
Live recording  
of the concert performance 
in the Berlin Philharmonie  

on November 24, 2012

RICHARD WAGNER
DIE WALKÜRE

Tomasz Konieczny

Iris Vermillion

Robert Dean Smith

Melanie Diener

Timo Riihonen

Petra Lang

Rundfunk-Sinfonieorchester Berlin

Marek Janowski



Richard Wagner (1813-1883) 
Die Walküre / The Vakyrie WWV 86b 
Erster Tag des Bühnenfestspiels „Der Ring des Nibelungen” 
Firstday of the scenic festival “Ring of the Nibelung”

Wotan  Tomasz Konieczny, baritone
Fricka Iris Vermillion, mezzo-soprano
Siegmund Robert Dean Smith, tenor
Sieglinde Melanie Diener, soprano
Hunding Timo Riihonen, bass
Brünnhilde Petra Lang, soprano

Die Walküren / The Valkyries:
Gerhilde Anja Fidelia Ulrich, soprano
Ortlinde Fionnuala McCarthy, soprano
Waltraute Heike Wessels, mezzo-soprano
Schwertleite Kismara Pessatti, contralto
Helmwige Carola Höhn, soprano
Siegrune Wilke te Brummelstroete, mezzo-soprano
Grimgerde Nicole Piccolomini, contralto
Roßweiße Renate Spingler, mezzo-soprano

Rundfunk-Sinfonieorchester Berlin (Radio Symphony Orchestra 
Berlin)
Wolfgang Hentrich, concertmaster
Robin Engelen, assistant conductor

conducted by Marek Janowski

Live recording of the concert performance at the Berlin Philharmonie 

on November 24, 2012 

Executive producers: Stefan Lang, Maria Grätzel, Trygve Nordwall & Job Maarse

Recording producer: Job Maarse

Balance engineer: Jean-Marie Geijsen

Recording team: Wolfram Nehls, Henri Thaon, Johanna Vollus, Maxim Gamov,  

Susanne Beyer & Kay Riedel

Editing: Ientje Mooij

Design: Netherlads

Disc 1 (5186 433)
 1 Erster Aufzug (Act One)  3. 35   
 2 Wes Herd dies auch sei, hier muss ich rasten (Siegmund, Sieglinde) 12.19  
 3 Müd am Herd fand ich den Mann (Sieglinde, Hunding, Siegmund)  4. 34  
 4 Friedmund darf ich nicht heissen (Siegmund, Hunding, Sieglinde)  9. 49  
 5 Ich weiß ein wildes Geschlecht (Hunding)  5. 44  
 6 Ein Schwert verhieß mir der Vater (Siegmund)  6. 12  
 7 Schläfst du, Gast? (Sieglinde) 0. 53  
 8 Der Männer Sippe saß hier im Saal (Sieglinde) 5. 52  
 9 Winterstürme wichen dem Wonnemond (Siegmund) 2. 42  
 10 Du bist der Lenz (Sieglinde) 7. 41  
 11 War Wälse dein Vater (Sieglinde)  0. 23  
 12 Siegmund heiß ich und Siegmund bin ich! (Siegmund, Sieglinde) 4. 00  
Disc 2 (5186 434)
Zweiter Aufzug (Act Two)
 1 Vorspiel (Prelude) 1. 53  
 2 Nun zäume dein Ross, reisige Maid! (Wotan, Brünnhilde) 0. 59  
 3 Dir rat’ ich, Vater, rüste dich selbst (Brünnhilde) 1. 26  
 4 Der alte Sturm, die alte Müh’! (Wotan, Fricka) 4. 31  
 5 So ist es denn aus mit den ewigen Göttern (Fricka, Wotan) 5. 20  
 6 In wildem Leiden erwuchs er sich selbst (Wotan, Fricka) 3. 17  
 7 Was verlangst du? (Wotan, Fricka, Brünnhilde) 5. 03  
 8 Schlimm, fürcht ich, schloss der Streit (Brünnhilde, Wotan) 1. 19  
 9 O heilige Schmach (Wotan, Brünnhilde) 4. 02  
 10 Als junger Liebe Lust mir verblich (Wotan, Brünnhilde) 14. 23  
 11 O sag’, künde, was soll nun dein Kind? (Brünnhilde, Wotan) 6. 43  
 12 Raste nun hier; gönne dir Ruh’! (Siegmund, Sieglinde) 3. 44  
Disc 3 (5186 435)
 1 Hinweg! Hinweg! Flieh die Entweihte! (Sieglinde, Siegmund) 9. 04  
 2 Siegmund! Sieh auf mich! (Brünnhilde, Siegmund) 17. 09  
 3 Zauberfest bezähmt ein Schlaf (Siegmund)  3. 17  
 4 Kehrte der Vater nur heim! (Sieglinde)  0. 59  
 5 Wehwalt! Wehwalt! (Hunding, Siegmund, Sieglinde, Brünnhilde, Wotan) 2. 53  
 6 Geh hin, Knecht! Kniee vor Fricka (Wotan) 1. 53  
Disc 4 (5186 436)
Dritter Aufzug (Act Three)
 1 Walkürenritt (Ride of The Valkyries) 1. 20  
 2 Hojotoho! Hojotoho! Heiaha! Heiaha! (Walküren) 6. 28  
 3 Schützt mich, und helft in höchster Not! (Brünnhilde, Walküren)  3. 16  
 4 Nicht sehre dich Sorge um mich (Sieglinde, Brünnhilde, Walküren)  2. 13  
 5 So fliehe denn eilig und fliehe allein! (Brünnhilde, Sieglinde, Walküren) 3. 07  
 6 Steh! Brünnhild’! (Wotan, Brünnhilde, Walküren) 0. 42  
 7 Wo ist Brünnhild’, wo die Verbrecherin? (Wotan, Walküren) 4. 12  
 8 Hier bin ich, Vater (Brünnhilde, Wotan, Walküren) 8. 00  
 9 War es so schmählich, was ich verbrach? (Brünnhilde, Wotan) 4. 07  
 10 Als Fricka den eignen Sinn dir entfremdet (Brünnhilde, Wotan)  4. 58  
 11 So tatest du, was so gern zu tun ich begehrt (Wotan) 3. 36  
 12 Wohl taugte dir nicht die tör’ge Maid (Brünnhilde, Wotan) 3. 55  
 13 Und das ich ihm in Stücken schlug! (Wotan, Brünnhilde) 4. 15  
 14 Leb’ wohl, du kühnes, herrliches Kind! (Wotan) 3 .49  
 15 Der Augen leuchtendes Paar (Wotan)  5. 57  
 16 Loge, hör’! (Wotan) 4. 27  

Total playing time disc 1:  63. 51
Total playing time disc 2:  52. 48
Total playing time disc 3:  35. 19
Total playing time disc 4:  64. 31
Total playing time:  3. 36. 29



The story so far

In order to assess the Valkyrie drama in the overall context, it is 
useful to know what happened previously, what the Rhinegold  
itself is all about, what kind of presumptions Wotan and the gods 
have gone and made. Wotan himself provides some information while 
conversing with Brünnhilde in the second scene of the second act 
of The Valkyrie: “When young love’s delights waned in me, my spirit 
longed for power. Impetuous wishes roused me to madness and I won 
the world for myself. With unwitting dishonesty I acted disloyally, by 
treaties I made alliance with powers concealing evil. Loge cunningly 
tempted me and now has fluttered away. Yet I could not let go of love. 
In my power I longed for love. Born of night, the fearful Nibelung 
Alberich broke night’s bonds: he cursed love and through his curse 
won the  glittering gold of Rhine, and with it immensurable power. 
The ring that he made, I took from him by a trick. But I did not return 
it to the Rhine: with it I paid the price for Valhalla, the castle that the 
giants built me, from which I ruled the world.”

Only one thing he has not (yet) named: his “great thought”, about 
which Fricka had actually asked, in fact, and which he – knowing 
perfectly well why – tried to hide from her. However, the music has 
already revealed it to us. For the first time, at the precise moment of 
Wotan’s “great thoughts”, the sword motif appears, which becomes 
so significant later on! It sheds light on the scene in which Wotan 

“christens” the castle with the name Valhalla. In other words, this 
emphasises the birth of the idea of making amends for the   gods’ 
dishonour and the breach of contract by means of a free man, acting 
independently of the gods. Fricka, the true guardian of the law (includ-
ing marriage as an alliance made by means of a contract, without the 
need for mutual love), was right to respond with suspicion. For it was 
not her advice in which Wotan had genuinely put his trust, but that of 
Erda, the primordial earth-mother! And not only this: “The one who 
knew everything that ever was, Erda, the sacred and wisest of women, 
told me to give up the ring, warned me of the everlasting end. About 
that end I wanted to know more; but silently the woman vanished. 
Then I lost my lightheartedness. As a god I longed for knowledge. I 
swung myself down into the bowels of the earth. With the magic of 
love, I overpowered the woman, brought down her pride in wisdom 
and now she talked to me. I learned her secrets, but she exacted a 
fee from me: the world’s wisest woman bore me you, Brünnhilde.”

Wotan, the philanderer, had only just invited his wife Fricka to 
finally share the quiet family life she had longed for in the newly 
built home, before moving on again to stalk his next conquest. (Only 

a rogue would immediately link this to Wagner’s acute private situ-
ation at the time, to his “asylum” in Zurich, to Minna and Mathilde!) 
To make matters worse, Brünnhilde certainly was not the only pledge 
of Wotan’s unfailing love spells. He fathered eight other Valkyries, of 
whose mothers no mention is given, in order to defend the castle of 
the gods; as well as a further two human children, whose mothers 
likewise remain anonymous.

ACT I

Siegmund and Sieglinde
The first act of The Valkyrie is precisely about these two human chil-
dren. The orchestral storm that takes place is no less impressive 
than the storm at the beginning of the Flying Dutchman, or, as a 
matter of fact, the piano accompaniment to Schubert’s Erlking. As 
soon as the storm subsides, a man enters searching for a place to 
rest. Naked (without orchestra) and unprotected (without weapons), 
he places himself at the mercy of his hosts. “No matter whose hearth 
this is, here I must rest.” Well, the hearth in the hut, which is built 
around a massive ash-tree, belongs to Hunding. The latter is not at 
home, but his wife is. She wonders who the man is: “A stranger?”. 
However, the music (cello solo) makes it clear from the outset that 
this is a meeting of two people who definitely belong together; also 
and especially as the motif is a variant of the love tragedy motif as 
also heard in Rhinegold. Without even giving her name, the woman 
immediately touches on her fate: “This house and this woman be-
long to Hunding”, and after the stranger politely attempts to leave, 
in order not to burden her with his problems: “You cannot bring bad 
luck into the house where bad luck lives.” Which red-blooded male 
would not realize by now what needs to be done! Especially as the 
woman’s musical language is full of sweet longing, thanks to a motif 
that mirrors the Ring motif note by note, thus simply reversing fate.

Immediately, Hunding enters the scene accompanied by a bel-
lowing in the orchestra. The music leaves no doubt: he is descended 
from the race of giants – or perhaps not? For even the forging motif 
of the Nibelungs, which can be heard when he calls upon the stran-
ger to tell of his last fights – against none other than the Hunding 
clan – may well provide the identification of Hunding. But it is more 
likely that Wagner classifies giants, Nibelungs, Hunding – and last 
but not least, even Wotan himself – by means of a uniform rhythmic 
characterization in one and the same category: “These are the serv-
ants, the serfs, who are bound by laws and treaties within the drama” 
(Rappl, 1967). And these laws also include granting hospitality to a 

stranger, even if he is the greatest enemy. The lengthy description 
of the exploits of the son of the Volsung – as he reveals himself – in-
tensifies Hunding’s premonitions, as well as his wife’s joyful hope. 
The music does the rest, it creates a variety of internal links between 
the various parties involved.

The quarrel with Hunding is postponed, thanks to the administer-
ing of a sleeping potion. “This is followed by wordless acting by the 
protagonists, a pantomime directed by the orchestra. Sieglinde makes 
eye contact with the guest, directing his gaze to a specific point in 
the trunk of the ash tree. At first, the woodwinds delicately accentu-
ate the acting, until the bass trumpet sounds out decisively, softly 
imitated by the oboe and the cor anglais: they are playing, of course, 
the sword motif as heard in the finale of the Rhinegold; however, for 
the time being, questioning and guessing in a veiled minor key. The 
motif that portrays Wotan’s “great thoughts”. Modified, it now ac-
companies the passionate outburst of the stranger who, dimly lit in 
the obscure solitude of the smouldering hearth, is looking for a way 
out: “My father promised me a sword” (Wapnewski, 1995). “Up until 
the invocation of his father – ‘Volsa! Volsa! Where is your sword?’ – 
the the dominant rhythm is that of Hunding, of coercion, of slavery, 
or to put it in a more symbolic manner, the rhythm of the spearmen. 
Now, however, this rhythm is broken. The divine hero idea is literally 
reborn as the name of Volsa is invoked ... and the sword fanfare in C 
major comes into its own” (Rappl, 1967).

 Now the woman is also able to fill in the last piece of the “memory 
jigsaw”. The wanderer who had jammed the sword into the trunk of 
the ash tree was none other than their mutual father, the god Volsa-
Wotan – and the music reiterates this constantly. Yet before the hero 
turns towards the promised sword, he embraces the woman. “Wintery 
storms have vanished before the May moon,” he sings, no longer a 
stranger, “as if its composer had never announced his distaste for 
the belcanto opera vehicle of the (number) aria” (Wapnewski, 1995). 
The gorgeous melody “returns just three times more, and quite un-
changed: at the end of the first act (‘Now follow me far from here’), 
and also in the second act, at Wotan’s words ‘Today – you have seen 
it happen,’ as well as during Siegmund’s farewell to Sieglinde (‘Her 
sorrow is soothed by a smiling dream’) ... ” (Rappl, 1967). Now it is 
time for them to call one another by name. Sieglinde announces to her 
brother his name: Siegmund. Suddenly, the brother is transformed 
into the beloved. Neither of the two respect the most sacred of laws for 
both man and god: they commit adultery and incest in one feel swoop.

“The moment Siegmund grabs for the sword in the trunk of the ash 
tree depicts the climax of the love scene. To the words ‘Holiest love’s 



confronted with this question – and its answers will dramatically 
alter her own destiny.

First, she explains to Siegmund that she will take him to Valhalla. 
He accepts the message of death associated with this as apparently 
self-evident. He goes on to ask: To whom? To my father also? (He 
is not aware of the identity of father and god.) And: To a woman? 
Brünnhilde’s answer, i.e. that “desirable maidens” will be there, is 
expressly lacking in any “connotation of   a frivolous complaisance. 
The ancient Norse word ‘osk-meyjar’ means: ‘maidens who fulfill 
the wishes of the upper god’ as far as his commands are concerned, 
and who also kindly pass him his drinking horn” (Wapnewski, 1995). 
But mainly, Siegmund is asking if Sieglinde will be accompanying 
him. When Brünnhilde is forced to deny it, he responds bravely that 
he will not follow the Valkyrie. But the music already knows that there 
is no escape. Brünnhilde’s warm-hearted offer to try to protect the 
burgeoning life of the newly begotten Volsung in Sieglinde’s womb 
is answered by Siegmund threatening double suicide with a wild 
gesture. Only here – with the music impressively emphasizing her 
words– does Brünnhilde give in to Siegmund’s contempt for death, 
based on his boundless love: she decides to help him and is prepared 
to disregard her father’s orders, even though she cannot begin to 
realize the consequences.

The fight

Then everything suddenly takes place in a blur. Hunding arrives on 
the scene. Siegmund prepares to fight. Brünnhilde protects him with 
her shield, spurs him on to strike the fatal blow. Then Wotan throws 
his spear into the fight and the sword shatters. Hunding stabs the 
defenseless Siegmund. The god has intervened as the daughter has 
defied him. She escapes with Sieglinde and the remnants of the ru-
ined sword. Hunding, the executor, is destroyed by Wotan: “Go! Go!” 
But Wotan is also devastated. Due to his obligations towards Fricka 
and divine law, he has betrayed his son Siegmund. Worse yet, in his 
righteous anger, he is also determined to sacrifice his renegade 
daughter Brünnhilde to uphold the law: “A furious chord in the winds 
now reminds the god of his duty to enforce punishment. The god who 
is usually so full of benevolence, in whom bold forces stir, with some 
understanding of unlawful actions, including some of his own, tries to 
act according to mood and caprice, cannot accept insubordination – it 
affects the foundations of his system of rule. And so he charges off, 
chasing after the fugitive ‘rash girl’, the ‘criminal’.” (Wapnewski, 1995).

world, which should fortify, once and for all, the divine power – and 
thus also Fricka’s position: “Listen this once! The crisis calls for a 
hero who, free from divine protection, will be released from divine 
law. So alone he will be fit to do the deed which, much as the gods 
need it, a god is nevertheless prevented from doing.” The drawback 
to this idea is that the gods are forced to relinquish the power over 
their own destiny. Wotan demonstrates his weakness. Fricka can not 
just stand by idly, because this would also irrevocably weaken her. 
She insists on sacrificing the Volsung to see justice done and the law 
upheld. And she is smart enough to also include Brünnhilde in the 
oath Wotan is compelled to swear.

Wotan has betrayed his own flesh and blood to his childless wife 
in favour of the old world order. The curse and spear motifs clash 
with one another, entering into a fateful alliance.

Wotan and Brünnhilde I

Brünnhilde shyly asks what has happened. The god – her father – 
pours out his heart to his beloved daughter. The orchestra plays 
all the motifs that have been heard so far, creating a lengthy, ret-
rospective monologue. In this manner, his better half, Brünnhilde, 
learns of the entire history, which took place partly before her birth. 
During the conversation, Wotan realizes bitterly that Fricka is right, 
that Siegmund is not truly a free man who could transform Wotan’s 

“great thoughts” into deeds. In self-destructive resignation, the god 
wishes for one thing only: the end. He orders Brünnhilde to make 
Siegmund concede the upcoming fight to Hunding. The wisdom of 
the heart stirs in the daughter. She cannot believe what her father is 
requiring of her, and resists the notion. Now it is his turn to play the 
authoritarian patriarch. Wotan discharges all his pent-up anger on the 
daughter who adores him, who is, moreover, an innocent bystander 
in the entire dilemma.

Siegmund and Brünnhilde

Meanwhile, dangerous reality has caught up with the fraternal lov-
ers Siegmund and Sieglinde. Sieglinde is overwhelmed by her own 
guilty reproaches, Siegmund counteracts with solace and love. After 
she has fallen into an exhausted sleep, Brünnhilde appears to pre-
pare Siegmund for his destiny. The well-known death motif is heard. 
However, it contains the chord linking it to the question of the fate 
of the Norns (which is put much later, in the Twilight of the Gods): 

“Do you know what will happen?”. Brünnhilde will soon find herself 

deepest distress,’ he intones the renunciation formula (‘Only he who 
foreswears love’s power’); although, of course, not in order to fulfill it, 
but to break its power” (Rappl, 1967). But is not the significance much 
deeper? The sword is a symbol of power, a tool of Wotan’s. As soon 
as Siegmund takes possession of the sword, it urges him “to deeds 
and death.” It is difficult to reconcile this statement with the holiest 
love, with pure love. Yet Siegmund holds on to the love, although he 
will pay for it with his life. But for the time being, it is celebrated: 

“So let the Volsung blood increase!”. The short orchestral postlude 
brings the matter to a climax.

ACT 2

Wotan and Fricka
The orchestral prelude to the second act reveals just how fragile is the 
young love of the two siblings. The sword motif sounds distorted, as 
if grimacing, the love between the Volsungs that has only just come 
to blossom is now audibly on the run. Hunding’s dogs can be heard 
barking in between. The mood is that of a battle. The main heroine 
who appears here for the first time also contributes to this: Brünnhilde, 
the Valkyrie. With her famous call of “Hojotoho” (an augmented triad, 
symbol of chaotic wildness from the Dutchman through to Parsifal), 
she is looking forward to picking up the next hero to take back to Val-
halla. However, it is not meant to be Siegmund, for Wotan commands: 

“Brünnhilde must charge into battle, she must see the Volsung wins!”
On the other hand, Wotan still has his own battle to fight. Fricka 

is approaching in her carriage drawn by rams. She is beside her-
self. The aggrieved wife demands that her husband – the notorious 
adulterer – observe the marriage laws; not for herself, however, her 
respect for the god, whom she needs in order to remain a goddess 
herself, makes that an impossibiliy. No, she demands that he make 
an example of Siegmund, the adulterer. Wotan’s jovial objections, sug-
gesting simply to accede to the power of love, only increase Fricka’s 
outrage. She comes back at him again, and denounces the incestuous 
love between the siblings: “When did it ever happen that brother and 
sister were lovers?” Wotan replies, in a more than flippant manner: 

“Today, you have seen it happen!” But Fricka grabs his spear, provok-
ing the authority of the supreme judge, and on top of that reproaches 
him for his baseness in having become involved with a human fe-
male. Just as she evolves from an impotent and raging female into 
a cold and triumphant victor, thus Wotan’s initial self-confidence 
dies away into self-pitying resignation, and finally into an impotent 
rage. He reprimands Fricka by disclosing to her his plans for the 



manages to extract one last favour from her father. Namely, that 
if she is to forfeit her existence as equal among equals and, cast 
under a spell of deep sleep, is to belong to the first man who hap-
pens by, then please may he be truly the best man possible. Only 
one man is qualified for this position – and the music announces 
it with the Siegfried motif. After this option has finally trickled into 
the god’s consciousness, he is able to give in a little, in spite of his 
pride, as did once Brünnhilde in view of the love between Siegmund 
and Sieglinde. He comes up with touching words of farewell, father 
and daughter meet in a shared motif that previously had belonged 
to Brünnhilde alone. Now, it is heard in E major, the key designated 
by Wagner to love.

The E major of love

Summoned by Wotan for this purpose, Loge lights a ring of fire around 
Brünnhilde as she sleeps. And even he – who was surrounded in the 
Rhinegold by flickering and unsteady motifs without any harmonic 
core – is benevolently inclined towards Brünnhilde: the so-called Ring 
of Fire motif is similar to the lullaby of the Rhinemaidens. “Just as the 
Rhinegold, guarded by the creatures of nature, slumbered in the reef, 
so now also sleeps Brünnhilde, surrounded by flames, awaiting her 
destiny. There, a lullaby is heard drifting through the waves; here, it 
drifts through the flames. However, thanks to the music, this sea of   
flames that protects the sleeping Brünnhilde is given a particularly 
fine significance, as Loge (summoned by Wotan and now flaring up 
here and there in the orchestra) – whom we have recognized and 
interpreted as the master of chromaticism in the Ring music – here, 
in the scene of the fire spell, is linked for the first and only time to a 
key: to the key of E major, the key of love!” (Rappl, 1967).

With his spear, the god seals the burning rocks on which Brün-
nhilde lies, at the same time once again invoking his own end: “Who-
soever fears the tip of my spear shall never pass through the fire!” His 
dark spell rings out in the solemnly drawn-out music of the Siegfried 
motif. But that is for the next story: we are kept in suspense!

Steffen Georgi
English translation: Fiona J. Stroker-Gale

Brünnhilde and Sieglinde

Brünnhilde is missing. When she finally arrives – without any dead 
heroes, but with a living woman thrown across her saddle – she calls 
upon her companions for help, as the Warfather is chasing after her. 
It is typical of the innocent simplemindedness of the Valkyrie troop, 
that they fearfully refuse to grant their sister aid; in fact, they even 
refuse to lend her a horse. Later on, they disperse timidly and without 
protest at Wotan’s behest. 

Once again, Brünnhilde is left to her own devices. And again, 
she takes it upon herself to follow her heart. But Sieglinde reacts, 
initially, as did her brother. With contempt for her own imminent 
death, she refuses the rescue plan. Only after Brünnhilde tells her 
what she had already told Siegmund – that a new Volsung is growing 
in her womb – does Sieglinde recognize her duty. This is the moment 
for the Siegfried motif! Brünnhilde hands over the remnants of the 
broken sword to her, and pronounces the name to be born by the 
child: Siegfried. Sieglinde thanks her with one of the most magnifi-
cent melodies of the entire tetralogy: “Oh mightiest of miracles! Most 
glorious of women!” Wagner had reserved the theme for this special 
moment. Subsequently, he kept it under wraps – as opposed to the 
many other themes within the Ring tetralogy – for over 20 years, 
until he finally permitted Brünnhilde herself to use the melody one 
last time in her last great song during the finale of the Twilight of the 
Gods. In this way, the theme of the “awakening of maternal feelings” 
arches over like a modest glimmer of hope “to the smouldering fire 
in the twilight of the gods” (Wapnewski, 1995).

Wotan and Brünnhilde II

The last scene of “Valkyrie” is dedicated to Wotan in one long fit of rage. 
The more events personally affect the oh-so-human God, the more de-
fensive he becomes. At the end of the second act already, Brünnhilde 
felt his wrath; however, now his anger has turned into an obliterating 
force. Once again, the scene contains a great monologue by Wotan, 
full of self-analysis and self-accusation, which demonstrates how 
entangled the god-father has become in his own inconsistencies. He 
despises himself. And he transmits this contempt to his favourite 
child, venting his wrath by casting her out. Radical. Conclusive. In 
this respect, he is pathetically consistent.

“One man’s love breathed this into my heart; one will it was that 
allied me with the Volsung: and faithful to you inwardly I disobeyed 
your command.” By virtue of her undaunted love, the Valkyrie herself 

ACT 3

The Valkyries
What comes next, is one of the most famous examples of Wagner’s 
music art in general. Riding hard and fast, The Valkyries approach 
from the distance. The wild army in Weber’s Freischütz (the Wolf Glen 
scene) would probably move aside in respect. The nimble girls are 
busy working in Valhalla, helping to avoid, as Wotan said, “what the 
woman told me to fear: a shameful end for the eternal gods. So that 
enemies would find us strong in battle, I told you to fetch heroes to 
me, such as once we masterfully subjected to our laws; men whose 
spirits we curbed, and, through shady treaties deceitfully binding, we 
held them to us in blind obedience. You were to spur them to storm 
and strife, tempt their strength into bitter war so that hosts of bold 
warriors would gather in Valhalla’s hall.” And who was Wotan’s army 
supposed to fight one day? “Through Alberich’s army our end is loom-
ing. With baleful rage the Nibelung nurses his grudge. But now I do 
not fear his forces of darkness: my heroes would bring me victory. 
But if ever the ring were won back to him, then Valhalla would be lost. 
He who cursed love, he single-handed, could cruelly use the spell 
of the ring for all noble people’s unending disgrace; he would take 
away the bravery of my heroes from me: he himself would rouse their 
boldness for battle; with their strength, he would wage war on me.”

For the moment, the strange contrast between the wild music 
of the “Ride of The Valkyries,” spreading fear and terror, and the 
intermingling boisterous giggling and teasing of the maidens is dis-
turbing. In some ways they resemble Senta’s spinning companions, 
the unsuspecting Rhine maidens, even the flower girls in Klingsor’s 
magic garden – if only they were not so fearsome, armed to the teeth. 
Anyhow, they are not busy killing people, they are simply collecting 
fallen heroes, laughing and happy, as if everything were a cheerful 
game – despite the fact that the scene makes high demands on the 
eight soloists, the entire orchestra, and especially on the conductor. 
This echoes the futility of all the arguing and war-waging of all the 
armies in the world, revealing an unexpected, premature notion of 
pacifism in Wagner: let them each kill the other, so that afterwards 
they can ascend our heavenly paradise and finally discover exactly 
what is worth fighting for. In fact, this is not so different to the promise 
of life after death announced by the great monotheistic religions of 
the world .



Venus in major opera-houses. In 2008, Iris Vermillion was highly 
successful in Othmar Schoeck’s Penthesilea at the Dresden Sem-
peroper, for which interpretation she received the Deutscher Thea-
terpreis (= German theatre prize). In 2012, she made an outstanding 
début as Clytemnestra in Strauss’ Elektra at the Graz Opera. In au-
tumn 2012, she sang at the Semperoper in Dresden in the new pro-
duction of Henze’s We come to the river, as well as the role of Hero-
dias in Strauss’ Salome with the Vienna State Opera on tour in Japan. 
Her début as Amme in Strauss’ Die Frau ohne Schatten is scheduled 
for spring 2013 at the Teatro Colon in Buenos Aires.

Iris Vermillion first studied flute in Detmold, after which she went 
to Hamburg to study voice. Her international breakthrough came as 
Dorabella and Cherubino under the direction of Nikolaus Harnoncourt 
in Amsterdam, and as Clairon in Richard Strauss’ Capriccio at the 1990 
Salzburg Festival. In her extensive concert and recording activities with 
renowned conductors and orchestras, she is in particular demand as 
an interpreter of the works of Gustav Mahler. Furthermore, she has 
recorded operas and songs by Viktor Ullmann, Franz Waxman and 
Berthold Goldschmidt in the series “Entartete Musik“ (= degenerate 
music), as well as all the scenes for mezzo-soprano and alto in the 
operas by Siegfried Wagner.

Since 2003, Iris Vermillion has appeared regularly with the Rund-
funk-Sinfonieorchester Berlin (= Berlin Radio Symphony Orchestra), 
most recently in 2010 in Beethoven’s Symphony No. 9 and in his Missa 
solemnis, in Janáček’s Glagolitic Mass, and in Bruckner’s Mass in F 
minor, all under conductor Marek Janowski.

Robert Dean Smith | tenor (Siegmund)

Since his début at the Bayreuth Festival in 1997 
as Walther von Stol zing, Robert Dean Smith 
has been in regular demand as one of the lea-
ding heroic tenors at all the major international 
opera-houses and concert halls world-wide. 
Robert Dean Smith returns to Bayreuth regu-
larly to sing the role of Stolzing; however, he 

has also performed in Bayreuth the roles of Lohengrin, Siegmund, 
and, since 2005, Tristan. Both current and future engagements inclu-
de the role of Tristan at the Wiener Staatsoper, new productions of 
The Valkyrie at the Opéra de Bastille in Paris, Ariadne and Madame 
Butterfly at the Metropolitan Opera in New York, and Tannhäuser at 
La Scala, Milan. In the concertante Wagner cycle with the Rundfunk-
Sinfonieorchester Berlin, Robert Dean Smith has already sung the 
role of Erik (2010), Walter von Stolzing (2011), and Tannhäuser (2012). 

Tomasz Konieczny | baritone (Wotan)

Following his sensational success as Alberich 
and Wotan at the Vienna State Opera, Tomasz 
Konieczny will continue to perform here during 
the coming years in the Ring, as well as in other 
roles, such as Amfortas and Kurwenal. Since 
2006, he has been a member of the ensemble 
of the Deutsche Oper am Rhein, where major 

roles have included Golaud, Amfortas, Kurwenal, the Dutchman, 
Barak, Balstrode, Selim, Falstaff, and Escamillo.

Tomasz Konieczny was born in Lodz, Poland in 1972. He first 
studied drama at the Film Academy there, and worked as an actor in 
the theatre, participating in several film and television productions. He 
began his vocal studies at the Fryderyk Chopin Academy in Warsaw, 
later continuing at the Academy of Music in Dresden under Christian 
Elsner. He was a prize-winner at the 33rd International Dvořák Singing 
Competition in Karlsbad in 1998.

He made his début as a singer in 1997 at the Poznań Opera as 
Figaro in Le nozze di Figaro. Various engagements to him to Leipzig, 
St. Gallen, Chemnitz, and Mannheim, where he worked from 2002-
2005 as a member of the ensemble at the National Theatre. Tomasz 
Konieczny has been a regular guest at the Budapest Wagner Days 
Festival since 2006, where he has already sung Amfortas, Wotan / 
Wanderer and Kurwenal. Major opera-houses such as Semperoper 
Dresden and the Deutsche Oper Berlin have engaged him to sing Al-
berich; at the Teatro Real Madrid, he has sung Dr. Kolenaty; Amfortas, 
at the National Theatre in Prague; Biterolf, at the Opéra National 
de Paris; Pizarro, at the Kennedy Center in Washington, and at the 
Bayerische Staatsoper in Munich; and in the summer of 2012, Stolzius 
in Zimmermann’s Die Soldaten at the Salzburg Festival. Moreover, 
Tomasz Konieczny is also in demand in the concert repertoire, singing 
music by composers ranging from Bach to Penderecki. He made 
his début with the RSB in December 2008, singing in Beethoven’s 
Symphony No. 9.

Iris Vermillion | mezzo-soprano (Fricka)

Since 1992, Iris Vermillion has sung the great 
Mozart and Strauss roles in major opera-hou-
ses throughout Europe, including Berlin, Vien-
na, Dresden, Munich, and Milan. She has also 
dedicated herself with great success to the 
works of Richard Wagner, and has performed 
the roles of Fricka, Waltraute, Brangäne and 

Biographies

Marek Janowski 
Marek Janowski has been artistic director of 
the Rundfunk-Sinfonieorchester Berlin since 
2002, and was offered a lifetime position by 
the orchestra in 2008. From 2005-2012, he 
was also artistic and musical director of the 
Orchestre de la Suisse Romande in Geneva. 
Between 1984-2000, as musical director of 
the Orchestre Philharmonique de Radio 

France, he led the orchestra to international fame as the leading 
French orchestra. In addition, he had been artistic director of the 
Gürzenich Orchestra in Cologne (1986-1990), the Dresdner 
Philharmonie (2001-2003), and the Orchestre Philharmonique de 
Monte Carlo (2000-2005). 

Marek Janowski receives regular invitations to guest-conduct 
from leading orchestras world-wide, thanks to his fresh and unusual 
insights into works that tend to be underestimated, or apparently 
over-familiar. He is in demand as guest conductor throughout the 
world, and works in the USA on a regular basis with the Pittsburgh 
Symphony (where he holds the Otto Klemperer Guest Conducting 
Chair), the Boston and San Francisco Symphony Orchestras, and 
in Europe with the Orchestre de Paris, the Orchester der Tonhalle 
Zurich, the Danish National Symphony Orchestra in Copenhagen, and 
the NDR-Sinfonieorchester Hamburg. 

Marek Janowski was born in Warsaw in 1939, but grew up and 
was educated in Germany. He has accepted positions as general 
music director in Aachen, Cologne, Dusseldorf, Hamburg, Freiburg 
im Breisgau, and Dortmund. Since the late 1970s, he has appeared 
regularly at all the major opera houses world-wide, including the 
Metro politan Opera New York, Bayerischer Staatsoper in Munich, 
San Francisco, Hamburg, Vienna, and Paris. More than 50 recordings 

– most of which have received various international prizes – including 
many opera recordings and complete symphonic cycles over the past 
35 years have demonstrated the special mastery of the conductor 
Marek Janowski. To this day, his complete recordings (1980-83) of 
Richard Wagner’s tetralo gy Der Ring des Nibelungen with the Staat-
skapelle Dresden is considered one of the most mu sically interesting 
ever to have been made of this work. His numerous recording projects 
with the Rundfunk-Sinfonieorchester Berlin include a series of live 
recordings of Wagner’s 10 major operas, to be completed in 2013.



sung the roles of Kundry, Venus, Sieglinde, Ortrud and, more recently, 
Brünnhilde on the major stages world-wide.

Petra Lang was born in Frankfurt/Main and first completed violin 
studies, before beginning her vocal training at the conservatoires in 
Darmstadt and Mainz. She enjoyed her first operatic successes in 
roles by Wagner and Strauss in Munich, Dortmund, and Braunschweig. 
The recording of Berlioz’s Les Troyens (with Sir Colin Davis and the 
London Symphony Orchestra) with Petra Lang as Cassandra was 
awarded two Grammy Awards in 2002, and also received the “Preis 
der Deutschen Schallplattenkritik” (= Prize of the German Record 
Critics), Critics’ Choice in the “Classical Brit Awards”, and the Orphée 
d’or from the “Académie du disque lyrique”.

Petra Lang also performs as a concert singer with renowned 
orchestras and conductors in Europe and the U.S.A., where she fo-
cuses mainly on works by Gustav Mahler. In 2007, she sang the part 
of the Wood Dove in Schoenberg’s Gurrelieder with the RSB under 
Marek Janowski; in 2008, she toured with the RSB singing Brünnhilde 
(among other roles), as well as the contralto part in Beethoven’s 
Symphony No. 9.
Anja Fidelia Ulrich | soprano (Gerhilde)

Anja Fidelia Ulrich made her début in 2011-2012 
as Gutrune in the new production of Götterdäm-
merung (= Twilight of the Gods) at the Frankfurt 
Opera House. Shortly thereafter, she sang the 
First Lady in Mozart’s The Magic Flute as well 
as a leading role in Richard Jones’s new pro-
duction of The Makropulos Case. Since 

2006/2007, Anja Fidelia Ulrich has been a regular guest soloist at the 
Frankfurt Opera House, where she has now given voice to more than 
10 roles, including Barbarina in Mozart’s Le nozze di Figaro, a Maid 
in Zemlinsky’s Der Zwerg (= The Dwarf), Elektra, the female chorus 
in Britten’s The Rape of Lucretia, and Miss Wingrave in Britten’s 
Owen Wingrave. 

In 2011, the young soprano made her début in two Wagner roles: 
Gerhilde (The Valkyrie) and Zemina (in a concert performance of The 
Fairies) at the Alte Oper Frankfurt. She made a guest-appearance 
as Gerhilde in Essen. Further engagements have taken her to the 
Nuremberg State Opera and the Teatro de la Maestranza in Seville. 
Anja Fidelia Ulrich completed her studies at the Musikhochschule 
Würzburg and, after achieving a number of successes at various 
singing competitions, was awarded a scholarship from the Richard 
Wagner Association and the Albert and Paula Salomon Foundation.

Timo Riihonen | bass (Hunding)

The Finnish bass Timo Riihonen was born in 
1983 in Mikkeli. He began his vocal studies with 
Pekka Kähkönen in 2003 at the Sibelius Aca-
demy in Helsinki. From 2008-2009, he was a 
member of the International Opera Studio in 
Zurich. In the 2009-2010 season, he moved to 
the ensemble of the Deutsche Oper am Rhein. 
In 2010, he also made   his début as Fasolt in 

Rheingold under conductor Daniel Barenboim, at both the Berlin 
State Opera and La Scala in Milan. This is the first time Timo Riiho-
nen has sung with the Rundfunk-Sinfonieorchester Berlin (=Radio 
Symphony Orchestra Berlin): he sings both Fafner in Rheingold and 
Hunding in Valkyrie in the major Wagner cycle performed in concert 
in Berlin under conductor Marek Janowski.

His repertoire includes significant bass roles, such as Sarastro 
(Die Zauberflöte = The magic flute), Commendatore (Don Giovanni), 
Tom (Un ballo in maschera), Angelotti (Tosca), Sparafucile (Rigoletto), 
and Billy Budd in Britten’s Albert Herring. Moreover, Timo Riihonen 
performs most of the bass roles written by Jean Sibelius, and has also 
recorded them in numerous productions of the Sibelius Academy in 
Helsinki. With regard to his concert repertoire, special mention should 
be made of performances in Finland and Switzerland of Mozart’s 
Requiem and Bach’s St. John Passion.

Timo Riihonen has won numerous competitions and received 
various fellowships, including the 2007 Matti Salminen Scholarship. 
He has attended masterclasses given by Roland Hermann, Bonaldo 
Giaiotti, Anna Bergamo, and Udo Reineman; and has taken private 
lessons from Harald Stamm. He is currently working with Professor 
Roland Hermann.

Petra Lang | soprano (Brünnhilde)

Apart from her outstanding musical and artis-
tic qualities, Petra Lang also possesses an 
extraordinary vocal range, thanks to which she 
is in demand world-wide for the great soprano 
and mezzo-soprano roles in Wagner operas. 
She made her international breakthrough in 
the role of Brangäne, which she has since sung 

in venues all over the world, including New York, Geneva, Antwerp, 
Turin, Dresden, Bayreuth, London (under Bernard Haitink), Amster-
dam (under Sir Simon Rattle), Paris (under Myung-Whun Chung), 
and Vienna (under Christian Thielemann). Furthermore, she has also 

Previously, he had already been invited to sing with the RSB several 
time, always under conductor Marek Janowski.

Robert Dean Smith was born in Kansas. He studied both voice 
and saxophone in Pittsburgh, where he performed in various classical 
and jazz ensembles. He continued his voice studies at the Juilliard 
School in New York. His excellent training and stage versatility allow 
him to sing a wide variety of opera in many different languages and 
styles. In addition to the aforementioned works, his repertoire includes 
roles in the following operas: Wagner’s Parsifal and Lohengrin, Verdi’s 
Trovatore, Puccini’s Tosca, Bizet’s Carmen, and Tchaikovsky’s Pique 
Dame. He has worked with esteemed conductors such as Daniel 
Barenboim, Wolfgang Sawallisch, Sir Colin Davis, Sir Simon Rattle, 
Marek Janowski, Christian Thielemann, Antonio Pappano, Sir Bernard 
Haitink, Mariss Jansons, Pierre Boulez, and Riccardo Chailly.

Melanie Diener| soprano (Sieglinde)

The Hamburg soprano Melanie Diener studied 
with Sylvia Geszty and Rudolf Piernay, and also 
attended masterclasses given by Sena Jurinac 
and Brigitte Fassbaender. She began her inter-
national career by winning the Salzburg Mozart 
Competition and the International “Queen Son-
ja” singing competition in Oslo. At first, Melanie 
Diener made a name for herself as a Mozart 

singer in the major music capitals of the world. Since 1996, she has 
sung all the important roles in the lyric soprano field, and has worked 
with major orchestras under conductors such as Sir Colin Davis, 
Bernard Haitink, Claudio Abbado, Riccardo Chailly, Christoph von 
Dohnanyi, Kurt Masur, Lorin Maazel, Nikolaus Harnoncourt, Wolfgang 
Sawallisch, David Zinman, and Marek Janowski.

She made her début as Elsa at the Bayreuth Festival in 1999, 
following her success as Sieglinde under Marek Janowski in Monte-
Carlo, Dresden, Frankfurt, and Munich. Guest-appearances with the 
RSB include Schoenberg’s Erwartung in 2001, Peri in Schumann’s 
Paradise and the Peri in 2002, Pfitzner’s Of the German soul and 
Beethoven’s Symphony No. 9 in 2004, and Frank Martin’s Maria-Trip-
tychon in 2006. Meanwhile, she has extended her repertoire to include 
Gutrune, Elizabeth, Agatha, Euryanthe, and Beethoven’s Leonore; 
as well as Strauss roles, including Chrysothemis, the Marschallin, 
and Ariadne. Her interpretation of the role of Katya Kabanova at the 
Berlin Staatsoper was an outstanding success, and her performance 
as Ursula in Hindemith’s Matthias the painter at the Opéra Bastille in 
Paris has been acclaimed by audiences and critics alike.



Wilke te Brummelstroete | mezzo-soprano (Siegrune)

Wilke te Brummelstroete was born in Doetin-
chem, Netherlands and received her musical 
training at the Hague Conservatoire, and later 
in London with Diane Forlano. The mezzo-so-
prano made her début in 1991 as Dido in 
Purcell’s Dido and Aeneas. For more than ten 
years, she toured the world with the Orchestra 

of the Eighteenth Century under the direction of Frans Brüggen. Ma-
jor orchestras with which she has performed include the Orchestra 
of the Age of Enlightenment, the English Baroque Soloists, the Ro-
yal Concertgebouw Orchestra, the Munich Philharmonic, the Bava-
rian Radio Symphony Orchestra, and the Orchestre de Paris. Her 
numerous CDs include a recording of Bach Cantatas under John Eliot 
Gardiner, which received the 2005 Gramophone “Record of the Year 
Award” and the Gramophone “Baroque Vocal Award”. Wilke te 
Brummelstroete’s success is also reflected in her Romantic repertoire 
(Schumann, Elgar, Berlioz). She made her Bayreuth Festival début 
as Siegrune in Die Walküre in 2006, and has returned there since 
every year. 

Nicole Piccolomini I contralto 

(Grimgerde)

The young American mezzo-soprano Nicole 
Piccolomini made her début in 2010-2011 at La 
Scala, Milan as Grimgerde, after which she sang 
this role at the Staatsoper Berlin. She has also 
sung Grimgerde, the first Norn, and Flosshilde, 
as well as Lola in Mascagni’s Cavalleria rusti-
cana, at the Opéra National de Paris. In 2011, 

she made her début at the Teatro Maggio Musicale Fiorentino and at 
the Deutsche Oper Berlin (singing Maddalena in Rigoletto), where 
she had already sung the role of first Norn and Flosshilde. She has 
performed the title role in Albert Roussel’s Padmâvatî at the Spole-
to Festival in Italy, Musetta in Leoncavallo’s La bohème at the Opera 
de Oviedo, and the title role in Astor Piazzolla’s María de Buenos 
Aires with the Gotham Chamber Opera. Future engagements inclu-
de Erda at the Leipzig Opera and Maddalena at the Lyric Opera in 
Chicago. Nicole Piccolomini received various grants to study at the 
Academy of Vocal Arts in Philadelphia and at the Juilliard School in 
New York.

Kismara Pessatti | contralto 

(Schwertleite) 

The Brazilian contralto Kismara Pessati was 
first engaged as Flosshilde (Rheingold, Twilight 
of the Gods), and later as Schwertleite (The 
Valkyrie) for the Wagner cycle with the RSB. 
She studied drama and voice in her hometown 
of Curitiba, and subsequently at the Hanns Eis-
ler Academy of Music in Berlin. From 2003 to 

2008, she was engaged at the Zurich Opera House. Since then, she 
has made guest-appearances in works by Verdi, Strauss, Debussy, 
Berlioz, Kodaly, Beethoven, and Monteverdi in cities such as Venice, 
Tokyo, Sao Paulo, Manaus, Berlin, London, and Zurich. Lorin Maazel 
invited her to sing in Mahler’s Symphony No. 8, and she has sung 
under Helmuth Rilling in numerous concerts and recordings.

In 2010, Kismara Pessati made a successful début as Erda in 
Siegfried in Essen, after which she was immediately invited to return.

Carola Höhn | soprano (Helmwige)

Carola Höhn was born in Erfurt. She studied in 
Weimar and soon encountered her artistic home 
at the Berlin State Opera. There she has alrea-
dy been heard in many roles, including the 
Duchess of Parma in Busoni’s Doctor Faust. In 
2009 she made her highly acclaimed début as 
the Marschallin under conductor Philippe Jor-

dan. International guest-appearances include performances at the 
Teatro La Fenice in Venice, Teatro Real in Madrid, Teatro Colón in 
Buenos Aires, the Nederlandse Opera in Amsterdam, Tokyo, Paris, 
and La Scala, Milan in 2010. Other roles have included Weber’s Eu-
ryanthe at the Semperoper Dresden and the Staatstheater Karlsru-
he, Elizabeth at the Gera Opera House, and Sieglinde at the Opernhaus 
Halle for the first time in 2011. In 2012, she was also invited to perform 
at the Paris Opera Bastille and again at La Scala, Milan.

Fionnuala McCarthy | soprano (Ortlinde)

Fionnuala McCarthy was born in Ireland, but 
emigrated in 1967 to South Africa, where she 
received her first music lessons. She studied 
cello, piano, and voice at the University of Jo-
hannesburg, and afterwards continued her vo-
cal studies with Helmut Kretschmar at the 
Detmold Academy of Music. She began her 

career as a lyric soprano in 1988 at the Mannheim National Theatre, 
followed by engagements in Dusseldorf and Munich. Guest engage-
ments led her to Berlin, first in 1993 to the Komische Oper, and the 
following year to the Deutsche Oper, where she has since become a 
permanent member. In 1997, she made   her début as Pamina at the 
Vienna State Opera. Her wide-ranging repertoire includes the roles 
of Fiordiligi (Così fan tutte), Eva (Die Meistersinger von Nürnberg), 
Alice Ford (Falstaff), Suor Angelica, Juliette (Roméo et Juliette), the 
Vixen (The cunning little vixen), Manon, and Sdenka (Arabella). From 
2006 to 2008, Fionnuala McCarthy performed at the Bayreuth Festi-
val singing the role of Woglinde under conductor Christian Thielemann.

Heike Wessels | mezzo-soprano 

(Waltraute)

In 2006, Heike Wessels won the International 
Song Competition for Wagner Voices in Venice, 
after which she received invitations for guest 
appearances in Wuppertal, Berlin, and Braun-
schweig. In 2008, she made her début as Venus 
at the Graz Opera. Since 2008-2009, Heike Wes-
sels has been a member of the ensemble at 

the Mannheim National Theatre, where she has sung the roles of 
Magdalene, Ulrica, Maddalena, Fricka, Waltraute, Brangäne, Sieg-
linde, Ortrud, and Dalila.

Heike Wessels completed her vocal studies at the Folkwang 
Hochschule in Essen and at the Conservatoire National de Stras-
bourg. She continued her vocal training in masterclasses given by 
Brigitte Fassbaender, Thomas Hampson, and Dame Gwyneth Jones. 
In 2003, she won a prize at the Alexander Girardi International Singing 
Competition in Coburg, and received a scholarship from the Richard 
Wagner Association in Freiburg.



Renate Spingler I mezzo-soprano 

(Rossweisse) 

Renate Spingler began her vocal training at the 
Conservatoire in Munich; in addition, she com-
pleted her studies by following masterclasses 
given by Reri Grist. Rolf Liebermann offered 
her the role of Cherubino at the Salzburg Sum-
mer Academy and subsequently engaged her 
as a permanent member of the Hamburg Sta-

te Opera. While a member of the ensemble of this opera-house, Re-
nate Spingler worked with a great number of internationally renow-
ned conductors and directors. She receives regular invitations to give 
guest-performances at opera-houses in Germany, Japan, and throug-
hout Europe. At the re-opening of the Munich Prinzregententheater 
as an opera-house in 1996, she performed the role of Octavian to 
great acclaim. In 2008, she sang Siegrune in The Valkyrie at the Gran 
Teatre del Liceu in Barcelona, alongside Placido Domingo and Wal-
traud Meier, under the direction of Sebastian Weigle.

Robin Engelen, musical assistant

Robin Engelen is accompanying the Wagner 
cycle performed by the Berlin Radio Symphony 
Orchestra as musical assistant to conductor 
Marek Janowski. The Cologne conductor stu-
died under Wolf-Dieter Hauschild and Günter 
Wand. In 1999, he was engaged as solo répéti-
teur at the Staatsoper Stuttgart; in 2003, he 

became associate conductor there; and in 2004, he was appointed 
musical assistant to the artistic director, Lothar Zagrosek. Until 2006, 
he conducted productions of The bartered bride, Die Meistersinger 
von Nürnberg (= The Mastersingers of Nuremberg), Die Zauberflöte 
(= The Magic Flute), Idomeneo, and Busoni’s Doktor Faust. The latter 
production was chosen as “performance of the year” by the maga-
zine Opernwelt.

Since the 2010-2011 season, Robin Engelen has been Chief Con-
ductor and Assistant Music Director at Theater Bonn. In the season 
2012-2013, the Bonn productions he is conducting include Norma and 
Il barbiere di Seviglia, as well as Le nozze di Figaro, Don Giovanni and 
Hänsel und Gretel. For the 100th Anniversary of Arnold Schoenberg’s 
Pierrot Lunaire, Robin Engelen is conducting concerts in the Concert-
gebouw in Amsterdam, as well as in Belgium and France.

Rundfunk-Sinfonieorchester Berlin  

(Radio Symphony Orchestra Berlin)

Since 2002, the beginning of the era of Ma rek Janowski as artistic leader and chief conductor, the Rundfunk-Sinfonieorchester Berlin has 
earned itself a prominent position among the top Berlin orchestras as well as among the German radio orchestras. The remarkable level 
achieved under Marek Janowski has made the RSB highly attractive to top international conductors. The orchestra also has a stable rela-
tionship with prominent conductors of the younger generation, such as Andris Nelsons, Kristjan Järvi, Yannick Nézet-Séguin and Marc 
Albrecht.

The RSB is the oldest radio symphony orchestra in Germany, and was founded in the early days of radio in October 1923. Under its 
various chief conductors – including Sergiu Celibidache, Eugen Jochum, Hermann Abendroth, Rolf Kleinert, Heinz Rögner, and Rafael 
Frühbeck de Burgos – the RSB has become a flexible symphonic orchestra, where great composers of the 20th century have also been 
happy to conduct their own works. These have included Paul Hindemith, Richard Strauss and Arnold Schönberg, to mention a few. Together 
with Deutschlandradio, the RSB is available for radio and CD recordings, alongside its public concerts. Numerous recordings made by the 
orchestra have received renowned inter national prizes. The recording of Hans Werner Henze’s Symphony No. 9 – which forms part of the 
recordings of Henze’s complete symphonies for Wergo – was awarded an “Echo Klassik” in 2010.

The RSB receives regular invitations to perform at the major European fes tivals and music centres, as well as in Asia.




