogers



ENO Young Singers Programme

ENO’s Young Singers Programme was the first
initiative of its kind in the UK. The scheme enables
talented singers to be part of a major opera company
while still continuing with their training. The
members of the ENO Young Singers Programme are
encouraged to realize their potential through the
very specialist support and guidance that this
programme offers.

ENO provides training in every aspect of the opera
profession, as well as giving the singers the
opportunity to perform at the London Coliseum, the
largest proscenium theatre in the UK. Training
includes extensive vocal, dramatic, movement and
language coaching, as well as opportunities to learn
from celebrated artists, including director Annabel
Arden, actress Fiona Shaw, singers Gerald Finley,
Thomas Hampson, Anthony Michaels-Moore and
Joan Rodgers, and accompanist Malcolm Martineau.
ENQO's Young Singers Programme is particularly
distinctive because of its commitment to young
singers performing small and medium-sized roles on
the main house stage, while also benefiting from
understudying the major roles that they will one day
singintheirown right.

There are currently six members of the Young
Singers Programme:

William Berger baritone studied
at the RAM, where he sang
Ernesto /l mondo della Luna,
Harasta Vixen (conducted by
Mackerras) and Count Le nozze
di figaro. He made his
professional operatic début as
Ormonte in Handel’s Partenope
(Gottingen Handel Festival) and returned last year as
Mercurio Atalanta. Otherroles include Don Giovanni
(Opera East), Papageno Magic Flute (BYO) and
Oberon A Summer Night’s Dream (Mozart/
Shakespeare project, Aix-en-Provence). Concert
appearances include Carmina burana (CBSO and
RAH), Zebul Jephtha (English Concert), Saint-Saéns’s
Oratoire de Noél (Milan), Apollo Apollo e Dafne (La
Stagione, Frankfurt) Messiah (Japan), Fauré Requiem
(LPO) and his Wigmore Hall recital début. Roles at
ENO have included Masetto, Fiorello, Monsieur
Javelinot The Carmelites, Second Nazarene Salome,
Novice’s Friend Billy Budd and Ensemble Orfeo. Plans
include two recordings (The Carmelites (Chandos)
and contemporary English Song (BMS Label)), Elijah
(Thaxted Festival), St John Passion (LHMF) and
Apollo e Dafne (Philharmonia Baroque Orchestra,
San Francisco), as well as roles in King Arthur (ENO).

Lee Bisset soprano is from Loch
Lomondside in Scotland. She
studied at the RSAMD and the
RNCM where she won the Joyce
and Michael Kennedy Strauss
Prize, the Webster Booth Award
and the Dame Eva Turner
Award. In 2003/04 she
attended the National Opera Studio, sponsored by
ENO. Her concert repertoire includes Mozart’s
Requiem, Handel’s Samson and Messiah, Strauss’s
Four Last Songs, Mendelssohn’s Elijah and Verdi’s
Requiem. Operatic roles include Tatyana Eugene
Onegin (Diva Opera and Clonter Opera), Fiordiligi
(Grange Park Opera and Pimlico Opera), Lady
Hamilton/Fanny Nelson The Sailor’s Tale (The Yorke
Trust), Donna Elvira (Ryedale Festival) and Donna
Eleonora Prima la musica poi le parole (Israeli Vocal
Arts Institute). Last year she represented Scotland
at the BBC Cardiff Singer of the World Competition.
She joined ENO this season where she has sung
First Lady The Magic flute. She is the recipient of the
Audrey Gunn Award.



Sarah-)Jane Davies soprano was
born in Wales and studied at the
RCM, winning many prizes and
awards. In a unique
collaboration between ENO and
RCM, she divided her time in
2003/04between the Young
Singers Programme at ENO and
the second year of the Postgraduate Diplomain
Opera Studies at the Benjamin Britten International
Opera School, where she studied singing with Lillian
Watson. Her roles include Crobyle Thais (ENO/Barbican),
Dunyasha War and Peace (ENO/BBC Proms), First
Lady The Magic Flute, Angel Jephtha, Pamina The
Magic Flute and Romilda Xerxes (ENO), Countess Le
nozze di Figaro and Fiordiligi Cosi fan tutte
(Garsington), Countess (BYO), title role Agrippina
(London Handel Festival), Pamina and Miss Jessel
The Turn of the Screw (Britten Theatre, RCM).

Anne Marie Gibbons mezzo-
soprano studied at the Royal
Northern College of Music,
supported by the Peter Moores
Foundation. Recent
engagements include Dorabella
Cosi fan tutte, Anna The Trojans
at Carthage, Ascanius The
Trojans, Ino Semele, Sister Mathilde The Carmelites,
Pitti-Sing The Mikado and Bacchis La Belle Héléne
(ENO), Pippo The Thieving Magpie (Opera North),
title role Ariodante and title role La Cenerentola
(Opera Theatre Company), Heroic Handel (Buxton
Festival), Siegrune Die Walkiire and Gutrune
Gotterddmmerung (National Youth Orchestra of
Ireland under Anissimov) in Limerick and at
Birmingham Symphony Hall. She has an extensive
oratorio and concert repertoire including Messiah,
Judas Maccabaeus, Mozart's Requiem, Verdi’s
Requiem, Beethoven Symphony No. 9 (RPO),
Dvorak's Mass in D and Mendelssohn’s Elijah.
Recordings include Zulma Elvida and Abra Il diluvio
universale (Opera Rara) and Sister Mathilde The
Carmelites (Chandos). ENO plans include Flora La
traviata, Kasturbai Satyagraha and Annio La
clemenza di Tito.

Sarah Tynan soprano was born
in London and studied at the
RNCM and the RAM, where roles
included Vixen (conducted by
Mackerras), Zerlina (conducted
by Colin Davis), Drusilla Poppea
and Feu/Rossignol L’enfant et
les sortiléges. Engagements
include Papagena, Tytania A Midsummer Night’s
Dream, Woodbird Siegfried, Sister Constance The
Carmelites, Atalanta Xerxes and Yum-Yum The
Mikado (ENO), Iphis Jephtha (ENO/WNO), Tytania (La
Monnaie Brussels), Pretty Polly Punch and Judy
(Porto), Governess The Turn of the Screw (British
Council tour of Russia), and Bella The Midsummer
Marriage (St Endellion Festival). Plans include
Dalinda Ariodante (ENQ), Melanto // ritorno d’Ulisse
in patria and Megan in James MacMillan’s The
Sacrifice (WNO). Concert appearances include
Eleanora in Salieri’s Prima la musica, Mlle
Silberklang Der Schauspieldirektor (Mostly Mozart
Festival/Barbican), and Mozart’s Requiem
(Spitalfields Festival). Recordings include Barbarina
Figaro (Chandos).

Elizabeth Watts soprano
graduated with distinction and
the QEQM Rose bowl from the
Advanced Opera Studies course
at the Benjamin Britten
International Opera School at
the RCM, where she studied
with Lillian Watson as the
Yvonne Wells Scholar. She joined ENO as a Company
Artist in the ENO Young Singers Programme this
season, and has sung Papagena and Music/Hope/
Ensemble Orfeo as well as understudying Atalanta
Xerxes; ENO plans include King Arthur. Selected for
representation by the Young Concert Artists Trust
(YCAT) in 2004, over the last year she has won the
RCM Lies Askonas Prize, the Maggie Teyte Prize and
the Royal Over-Seas League vocal section prize. Her
operatic work has included Flora The Knot Garden
(Music Theatre Wales) and Semele (British Youth
Opera). She has sung with the RLPO and CBSO and
future engagements include a recital at the Wigmore
Hall with Roger Vignoles (16 October). She is
supported by the Hedley Foundation.

If you would like to find out more about supporting ENO’s Young Singers Programme,

please telephone Emily Stubbs on 020 7845 9241 or email support@eno.org

ENO Young Singers Programme - Administration Nita White - Head of Training Phillip Thomas
Programme Associate - Mary King - Founding Patrons Vernon and Hazel Ellis



King Arthur

A DRAMATICK OPERA

Music by Henry Purcell
Words by John Dryden

LEdition of Purcell’s Aing Arthur © ENCO Music Library

Ring Arthur was first performed at the Dorset Garden Theatre, London.

sometime between late NMay and early June 1691.

First performance of this production:
26 June 2006 by English National Opera and the Mark Morris Dance Group

at the London Coliseum



The English Opera Group at ENO

HIS NEW PRODUCTION of Purcell’s Aing Arthur, a collaboration between
English National Opera and the Mark Morris Dance Group, has

been made possible because of the generous support of members of

the English Opera Group at ENO.

The Group was established in 2005 to support a foundation of ENQO’s artistic
plans — the staging of English-language opera and, in particular, the work of
Benjamin Britten. Britten’s operas at ENO will open new doors to the heritage of
English-language opera (Purcell, Handel, Vaughan Williams, for example), as well

as the development of new English-language opera for the twenty-first century.

This season, in addition to Aing Arthur, the Group has supported The Bitter Tears

of Petra von hant, Billy Budd, The Mikado, Sir fohn in Love and Nixon in China. In

the 2006707 Season, it will support new productions of Gaddafi: A Living Myth,
Britten’s Death in Venice, Gilbert and Sullivan’s The Gondoliers and Handel’s Agrippina

(a production from Théatre Royal de la Monnaie, Brussels).

In return for their support, members of the Group are offered exclusive access to

rehearsals to sce the development of a production, opportunities to attend private

events with artists, and the chance to tour the set of new productions on first nights.

If you would like to find out more about supporting the English Opera Group at
ENO please contact Kirsty MacDonald, Development Director on 020 7845 9477

or at kmacdonald@eno.org.

o W & G F L e A o A 2 a A 3

& k . B .- T W $090909090§



Mark Morris Dance Group “‘

M MDG

25

Craig Biesecker Samuel Black® Joe Bowie Charlton Boyd Elisa Clark”

Amber Darragh Rita Donahue Lorena Egan® Marjorie Folkman Lauren Grant
John Heginbotham David Leventhal Bradon McDonald Gregory Nuber

Maile Okamura June Omura Noah Vinson Julie Worden Michelle Yard

" apprentice

Artistic Director Mark Morris

lixecutive Director Nancy Umanoff

PRODUCTION FINANCLE
Technical Director Johan Henckens Director of inance Elizabeth Fox
Music Director Wolfram Koessel Finance Assistant Liz Bloomfield

Lighting Supervisor Leo Janks
. b . . EDUCATION
Wardrobe Supervisor Katherine McDowell

: . . . Director of” Education Eva Nichols
Sound Supervisor Jim Abdou

School Administrator Diane Ogunusi
OPERNTIONS Administrative Assistant Marc Castelli

General Manager Aaron Mattocks X . .
i Booking Representation Michael Mushalla

Studio Manager K Treadwell
PRTPARI DR e e Double N Arts & Events)

Administrative Assistant Kathleen Cannucci
Management Assistant Adrienne Bryant Media and General Consultation Services
Production Manager Matthew Eggleton William Murray (Beter Attitude, Inc)

Facility Nlanager José Suare
wility Manager J vavee Legal Counsel Mark Selinger

Mantenance David B
ictimee awe Bacs (McDermort, Will & Limery)

Oflice Assistant Jay Selinger

Accountant Kathryn Lundquist, CPA
MARKETING/ DEVELOPMENT

Dircctor of Marketing and Development Orthopaedist David S. Weiss, M.D.

Lauren Cherubini (NYU-HJD Department ol Orthopaedic Surgery)

Special Projects NManager Al dro Pach
peetdl Frojects Hanager Alexancro FACAECO Yot Therapist Jeffrey Cohen

Development Associate Jenna Parks

Development Assistant Peter Allen

Altria Group, Inc. is the Lead Sponsor of the Mark Morris Dance Group’s 25th Anniversary Season.
MetLife Foundation is the Official Sponsor of the Mark Morris Dance Group’s 25th Anniversary National Tour.

Major support for the Mark Morris Dance Group is provided by Carnegie Corporation of New York,
JP Morgan Chase Foundation, The Howard Gillman Foundation, Independence Community Foundation, The Fan
Fox and Leslie R. Samuels Foundation, The Shubert Foundation, The Starr Foundation and Target.

The Mark Morris Dance Group New Works Fund is supported by The Howard Gilman Foundation,
The Andrew W. Mellon Foundation, and the Gladys Krieble Delmas Foundation.

The Mark Morris Dance Group’s performances are made possible with public funds from
the National Endowment for the Arts Dance Program and the New York State Council on the Arts, a State Agency.

E! Altria Metlife Foundation

Lead Sponsor National Tour Sponsor
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Directors note

MARK MORRIS

hing Arthur is here presented as a pageant — a sort ol vaudeville — a sequence of production
S &

numbers sacred and profane. small and large, sad and happy. sung and danced.
I chose o discard the spoken text (which I don’t like) and keep all of the music (which T clo).
The setting is the stage. The time is now. The performers are themselves.

‘Music is a song and a dance.”
Lou Harrison (1917-2003)

Kz'ng Arthur set design sketch by Adrianne Lobel



“Sure there's a Dearth of Wit in thiy dull “Towen.

IWhen silly Plays so savourly go down . ..

ACT 1
Scene 1 Ritual Sacrifice Scene 2 Off-stage Battle

‘Honour prizing, And puty Mankind that will

Death despising. perish_for Gold

Fame acquiring

By IExpining’
ACTII
Scene 1 The Chase Scene 2 A Pastoral

“Come, follow me’ “And Love. they tell me,

s a Dance of Hearts

ACT III

What Love Does

*[ can scaicely move. or draw my Breath’

‘Love was made for a Blessing.

And not for a Pan’

Interval of 20 minutes

ACT IV
Scenc | Double Seduction Scene 2 Love’s Lesson

“IWhat Danger from a Naked Foe?’ “No foys are above

The Pleasures of Love’
A Lazie Pleasure trickles through

my Veins’

ACTV
Fairest Isle
o A\ Storm
o Menagerie
o Inclustry
e Men on sex
e Women on love
e A Quarrel

o Pride and power

“And as these Excel in Beauly,
Those shall be Renown'd for Love’



s

i, 3

i %,

:

‘ AN A VAN

[y mayep—— o




Set design sketch by Adrianne Lobel



King ARTHUR
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A Dramatick
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"By Their M AJESTIES Servants.

Written by My. DRy D E N.

H.ic alta Theatris '
- Fundamcnta locant : Scewis decora alia futawis,  Virg, Eaeid, 1.
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London, Printed for Facob Tonfon, at the Judges #7120
in Chancery-Lane near Fleetftreer. 169..

The title page of Dryden’s Amg Arthur, published  with no mention of Purcell’s music — in London in 1694
“ Lebrecht Nlusic & Arts)



Purcells King Arthur

MICHAEL BURDEN

oG Ar1aer 18 Purcell’s most integrated work ina series ol dramatick operas

which includes Dioclesian, T he Tairy-Queen. and The Indian Queen: they [eature

spoken dialogue, and appear to us today as unlikely candidates to be described

by the term “opera’. However, London audiences were absolutely clear that

works with spoken dialogue were “Lnglish operas’, just as they understood
what ltalian opera was, and what French opera was. hing thw’s staging in 1691 was the
end ol a tortuous period ol creation: the text was originally written to celebrate Charles 117s
twenty-five years on the throne, but the francophile king requested a French-style all-sung
opera instead. So Dryden detached the already large, allegorical prologue [rom the opera
proper, expanded it, and had it set to music under the title of Abwn and banius by the Catalan
composer Louis Grabu. The troubles and bad luck did not, however, stop there. Although it
was performed for the king, Charles died before the public performances could take place, and
when Inally staged. the run was cut short by the landing ol the rebellious Duke ol Monmouth
at Lyme Regis. In the face of this unfortunate concatenation of events, the main part ol” Aing
Arthur was then laid aside, and it was probably only on the back of the success of the 1690
Duoclesian that Dryden hauled out the text and prepared it for Henry Purcell, willingly being
‘oblig’d to cramp’ his verses to suit a musical setting.

There was no doubt that Dryden’stext, while designed to entertain, was also making aserious
statement, and for a seventeenth-century English audience used to political uncertaity, the
allegory in Dryden’s story was there [or all 1o sce. At the centre is Arthur and the Britons who
fight Oswald and the Saxons, m an eflort 1o establish a united Britain. In this, the Britons are
helped by the spirit Philidel, while the Saxons are aided by Grimbald. Arthur has a magician to
help, Merlin, as does Oswald, who has Osmond. While at least one scholar believes a detailed
allegory to be irrecoverable, nevertheless the notion of a country at peace, united behind a
strong and virtuous monarchy after a period of turmoil, would have found resonances with
those attending the performances.

The performance and staging were undoubtedly spectacular. On its premiere at London’s
Dorset Garden Theatre, the prompter John Downes reported that Aing Arthur “was Excellently
adorn’d with Scenes and Machines. 'The Musical part set by the Famous Mr. Purcell: and
Dances made by Mr. Jo Priest’. Sadly, there is no record ol most aspects ol the original
production, apart from stage descriptions in the libretto, and this tantalizing report by the
acerbic Roger North:

[ remember in Purcell’s excellent opera of King Arthur, when Mis Butler, in the person
ol Cupid, was to call up Genius, she had the liberty to turne her face to the scean, and
her back to the theater: She was in no concerne tor her face, but sang a recitativo ol calling

towards the place where Genius was to rise, and performed it admirably.

A small detail; on the surface, but given that North saw it as an occasion lor comment

suggests that the staging used a more f{luid and inventive approach than was usual. Purcell’s
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contribution is. ol course, well known to us tocday, but the mention ol Jo Priest” points 1o an

essential element ol dramatick opera, dance. Priest is best known tocay lor his connection
with the school in Chelsea wheve Puveell’s Dido and Aeneas was performed in 1689, but he
also worked on both Diclesian and The Fairy-Queen. Nlost ol the dances v Aing Aithur vequive
conventional steps — Priest would have had litde 10 do, other than to supervise rehearsals

but the Dance of Furies and the Frost Scene, “a Prospect of Winter in Frozen Countries’
demanded specially ercated choreography:

As North's comment suggests, the reception of the opera was favourable. Downes reported
that “the play, and Musick pleas’d the Court and City, and being well perform’d, “twas very
gainlul to the Company.” Purcell’s musical contribution was responsible in no small part for
this, “Fairest Isle’, “Harvest Home', and the music lor the Frost Scene (the “Treezing Nusic?)
being particularly noteworthy: Indeed, the music to the opera was a contributing factor to the
extent o which even during Purcell’s lifetime, his status as an English composer was, unusually,

not only recognized. but accepted and extolled. On his death. The Flving Post veported that:

N Henry Pursel; one ol the most Celebrated Masters ol the Science ol Musick in the
Kingdom, and scarce Inferiour to any in Lurope, dying on Thursday last: the Dean of
Westminster knowing the great worth ol the deceased. forthwith summoned a Chapter,
and unanimously resolved that he shall he mterved in the Abbey .. . with the united
Chovyers ol that and the Chapel Royal, when the Dirges composed by the Deceased lor her

late Najesty of Ever Blessed Nemory, will he played by ‘Trumpets and other Nusick . . .

Note that not only will Purcell he buried i Westminister Abbey; but that the music lor the
lineral ol” Queen Mary would be performed: at this time i was only assoctated with a very
special Roval occasion. There were many other tributes, nclucding that from Dryvden, who

wrote:

So ceas’d the rival Crew when Purcell came,

They Sang no more, or only sung his fame.



With Purcell on the scene, composers either stopped writing deleated by the competition,
or il they did work, simply imitated the master. T'he playwright George Granville took

another tack:

How was the Scene forlorn, and how despis’d,
When Tymon, without Musick, moralize'd?
Shakespears sublime in vain entic’d the Throng,

Without the Charm of Purcels’ Svren Song.

Shakespeare was nothing without Purcell’s music. Such eulogies could be dismissed as
being the result of — and perhaps an immedhate reaction to — the composer’s death, were
it not for the fact that such comments were repeated throughout the eighteenth century by
those who knew only the works and not the man. The musical historian Thomas Tudway

wrote of him:

He had a most commendable ambition ol exceeding every one of his time, and he
succeeded in it without contradiction, there being none in England, nor anywhere clse

that [ know of, that could come into competition with him for compositions of all kinds.

Towards the 1730s, Purcell’s music was thought to be old-fashioned — as indeed it was
and vet this aspect was not only acknowledged, but was embraced as part of the package.

Henry Carey;, a poet who dealt very much with the notion of *English opera’; commented:

I hope I may without olfence say that That Purcel. was a Shakespeare in music; and tho’
we have had many great Poets since Shakespear, vet as none have succeeded, may [ say
not equal’d him; so tho™ Musick has been improved almost 1o a Prodigy since Purcel’s
tme, vet those Lines oft Mr Hall's may yet be very well apply’d: Sometimes a Hero in an

Age appears; But scarce a Purcel in a thousand Years.

Panorama of London’s skyline in the 169¢s by Jeremias Wolt™ (© Lebrecht Musie & Arts)



Charles Burney, writing in the 1770s, also referred to Purcell’s *old-fashioned™ harmonies,

but acknowledged Purcell’s place in the canon:

Indeed. Music was manifesty on the decline, i England, during the seventeenth century.
ull 1t was revived and mvigorated by Purcell, whose genius, though less cultivated and
polished, was equal 1o that ol the greatest masters on the continent. And although his
dramatic stvle and recitative were formed i a great measure on French models, there is
a latent power and force i his expression ol English words, whatever be the subject, that
will make an unprejuciced native ol this island feel, more than all the elegance, grace. and

relinement ol modern Music less happily applied can do.

So, among the threads thatrun through the public appreciation ol Purcell is the notion that
British composition was in decline unul arvested by Purcell: that it did decline alter Purcell’s
death: that Purcell was our “musical Shakespeare’; and that even when old-lashioned. he
was sull felt to be the greatest composer England ever produced. Indeed. in a musical world
where the ‘new’ was all important, Purcell’s music contimued 1o hold a place i the theatre
and in the music meeting, and as the century progressed. lormed a key part ol a growing
mterest in performing “old” music, an mterest which (mally focused m the formaton ol the
Concert of Antient Music m 1776.

hang Arthur — and operas like it were sidelimed and then snulled out by the arrival of
[talian opera m the carly eighteenth century, and by the subsequent complex grouping, re-
grouping, and grouping again. of the rights and privileges of which ol the two London
theatre companies might perform what. But despite these events, Aing Arthir cid not fall mto
obscurityg 1t was revived towards the end of the 1690s, and was the subject of two major
stagings i the eighteeth century. the first by Henry Giltard at the theatre in Goodman’s
Fields in 1735 and the second by David Garrick at Drury Lane in 1770

Gillard's version ol hing Artlur used the operato compliment the Royal family: the sets also
included “An Exact Representation ol NMerlin's cave, as in the Roval Gardens at Richmond’
and his new ttle lor the work, Merlin: or. the British Enchanter, was a statement which placed him
firmly in the Royal camp. Garrick’s 1770 staging ol” hng Arthur caused a similar theatrical
[Turry; as the London theawres revisited the Arthurian legend on several occasions during this
period. Garriek’s version was given the titde ‘masque’, a dance genre that had a rather patchy
history at Court, but its elaborate machinery, translormations, and above all, its political
reacdings meant that it continued 10 be evoked with undimmished enthusiasm.

Rang Aithur, then. has a unique place m English opera history. Written as an occasional
work for an occasion for which it was not performed. it was later set and performed without
an appropriate occasion. It was then hijacked by a theatre manager and was made 10
serve as an occasional piece for a quite dilferent Roval occasion to that for which it was
origmally written. Finally. re-labelled a masque, it became a key work i a much later revival
ol Arthurian stories used to honour the Roval family. But m the cighteenth century, the
very choice of a work by Purcell — and by Dryden — was in nsell” a political statement: the
music may have been old-fashioned, but its perceved character reflected English notions ol

manliess. sense. and mtellect, denied to the public by the Tahan product.

Heney Pureell (1659 1695) (© Lebrecht Music & Arts)



The English Orpheus: Henry Purcell

THE INGREDIENTS IN the magic brew of song are words and notes. A gift ol melody is often
enough to give great pleasure; the correct accentuation of words can inform and suggest;
the revelation of sense through sound and of sound in sense is given to few to achieve. None
would deny Purcell’s melodic genius; there is plentiful witness to it throughout his work for
the stage, both instrumental and vocal . . .

The magic gift of Purcell’s with words and music cannot be explained any more than
Schubert’s can. It is easy enough to say that he found in words the sound-picture (line, colour,
and proportion) which was translatable into song. How he found this, and his method of
translating, are his secrets and his copyright. ‘'here is really no need to probe; it is enough to
love our incomparable Orpheus Britannicus.

PETER PEARS (1959)

IN ADDITION TO his gift of melody there are his sense of harmony, his feeling for orchestral
colour, his humour; his intensity, his lyrical power . . . Yet all these details of composition were
subordinate to his amazing power of dramatic characterization.

This power has been possessed by very few opera composers. Indeed, many do not seem
to have been aware of the necessity of cultivating it. They have thought it more important
to study the idiosyncrasies of the particular opera singers engaged for a production than
to consider the dramatic foundation on which to build the music. Musical characterization
is usually looked upon as a modern factor in opera. One instinctively thinks of Wagner.
Both Purcell and Wagner used all their gifts of melody and harmony, all their mastery of
orchestral colour, to give life to their characters and situations. But while Wagner painted
huge scenes, each consistent in itself and at the same time part of a vaster whole, Purcell was
content to paint little cabinet pictures.

But in one way Purcell is a finer stage composer than Wagner: his music is full of

movement — of dance. His is the easiest music in all the
world to act. Only those can realize fully the truth of this
who have experienced the joy of moving to Purcell’s
music, whether in the ballroom or on the stage or in

the garden; but especially in the garden.
GUSTAV HOLST (1927)

PURCELL IS A great master at handling the English

language in song, and I learned much from him.
I recall a critic once asking me from whom I had
learned to set English poetry to music. I told him

Purcell; he was amazed. I suppose he expected me
1o say folk music and Vaughan Williams.
BENJAMIN BRITTEN (1963)

Henry Purcell: painting after the portrait by John Closterman (© Lebrecht Music & Arts)




Arthur: Man and Myth

ADRIAN MOURDBY

E'S BEEN PLAYED by actors as varied as Sean Connery, Mel Terrer,

Kenneth Moore, Richard Harris, Clive Owen, Sir Cederic Hardwicke

and Graham Chapman. Film-makers such as John Boorman. Robert

Bresson, Jerry Zucker and Cornel Wilde have been drawn to his court, as

have poets like Malory and Tennyson and the novelists John Steinbeck,
T. H. White and Mark Twain. Composers as varied as Wagner and Harrison Birtwistle,
Purcell and Chausson, Frederick Lowe and Rick Wakeman have recreated his world in music,
and as for painters, the Pre-Raphaelite Brotherhood was almost in permanent residence at
Camelot.

King Arthur is mythic in every sense of the word. Like Robin Hood, Cleopatra and Don
Giovanni, this is a character we never tire of revisiting and reinventing. Fach generation
grafts new meanings on to him. We can do this because very little is known about the
historical person, leaving us ample room for invention. The poignancy ol Arthur’s basic
story, however, exercises an irresistible fascination. The real Arthur is conveniently all but lost
1o us, not so much in Marion Zimmer Bradley's Mists of .levalon but those equally exotic mists
ol time. What do we really know about him?

Our carliest written record is Adomnan’s seventh-century Life of Columba. Adomnan was
writing less than a hundred years after the death of one Arturius, prince of the Scots and
son ol King Aidan. Like his father; Arturius became ‘Dux Bellorum’ (war leader) of the
north, an ally of the Britons who were then lighting the Northumbrian Saxons and the Picts.
Ultimately Arturius’s side lost this long war of attrition and the Britons were driven back to
the far west of their territories where they called themselves the Cymry, or fellow people, and
the Saxons called them Haelas (strangers). This Celtic connection between Arthur and the
Welsh, though certainly anachronistic and probably bogus, gave twelfth-century historian,
Geoftrey of Monmouth, all the evidence he needed to push Arthur as far west as possible,
down to Tintagel, and to bestow on him a Welsh queen, Gwenhwyfar or Guinevere.

Later the I'rench poet Chrétien de ‘Troyes relocated Arthur’s court to Camelot in his
thirteenth-century epic Lancelot. Chrétien also introduced the trope that this noblest of
knights fell in love with Arthur’s wile and that Guinevere more than reciprocated his feelings.
It was their illicit tryst that hastened the fall of Camelot. This motf was picked up in the
subsequent Lancelot-Grail cycles and came to its (ruition in Thomas Malory’s Le morte
d’Arthur (completed in 1470: posthumously published in 1485).

And that is all one needs to know about Arthur. He was a king. He had knights. He was
noble, but his ideals were betrayed. He died and with him went our best chance ever of a
benign and wise ruler, a leader who by his integrity and modesty drew all men to him. Oh,
and his table wasn’t square.

The early appeal of Arthuriana to pocts lay in Camelot as the chivalric ideal and Guinevere
as the idealized lady to whom courtly knights could dedicate their ballads. Indeed so ideal
was Guinevere that in the end she did succumb to her “parfitt gentle knight’. But to medieval

writers the fascination with CameloUs love triangle lay much more in the destructive impact



ol love on the state, rather than in the purple passions that rage when a woman linds hersell’
torn between hushand and lover. The latter would be the trope that excited the sex-obsessed
nineteenth and twentieth centuries. In the ume of Chretien and ol Malory, Arthur is the
state betrayed by eos, the living — and dying  prool” ol love’s dangerous potency. s lor
Lancelot, his tragedy was not that he lost out in love, but that he was proved unworthy to join
the quest lor the Holy Grail. He is a vehicle for the moral dilemmas strewn in the path of a
true Christian knight, not a proto-Vronsky in some Arthurian AAnna harenina.

Inevitably other tales ol courtly love accrued to Camelot, just as other tales of chivalry
and valour came subsumed under the Arthurian umbrella. Arthur was always a uselul peg
on which to hang ballads. "The stories of Parsifal and Gawaim probably began lile as lays of
lone knights on individual quests, but they have come down to us as Camelot spim-olls. Just as
Homer attached all Greek heroes to the [ellowship lighting Troy and DC Comics eventually
made all its superheroes members ol the Justice League of America, so Arthur’s court was
the obvious place for siting any tale ol chivalry or courtly love.

But by the time Malory was writing, the once and future king was taking on another
function in the Briush psyche. The same yvear that Caxton pubhished Morte d*Irthwr, Henry
Tudor scized the English throne at the Baule of Bosworth and set about healing the
mternecine divisions that had riven his kingdom lor generations. Arthur by this time was
looked upon as a symbol ol our island’s golden age, a time when all men served one worthy

man, a noble leader whose claim to the throne was undisputed. It is not surprising perhaps

John Devden (1631 1700): portrait by Godtrey Kneller (© Lebrecht NMusic & Arts)



ARTHUR: MAN AND MYTH

that Henry VII (whose claim to the throne by anything but conquest was highly dubious)
named his first-born son after the great British king. Sadly, the future Arthur I died soon
alter his wedding 1o Catherine of Aragon. 'The new golden age was not (o be. It was left
o Prince Arthur’s younger brother, Henry, to become the symbol of the new Tudor world
orcler, huge, egotistic and bordering on the tyrannical. Had Henry VT owned a round table,
he would probably have chucked it at someone’s head. This was no once and [uture king.

During the Renaissance Arthur's stock fell. With Europe’s rediscovery ol the glories off
ancient Rome (which reached even Protestant England eventually) the classical pantheon
seemed much more appealing than a doomed and cuckolded barbarian whose only claim
to fame was the shape ol his kitchen table and the fact that his sword was lobbed into a lake
when he died. Doomed idealism was so passe, especially when you had the antics of” gods like
Jupiter and heroes like Hercules on ofler.

In 1588 Llizabeth I sat through a pscudo-classical play by Thomas Hughes given at
Greenwich. The Misfortunes of Arthur was a work that tried in vain to make King Arthur into
a figure from Greek tragedy. Hughes wrote the kind of work for which Shakespeare was
the welcome, lively antidote. With the single exception of Aing Lear, Shakespeare had no
interest in what Elizabethans called “T'he Matter of Britain™. It took the seventeenth-century
antiquarian movement to reawaken our imterest in home-grown myths, that and the desire to
reunite a nation divided by yet another civil war (this time one that had chopped ofl a king’s
head ).

In 1691 when John Dryden wrote the libretto of his Arthurian masque for Henry Purcell.
it was after studying artefacts dug up at Winchester and Stonehenge. Dryden wanted his
hang Arthur: or. The Bratish Worthy 1o he as authenuce as possible. Here we find the Saxon prince
Oswaldlocked in battle with the BritishchampionArthur over their love for the heautiful blind
Emmeline. Aided by NMerling Arthur wins the fight and reconciles everyone in a sumptuous
Masque ol Britannia which foretells how Saxon and Briton will eventually hecome one
united people. This kind ol Arcadian tale was very fashionable under the restored Stuart
monarchy. 'T'he piece was immediately popular and was revived in 1735 with propaganda
allusions (o the new Hanoverian monarchy as a unilying force in national politics.

But neither Arcadia nor jingoism has really been Arthur’s true home. In Camelot there is
always a sense ol the [orces ol darkness — Mordred, Morgan and their cohorts — mustering to
destroy the perfect kingdom. Itis not surprising that the Victorians, with their mawkish love
ol lost innocence, went to town on Arthuriana. Tennyson’s ten-volume Lays of the hing (hegun
1833) inspired the Pre-Raphaelites to masterpicces like The Lady of Shalloit. Sir Launcelot in the
Queen’s Chamber and La belle dame sans merct. Tt also inspired a successliul play Amg Arthur (1895)
by Mr Comyns Carr.

Prool ol the Victorians love ol Arthur can be seen in the revival ol his name. Quecen
Victoria's third son was Arthur, Prince ol Connaught. Arthur Sullivan was the most successful
composer of Victoria’s day, Arthur Conan Dovle one of the most popular novelists, Arthur

Watson was a fumous acrobat and two successlul Victorian painters also shared the name:
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Arthur Hughes and Arthur Streeton. Tennyson’s close friend, to whom he dedicated In
Memoriam, was Arthur Hallam.

Tennyson was in no doubt about the appeal of Arthuriana. For the 1842 edition of his own
Morte d’Arthur he framed the poem with a modern narrative, which lamented how medieval
romance and the epic were outmoded forms, just like the newly discovered dinosaurs. Into
Arthur’s mouth the poet put the famous words “The old order changeth. vielding place to
new’. Camelot was a lost Eden to the Victorians: the most rapidly mdustrialized people in
the world, who found themselves looking back to a time belore factories, slums and brash
commercialization. The landscape they imagmed was dense with foliage, habituated by heroes
and entwined with ivy and briar rose, a sure sign that history was about to overtake it.

Another Victorian who believed that Europe had lost its sense ol spiritual direction was
Richard Wagner. He paid wribute to Arthuriana both in his Parsifal and in Tristan und Isolde in
which King Mark is the Arthur figure, a good man who has to grapple with the fact that his
wile loves someone clse.

The twentieth century, despite having grown used to the materialistic new world order,
also found something to celebrate in such a distant landscape. Hollywood embraced Camelot
in a tranche of films in which armour shone. action was daring and belles dames were
generous with their favours. Sex was very much to the fore in these films, whether it was Ava
Gardner (Guinevere) kissing Robert Taylor's Lancelot in Anights of the Round Table (1953) or
Helen Nirren (Morgana) seducing her own brother (Arthur played by Nigel Terry) in John
Boorman’s brillianty flawed Excaliber (1981). Camelot also inspired a musical by Lerner
and Loewe and a comedy — Monty Python and the Holy Grail (1975) — in which Neil Innes.,
the hyricist, grappled manfully with the unfortunate fact that nothing useful rhymes with
Camelot: "We eat ham and jam and spam a lot/ I have to push the pram a lot.”

Yetin all these films, Arthur - whether he’s being played by an outraged Graham Chapman
or a sexy silver-bearded Sean Connery - remains the same decent, intelligent man trying and
failing in a worthy quest.

Against this background, Purcell’s hing drthar, like Disney’s Sword i the Stone, is somewhat
atypical because both narratives stop long before the fall of Camelot. Defeat is an essential
component in Arthur’s appeal, not defeat in the style of a Don Giovanni dragged,
unrepentant, into hell or the defeat of an over-reaching maniac like Iitzearraldo, but the
defeat of a leader who did what he could 1o encourage that which is best in all of us. We are
sadder for his passing. [tis telling that President Kennedy’s tenure at the White House was
nicknamed Camelot. The new king created a wondrous court with his beautiful queen but he
died too soon and with him, it could be said, went the hopes ol a naton. s Richard Nixon
says of Kennedy (in Oliver Stone’s film . Nivon), “When people look at you they see what they
might be. When they look at me they see what they are.” He was talking of the assassinated
president, but he might just as well have been talking of the slain king of” Camelot. One can

put almost any meaning on to Arthur - except a bad one.



Biographies

Mark Morris director/ choreographer
was born on 29 August 1956 in
Seattle, Washington, where he
stuclied as a young man with Verla
Flowers and Perry Brunson. In
the carly vears of his carcer, he
performed with Lar Lubovitch,
Hannah Kahn, Laura Dean. Eliot
Ield. and the Koleda Balkan Dance Ensemble. He

lormed the Mark Morris Dance Group in 1980,

and has since created more than 120 works lor the
company. From 1988 91 he was Director of Dance

at the 'Théawe Royal de la Monnaie in Brusscls, the
national opera house of’ Belgium. Among the works
created during his tenure were three evening-length
"The Hard Nut: L' Allegro. il Penseroso ed il Moderato:
and Dido and Aeneas. In 1990, he lounded the White
Oak Dance Project with Mikhail Baryshnikov. Morris

dances:

is also much in demand as a ballet choreographer.

He has ereated six works for the San Francisco Ballet
since 1994 and received commissions from American
Ballet Theatre. and the Boston Ballet. among others.
His work is in the repertory ol the Geneva Ballet,
New Zealand Ballet, Houston Ballet, English National
Ballet, and the Roval Ballet. Covent Garden. Morris
is noted lor his musicality — he has been described
as “undeviating in his devotion o music” — and for
his “ability 1o conjure so many contradictory styles
and emotions’. He has worked extensively in opera.
directing and choreographing productions lor the
New York City Opera. English National Opera, and

was named

the Royal Opera, Covent Garden. NMorri
a Fellow ol the MacArthur Foundadon in 1991 and
has received eight honorary doctorates. Morris is the

L Straus

subject of a biography by Joan Acocella (Far
& Giroux). In 2001, Marlowe & Company published
Mark Morris™ L'Allegro. il Penseroso ed il Moderato: A
Celebration. a volume ol photographs and critical essays.
In 2007, he will make his Metropolitan Opera début as
Director/ Chorcographer in a new production ol Orfeo
ed louridice.

Nut each December: It appe:

The Mark Morris Dance Group. now celebrating
its 25th anniversary, was lormed in 1980 and gave its
first concert that vear in New York City: The company’s
touring schedule steaclily expanded to include cities
both in the United States and in Lurope. and in 1986
it made its first national television programme lor the
PBS series Dance in AAmerica. In 1988. the Dance Group
was invited to hecome the national dance company

ol Belgium, and spent three years in residence at

the Théawre Roval de Ta Monnaie in Brussels. The
company returned to the United States in 1991 as one
of the world’s leading dance companies. performing
across the US and at major international lestivals. Tt
has maintained and strengthened its ties to several
cities around the world, most notably Berkeley, CAL
where Cal Performances presents the company in two
annual scasons. including engagements ol” The Flard

s regularly in Boston,
ML Fairfax. VA Scatde. WAz Urbana, IL: at the

Jacob’s Pillow Dance Festival in Becket. ML and at

BAM in Brooklyn. NY. MMDG made its début at the
Mostly Nozart Festival in 2002 and at the Tanglewood
Music Festival in 2003, and has since returned o both
festivals annually. The company’s London seasons
have garnered two Laurence Olivier Awards. MAIDG
is noted lor its commitment to live music. a feature

of every performance on its full international touring
schedule since 1996. Cellist Yo-Yo Na has {requently
collaborated with the Dance Group: their projects
include the 1997 Emmy Award-winning lilm Falling
Doten Stairs and the 2002 dance Aslam. created for

The Silk Road Project in collaboration with Indian
composer Zakir Hus

sain and jazz pianist Ethan

Iverson ol The Bad Plus. MNIDG's film and television
projects include Dido and Aeneas. The Hard Nut. and two
documentaries lor the UK's South Bank Shore. In autumn
2001, the Dance Group opened the Mark Morris
Dance Center in Brooklyn. New York, the company’s
first permanent headquarters in the US. housing
rehearsal space lor the dance communiny; outreach
programmes for local children. as well as a school

olfering dance classes o students of all ages.
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Craig Biesecker. ltom
Wayneshoro, Pennsylvania,
received a BS in Music Education
from West Chester University ol
Pennsylvania. While teaching music
in Philadelphia, he stuclied ballet
with John White, Margarita de Saa

and Bryan Koulman, and worked
with choreographers Tim and Lina Early. In New
York City he has worked with Pascal Rioult, Carolyn
Dorfman. New York Theater Ballet, Mark Dendy,
and Gerald Casel. He joined the Nark NMorris Dance
Group in 2003,

Samuel Black is originally [rom
Berkeley. California, where he
began studving tap at the age

ol 9 with Katie Malisherger. He
recenty received his BEA in Dance
from SUNY Purchase. where he

performed works by NMark Morris,

Paul "Tavlor. Zvi Gotheiner, Sean
Cuwrran. and Kevin Wynn, During a semester at the
Rotterdamse Dansacademic in “The Netherlands, he
had the opportunity o dance in several Duteh cities
and in Germany. He has performed in New York

with David Parker, Takehiro Uevama. and Nelly van
Bommel. He first worked with MNDG in 2005, and

Joined the company as an apprentice in 2006,

Joe Bowie was born in Lansing.
Michigan. and hegan dancing

while attending Brown University
where he graduated with honours in
English and American Literatre. In
New York he has performed in the

works of Robert Wilson and Ulysses

Dove and also danced with the Paul
Tavlor Dance Company lor two vears belore going to
Belgium o work with Nark Morris in 1989,

Charlton Boyd was horn in
New Jersey
performed with the Inner Ciry

where he studied and

Ensemble Theater and Dance
Company. He graduated from
the Juilliard School. He went on
o dance with the Limon Dance

Company and appears in Jose Londn
Technigne Video. Tolune 1, among other music videos. He
tirst appeared with the Mark Morris Dance Group in
1989 and became a company member in 1991

Elisa Clark received her early
training from the Maryland Youth
Ballet. and her BEA from the
Juilliawd School. under the direction
ol Benjamin Harkarvy. She has
danced with the Lar Lubovitch
Dance Company: the Nederlands
Dans Theater. the Peridance
Ensemble, and Bauleworks Dance Company. She

has staged works by Robert Battle. David Parsons.
[gal Perry and Adam Hougland for various schools
and companies, including the Alvin Ailey Aimerican
Dance Theater. She has heen on the faculty of the
American Dance Festival, and currently works closely
with Carolyn Adams and the American Dance Legacy
Institute, as well as serving on an advisory pancel for
Capezio. She first appeared with the NMark Morris
Dance Group in L egro in August 2005.

Amber Darragh is originally
from Newport, Oregon. where

she hegan her dance training with
Nancy Mittleman. She received
her BEX from the Juilliard School
n 1999 and then danced with the
Limon Danee Company lor two
vears, She is acrecipient ol the 2001
Princess Grace Award and has presented her own

choreography both in New York and abroad. She

joined the Mark Morris Dance Group in 2001,

Rita Donahue was born and
raised in Fairfax, Virginia, and
attended George Nason University,
where she graduated with honours
in Dance and English in 2002,

She danced with Bopi's black
sheep/dances by Kraig Patterson
and joined the NMark Morris Dance
Group in 2003,

Lorena Egan hegan her training
at the Phoenix School of Ballet in
Arizona. She graduated trom the
Juilliard School in 1998 and went
on to dance with Buglisi/ Foreman
Dance and the Pascal Rioult Dance
Theater (1999 2005). She joined
the Mark Morris Dance Group as
an apprentice in 2000,



Marjorie Folkman graduated
summa cum lande rom Barnard
College and has attended Columbia
University’s Graduate Program in
American Studies. She has danced
with Amy Spencer and Richard

Colton. Kraig Patterson. Neta

"3 Pulvermacher, Sally Hess, Bllen
Cornficld. Sara Rudner and the Repertory Understudy
Group tor the Nerce Cunningham Dance Company:
She began dancing with Mark NMorris in 1996,

Lauren Grant. raiscd in Highland
Park, Hlinois, has danced with the
Mark Morris Dance Group sinee
1996. She has appeared in 34 of
Mark Mornis’s dane

thirteen roles. She has played the

originating

role of Marie in The Hard Nut since

1998. At age 3 she began studying
ballet amd later character dance. She attended New

York University's Tisch School ol the Arts, graduating
with a BEA. She teaches master classes in hallet and
modern technique. as well as NMark NMorris repertory. at
schools and universites around the world. at the Mark
Morris Dance Group's school in Brooklyn, and for the
company as well. She is married 1o lellow dancer David
Leventhal.

John Heginbotham is [rom
Anchorage, Alaska, and graduated
from the Juilliard School in 1993,
f He has perlormed with such artists
as Susan Marshall and Company.
John Jasperse. and Ben NMumisteri:
he was a guest artist with Pilobolus

Dance Theater. His choreography
is featured in the performances and Emerge music video

of recording artists Fischerspooner. He joined the Mark
Morris Dance Group in 1998.

David Leventhal, raised in
Newton, Massachusetts, has danced
with the Mark Morris Dance Group
since 1997, He has appeared n 35
ol Mark Morris™s dances, mcluding
cleven premicres. He studied at

Boston Ballet School and has danced

with Jos¢ Mateo's Ballet Theatre and
the companies ol Marcus Schulkind, Richard Collon/
Amy Spencer, Zvi Gotheiner, Neta Pulvermacher, and
Ben Munisteri. He graduated with honours in English
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Literature from Brown University in 1995, He teaches

master classes in technique and repertory at schools

and colleges around the US. He gives classes regularly
at the Nark Morris Dance Group's school, including
one lor people with Parkinson’s discase. He is married

1o fellow dancer Lauren Grant.

Theresa Ling was raised in
Columbus. OH, and received her BA
in English Literature from Barnard
College. Her own chorcography has

been shown throughout New York

City and she currently also dances
with Neta Pulvermacher and Pam

A

ol appearimg previously with the Mark Morris Dance

Tanowitz. She has had the pleasure

Group in productions ol The Flard Nut and L legro and

is pleased 1o be part ol the Aing Arthar premncre.

Bradon McDonald recerved his
BEA from the Juilliard School in
1997. He danced with the Limon
Dance Company for three years
and was the recipient of the 1998
Princess Grace Award. He has
choreographed and presented his
own works internationally, served
as chorcographer for seven Juilliard Opera Company
productions under director Frank Corsaro, and was
the chorcographic assistant to Donald MeKayle at the
Alvin Ailey American Dance Theater. He joined the
Mark Morris Dance Group in 2000,

Gregory Nuber graduated from
Arizona State Universit where he
studied acting and dance. He danced
with Pascal Rioult Dance Theatre
for three years: appeared as a guest
artist with New York City Opera.
Cleveland Opera and Tennessee
Repertory Theatre; and worked with
numerous New York-hased choreographers. He hegan
working with the Mark Morris Dance Group in 1998
and became a company member in 2000 He is on the
faculty at the School at the Mark Morris Dance Center
and teaches master classes in the United States and

abroad.
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Maile Okamura is originally
from San Diego, Calilornia. She
was a member of” Bostan Ballet
1Tin 19923 and Ballet Arizona

in 1993 6. She has danced with

chorcographers Neta Pulvermacher,
A Zvi Gotheiner. and Gerald Casel,
- NN among others. She hegan working
with the Nark Morris Dance Group in 1998 and

hecame a company member in 2001,

June Omura is originally lrom
New York City and grew up in
Birmingham, Alabama. She
gracduated from Barnard College
n 1986 with honours in Dance
and English: she first performed
with Mark Morris that summer, as

a workshop student. In 1988, she
Jjoined the Mark Morris Dance Group. and in 2005
she was awarded a New York Dance and Performance
Award (Bessie) for her career with the company. She is
also the proud mother of wvin girls, born in 2003, and
is gratelul to her hushand. her family and the Mark
Morris Dance Group for their love and support.

Kanji Segawa hegan his dance
training with his mother Erika
Akoh i Japan and stuclied at

Kan Horiuchi's Unique Ballet
Theatre in Tokvo. He was granted
a Japanese Government Fellowship
to train at the Ailey School. He

has been a member ol Alvin Ailey
1 and Jennifer Muller/ The Works, and worked with
chorcographers such as Aszurve Barton, Jessica Lang,
Earl Mosley and Igal Perry. He is currently a member
of Battleworks Dance Company, Artistic Director
Robert Baule. He first performed with the Mark
NMorris Dance Group in The FHard Nut in London in
2004,

Noah Vinson rcccived his BA

n dance [rom Columbia College,
Chicago. where he worked with
Shirley Mordine, Jan Erkert, and
Brian Jeflrey. In New York, he has
danced with “Teri and Oliver Steele
and the Kevin Wynn Collection.

He hegan working with the Nark
Morris Dance Group in 2002 and became a company
member in 2004,

Seth Williams was raised in Davis,
Calitornmia, where he danced with
2amela Trokanski. He graduated
with honours in both Comparative

Literature and Dance from the

University of Calilornia at Irvine.
‘ where he trained with David Allan
and Donald McKavle. He has also
appeared with the Metropolitan Opera Ballet. the
Sean Curran Company. and the New York Baroque
Dance Compamy. Fluent in the eighteenth-century
Feuillet notation, he has reconstructed several period
hallets for the latter group, and holds a special interest

n the dance of cighteenth-century Fngland.

Julie Worden graduated from the
North Carolina School of the Arts
and joined the Mark Morris Dance
Group in 1994,

Michelle Yard was born in
Brooklvn, New York, and began her
professional dance taining at the
New York City High School of the
Performing Arts. Upon graduation
she received the Helen Tamiris
and Bnai Brith awards. For three
vears she was a scholarship student
at the Alvin Ailey Dance Center, and attended New
York University's Tisch School of the Arts, where she
graduated with a BEAL She joined the Mark NMorris
Dance Group in 1997, Mom, thank vou.



Gonzalo Acosta /eader was horn

n Uruguay and studied at the

RCN with Jaroslav Vinecek. He

was Principal Second Violin with

the RLPO). after which he became
Deputy Leader of the CBSO. He has

appeared as guest leader with many

Britsh orchestras and in 1995 made
his solo debut in Mozart’s Violin Concerto No. 5 with
the English Sinfonia. A recitalist in the UK and abroad.
in 1994 he gave the Fawpean premiere of Serebrier’s
Violin Sonata. As a member ol the Dussek Piano ‘Trio.
he has given concerts throughout the UKL including the
Wigmore Hall and Purcell Room. and has recorded a
CD ol Arensky Trios and chamber music by William
Hurlestone. Formerly a prolessor and orchestral coach
in the RCN Junior Department, he has been co-leader
of the ENO) Orchestra since 1991,

Nicholas Ansdell-Evans assistant conductor was horn
in London and studied ar Oxtord University e has
worked at ENO as répétiteur since 2001, joining the
company as a full-time member of the music staft’

in 2003. He has worked on many ENO productions.
including Rigoletto. "The “Trgjans, The Ring of the Nibelung.
Frnani. La clemenza di Tito. Lulu, The Bitter “lear of Lelra von
hant. Salome. Sir Jolm in Love and The Makrofmlos Case, and
plaved harpsichord in ceina. Nerves and Orfeo. e was
assistant conductor to Paul Daniel in La dlemenza di Tito
at the 2005 Festival lncernational d”Aix-en-Provence.

William Berger bantone studlied at
the RANL where he sang Ernesto

1 mondo della lima, Ha v iven

(conducted by Mackerras) and
Count Le nozze di Figaro. He made
his professional operatic début as
Ormonte i Handel's Partenope

(Gouingen Handel Festival) and

returned last year as Mereurio dtalanta. Other voles
include Don Giovanni (Opera East). Papageno Magic
Flute (BY Q) and Oberon A Sumer Nyght's Dream
(Mozart/ Shakespeare project. Aix-en-Provence).
Concertappearances include Carmina burana (CBSC)
and RAH), Zebul Jephtha (English Concert). Saint-
Saéns's Oratorre de Noél (Nilan). Apollo Apollo e Dafne (L
Stagione, Franklurt) Messiah Japan). Fauré Requiem
L.PO) and his Wigmore Hall recital début. He is a
member ol the ENO Young Singers Programme,
where roles have included Maseuo, Fiorello, Monsicur
Javelinot The Carmelites. Second Nazavene Salome,
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Novice's Friend Bilty Budd and Ensemble Orfeo. Plans
include two recordings (7he Carmelites (Chandos) and
contemporary English Song (BNIS Label). Lhjah
Thaxted Festival). St John Passion (LHNIE) and AApollo ¢
Dafne (Philharmonia Baroque Orchestra. San Francisco).

lestyn Davies conntertenor is one

ol a new breed ol singers changing
the public’s perception of the
countertenor sound. The music
press is united in praising the power,
[uliness and sheer personality

of his voice. which is backed

by musicianship of mtelligence

and maturity. Recentoperatic roles have included
Ouone Lincoronazione di Poppea (Ziivich Opera. with
Harnoncourt), Corrado in Vivaldi's Griselda (Fnsemble
Matheus). and most recently Hamor Jephtha (\WNQ) .

Among his current and forthcoming solo concert

appearances are Messiah with the Academy ol Ancient
Music and Bach's St Matthew Passion with the Bach
Choir. Forthcoming opera engagements include solo
countertenor lor Philharmonia Baroque Orchestra

at the Zellerbach Auditorium in Berkeley (with Jane
Glover): Human Frailoe/ Peisander £ ritorno d*Ulisse in
patria \WWNQO): and Apollo Death in Venice (1ENO). He has
recently recorded Griselda with Ensemble Natheus for
Naive and Mesviah with the Academy of Ancient Music
for Naxos.

Andrew Foster-Williams /ass-
baritone studlicd at the RANI where
he was recently made an Associate.
O
Garibaldo Rodelinda. Nelisso Aleina

ic engagements include

and Argante Rinaldo (with NeGegan
at the Gowingen Handel Festival),
Ramballe 11ar and Peace (1ENO).
Podesta The ‘Thieving Magpe and Angeloti (Opera
North). Don Fernando Fidefio. Voice of Neptune
Idomeneo and Derv Sprecher Die Jauherflite (GCO'T

and Borée Les Boreades (Opéra du Rhin). Coneert
appearances include 1 he Creation Halle/Flder|. Christus
St Matthew Passion (OAL./Norrington'. Handel's

L Allegro (Les Arts Florissants ). Mozart Requiem
CBSQO). Scarlawd’s St Ceetlia Tespers and Handel's Sanl
(Ganimgen Fandel Fesuval). Havdn's Seven Last 13ords
(OAL/Harding). St John Passion (Academy of Ancient
Music). and Charpentier’s Dazid el Jonathas (OALL/
Haim). This scason’s engagements include Alidoro La
Cenerentola (GO'D), Christmas Oratorio (Danish Natonal
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Symphony Orchestra). tour ol Nozart € Nlinor Mass
Concert d"Astrée/ Haimi, Mozart Requien (Columbus
Svmphony Orchestra. Ohio), St Matthew Passion
Bridgewater Hall) and Beethoven “Choral” Symphony

with the Philharmonia Barogue Orvchestra (Milwauke).

James Gilchrist fenor Mier studying
at King’s College. Cambridge. where
he was a choral scholar, he began

his working lile as a doctor, turning
to a fullsime carcer in music in

1996. Recent appearances include
Fvederic The Prvates of Penzance and
Ralph HALS Pinafore (SCO). The
Dieam of Gerontins. Seprimius Theodora (SC:O). Israel in
Lgypt (Norddewscher Rundfunk), Bach’s B Minor Mass
(Turin) and Christmays Oratorio (Koopiman/ Tonhalle

Orchestra). Mozart Requiem (Seatde Syimphony
Orchestra). Vippew's The kot Garden (Siv Andrew
Davis/ BRCSO), Mlexander's Feast (Salzburg) and fudas
Maceabaens [Danish Radio Orchestra). This scason’s
cngagements include Messial (San Francisco and
Dewroit Symphony Orchestras), Mozare G Ninor
Mass Clonhalle Orchestra), Bach Cantatas [Bach
Collegium _Japan in Tokyo). St Matthere Passion (North
Carolina Symphony Orchestra). St fohn Passion (Roval
Cioneertgebouw Orchestra) and Briven's Serenade (The
Sage, Gateshead). Plans include Lenfance du Christ
(Odense). Havdin's *Nelson™ Nlas
Belshazzar (Phillharmonia Baroque Orehestra) and 57

Granada). Fandel's

Matthewe Passion (Concertgebouw, Amsterdam).

Jane Glover conductoris Music
Director of Chicago’s Music
ol the Baroque. She has been

Music Director ol Glyndebourne

Touring Opera. Artistic Director
ol the London Mozart Players, and

conducted many major orchestras

and opera companies in Britain,
Lurope. North America, the Far East and Ausiralasia.
She regularly conducts all the Nozart operas. numerous
Handel operas, and the Momeverdi wrilogy (in her

own cditions). Beyond this core repertory, her operanic
experience ranges through Gluck, Beethoven, Rossini,
Donizewi, Humperdinek, Richard Strauss, Briven and
Oliver Knussen. Engagements this vear include her
débuts with the Berlin Svaasoper (Cosy fan ttte) and with
the Houston and San Francisco symphony orchestras.
Her book, Mozart’s Hamen. was recently published by
Macmillan. She studied ar Oxlord and did her DPhil

on seventeenth-century Venetian opera there. She holds
honorary degrees from several universities, and is a
Lellow of the Roval College of Music. She was ereated
a CBE in the 2003 New Year's Honours List.

Gillian Keith soprano was born in
Toronto and won the 2000 Kathleen
Fervier Award. She stuched at
MeGill University and at the RAN.
where she won the major song
prizes. Appearances include Poppea

Lincoronazione di Poppea (T'hearer

Basel): Tvtania (Roval Operaat the
Linbury): Papagena, Diana La Calisto (Toronto): Belinda
Dico and Aeneas (ONL). St John Passion. Nanneta Falstaff
LNQO); Papagena, Woodbird Siegfried. X\mor Ofeo
(Scottish Opera): Emirena driano. Bastienne Bastien
und Bastienne (Classical Opera Company): lole Zereudes.
Silvia Ascanda i Alba (Buxion Festival) and recitals and
concerts with Gardiner, NeGegan and Christophers.
Recordings include Handel's Gloria with Gardiner
Philips), Purcell’s The Tempest (Naxos). Hasse's 1 cantico
de’tre fanetdli (Koch) and Debussy Fanly Songs (Deny-
Elles). Her concert career takes her all over the world
and plans melude Azg :thar (San Francisco), Ginevra
Artodante (Halle), Diana 7he ssassin " Tree (ROH?2/
Lddinburgh Festivali and Zerbineta (ROH).

James K Ingalls /ighting designer has
designed Mathes der Mahler, divected
by Peter Sellars, and Platée, directed
by Mark Morris, at 1the ROH.
Other work in the UK includes

The Renaissance Muse. 1 Nivo. The

\ Merchant of Teutce (Barbican), Alice’s
NSRSt enires ( ‘ndergromid clivecied by
Martha Clarke tRNT), Richard 1 divected hy Ron
Danicls (RSC, Showlder to Shoulder (T'he Place), Motorcade
London Comemporary Dance "Fheatre). and The
Elecirification of the Soviet Union. T he Magie Flute. Theodora.
Idomeneo (Glyndehbourne). For the Mercee Canningham
Dance Company he designed Split Sides with music by
Sigur Ros and Radiohead and Fluid Canvas. Recem
work in operacincludes John Adams’s D Homice (San
Irancisco Opera). Kaija Saariaho’s Adriana Mater (Paris
Opera). Oswaldo Golijovs dinadamar (Lincoln Center
and Santa Fe Opera), all directed by Peter Sellars, and

cted

Tobias Picker’s AAn Adwerican “Tragedy (the Met) dir
by Francesca Zambello. He often collaborates with the
Saint_Joseph Ballet in Santa Ana, California.



Mhairi Lawson sofrans \While still
SND. she won the

astudent at the €
International Farly Music Network
Young Artists Prize with the
fortepianist Olga Fverskava, which
led to her lirst recording (Havdn's

English and Sconish Songs).

As asoloist she has appeared

with such companies as ENOL Les Arts Florissants.
the Gabricli Consort, SCO and the Farly Opera
Company. With the virtwoso haroque group La
Serenissima. she has performed \ivaldi's La Senna
Festeggiante and Laudate Pueri (Venice), and recorded
arias by Vivaldio Hasse and Giacomelli for two off
their recent eritically acelaimed dises. Recent and
current projects include concert and operatic arias by
Mozart and Vivaldi sacred music with the Orchestre
National des Pavs de la Loire, recitals of Havdn
Canzonettas with David Owen Norris. appearances
with the Gabrieli Consort and Plavers, Handel's
Athalia (NVadrid), the St Joln Passion and B minor Mass
Germany) and Parcell's Fairy Qneen (BBC Proms). and
with La Serenissima. recordings ol dramatie cantatas
and sacred works by Vivaldi and the mysterious
‘Composer N7 Operatic engagements include Aing
Arthier i the USA with the Mark Mor

Group and the Philharmonia Bavoque Orchestra, and

is Dance

Pergolest’s La serva padrona in Naples.

Adrianne Lobel e/ designer Work
indudes, lor Pewer Sellavs: Dr Atomie
(San Francisco). Nixon in China
Houston Grand Opera. BAM.
ENO and elsewhere): The Rake's
Progress (Chaveled). Die Jauberflite

Glyndebourne): Cost and Figaro

Pepsico Summerfare, NY) and
"The AMikado (Chicago Lyric Opera): for Mark Morris:
L Allegro (L Monnaie. Lincoln Center Festival). 7he
Herd Nut (Lac Monnaie, BAND. Orfeo ed Furidice (BANL.
Ldinburgh) and Platee (ROH, New York City Opera);
gedy (the Nle),
Street Scene (Flouston Grand Opera. Berling and Lady
i the Derk (RNT): Tor Chistopher Wheeldon: Swan
Lake (Pennsylvania Baller, Philadelphia, Edinburgh),
An Amerecan in Paris (New York City Ballet), and a new

for Francesca Zambello: An Awmerican Tr

work for the Bolshoi Broadway credits include Passion.
‘The Diary of Aume Frank (cdivected by James Lapine): On
the Toren (divected by George C.Wolle). and the Tony -
nominated A dear with Frog and “Ioad. which she also

developed and produced. Her awards include Obie
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Award. a Lucille Lortel Award. Long Wharl's Murphy

Award. the Joseph Jeflerson Award, and a “Tony.
Drama Desk. Maharvaon, Helen Hayves and FANY
nominations.

Martin Merry chorus master
studied at Durham University. the
Guildhall, where he won the Ricordi
and Guildhall Conducting Prizes,
and with Vilem Tausky and Rafael
Kubelik. He has conducted many
ol the UK's leading orchestras,

d including the Hallé. RLPO. the
RSNO and the London Mozart Players, was founding
artistic dircctor of” Chester Sunnner Music Festival,
and chorus master of the London Choral Society
{working with Raule. Mackerras and Glover). principal
guest conductor ol the City ol Glasgow Chorus, and
guest chorus master ol the Philharmonia Chorus,
where he worked with Kuvt Sanderling. Fle has worked
with leading opera companies in the UK and abroad
on productions including The Barber of Seville, Tnrandot.
The Prince of Homburg, Die Soldaten and Jephtha (1ENQ)).
Rigoletto (D isseldorf) and Tosea (Dublin). From 199910
2005 he was lounder and chorus master ol the Coro
de Ta Orquesta Sinfonica de Madrid which evenwally
bhecame the Tull-time chorus at the Teatro Real,

Madrid. He prepared them for many operas including

the world prenics wing ol Albemz’s Medin (also

D\'D). He was appointed chorus master at ENCO) in
2005.

Isaac Mizrahi costume designer was
born in New York. studied acting

at the High School of Performing
Arts, fashion at the Parsons School
ol Desi

his successtul sportswear, home

n, andis well-known lor

furnishings and couture lines. He
has designed costumes lor lilm,
theatre, dance and opera in collaboration with Nark
Morris, Tyl Tharp, Mikhail Baryshnikov and the
Roundabout Theatre Company, receiving the Drama
Desk Award for his costume design lor 7 he Hinen.

med costumes lor Scout Flhiou's

Most recently he d
productions of” Barefoot tn the Park and "I hiee Penny Opera.
He was the subject of the acclaimed documentary
Unzipped. has written a series of comie hooks entitled
The Adeentnres of Sandee the Supermodel and has appeared
oll=Broadway in his one-man show Les Mizrahi and

hosted his own television show. Recently he wrote and
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directed four short films entided Supernodelhero which
are now heing developed as a motion picture. He is
currently in production tor the second season of his

television series.

Elizabeth Watts soprano gracduated
with chstinetion and the QLEQNI
rose bowl from the Advanced Opera
Studlies course at the Benjamin
Britten International Opera School
at the RCAL, where she studied

with Lillian Watson as the Yvonne

Wells Scholar. 200+ saw her selected
lor representation by the Young Concert Artists

Trust (YCA'T), win the RCNI Lies Askonas Prize. the
Maggie Tevte Prize and the Roval Over-Seas League
vocal section prize. During 20035, as well as recitals at
the Wigmore Hall, she joined ENO as a Company
Artist in the ENO Young Singers Programme,

singing Papagena and Music/Hope/ Ensemble Oifeo.
as well as understudving Atalanta Nerves. So far in
2006 she has sung with the RLPO and CBSO and
wonthe prestigious Kathleen Ferrier Award. Future
engagements include a recital at the Wigmore Hall
with Roger Vignoles (16 October) and the roles off
Barbarina and Susanna (ENQO). In 2008 she sings
Susanna lor Sante Fe Opera. She is supported at ENO
by the Hedley Foundation.
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Summer Season 2006 Highlights EN

Handel’s inspired romantic opera returns to the London Coliseum. Alice Coote takes
the title role whilst Paul Nilon, Patricia Bardon, Rebecca Evans and Peter Rose lend
their talent to the exceptional ensemble. Originally directed by David Alden.

The Guardian

JUNE1-3-8-10-13-16-22-24 8 performances only.

ENO revives Peter Sellars’s powerful production of John Adams’s Nixon in China for
the first time since its London stage premiere in 2000. James Maddalena and Janis
Kelly reprise their original roles and Paul Daniel conducts.

The Daily Telegraph

JUNE14-17-23-29-JULY 6 5 performances only.

Mark Morris’s joyous interpretation of Purcell’s rarely performed opera. Designers
Adrianne Lobel and Issac Mizrahi, conductor Jane Glover and the Mark Morris
Dance Group, collaborate with an impressive line-up of award-winning soloists in
this much anticipated world premiere.

JUNE26-27-28-30-JULY1-3-4-5-7-8 10 performances only. NEW PRODUCTION

ENO live at the London Coliseum
Buy online www.eno.org or call 0870 145 0200

English National Opera, London Coliseum, St Martin's Lane, London. WC2N 4ES
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