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It took 500 Million years for 
nature to produce oil and less than 

a century for man to burn it.
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It took 500 Million years 
for nature to produce oil 
and less than a century 
for man to burn it. Oil 
largely contributed 
to the technological 
advance and wealth of 
the Western World, and 
yet at the beginning it 
was cheaper than water.

John D. Rockefeller seized a unique chance to 
make money with this new commodity, and his rise 
to power in a way prefigures 20th century capitalism. 
He was a wheeler dealer like in the later days Donald 
Rumsfeld, who cut deals with Saddam in the 80s in 
order to keep the oil flowing, and the whole history 
of oil in the Middle East is about cutting such deals of 
more or less unscrupulous sorts.

When the introduction of electricity began to 
threaten Rockefeller´s oil for lamps business, Henry 
Ford with his mass produced cars came to help and 
Standard Oil converted to providing fuel. From then 
on the governments of the most influential countries 
began to take an active interest in the oil industry.

Oil became a dominant feature in WW1 and 
most of the wars thereafter. Rockefeller supplied oil 
to both the French and the German armies and the 
oil industry would continue to play a major part in all 
later conflicts.

By the end of WW1 production had increased 
from one hundred to three hundred thousand barrels 
a day. Fortunes were made like that of Calouste 
Gulbenkian, nicknamed Mr. 5%. He first got the 
Americans pushed out of the Ottoman Empire and 
later negotiated a foothold for them in Iraq.

The United States base its culture on the 
automobility, which means the right to move around 
and to drive everywhere. When the young Soviet 
State, much in need of foreign currency between 
the two World Wars, floods the market with crude 
and causes the oil market to tumble, Deterding, 
the then president of Shell, invites the important 
western players to a hunt at his castle d´Achnaccary 
in Scotland, where the famous ´As is principal´ is 
agreed, which would hold until the middle of the 60s 
and, completely illegally and beyond any democratic 
control, carve up the world in interest spheres. 
The first episode or the first half of our program 
ends with a detailed report about how American 
companies helped Germany to re-arm under Hitler 
and provide chemical components for producing 

much needed fuel from coal. We will see that WW2 
is largely motivated by the search for oil and the 
domination of oil producing territories. And at the 
end of it the Americans begin to realise that the 
largest reserves are to be found in Saudi Arabia, 
which now enters the political scene as a new player. 
US foreign policy begins to be dominated by the so 
called ´global oil acquisition strategy’ to 
safeguard the American Way of Life. Special 
relationships are created with Saudi Arabia, Venezuela 
and Iran.

The second episode or part of the program 

recalls that in 1928 seven British and American oil 
companies divided the world between themselves 
much as the political powers did at Yalta in1945. 
The United States obtained exclusivity on the Saudi 
Arabian oil production against a promise to protect 
the House of Saud politically and if necessary with 
military power.

When the Soviets tried to seize power in 
Northern Iran in order to control rich oil fields 
President Truman threatened a nuclear strike and 
Stalin backed down. The availability of oil largely 
contributed to the rapid recovery of the west after 
the war and became the basis of the economy and 
geopolitics in the latter part of the 20th century. 
Seven companies, called the Seven Sisters dominate 
the oil business and leave the producers with a 
meagre 30% of profit until Venezuela, second 
producer at the time, wrests further concessions 
from its partners and finally obtains a fifty percent 
share.

From 1950 on the American management of 
ARAMCO offers the same split to the Saudis, but 
the Anglo Iranian Oil Company refuses to come to 
a similar deal. On April 29th 1951 Dr. Mossadegh 
proposes nationalization, which is immediately 
approved by Parliament and signed into power by 
the Shah. As President Eisenhower is determined to 
prevent Iran from drifting into the Soviet camp he 
forces through the creation of a new consortium in 
which the United States, so far excluded from Iranian 
oil, hold 40%, the British 40% and to make it look 
better the French 20%. Allen Dulles, the new director 

of the CIA, is charged with getting rid of Mossadegh. 
This is the beginning of a close collaboration between 
the CIA and the American oil business. 

In 1960 the Venezuelan oil minister Perez Alonso 
and his Saudi Arabian counterpart Abdullah Tariqi 
create OPEC to defend the producing countries 
interests, who for 70 years had been paid around 1 
US$ per barrel and thereby contributed largely to the 
unprecedented growth of the Western World. 

In 1973 the price of crude jumps to 14 US$ per 
barrel. The Western World called it an ´oil shock´. In 
reality the ´Seven Sisters´ were responsible and the 
US was using oil as a political weapon to weaken 
Europe and Japan and finance very costly research 
into the North Sea. In 1985 the US manipulates the 
oil price again to put pressure on Moscow. Under 
the influence of Washington Saudi Arabia goes 
into overproduction and the Soviet Union’s foreign 
currency reserves shrink drastically as its external 
debt soars.

In 1986 Saudi Arabia deliberately increases the 
estimate of their reserves by 65%, thereby pretending 
there would be enough crude to last the world for an 
extra ten years. They did this to gain extra geopolitical 
weight but non of their presumptions are proven. 
The Western World felt reassured and continued to 
squander these scarce natural resources. The White 
House assessed the situation in 2001, too late for 
fundamental changes in the wasteful American Way 
of Life. George Bush, as soon as elected, created 
the NEPD (National Energy Police Development 
Group) which was presided over by Dick Cheney. It 
worked out an American response to the situation. 
The invasion of Iraq is the first concrete result of 
its deliberations and the beginning of a new war of 
resources. 

In the meantime China, in desperate need of 
crude for its rapidly growing economy, enters the 
arena as a very powerful global player, and the known 
world reserves of oil are at their lowest.

Patrick Barbéris tells this exciting story with the 
help of  contributors, who have been very much 
involved in this story, some even  in leading parts, 
including Roger Robinson, Special Adviser to Ronald 
Reagan, Robert Baer, Special Operations Chief of the 
CIA, Nicolas Sarkis, Colin Campbell, Geologist, Dick 
Cheney, Mikhail Gorbachev, Michael Watts, Journalist, 
Richard Overy and many others.

Patrick Barbéris also uses archive footage, partly 
never seen before, and location shooting to put the 
viewers completely in the picture for a story that 
concerns everybody more than anything else.

RUNNiNG ON EMPTY
A HUNDRED YEARS OF OiL POLiTiCS

directed by Patrick Barbéris 
produced by Sodaperaga running 
time: 2 x 50’ or 90’ Shot in HD
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When Giacomo Puccini was 
in New York for the premiere 
of ‘Madama Butterfly’, based 
on a play by David Belasco, 
he saw the ‘The Girl of the 
Golden West’ from the same 
author and fell in love with the 
plot which offers the standard 
three-way relationship of 
a woman caught between 
two men: one a charismatic 
criminal and the other a 
corrupt lawman.

 In a series of genre scenes dominated by a 
declamatory singing style, the composer sketches a 
picture of a rugged exterior and emotional depth. 
As the woman who manages to survive unscathed in 
a man’s world and the bandit-turned-good-guy ride 
off into the sunset, the opera ends like an authentic 
Hollywood film: the happy end as a symbol of the 
flight into illusion.

The score is prefaced with a note which quotes 
from an early history of California: “In those strange 
days, people coming from God knows where, joined 
forces in that far Western land, and, according to the 
rude custom of the camp, their very names were 
soon lost and unrecorded, and here they struggled, 
laughed, gambled, cursed, killed, loved, and worked 
out their strange destinies in a manner incredible to 
us of today. Of one thing only we are sure – they 
lived.” In such an atmosphere, Puccini designed that 
his opera should be played.

La Fanciulla del West had its première at the 
Metropolitan Opera on December 10th 1910 with 
Destinn, Caruso and Amato, conducted by Arturo 
Toscanini.

‘Puccini Grand Cru’  De Volkskrant, 4.12.09 

Act 1
America, during the Gold Rush. Prospectors gather in 

Minnie’s Polka Saloon; Sid cheats at cards and the others 
threaten to lynch him. Sheriff Jack Rance intervenes and pins a 
card to Sid’s jacket: he is now marked as a cheat and is banned 
from further card playing; if he ever takes the card off, he will 
be shot dead immediately. Ashby, the Wells Fargo agent, comes 
in looking for Minnie. He tells Rance that he is on the tracks of 
Ramerrez, a notorious bandit. Rance and Sonora quarrel over 
Minnie; Minnie herself enters and stops the brawl. She gives one 
of her frequent Bible lessons for the prospectors. Ashby receives 
a note from Nina Micheltorena, one of Ramerrez’ former 
mistresses; she knows where Ramerrez is hiding out. A stranger, 
Dick Johnson, arrives and is viewed with suspicion by the other 
men; Minnie, however, speaks in his defence. José Castro, one of 
Ramerrez’ band, is dragged in; he says he wants nothing more to 
do with Ramerrez and will lead them to the camp. In an aside 
to Johnson, Castro says that the band is ready to attack and rob 
the saloon; he will lead Ashby and the others on a false trail. 
All Johnson has to do is give a signal when the coast is clear. 
Johnson and Minnie realise that they are attracted to each other 
and the signal remains ungiven.

Act 2
Minnie has invited Johnson to come and eat with her in 

her cabin. A snowstorm strikes just as he is about to leave her 
and he is forced to stay with her. Rance, Ashby and the others 
knock on the door: they have discovered that Johnson is really 
Ramerrez. Minnie keeps him out of sight and sends his pursuers 
away. She is outraged that such a betrayer has stolen her first 
kiss. Johnson goes, only quickly to return: he has been shot and 
wounded. Minnie helps Johnson climb up to the attic just before 
Rance arrives to search the cabin. A drop of blood falls on 
Rance’s hand just as he goes to leave and he orders Johnson to 
come down. Minnie challenges Rance to a game of poker: if he 
wins, she will marry him and Johnson’s life is forfeit; if she should 
win, then Johnson’s life is hers. They play. Minnie pretends to feel 
faint; whilst Rance’s attention is distracted, she changes her cards 
and then wins the game.

Act 3
Sonora and the miners have managed to capture Johnson 

and prepare to hang him. Johnson has one last wish: let Minnie 
believe that he is far away and leading a better life. Minnie 
appears just as they are about to hang him and pleads for his life. 
Rance will not listen, so she draws her pistol and threatens to 
kill both herself and Johnson if she is refused. Not all the miners 
are initially convinced, but Sonora manages to bring them round. 
Minnie and Johnson are free to go.

‘‘It is hard to know where to start to
adequately laud Netherlands Opera’s witty 
new La fanciulla del West’  Opera Today, 18.12.09

LA FANCiULLA DEL WEST
LA FANCiULLA

DEL WEST
by Giacomo Puccini

Musical Director Carlo Rizzi
Stage Director Nicolaus Lehnhoff

Set Design Raimund Bauer
Costume Design Andrea Schmidt-

Futterer
Lighting Design Duane Schuler 

The Netherlands Philharmonic 
Orchestra and Chorus of 
De Nederlandse Opera

Chorus Master Martin Wright

cast

Minnie Eva-Maria Westbroek
Jack Rance Lucio Gallo

Dick Johnson Zoran Todorovich
Nick Roman Sadnik

Ashby Diogenes Randes
Sonora Stephen Gadd

Trin Jean-Léon Klostermann
Sid Leo Geers

Bello Peter Arink
Harry Pascal Pittie
Joe Ruud Fiselier

Happy Harry Teeuwen

Running Time:  Approx 145’

directed by Misjel Vermeiren 
produced by NPS for DNO and 
Opus Arte running time: approx 145’ 
Recorded in High Definition with 
5.1 Surround Sound

‘A modern-day Wild West show from 
Puccini’  New York Times, 9.12.09

‘Brava, Minnie!’  Online Musik Magazine, 14.12.09

This was a high-powered show throughout’
Financial Times, 8.12.09
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Werther is probably Jules 
Massenet’s best known 
and most performed 
opera. 

The Libretto is based on Goethe’s novel which 
Massenet probably got to know when he visited 
Bayreuth in 1886. Unlike the librettos of Gounod’s 
Faust or Ambroise Thomas’ Mignon, it follows closely 
the original text. Nevertheless, the importance given 
to Charlotte’s role is one of the essential differences. 
She plays just as important a part as Werther himself.

The first performance took place at the Vienna 
opera with the composer conducting. The Paris 
opera production is based on Jürgen Rose’s Munich 
production. Rose also designed sets and costumes 
and wrote the following synopsis.

Act I
The magistrate has lived alone with his nine children since 

his wife’s death. Charlotte, the eldest, runs the household, 
Sophie, his second daughter, helps her. Although it is still only 
the middle of July, the magistrate is rehearsing a Christmas song 
with his younger children, to the great amusement of his friends, 
Schmidt and Johann.

Relatives and neighbours arrive to collect Charlotte and take 
her with them to a dance. Werther, a melancholy dreamer and 
sensitive poet who loves the country atmosphere, has arrived 
before them and when he sees how lovingly Charlotte looks 
after her younger brothers and sisters he falls in love with her 
and desires nothing more than to become part of this idyllic 
family. Charlotte asks Sophie to look after their father and the 
children while she is out and leaves the house with Werther.

While Charlotte and Werther and their friends are at the 
dance, Albert, Charlotte’s fiancé, returns unexpectedly from a 
long journey. He learns from Sophie that Charlotte has gone 
out for the evening but that everyone is looking forward to 
his approaching marriage to her sister. Albert leaves the house 
happy and contented.

Werther accompanies Charlotte home and declares his love 
for her. Charlotte is so overcome by the ardour of his feelings 
for her that she forgets to mention her engagement to Albert. 
She feels drawn towards this unusual man. When the magistrate 
tells her that Albert has returned, Werther learns that Charlotte 
promised her mother on her death-bed that she would marry 
Albert.

Act II
It is Autumn. People in the village are preparing for the 

celebrations in honour of their pastor’s golden wedding, 
everyone is invited to coffee after the celebration service in 
church. Albert and Charlotte, who have now been married 
for three months, are among the guests, as is Werther, who is 
lost in misery at having lost Charlotte. Albert actually broaches 
the subject with him, but Werther conceals his feelings and 
assures the couple of his loyalty to both. When Sophie joins 
them, Albert uses her happy mood to draw her to Werther’s 
attention, but Werther refuses Sophie’s invitation to dance and 
instead seeks a private conversation with Charlotte, reminiscing 
about their first meeting and renewing his protestations of 
love. Charlotte points out to him that she now has duties as a 
married woman and begs Werther to stay away from her for a 
while. She leaves him, having told him that she does not wish to 
see him again before Christmas. Werther forces himself to do 
as she wishes but knows that being at a distance will not help 
him; he would rather kill himself than do without the love of this 
woman. He tells Sophie he is going away, never to return. While 
the guests are celebrating the pastor’s golden wedding, Sophie 
tells her sister of Werther’s decision and his despair. Albert sees 
his suspicions about Werther’s love for Charlotte confirmed. 
Charlotte cannot believe that she will never see Werther again.

Act III
It is Christmas Eve and Charlotte is preparing to celebrate 

her first Christmas with Albert. Werther has written her several 
letters from his exile and she reads them again and again. It 
becomes clear to her that she returns his love and will never 
be able to forget him. Sophie comes by unannounced and 
immediately senses the unrest and sadness in her elder sister. 
She tries in vain to cheer Charlotte up a little before returning 
to her father and brothers and sisters. Alone once again, 
Charlotte breaks down under the vehemence of her innermost 
feelings.

Werther has not the strength to keep his promise never to 
see Charlotte again and visits her in her husband’s house. For 
a short while the two of them remember the happy hours in 
which they played music together and read the works of the 
great poets. When Charlotte reminds Werther of the translation 
he had begun of his favourite poet, Ossian, this becomes 
Werther’s undoing. Werther works himself up into such a 
state about the melancholy and despair in the verses that he 
misinterprets Charlotte’s concern as a declaration of her love 
and urges her to admit to this openly. Once again, Charlotte’s 
sense of duty is stronger, she frees herself from Werther’s 
embrace and rushes out. Werther now finally sees no point in 
his life any longer and leaves the house.

Albert returns home. He has learned of Werther’s return 
and finds his wife extremely agitated. As he is about to challenge 
her, a messenger comes in with a letter from Werther in which 
he asks Albert to lend him his pistols. Albert forces Charlotte 
to give the messenger the pistols. Although she automatically 
does as she is bid, Charlotte still hopes that she will be able to 
prevent what she knows is about to happen …

Act IV
Charlotte arrives too late. Werther has already fatally 

wounded himself with the pistol. He refuses her offer to fetch 
help, he wants to die in her arms. Now, finally, Charlotte finds 
the courage to admit to Werther that she loves him. The voices 
of the children, singing the Christmas song they learnt in the 
summer, seem to Werther, who is by now hallucinating, to be a 
sign of heavenly forgiveness. Begging Charlotte to weep for him 
at the grave he so longs for, Werther dies.

WERTHER JULES MASSENET (1842-1912)

WERTHER
by Jules Massenet

Musical Director Kent Nagano
Stage Director, Sets & Costumes 

Jürgen Rose
Lighting Design Michael Bauer & 

Jürgen Rose 

Orchestre de l’Opéra 
national de Paris

Chœur d’enfants de l’Opera 
national de Paris

Chorus Master Gaël Darchen

cast

Werther Rolando Villazón
Albert Ludovic Tézier

The Magistrate Alain Vernhes
Schmidt Christain Jean

Johann Christian Tréguier
Charlotte Susan Graham

Sophie Adriana Kucerove
Brühlmann Vincent Delhourme

Kätchen Letitia Singleton

Running Time:  140’

directed by Olivier Simmonet 
produced by Telmondis running time: 
140’ Shot in High Definition with 
5.1 Surround Sound
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With ‘Marco Polo’, Tan Dun 
conquered the opera houses 
of the world and also won 
the Grawemeyer Award, the 
youngest composer to do so.

Marco Polo received its premiere at the Munich Biennale 
in 1996, with following performances in the Holland Festival, 
the Hong Kong Arts Festival, New York City Opera and 
Settembre Musica in Turin. The piece has been performed 
frequently since, and proves that Tan Dun’s music has 
repertoire qualities.

Questioned as to his choice of subject, the composer 
replied: “It’s a ripe subject for the times and global culture ... 
My personal experience as a traveller from East to West is 
similar to Polo’s from West to East. I thought the best thing 
was to draw on my own experience, on my feelings about 
culture and about the idea of journey. Marco Polo is a symbol 
of journey, of travel from past to the future, from external 
space to internal space, from one medium to another. All 
crossover journeys excite me, and Polo is a great excuse to 
explore them.”

It is only logical, therefore, that Tan Dun and his librettist 
Paul Griffiths designed their opera in many layers and have 
divided the figure of the Traveller into two parts, Marco and 
Polo; Marco represents the external figure of the Venetian 
explorer, whilst Polo is his inner being, his memory. They 
are united only at the end of their journey, when they fuse 
together into one person. The opera is made up of three 
parallel journeys, one physical, one spiritual and one musical. 
The physical journey re-enacts the story of Marco Polo as 
he journeys from Venice to China; he is accompanied by 
Rustichello, the First Shadow. Rustichello also appears in 
the role of the Narrator, as is customary in Peking Opera, 
or in the role of the Questioner, the Rustichello to whom 
Marco Polo dictated the story of his travels in prison in 
Genoa in 1298 to 1299. In the same way as Dante chose 
Virgil as his guide in the Divine Comedy, he now appears 
as the Third Shadow and later assumes the character of 
Shakespeare, acting as a guide to both Marco and Polo. He 
is supported during their travels by the figure of Water, a 
symbol of Nature.  The spiritual journey deals with the three 
stages of human existence – the past, the present and the 
future – and with the cycle of Nature. The Great Wall of 
China, finally reached and overcome in the physical journey, 
here represents the dividing line between the three states 
of consciousness that will only be united at the end of the 
opera. During the spiritual journey Marco and Polo meet 
natural forces as well as Dante, Shakespeare, Scheherazade, 
the Chinese poet Li Po and Gustav Mahler, who bring Marco 
and Polo closer together. Tan Dun states that of all the 
characters who populate the stage, only Marco and Kublai 
Khan are truly real.

The musical journey goes hand in hand with both 
the physical and the spiritual journeys. Since the libretto 
specifically announces itself as ‘an opera within an opera’, this 
seems to be an appropriate moment to devote a few words 
to the subject.

Opera 1 consists of the spiritual journey: a Book of 
Timespace is opened, roaming through the four seasons and 
its music is based on Oriental traditions.

Opera 2 consists of the physical journey: its music is 
based on Western traditions, but uses instruments from 
both cultures. To give one example, Der Trunkene im Frühling 
from Das Lied von der Erde is quoted at Gustav Mahler’s 
entrance; many orchestral timbres also recall Puccini’s 

orchestral techniques. We therefore have Marco (Being, 
Doing, It) and Polo (Spirit, Memory, I), who in reality set out 
on a journey together, one that is both a journey through 
time that takes them through the seasons and a journey 
in dream that carries them into themselves. Here Tan Dun 
rightly quotes Gurnemanz’s line to Parsifal in the first act of 
Wagner’s opera: ‘Du siehst, mein Sohn, zum Raum wird hier die 
Zeit’ (You see, my son, here time turns into space.)

When asked whether he composed the music or the 
music composed him, Tan Dun replied: “I couldn’t really 
answer this question, posed to me 20 years ago by a 
Southern Chinese monk, until 15 years later, when I began 
composing Marco Polo. Yes, in each of my compositions, I 
think sounds and different musical cultures guide my own 
development, leading me through a deeper journey before 
the work can reach technical refinement. From Medieval 
to Mongolian chant; from Western Opera to Beijing Opera; 
from orchestra to sitar, pipa (Chinese lute), and Tibetan 
rituals horns – the fusion of musical sounds from all corners 
of the globe is the definition of Marco Polo to me.”

MARCO POLO OPERA BY TAN DUN
LiBRETTO BY PAUL GRiFFiTHS
inspired by his novel ‘Myself and Marco Polo’

MARCO POLO
by Tan Dun

Musical Director Tan Dun
Stage Director Pierre Audi

Netherlands Chamber Orchestra
Capella Amsterdam

cast

Polo Charles Workman
Marco Sarah Castle

Kublai Khan Stephen Richardson
Water Nancy Allen Lundy

Shadow 1/Rustichello/Li Po 
Zhang Jun

Shadow 2/Sheherazada/Mahler/Queen 
Tania Kross

Shadow 3/Dante/Shakespeare 
Stephen Bryant

Chinese/Arabian Dancer Mu Na

Running Time:  123’

directed by Misjel Vermeiren 
produced by Opus Arte running time: 
123’ Recorded in High Definition 
with 5.1 Surround Sound

‘Tan Dun’s ‘Marco Polo’ was, for me, a multi-dimensional 
experience which went beyond my expectations and 
indeed overwhelmed my senses … Here was an opera 
of our generation: a fusion of elements across time and 
space, a true testimony to the way our worlds have become 
intertwined in the globalisation process.’  
Anne Ku, Le Bon Journal

‘Space and Time. Yesterday and Tomorrow. Today, Here. 
When Tan Dun connects musical forms of the world, the 
energy of an atomic fusion is created. (This is) incredibly 
rich and sensuous music ... (which) hits the audience with 
the power of an Asian tornado.’  Peter Baier, Münchner Merkur

‘Tan Dun’s opera ‘Marco Polo’: first rate singers, an excellent 
production team ... a decisive success ... this sounds a bit 
eclectic and that is what it is. But that is the world of Tan 
Dun and he authenticates it musically...’  Opera

‘Tan Dun’s ‘Marco Polo’ is a dream journey into the Self 
... a musical calligraphy ... His music offers a strikingly 
personal style full of naivete, artistic expertise, unrestrained 
imagination and captivating innate musicality.’
Claus Spahn, Süddeutsche Zeitung München

‘An overwhelmingly colorful, artistically breathtaking piece 
... this was amazing!’  Elenore Büning, Die Zeit

‘The musical journey gripped the imagination ... The sound-
world Tan Dun created was unique, and dull would be the 
soul declining the invitation to enter it …’
Rodney Milnes, The  Times 
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One composer who contributed much to establishing 
Venetian opera as the standard throughout Italy was 
Francesco Cavalli, born Pier Francesco Caletti on February 
14, 1602. His birthplace, Crema, near Milan, had been part 
of the Venetian republic since 1447, and was governed by 
a magistrate with the title podestà or rettore. The Venetian 
nobleman Federico Cavalli, rettore in Crema from July 1614 
through March 1616, would play a crucial role in Caletti’s life. 
Francesco’s father, Giovanni Battista, was maestro di cappella 
at the Crema cathedral. He was responsible for the early 
musical training of Pier Francesco, who was blessed with a 
fine voice and sang in the cathedral choir. He was discovered 
there by Federico Cavalli, who was so taken with the lad 
that following his governorship he took him back to Venice, 
to ensure that the youngster would receive the best possible 
tutelage. Pier Francesco lived in the home of his patron, 
and in due course started using his surname – a common 
practice amongst ‘adoptees’, not only as a tribute to their 
benefactor but because a noble name opened many doors.

In December 1616 Francesco ‘Cavalli’ joined the choir 
of San Marco under Claudio Monteverdi. He was also an 
accomplished organist, and was appointed to that post 
at the Santi Giovanni e Paolo. In the 1620s he developed 
further as a composer and singer, and from around 1625 
was active as a tenor at San Marco. His selection as second 
organist at San Marco in 1639 marked a crucial step in his 
career, which culminated in his appointment as maestro di 
cappella there in 1668 succeeding Rovetta. He would remain 
in this post until his death in 1676.

Cavalli’s Operas
In 1638 Cavalli and a number of similarly-minded colleagues 

founded a company whose aim was to produce operas for a 
paying audience. Their first production was Cavalli’s Le nozze di 
Teti di Peleo, premiered on 24 January 1639. At the beginning of 
Cavalli’s career, Venetian opera was still in an experimental stage. 
One of its primary stylistic characteristics was the dramatic 
recitative, occasionally interrupted by an aria or arioso. The 
orchestra played instrumental pieces, sinfonias, between acts and 
at crucial points in the action, such as storms and battle scenes. 
Comic roles provided a refreshing contrast and prevented a 
tragic opera from becoming tedious. The Venetians, after all, 
preferred a happy ending, and expected to leave the theatre in 
good cheer.

Cavalli learned much from Monteverdi in the areas of 
counterpoint and harmony: while neither shied away from 
dissonance or chromaticism; these were only applied in the 
service of expression. Cavalli’s stylistic growth can be divided 
into three periods: early (1640-50), middle (1650-60) and late 
(1660 onward). During the1640s he developed his typically fluid 
writing style that would later contribute to the development of 
bel canto. In his middle period his arias are through-composed, 
emerging from, and again receding into, the recitative. One song 
form at which Cavalli excelled and which is a significant feature 
of his operas is the lamento, built on a short recurrent bass line 
following the contour of a descending, often chromatic, fourth. 
The combination of this fixed basis and the plaintive vocal 
line above it achieved an effective and emotional result. The 
lamento also exists in a freer form. In response to public tastes, 

Cavalli’s operas from the 1650s contain numerous lamenti. 
(One famous, later, example is ‘Dido’s Lament’ from Purcell’s 
Dido and Aeneas from 1689.) Duets often have a concluding 
function, at the end of an act or as the closing number of a 
work. Cavalli is ingenious and virtuosic in his trios and quartets. 
His later operas are known for their overwhelming and dramatic 
moments and many fine choruses. Arias are given a recognizable, 
formalized structure, and are more clearly delineated from the 
recitatives. These arias, again responding to the demands of the 
audience, were often written with a particular singer in mind – a 
development in the direction of opera seria.

Ercole Amante
Cavalli’s reputation spread beyond the borders of Italy. 

In 1646 his L’Egisto was given in Paris, and in 1659 the prime 
minister, Cardinal Mazarin, invited him to compose and produce 
an opera celebrating the wedding of the young French king 
Louis XIV to the Spanish infanta Maria Theresia in 1660. An 
impressive new theatre, equipped with spectacular stage 
equipment (hence its name ‘Salle des Machines’) was to be 
constructed for the event in the Tuileries palace. Its architects 
were Gaspare Vigarani and his sons, compatriots of both Cavalli 
and Mazarin (in fact: Giulio Mazarini).

But when Cavalli arrived in the French capital in April 1660 
there was a major disappointment in store for him: the Salle 
des Machines was not yet completed and without the promised 
modern stage technique, Ercole amante could not be realized. 
Fortunately he happened to have with him the score to his 
opera Il Xerse (1654), which took the place of the new work 
in the improvised theatre at the Grande Galerie of the Louvre 
on 22 November 1660. Ironically, it owed its relative success 
to the addition of ballets by court composer Jean-Baptiste 
Lully, another Italian. Mazarin’s death in 1661 only added to the 
delays, but finally the time had come to stage Ercole amante: it 
was performed on 7 February 1662 in the new theatre to a 
7000-strong audience. Lully once again saw to it that his ballet 
music would be included in the opera, and again he took the 
credit for the work’s success. The king and the queen themselves 
danced in the production, and certain dances were accordingly 
met with exuberant applause. The acoustics, however, were 
poor, the funnel-shaped space above and behind the stage 
swallowing up the singers’ sound. The fabulous machinery, which 
could lift 200 peoples at once, was exceedingly noisy, and the 
audience nattered throughout the performance. There prevailed, 
moreover, a certain antagonism in regard to the excessive use 
of Italian elements: the theatre design with loges, the stylized 
gardens, royal banquets, commedia dell’arte, the powerful Italian 
cardinal and to top it all off, Italian music by Cavalli. In May 1662 
the disappointed composer returned to Venice, determined 
never again to write another opera. Fortunately he did not carry 
out his threat: another six operas would follow Ercole amante.

Despite its indifferent reception in Paris, Ercole amante is 
a noble work, with royal allure and – in true Venetian style – a 
good dose of humour. Comic roles are given to Licco and 
the Paggio, a castrato role. Expansive choruses comment on 
the plot or participate in the action. The five-part orchestra is 
featured prominently, in purely instrumental pieces as well as 
the accompaniment of arias, choruses and recitatives. Highlights 
include the imposing Venetian double choruses in the prologue 
and the finale; the spirits’ emphatic call for the death of Ercole 
(IV) and the prayer to Giunone in the temple (V); the lullaby of 
Pasitea and the gentle Breezes (II); the duet between Illo and 
Iole (II); and four lamenti. Of these, Deianira and Illo’s ‘Figlio… 
Madre’ (III) is a genuine lamento on a repeated descending bass 
line (B-flat, a, g, f), while the remaining three – Illo’s ‘Ahi che pena’ 
at the beginning of IV and Deianira’s ‘Ed a che peggio, IV and ‘Ah 
Nesso mi tradì (V) – are more freely constructed.

Although Cavalli was perhaps unable to contribute much to 
Italian opera’s popularity in France, his rival (and fellow Italian!) 
Lully had good reason to be grateful for the French-Italian 

experiments Il Xerse and Ercole amante. These works paved the 
way for the opera genre in which Lully himself would become 
famous, and which until the death of Rameau in 1764 would 
remain the dominant form in France: the tragédie en musique or 
tragédie lyrique.

“David Alden’s new production full of pomp and circumstance 
was received with unanimous cries of bravo at its premiere last 
night in Amsterdam’s Muziektheater … Cavalli and Alden seem 
to have created the title role especially for baritone Luca Pisaroni. 
There is also splendid singing from Veronica Cangemi (Iole), Anna 
Bonitatibus (Giunone), Jeremy Ovenden (Illo) and Anna Maria 
Panzarella (Deianira).”  NRC Handelsblad

“Ercole amante was regarded as a miracle of innovatory stage 
technique when it was first performed and the same is true of its 
performances now at DNO in 2009 …”  Het Parool

“The singers are supported by Concerto Köln, who give lustrous 
form to Cavalli’s supple recitatives, ariosi and ensembles, as well as 
to the dances that Jean-Baptiste Lully managed to insert into the 
score …”  De Volkskrant

“Conductor Ivor Bolton gets the maximum out of Concerto Köln 
and champions this forgotten music wonderfully energetically 
throughout the evening. Whilst Panzarella and Pisaroni were the 
stars of the evening…”  Trouw

“When the Sun King drops his ermine cloak and is transformed 
into the twin brother of Conan the Barbarian with fake biceps and 
platform shoes, we realise that the performance is a triumph of 
imagination…”  De Telegraaf

ERCOLE AMANTE OPERA BY FRANCESCO CAVALLi

directed by Misjel Vermeiren
produced by Opus Arte running time: 
172’ Shot in High Definition with 
5.1 Surround Sound
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Messiaen’s breathtakingly intense opera on the life of St 
Francis of Assisi stars Rod Gilfry as the charismatic visionary, 
beguiled by the glory of creation, yet fearful of both its 
imperfections and its transience. Pierre Audi’s thoroughly 
engaging production for The Netherlands Opera brings 
out the naive imagery, the grandeur, and above all the vast 
tenderness of the resplendent score, revealed as a grandiose 
ritual with the meaning and purpose of life as its central 
theme. But the real drama of the work takes place in the 
orchestra. Elevated to stupendous heights by the sublimely 
inspired Ingo Metzmacher, The Hague Philharmonic and 
the Chorus of De Nederlandse Opera combine forces 
with a brilliant cast to produce the finest possible musical 
pilgrimage.

In 1975, Rolf Liebermann, then director of Opéra 
national de Paris, commissioned an opera from Messiaen. At 
first Messiaen declined, but he eventually allowed himself to 
be persuaded and began the composition of Saint François 
d’Assise, a project that was to span eight years.

In order to understand Messiaen’s scenic presentation 
of St. Francis we need to know more of St. Francis himself. 
The most informative contemporary source about the 
life of St Francis is the biography by Bonaventura that was 
commissioned by the General Chapter of the Franciscan 
Order in 1260. St. Francis’s renown had grown to such an 
extent in the decades after his death that Dante includes 
his story in the eleventh canto of the Paradiso of his Divina 
Commedia. The best-known account of his life, however, is 
to be found in the Fioretti di San Francesco, written at the 
beginning of the 14th century and contributing greatly to the 
creation of the legend around him and, amongst he flood of 
further material on the same subject we would like so single 
out The Reflections on the Stigmata. It is from the two latter 
works that Messiaen took the themes of his eight tableaux.

ERCOLE AMANTE
by Francesco Cavalli

Musical Director Ivor Bolton
Stage Director David Alden
Set Design Paul Steinberg 

Costume Design Constance Hoffman
Lighting Design Adam Silverman

Choreography Jonathan Lunn

Concerto Köln Orchestra
Chorus of De Nederlandse Opera

Chorus Master Timothy Brown 
and Martin Wright

cast

Ercole Luca Pisaroni
Iole Veronica Cangemi

Giunone Anna Bonitatibus
Illo Jeremy Ovenden

Delanira Anna Maria Panzarella
Licco Marlin Miller

Nettuno / Tever / Ombra di Eutiro
Umberto Chiummo

La Bellezza / Venere 
Willi te Brummelstroete

Cinzia / Pasitea / Ombra di Clerica
Johannette Zomer

Mercurio / Ombra di Laomedonte
Mark Tucker

Paggio / Ombra di Bussiride
Tim Read

Running Time:  172’

“David Alden und Ivor Bolton machen aus Francesco Cavallis 
‘Ercole Amante’ in Amsterdam ein barockes Fest.” Wiener Zeitung

“If Ivor Bolton is the Furtwängler of baroque music performance, 
the stage director David Alden is its Cecil B. DeMille – or perhaps 
more accurately it’s Orson Welles…”  OPERA-L

“Der Regisseur David Alden macht aus dem trotz Kürzungen noch 
immer fast vierstündigen Stück eine heitere Götter- und Helden-
Revue. Dabei werden, frei nach Goethe, weder Prospekte noch 
Maschinen geschont...”  Frankfurter Allgemeine Zeitung

“Alden und seine Kostümbildnerin Constance Hoffman entfesseln 
ein furios anspielungsreiches, diesmal dezent komisches 
Bildertheater...”  Die Welt

“Amsterdam widerlegt mit dieser Neuproduktion zum 
Jahresauftakt überzeugend die These, in der Operngeschichte gebe 
es eine Lücke zwischen Monteverdi und Händel.” 
Frankfurter Rundschau

“Dazzling visual spectacle from the 17th century!”  8weekly

“What a masterful composer Francesco Cavalli is, and how moving 
and how beautifully Concerto Köln play his music…”  
Place de l’Opera

“Baroque opera as a sophisticated and witty spectacle!”
Algemeen Dagblad

“This was a revelatory musical performance from first rate singers 
and the masterful Concerto Köln…”  OperaToday

“Das Publikum bedachte die fast vierstündige originelle und 
kurzweilige Aufführung mit stehenden Ovationen.”  
Das Opernglas

“...dominant une distribution sans reproche, Luca Pisaroni est un 
Ercole d’exception, puissamment investi sur le plan dramatique 
et à la diction parfaite. Ivor Bolton dirige un impeccable Concerto 
Köln, avec autant de fermeté que de sens des nuances et de 
l’équilibre des timbres, concourant à l’exemplaire réussite de cette 
production.”  Opéra

ST FRANCOiS D’ASSiSE 
OPERA BY OLiViER MESSiAEN

ST FRANCOiS
D’ASSiSE
by Olivier Messiaen

Conductor Ingo Metzmacher
Stage Director Pierre Audi

The Hague Philharmonic Orchestra
Chorus of De Nederlandse Opera

cast

The Angel Camilla Tilling
Saint François Rod Gilfry

The Leper Hubert Delamboye
Frère Léon Henk Neven
Frère Massée Tom Randle
Frère Elie Donald Kaasch

Frère Bernard Armand Arapian

Running Time:  258’

directed by Misjel Vermeiren
produced by De Nederlandse Opera 
and Opus Arte running time: 258’ 
Shot in High Definition with 5.1 
Surround Sound
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Two incidents from Francis’ life have particular 
significance for Messiaen’s opera. First, accompanied on 
one of his wanderings by several companions, Francis was 
seized by the desire to preach. In order to be heard, he 
commanded the noisily-chirping swallows to be silent; they 
obeyed, resulting in the well-known Sermon to the Birds, 
portrayed by Giotto in the fifteenth tableau of his cycle and 
in the sixth tableau of Messiaen’s opera. Secondly, Francis 
received the Stigmata on the mountain of La Verna as a sign 
of his own irrevocable imitation of Christ; Giotto shows 
this in his nineteenth tableau and Messiaen in the seventh 
tableau of his opera.

The opera’s four-hour duration is just as unusual as its 
performing requirements: a large orchestra, a chorus of 150 
singers, seven soloists and three ondes Martinot, also used 
as solo instruments. This peculiarly French instrument is 
an electronic keyboard that produces wonderfully floating 
aerial sounds. Who could be better suited to composing an 
opera about the Saint who could speak with birds than the 
composer who had transcribed birdsong from all over the 
world and made such extensive use of it in his own music-
making?
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Camille Saint-Saëns was born in Paris on 
November 9th 1835 and died in Algiers on 
December 16th 1921. He was a Wunderkind, 
beginning piano lessons at the age of 2½ and 
composing his first piece of music shortly after 
his third birthday. As a formidable pianist he made 
his debut at Salle Pleyel when he was ten, playing 
concertos by Beethoven and Mozart. First prize of 
the Paris conservatory, he became organist at La 
Madeleine where Liszt heard him improvise and 
hailed him as the greatest organist alive.

Saint-Saëns is best known for Carnaval des 
animaux, his third symphony and his opera Samson 
et Dalila which Franz Liszt had premiered at the 
Hoftheater in Weimar in 1877. This opera was 
considered very difficult to stage until the Vlaamse 
Opera surprised the music world with a great 
production in 2009.

Samson et Dalila is a surprisingly topical opera 
about the mechanisms of fanaticism: the biblical story 
of Samson and Delilah is an exemplary illustration 
of how reconciliation is found wanting in the face of 
religious and political motives. Using the example of 
the impossible love between the Jew Samson and 
the Philistine Delilah, Camille Saint-Saëns shows the 
deadly conflict between two hostile cultures and 
religions.

Samson and Dalila sacrifice their personal 
happiness for their religious ideals, urged on by 
political advisors (High Priest, Satrap of Gaza, and an 
old Hebrew man). The opera ends with the collapse 
of the Temple of Dagon and the death of all those 
in attendance due to the reaction of the deeply 
humiliated Samson. The people of Israel are free, but 
the notion of reconciliation between the enemies 
remains a dream.

The Palestinian-Israeli production team, including 
the young Amir Nizar Zuabi and the experienced 
Omri Nitzan, places the complex relationships 
between the oppressed and the oppressors at the 
centre of the work’s vision. The basic assumption: the 
irony of history has reversed the roles but the violent 
nature of the relationship has remained the same. 
The production team’s joint scenic reflection on the 
present – in the mirror of the archetypal story of 
Samson and Delilah – focuses our attention not only 
on the bloody relations between Israel and Palestine, 
but on all current conflicts between peoples at war 
with one another, conflicts which in the meantime 
have also reached Europe. The combination of Nitzan 
and Zuabi as directors is a symbol of the hope that 
peace and reconciliation will not remain a dream and 
it is done with great respect for every note and line 
of this key work in the French operatic repertoire.

The music is conducted by the young Czech 
conductor Tomáš Netopil who has already been a 
guest at numerous renowned international concert 
halls.

‘Music is something besides a source of 
sensuous pleasure and keen emotion, and 
this resource, precious as it is, is only a chance 
corner in the wide realm of musical art. 
He who does not get absolute pleasure from 
a simple series of well-constructed chords, 
beautiful only in their arrangement, is not 
really fond of music.’
Quote from Camille Saint-Saëns’ memoirs

‘Great success for compelling music theatre!’
Opernglas Juni 2009

SAMSON ET DALiLA OPERA BY 
CAMiLLE SAiNT-SAENS

SAMSON ET DALiLA
by Camille Saint-Saens

Musical Director Tomáš Netopil
Stage Director Omrinitzan and Amir 

Mizar Zuabi
Costumes Ashraf Hanna

Flemish Opera Orchestra and Choir
Chorus Master Yannis Pouspourikas

cast

Samson Torsten Kerl
Dalila Marianna Tarasova

as well as Nicola Mijailovic,
Milcho Borovinov & Tijl Faveyts

Running Time:  ca. 130’

directed by Willy Vanduren
produced by VRT/CANVAS 
running time: ca.130’ Shot in High 
Definition with 5.1 Surround 
Sound
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How do two generations 
of musicians cope with 
a family legacy rooted 
in the experience of a 
woman who survived the 
gas chamber by playing 
the cello in one of the 
Auschwitz orchestras? 

Anita Lasker Wallfisch was sent to the death-
camp at the age of 16. She was lucky to be finding 
her way into the women’s orchestra whose playing 
accompanied the daily marches of the inmates 
who did back-breaking work outside the electrified 
barbed-wire fence. They also had to play for the SS, 
who often wept on hearing their favourite music, 
after a day’s work of herding victims to their deaths. 
Anita survived Auschwitz and then Bergen-Belsen. 
She came to England, where she continued to play 
the cello professionally. She married the pianist 
Peter Wallfisch with whom she had two children, 
Raphael and Maya. Raphael became a leading cellist. 
He married Elizabeth, a violinist and the member 
of a talented musical family which included the 
conductor Albert Coates, one of the founders of the 
London Symphony Orchestra. Their three children 
have all embarked on musical careers: Benjamin as 
a composer and conductor, Simon as a cellist and 
singer, and Joey as a jazz vocalist. Raphael’s sister 
is a psychotherapist and her son Abraham is a 
very talented cellist who will likely grow up to play 
professionally.

Anita’s story has been told before but this film 
takes a different route, exploring the impact of her 
story on her family. How does the shadow of the 
Holocaust and the fact that Anita’s survival in some 
way depended on cooperating with the SS through 
playing music affect her children and grandchildren? 
Is there a way in which they are all driven by the 
sense that music-making is in some way tied up with 
survival? Anita’s remarkable story has made her family 
acutely aware of the fragility of life – of their good 
fortune – and is there a need to justify Anita’s luck?

SAVED BY MUSiC: THE WALLFiSCH FAMiLY

The film will be built around a number of informal 
family music sessions and social reunions, as well as 
concerts and teaching sessions, all of these woven 
together with contributions from all the family 
members who will talk about what music means to 
them, what it means to live with the legacy of Anita’s 
story of survival through music.  We will, among other 
things, see Raphael play at the Jewish Museum in 
Berlin, where his mother also leads a discussion group 
about her experience in the camp with a group of 
teenagers; Elizabeth leading a baroque master class 
at a festival in Bavaria. Joey singing jazz in a London 
club, Benjamin conducting his own work, Simon at a 
master-class in Zurich, and Anita giving her grandson 
a cello lesson.

This is a character-based film about the power 
of music in our lives. All of the Wallfisch family are 
unusually charismatic and articulate, as well as being 
excellent musicians. The film will be funny, thought-
provoking and moving, with some highly accessible 
and beautiful music. 

directed by Mark Kidel
produced by Calliope Media 
running time: 52’ DigiBeta 16:9
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In the history of Opera, 
France was the country 
where the tenor most 
quickly found a place for 
himself: the absence of 
castrati in the French 
lyric tragedies tended to 
promote counter-tenor 
roles (haute-contre), a 
range close to that of a 
light tenor.

It was this tenor voice, with its two facets (one 
light, the other heroic) that developed in France as of 
the late 18th century, resulting in a school of French 
singers much appreciated by Gluck, Grétry, and 
Méhul, and then Rossini, Donizetti and Verdi, but also 
by Meyerbeer, Gounod, Bizet … Adolphe Nourrit and 
Gilbert Duprez led the way: with them, the French 
tenor was born, with his courage and his stamina, his 
showy high notes and the breadth of his range, but 
above all his lyrical charm.

Roberto Alagna, now arrived at the apex of an 
out-of-the-ordinary international career, is today 
very much part of this longstanding tradition. The 
programme of his recital here, where he is ideally 
accompanied by the Orchestre de Paris conducted by 
Michel Plasson, the conductor most familiar with this 
repertoire, has been specially designed for Versailles 
and its historic traditions

100 YEARS OF FRENCH OPERA
ROBERTO ALAGNA AT VERSAiLLES

This exceptional evening, staged in the open air at 
the magnificent site by the Bassin de Neptune, before 
an audience of 7,000 people, gives Roberto Alagna 
an opportunity to enlarge upon a French musical 
tradition in what was once a national hub of history 
and the arts.

Nobody is better suited to accompany Roberto 
Alagna for this special evening than Michel Plasson, 
one of the great conductors of our time with a 
special interest in the French repertoire and many 
prize winning recordings to his credit. Michel Plasson 
was for a long time principal conductor of orchestra 
and chorus Du Capitole in Toulouse and of the 
Dresden Philharmonic.

Orchestre de Paris conducted by Michel Plasson

directed by Olivier Simonnet
produced by Telmondis 
running time: appox. 90’
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When Sky Arts channel 
director, John Cassy 
asked me to make a five 
part series about Gilbert 
and Sullivan, the brief 
was simple – why? Not, 
I hasten to add, why 
make the series, but why 
Gilbert and Sullivan are 
so enduringly popular, 
not just in the UK, but 
across the world. As a 
filmmaker this was an 
intriguing project, but 
one which needed the 
involvement of a G&S 
expert.

Simon Butteriss has a formidable knowledge of 
the subject and is probably the leading contemporary 
“patterman” – performer of the crucial comic roles 
contained in most of the operas. Indeed, Simon and 
I had already explored the life and work of George 
Grossmith, Gilbert and Sullivan’s original patterman, 
in the film A Salaried Wit, which has been highly 
successful for Sky Arts and continues to sell on DVD 
and to broadcasters worldwide. In A Salaried Wit, 
Simon combines the functions of writer, presenter 
and performer, often switching seamlessly between 
the latter two roles. It was clear that this would be 
the ideal way to construct the new series, but on a 
larger scale and with more participants. 

We filmed between June and October 2009, 
initially picking up key events in the G&S calendar 

and following Simon as he appeared in various 
productions. In September we shot all the 
outstanding location scenes and then started on the 
performance element. We built scenery and hung 
authentic backdrops at Sands Studios in Rotherhithe, 
London and also went to the beautifully restored 
Normansfield Theatre, a Victorian building at the 
Langdon Downs Trust in Teddington, where we had 
shot the performance scenes for A Salaried Wit. 

I was thrilled to be able to interview such 
luminaries as Sir Charles Mackerras, Dr Jane Glover, 
Dame Felicity Lott, Sir Jonathan Miller, Valerie 
Masterson, Sir Nicholas Hytner, Edward Seckerson, 
Michael Ball and Germaine Greer. They all had 
important and illuminating things to say about this 
unique genre and as we progressed through the 
shoot it became clearly apparent that there was 
not only an emotional response to the work, but 
a scholarly one too. This is not to suggest that the 
series consists of a one sided adoration of G&S – 
Jonathan Miller embraces the opportunity to express 
his dislike of the entire oeuvre, excluding The Mikado 
which he so memorably directed for English National 
Opera. What we found was a level of analysis which 
is thought through, fascinating and fun. Combine this 
with unique archive, beautifully photographed new 
stagings and Simon Butteriss’s engaging presentation 
skills and we have created, I believe an important and 
entertaining study of a very important genre.

Given the immense popularity of the Savoy operas 
and the level of support for them from major cultural 
figures, I am astonished that there has never been a 
major documentary series about Gilbert and Sullivan. 
But then I am thrilled that Capriol Films, through the 
enlightened commitment and support of Sky Arts, 
has been able to bring Gilbert’s acerbic, witty lyrics 
and Sullivan’s effortlessly tuneful music to a world 
television stage. In the end, the question posed by 
John Cassy has been unequivocally answered; the only 
question left is why this work has been so neglected 
by the arts television community for so long.

Episode 1 –  If you want to know who we are. 
We look at Gilbert’s origins as a playwright, Sullivan’s 
role as Queen Victoria’s favourite composer and their 
initial partnership with the productions of Thespis and 
Trial by Jury.

Episode 2 – The very models of a modern major 
musical. 
Richard D’Oyly Carte, the Victorian Cameron 
Mackintosh, propels the duo into The Sorcerer, HMS 
Pinafore and The Pirates of Penzance. We also start to 
trace the origins of the modern musical directly back 
to G&S.

Episode 3 – Monarchs of all they Savoy. 
Patience, Iolanthe and Princes Ida continue to make 
G&S the most popular comic opera exponents on 
both sides of the Atlantic, although the relationship 
between Gilbert and Sullivan becomes increasingly 
fraught.

Episode 4 – Night after night to the wicked Theayter”.
And night after night it was, for the cast of The 
Mikado, the most successful of all the operas. 
Ruddigore continues the trend, the direct influence for 
Sondheim’s Sweeney Todd. The Yeomen of the Guard 
proves that both writers were capable of creating 
serious and emotionally charged stage works. 

Episode 5 – Deputy Deities. 
The deities that G&S had mocked in their first work, 
Thespis were now themselves – despite their mutual 
antagonism, the pair were still capable of enchanting 
audiences with The Gondoliers, although their last two 
stage works: Utopia Limited and The Grand Duke were 
evidence that the partnership had finally come to an 
end. 

GiLBERT & SULLiVAN - A MOTLEY PAiR

directed by Tony Britten written 
& presented by Simon Butteris 
produced by Capriol Films running 
time: 5 x 28’ Shot in HD
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JOAN MiRÓ
With his seemingly naive, symbolic paintings, Joan 

Miró formed a new artistic language in the 20th 
Century. Brought up in Barcelona, the painter, graphic 
artist and sculptor, was drawn to Paris and, under 
the influence of the surrealists, developed his unique 
style and poetic imagery that unite Catalan folk art 
and fantastic elements. Robin Lough followed the 
eighty-five-year-old Miró to theatre rehearsals and 
met the artist at his studio on Mallorca where he 
gave him what was to be his last interview. Lough 
met with an amazingly creative and disciplined artist 
whose visionary pictures caved the way for abstract 
expressionism. 

RENÉ MAGRiTTE
You had better look twice at the works of 

Monsieur René Magritte, as an absurd assembly 
of every-day objects appear on his canvasses. The 
leading figure of the Belgium surrealists has a brilliant 
way of showing the viewer the phenomena of art, 
reality, perception and language. Magritte’s subversive 
humour is omnipresent as in the silent movies he 
produced with his friends. Filmmaker Adrian Maben 
penetrates the artist’s fantastic picture-puzzle-world. 
He does so by merging pictures, childhood memories, 
objects from Magritte’s apartment in Brussels, old film 
clips and interviews to create a portrait of a unique 
artist and human being which brought him the much 
coveted Grimme prize. 

GEORGES SEURAT
In George Seurat’s work the viewer will surely 

never “miss the point”. The son of wealthy Parisians 
took modern life as his theme. Exited by recent 
theories of colour he developed his technique of 
Pointillism, whereby individual colour dots, set side 
by side on the canvas, blend in the eye of the viewer 
into whole colour surfaces. Dying suddenly at the 
age of thirty-one he left behind only a few large 
paintings including A Sunday Afternoon on the Island of 
La Grande Jatte. Writer and narrator David Thompson 
investigates, with the help of such artists as Henry 
Moore, the artistic and theoretical work of the man 
who founded post-impressionism in modern painting. 

EDGAR DEGAS
Horses, female nudes and the ever recurring 

enchanting dancers make up the world of Edgar 
Degas. Himself of aristocratic decent, he chose 
to study humans in every-day situations, and life 
in motion. A tightening of the shoelace, a horse 
in mid gallop, a bathing woman – Degas, close to 
the impressionists, provoked Paris’ art critics with 
such snap shots captured in off-centre framings, 
radical perspectives and compositions. Ann Turner 
delves into the atmosphere of the works and 
reveals, besides Degas the gifted draughtsman and 
painter also an experimental graphic artist, sculptor, 
photographer and poet.

NEW PROGRAMMES 
NOW AVAiLABLE FOR 
DELiVERY
KiCKiNG THE NOTES - 58’
MOWGLi - 90’
ARCHiTECTS OF CHANGE, 
English version - 10 x 52’

JENUFA from Teatro Real Madrid - 130’
THE NiGHT OF THE MAYAS, 
Kristjan Järvi and Orchestre de Paris - 90’
THE COMPLETE MAHLER CYCLE, 
Christoph Eschenbach and Orchestre de Paris

POORHOUSE 
iNTERNATiONAL AT 
MiPDOC & MiPTV 
2010
During MIPDOC and MIPTV Dr. Reiner Moritz will 
be at:
Media Stand H4.35: Tel. 0033 (0)4 9299 8596 
or at the apartment: 
Le Centre de Croisette, 55 La Croisette, 06400 
Cannes, Tel. 0033 (0)4 9306 0962.

CLASSiCS NOW AVAiLABLE
Arthaus Musik has just released such Poorhouse International classics 
as Ann Turner’s George Seurat and Edgar Degas as well as Adrian 
Maben’s René Magritte and Robin Lough’s Joan Miró. 


