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 7 Siegfrieds Rheinfahrt 5. 56
Erster Aufzug (Act One)
 8 Nun hör’, Hagen (Gunther, Hagen) 2. 11
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feel inferior but ourselves.” (Donington, 1976). But the irony of the 
drama is that Siegfried will shortly end up if not despising her, then 
thoroughly ignoring her. First, he reverently presents her with the 
cursed ring as a pledge of his love, for whose weal and woe both ap-
pear at the moment to be immune. Then Siegfried accepts the gift 
of Brünnhilde’s last shreds of remaining independence: her trusty 
steed, Grane. And he flirtatiously repays her for her gift with the typical, 
stubborn obstinacy of the person who acts without fear, conscience 
and knowledge: “More you gave me, wondrous woman, than I know 
how to husband: do not be angry if your teaching has left me still 
untutored!” Off we go to the orchestral spa: Siegfried’s journey on 
the Rhine. Gentle waves, peaceful gliding, self-assertive thirst for 
action. The gold motif rings out. But the once perfect natural triad 
figure has now abruptly deteriorated into the minor key. And the ap-
pealing major second interval of the Rheingold call now dangerously 
approaches the constrained minor second of Alberich’s power formula, 
the descending semitone as a symbol of humiliation and coercion.

ACT I

Scene 1

Three new characters in a new environment highlight the dis-
continuity in the action that dominates the scene from now onwards. 
The siblings Gunther and Gudrun are clearly under the influence of 
their half-brother Hagen: they are descendants of the Gibichungs 
and, thanks to Wagner’s music, audibly portrayed as normal people 
without any particular malice or great ambitions, fears or weak-
nesses, yet also possessed of an endearing candour. Hagen, the son 
of Alberich – if only for this reason, obviously not a love-child, but 
ever a richly sonorous and sombre warrior – is describing to them 
both how beneficial a respective wedding would be. He has already 
chosen their partners, the two noblest people presently adorning 
the banks of the Rhine, who are actually quite out of reach for either 
Gunther or Gutrune. Why should Siegfried and Brünnhilde accept 
the proposal? Hagen answers the questions of his two dithering sib-
lings: with a magic potion that he has stored in the cabinet. However, 
the Gibichungs have no idea that Hagen is interested only in the 
ring he suspects Siegfried of possessing. The hero arrives on cue. 

Scene 2

The warm and unsuspecting innocence with which Siegfried 
greets his new friends is almost painful. Although Gunther may still be 
sincere, what about Hagen? Without any hesitation, Siegfried accepts 

Prologue

The scenic (and musical) prologue to the Twilight of the Gods provides 
an utterly disillusioning link to the preceding conclusion of Siegfried. 
Whereas the latter opera had ended in affirmative rejoicing in a cel-
ebration of frenzied passion, the anxious gloom that now greets us 
could not be greater. We hear again the very same impressive E minor 
/ C major chord progression to which Brünnhilde had opened her eyes 
in Act 3 of Siegfried, but now in a pale and wilted reflection in E-flat 
minor / C flat major. In seconds, all becomes clear: the splendour 
of Siegfried is a thing of the past. Three Norns are spinning a rope. 
They are creatures of nature in possession of world-knowledge and, 
as daughters of Erda, audibly related to their half-sisters, the Rhine 
daughters (yet not daughters of Father Rhine like these, or even 
daughters of Wotan like Brünnhilde). How do women fill their time, 
while their men are off on heroic ventures? They are spinning, whether 
literally (i.e. ropes) or figuratively (i.e. tales). We already encountered 
this contemptuous side of Wagner’s perception of women – one of 
the many during the 19th century – in Senta’s frivolous playmates.

In the past, the Norns had snaked their rope around the branches 
of the world-ash, when it was still green and flourishing. But the tree 
of life withered away, and the spring of wisdom located beneath it 
dried up after Wotan broke off a branch to craft his spear of power, 
and presumably splashed around too carelessly in the spring (thereby 
losing one of his eyes). Innocent ash-trees – in the mythology of many 
nations, trees represent the female principle – have lined Wotan’s 
wanton path and that of his male progeny from time immemorial. 
He hid the sword in an ash-tree for Siegmund, whose son Siegfried 
burned an ash down for coal, in order to forge the sword Notung 
anew in the embers. In the meantime, Wotan has even decreed the 
felling of the world ash-tree. It is piled up in logs in his castle, Valhalla. 
There, it awaits its destiny of the final global conflagration. On that 
occasion, we learn from the Norns that Wotan will stab Loge in the 
chest with the remains of his spear previously broken by Siegfried, in 
order to snatch the very last flames from the expiring god. However, 
first the rope of the Norns splits. “Do you know, what will happen?”

Brünnhilde and her hero exit from their love-cave into the light of 
day. “… Though we are not told how long he has been with her, it has 
been long enough for him to feel in need of new heroic adventures. 
‘As I love you, I must not hold you’, she wisely sings. In a moment of 
irrational self-depreciation, she is afraid that he will despise her 
now that she has given him everything that she has to give. He is 
not so neurotic; and even if he were, that need not make her so un-
less she secretly agreed with him. No one, ultimately, can make us 

GUNTHER, YOUR WIFE IS ILL-DISPOSED!

Tonight, the Ring comes to its conclusion. Gods and humans (includ-
ing the composer) are almost hopelessly entangled – and therefore 
spend another four hours or so again calling for “salvation.” Fateful 
human deeds and symbolic divine myths merge inextricably. “In the 
score of the Twilight of the Gods, there is hardly a single note that is 
not motivic, i.e. derived from the leitmotifs, thus portraying memories 
and intuition in one and the same process.” This is how Martin Geck 
(2012) describes the composition by Richard Wagner. At the same 
time, several new characters and storylines are introduced in the final 
opera of the Ring saga (whereas the gods have already made their 
physical exit), so that a veritable opera tableau opens up for Master 
Wagner, over which he can once again forcefully preside.

Before attempting in the following booklet text to first unravel 
somewhat the threads of the Norns alongside the score, then to 
provide some food for thought straight through them, let us give the 
floor to Felix Mendelssohn Bartholdy. He tells us what he thinks of 
talking about music: “There is so much talk about music, yet so little 
is actually said – I think that words are simply not sufficient; and if I 
were to find them sufficient, I would no longer make music. People 
usually complain of the ambiguity of music: that it is so unclear to 
them, what they should make of it; and that everyone can understand 
words. However, for me, the opposite is the case. And not just with 
entire speeches – even with single words: these also seem to me so 
ambiguous, so vague, so easily misunderstood compared to music 
itself, which fills one’s soul with a thousand things better than words... 
What the music I love says to me, is not too undefined to put into 
words; rather, it is too well defined.” (Felix Mendelssohn Bartholdy 
to Marc André Souchay, October 15, 1842).
Richard Wagner (certainly no friend of Mendelssohn) would prob-
ably have agreed with this statement. The “Gesamtkunst” (= total 
art) composer was aware at all times of the special power of music, 
even though he supported each detail at several semantic levels 
and always believed he had to be in control, repeating everything a 
hundred times, due to a deep desire to make himself understood, a 
need to communicate with the greatest of security. Therefore, not 
only did he supply the scores of his works from the first to the last 
note, but also the librettos, the stage directions, the entire cultural-
historic substructure of his – indeed – outrageous ideas, and even 
the supporting theoretical superstructure. Wagner’s unprecedented, 
seductive charm continues to reach out to us even now: as a pioneer 
and visionary; as a polemicist and polarizer; as a dramatist and dema-
gogue; as an expert on human nature and – above all – as a musician. 



... In order to assure himself of his men, and to push them towards 
all eventualities with a mixture of violent fantasies, grim mirth, and 
alcohol, he temporarily adopts their rough manners, where alarmism 
and crude jokes go hand in hand.” (Geck, 2012). Under the guise of 
civilized major-key bliss, an orgy of violence is seething. “Hagen blows 
the note C on his bull horn, and his men respond from right and left 
on their bull horns, but with the notes of D and D flat. This creates 
an eerie consonance, corresponding to the macabre and aggressive 
cheerfulness of the male choir. But the composition in its entirety 
is no less spooky: the brass section predominates, its pitilessness 
broached from time to time by agitated string sounds, like ghost lights.” 

Scene 4

“The same goes for the awkward homage bestowed by the male 
choir upon the new arrivals, Gunther and Brünnhilde, since this wed-
ding couple is by no means in high spirits: Gunther is attempting to 
bring home a bride obtained only through Siegfried’s cunning, and 
Brünnhilde is almost destroyed by grief and humiliation. Here, the 
men’s cry of ‘Greetings, Gunther! Hail to you and your bride’ sounds 
more than cynical, and the leitmotifs in the orchestra constantly 
emphasize these inconsistencies.” (Geck, 2012). But when Siegfried 
also anxiously approaches Brünnhilde (“What troubles Brünnhilde’s 
brow?”), and tells her guilelessly that Gutrune, “Gunther’s gentle (!) 
sister”, would be his bride, as she, Brünnhilde, would be Gunther’s, 
the former Valkyrie grows faint. Her beloved Siegfried – unwittingly? 

– has the presumption to make the touchingly anxious, yet equally 
maliciously spiteful remark “Gunther, your wife is ill-disposed!”

Now events escalate. Remembrance and forgetfulness, truth 
and misconception, oath and perjury follow on one another thick 
and fast, in a wild slugfest. Brünnhilde sees the ring on Siegfried’s 
hand. Stop! Siegfried had taken it from her, in order to help him 
grant Gunther his “conjugal rights” upon her. But he had kept the 
ring, obviously. In her confusion, Brünnhilde asks: who robbed her 
of the ring? Gunther? Siegfried? Fraud, treachery, in any case. She 
rages, charging Siegfried with being her husband. “He wrung from 
me gratification and love.” Once again, stop. If it was true about the 
sword lying between the two of them during the night of her abduc-
tion, then her serious accusation must be referring to the euphoric 
love scene at the end of Act 3 of Siegfried!

Hagen offers his spear-point on which to swear an oath. How 
symbolic can you get! Wotan’s erstwhile symbol of power, copied 
by Alberich’s son, is used to let Brünnhilde and Siegfried swear an 
oath against one another, and thus to surrender themselves to the 

ACT II

Prelude and Scene 1

Hagen, who is waiting in the Gibichung castle, also receives a 
visit. His alter ego – his father Alberich – seeks him out in a dream. 
In keeping with the wont of fathers in general (Wagner was also ob-
sessed with this, with regard to his son Siegfried), he whispers into 
the younger man’s ear, encouraging him to bring about the mission 
in which he himself had failed. Hagen puts up quite a resistance, 
calling the old man a “hateful gnome,” and refuses point-blank to be 
grateful to his mother for “falling victim to [his] guile.” The mirthless 
man accepts his legacy at his father’s urging, but he does not pledge 
it to Alberich. “I have sworn it to myself.”

Scene 2

Siegfried has hurried on ahead of the newly paired-off cou-
ple. He tells Hagen and Gutrune about his “heroic deed,” brags 
about how easy it was to woo Brünnhilde for Gunther. In a display 
of healthy female suspicion, Gutrune asks Siegfried no less than 
four times whether he perhaps, first, himself, being a man ... But 
the hero’s notoriously cheerful nature does away with any doubt. 

Scene 3

Hagen calls the men together with a show of bleak humour. 
“Now that Hagen senses his goal so near, he literally calls everyone 
together, in order to demonstrate to one and all his staging of the 
end of both gods and idealization: for the first time in the tetralogy, 
a choir makes its appearance here, in the second act of the Twilight 
of the Gods.” (Rappl, 1967). “Woe! Woe! To arms! To arms! All take 
up your weapons, good weapons! Strong weapons, sharpened for 
battle! There is danger! Danger! Woe! Woe!”

“This is one of the most peculiar passages in the Ring: where is 
danger supposed to be threatening, when the whole idea is simply 
to invite the men to the wedding of Gunther to Brünnhilde? ...” (Geck, 
2012). With ferocious irony, Hagen urges the people to sacrifice to 
the gods; to slaughter animals in worship of Wotan, Froh, Donner, 
Fricka, all familiar to us from the Rheingold, characters long past their 
sell-by date; and of all things, to appease the guardian of wedlock, 
Fricka, with the sacrifice of sheep, so “that she may bless the mar-
riage!”. Wagner adds a baroque ornament to Hagen’s the last word. 
What a resonant bowing and scraping to the despised gods by the 
son of the elf! “Yet how does he explain his dramatic cries of ‘woe’ 
and ‘to arms’ to the men? And why does he want to get them drunk? 

the drinking horn from Gutrune containing Hagen’s brew (once, he 
had made Mime, the “detestable dwarf,” “swig down” his “botch” all 
by himself: the little forest bird had warned him). Perhaps Brünnhilde 
had warned him about the intrigues of the humans, but Siegfried had 
thrown her wise lessons to the winds. Thus the man of action laughs 
at danger. And thus the man without fear becomes the man controlled 
by a stranger, a willing tool in Hagen’s hands. He immediately falls 
passionately in love with Gutrune, as once with Brünnhilde. But under 
the influence of the potion, he has forgotten Brünnhilde. Now Siegfried 
can even offer to woo the strange woman for his friend Gunther. The 
ring of fire is no obstacle to the fearless one, whereas it probably would 
be for Gunther. The new covenant is sealed with a blood oath. In the 
midst of all this, Wotan’s spear motif barges in, seething. To whom is 
his noble grandson offering his services here? Hagen withdraws subtly. 
In silent triumph, he believes he is a little closer to possessing the ring. 

Scene 3

On her rock, Brünnhilde has a visitor. Her sister Waltraute ap-
proaches from the sky above, accompanied by the Valkyrie motif and 
a galloping rhythm. Brünnhilde rejoices, believing that Wotan has 
forgiven her and wants her back home again. However, that is not 
the case. Waltraute bewails the agony of the Father of Battles (which 
pre-empts much of Amfortas’ suffering). She begs Brünnhilde literally 
in the name of god to return the ring to The rhinemaidens. But the 
woman, disappointed by Wotan and fixated on her love for Siegfried, 
abandons Valhalla, abandons her father, sisters, aunts, and uncles 
to their respective fates. The once-favourite daughter of Wotan, who 
had set his domineering heart an example of leniency, now sends 
Waltraute away. Does the curse of the ring on her hand already have 
her in its power, has it made her hard beyond all measure?

No sooner has the last link to the past broken down, than Sieg-
fried arrives at Brünnhilde’s rock (preceded by his horn-call). How-
ever, he does not come as Siegfried, but disguised as Gunther. He 
deceives his former lover with the Tarnhelm, commits acts of vio-
lence on the shocked and bewildered woman, and steals her ring. 

“By husband’s right it must be given to Gunther; with it you shall 
be married to him!” The two estranged lovers spend the night in 
their former love nest. Between them lies Notung, Siegfried’s sword. 



horn: “First drink, hero, from my horn: I spiced the draught well for 
you.” Unsuspecting, he accepts Hagen’s horn and chats on freely 
about the advice of the little forest bird to win Brünnhilde on the rock 
for himself. Thanks to the mead, he comes up with a cute little pet 
name for the little forest bird, and probably also with the utterance: 

“I listened again to the delightful songster.”
Siegfried is so oblivious to all around him, that he does not notice 

the reaction of outrage. Gunther is shocked to the core by the frank 
confession: “I loosened the glorious maid’s helmet; my bold kiss 
awakened her: oh, how ardently was I enfolded in fair Brünnhilde’s 
arms!” Two ravens suddenly fly up. Hagen asks Siegfried scornfully: 

“Can you understand those ravens’ cry?” He turns around, looking for 
the proverbial tracks in the sky. Hagen grabs the opportunity to murder 
him. Once, Siegfried had smashed Wotan’s powerful spear with ease. 
Now, he is put to shame, with the copy of the spear belonging to the 
Black Elf plunged deeply in his back. After committing the murder, 
Wagner’s stage directions state that Hagen “calmly turns aside and 
walks, alone, over the hill.”

At the moment of his death, Siegfried calls out to Brünnhil-
de: “Brünnhilde! Holy bride! Awake! Open your eyes!” Both words 
and music closely resemble the memorable scene from Act 3 of 
Siegfried, when Brünnhilde opens her eyes following Siegfried’s 
kiss. As he dies, Siegfried finally awakens from a deep “black-
out.” The funeral march that now commences is bursting with 
strength and energy, representing death in all its sublime and 
terrible dimensions. Individual grief would have a different sound. 

Scene 3

Gutrune is expecting Siegfried’s return. Anxiously, she hears 
the horn-calls. Yet they are not his calls, but Hagen’s vulgar blasts. 

“Up, Gutrune! Greet Siegfried! The mighty hero is coming home.” 
Thus, the killer taunts her. Gunther cries out in accusation. Hagen 
bluntly admits the deed and demands the ring. Gunther defends 
this as Gutrune’s heritage. Thereupon, Hagen slaughters his half-
brother Gunther, and grasps Siegfried’s hand to pull off the ring, 
but it “raises itself menacingly” (Wagner). This is the moment at 
which Brünnhilde intervenes. Having magnificently regained her 
authority, she puts her audience in its place, picks up Siegfried’s 
ring, and promises in her great final monologue to return it to 
The rhinemaidens. The dead Siegfried, Brünnhilde on her steed 
Grane, the castle of the Gibichungs: all go up in flames. The Rhine 
overflows its banks, reclaims the ashes and, with them, the ring. 
Hagen’s final attempt to snatch the ring is impressively foiled by 

ACT III

Prelude and Scene 1

“Before being struck down by the avenging spear, Siegfried once 
again encounters nature, which once cherished him like a mother, 
whose voices spoke to him, and whose wise counsel he now – this 
is proven by The rhinemaidens’ scene in Act 3 – can no longer com-
prehend. For this is his tragedy – the tragedy of the free individualist 
who has lost the creative solitude of his inspired self in society: ‘Since 
I heard women’s voices, birds have quite gone from my mind.’ The 
rhinemaidens are seeking the warmth of the sun, that once (again, 
a mythical-symbolic image!) shone as gold into its depth, and now 
shines on the world of the humans. At first teasing him merrily, they 
demand from Siegfried, who has lost the rest of the hunting party, 
the ring he wears on his finger.” (Rappl, 1967). The parallel link to the 
frivolities once exchanged between The rhinemaidens and Alberich 
is evident. Yet Siegfried remains unmoved by the seductive teasing of 
the sirens, and reacts like a typical bourgeois husband: “If I were to 
waste what I have on you, my wife would certainly scold me!” Which 
of his wives is he talking about, the philanderer? Only when they 
pronounce his reaction miserly, does he change his mind: “If they 
came back to the water’s edge, they could have the ring!”

“Then The rhinemaidens reappear in a serious mood, as it were 
transformed into the prophets of fate, and warn him of the curse that 
clings to the ring and of the fate that awaits him. And now Siegfried’s 
heroic self-confidence inflates into a blind arrogance. He breaks the 
link, so to speak, that bound him to nature, once so kind to him, as he 
mocks the Norns [of whom The rhinemaidens sing to him]: ‘My sword 
shattered a spear: even if they wove wild curses into it, Notung will 
sever for the Norns the eternal rope of primeval law!’ Then the crea-
tures of nature turn from him, from the man blinded to their advice, 
just as Erda had once broken away from Wotan, calling out to him: ‘You 
are not what you call yourself,’ leaving him to his fate.” (Rappl, 1967). 

Scene 2

Hagen and his hunting companions are nearing the banks of the 
Rhine. It is not hard to persuade Siegfried, the doubly luckless hunter, 
to tell his life’s story. Clearly, the potion has not erased this memory. 
He talks about the forge in the forest, dealing with Fafner, the cau-
tionary songs of the little forest bird, showing him the way. Finally, 
Siegfried mentions how Mime came to him “with a deadly draught.” 
Siegfried did not hesitate: “Notung felled the villain!” At precisely that 
moment, Hagen moves to stand behind Siegfried with his drinking 

power of this weapon.
Siegfried reveals in his appeasement monologue how deeply 

he has sunk: “Enough of scolding women! ...Women’s anger is soon 
appeased.” He is only angry at himself for being so inept with the 
Tarnhelm that his deception was almost discovered. Then he cheer-
fully begins to lead the crowd in wedding songs! En passant, the 
gruesomely mundane gaiety at the meta-level of the music, where 
Wagner once again (see Lohengrin) “fools around with the popular 
genre of the wedding chorus,” plays havoc with the sacred taboos 
of Western cultural history. “During the course of the Twilight of the 
Gods, the traditional forms of opera also become desolate, and with 
them, the expectations of the listener become futile.” (Geck, 2012). 

Scene 5

Three people decide upon Siegfried’s death. The weak Gunther 
has scruples, he is aware of his own culpability. As with Telramund, he 
is surrounded by strong personalities. But Hagen calmly and clearly 
begins to plan the murder of the hero. In an almost innocent manner, 
he asks Brünnhilde about the possibilities of wounding him. She 
cooperates with him as if remote-controlled, and pronounces the key 
phrase: “Siegfried shall die, to redeem himself and you!” Then Hagen 
prevails over his two absurd accomplices, Gunther and Brünnhilde, in 
anticipatory joy: “Mine is the treasure, to me it must belong. So let the 
ring be wrested from him. Gnome-father, fallen prince! Guardian of 
night, Lord of the Niblungs! Alberich, hear me! Bid the Nibelung host 
once more obey you, Lord of the ring!” The profoundly evil conspiracy 
leads to the most exuberant music: Happy Wedding-Day, Siegfried 
and Gutrune, Brünnhilde and Gunther! However, one that contains 
a deeply recessed minor second, the interval of suffering!

“On to this scene of appalling malevolence … the music has 
changed on the instant to a passage so noble, so charged with joy, 
so compounded from the foredoomed vulnerability which is Gutrune’s 
all mingled in with the brightness which is Siegfried’s, that it turns 
the heart over. The irony is almost more than can be borne; but it 
is a moment of moments. The only thing which can spoil this scene 
is perfunctory conducting. If it is taken at the rush, it is all over so 
quickly that we hardly have time to feel the impact. Certainly it is 
at a brilliant pitch of excitement, the very unexpectedness of which 
is part of the effect. But it must unfold convincingly, and with great 
exactness in the orchestral playing. The producer, who can hardly 
have kept the preceding scene too dim and conspiratorial, should 
now flood his stage with sudden light, so as to wring the utmost out 
of this last overwhelming turn of the ironic screw.” (Donington, 1976).



nodes in the sine wave), stands out due to its unmistakable clarity 
and enormous energetic potential. Thanks to its simple structure, 
the octave enables the transfer of information at sonar speed, so to 
speak. When descending, it has catastrophically negative connotations, 
in accordance with Wagner’s subtly observed doctrine of affections. 
Whereas descending fourths or fifths already indicate harsh cuts, 
the falling octave really feels like falling into an abyss. So where 
does this octave appear? Just a few minutes after the beginning 
of the Rhine-gold, Alberich carries it in with him in his backpack 
during his first stage appearance. No personal motif is assigned to 
him – nor later on, to his son Hagen – he simply appears against a 
background of alternating dissonances; in most cases, attached to 
striking descending octaves. A second, famous motif, also linked to 
Alberich, is the curse motif. The plunging octave is firmly harnessed 
within the actual curse (“cursed be this ring”). Like a fatal kick. The 
curse motif is one of the most frequently appearing motifs in the 
entire Ring saga. It is a constant reminder of the powers of the ring 
questing for the abyss.

The descending octave appears in a second striking manifestation 
just before the end of the Rhinegold, when Alberich’s opponent Wotan 
makes a remark, “as if a significant idea has just occurred to him” 
(Wagner). With the sword motif, the “motivic antipode” (Rappl, 1967) 
of the curse motif, the hope is born that a hero will appear who shall 
one day atone for the guilt of the Father of the Gods. However, this 
idea has a serious birth defect! The descending octave in the sword 
motif makes this abundantly clear. We are reminded of this when 
Siegmund victoriously draws Notung the sword from the ash-tree 
during the first act of the Valkyrie, and again when Siegfried forges 
it anew in the first act of Siegfried with a no less triumphant howl.

In the Twilight of the Gods, the descending octave plunges into 
the music at least four times like a guillotine, appearing for the first 
time at the moment when Siegfried seals his blood-brotherhood 
pact with Gunther. He sings “Thus I pledge my faith!”, and accepts 
Hagen’s horn. What this blood-brotherhood pact is worth (from which 
Hagen keeps his distance), we learn soon after: “Hagen slices the 
horn in two with his sword [!].” (Wagner). The next descending octave 
rings out when the bewildered Valkyrie Waltraute tells her sister 
Brünnhilde of Wotan’s instructions to Valhalla’s noble inhabitants 

“to fell the world-ash.”

The scene in which Siegfried draws his sword to place it between 
himself and Brünnhilde is unmistakably powerful. Here, the descend-

fried a suitable candidate (perhaps even a potential Prometheus!) 
to return the fire to them – hence, the ring. For Siegfried, unlike 
all other protagonists in the Ring (excepting Loge), has had positive 
experiences with fire. By filing down the broken parts of Notung, then 
melting them down in the fiery glow, and reshaping it as a strong and 
mended sword, he was even anticipating nothing less than Wagner’s 
vision of the end of the entire Ring! At the time, he was still acting 
in accordance with his instincts, flawless, blameless. But at the end, 
in a fog of masculine pride, he gives away control of the action, so 
that the pure creatures of nature – The rhinemaidens – are disap-
pointed and give him the brush-off, as they once did the horny dwarf 
Alberich: “Farewell, Siegfried! Stubborn man, a proud woman today 
will inherit your treasure.”

The ardent blaze had once helped Siegfried (in the form of a forge 
fire) to achieve his sword – his manhood. As a ring of fire surrounding 
Brünnhilde’s rock, it had also led him to his love – the practical testing 
of his manhood. “Presently the fire surrounding Brynhilde entered 
Siegfried’s heart as his desire to possess her; and he brought her not 
only love but light. The same desire which burned then as outward 
sexuality burns now as inward longing. This longing can at last be 
interpreted directly for what it has always indirectly represented. It can 
be interpreted as the longing for rebirth. … Siegfried passing through 
fire to join Brynhilde foreshadowed Brynhilde passing through fire to 
rejoin Siegfried. An ordeal by fire leading to renewal or rejuvenation or 
rebirth Phoenix-fashion, or to union of the male and female principles, 
or in still more direct imagery to a revelation of truth, has always to do 
with an increase of consciousness under whatever variety of symbol-
ism. It is not a rare theme, and still less is it a theme unique to Götter-
dämmerung. It is among the basic themes of mythology.” (Donington, 
1976). As the castle of the gods goes up in flames, and likewise the 
castle of the humans, the sounds of those creatures who are always 
in harmony with nature triumph at the very end. These creatures 
alone will survive the twilight of the gods and other apocalypses. 

The descending octave

Shelves of books have been written about the musical leitmotifs 
in Wagner’s opus magnum. Their number is legion, no less their 
names and assignments, their connections and derivations, their 
associations, their suggestions for listening. Let us pick one striking 
detail in order to reveal the “magic relationship” (to quote Thomas 
Mann) that weaves and floats through all the motifs.

Thus we dedicate ourselves to the de-scending octave. This in-
terval, which is extremely stable in the physical sense (two adjacent 

The rhinemaidens. In the distance, the sky is burning over Valhalla. 

CROSS-LINKS

Fire

If at the end of the Twilight of the Gods earth, air, fire and water 
find their way back to a kind of purified primitive state, then water 
has the last word as the limitless unconscious. However, the (typified) 
sensualized fire in the omnipresence of Loge haunts all four nights of 
the Ring tetralogy like “the blazing energy of life.” (Donington, 1976). 
To begin with the Rheingold, where the characteristic, flitting motifs 
of the demigod of fire constantly make their lapping appearance, it 
is Loge, the most recalcitrant of the gods, who announces signifi-
cantly “that in the whole wide world, nothing is so rich than a man 
will accept it in lieu of woman’s beauty and delight.” This statement is 
accompanied by the love-renouncement motif, with which Wellgunde 
previously told Alberich of the price to be exacted for gold and power. 
Those persons who call Loge Lüge (= lies), fear his intelligence. “He 
is the embodiment of natural knowledge: an elemental creature, who 
is subservient to all and none; who is hated, feared, and despised, 
because the honest truth of his ever willingly given advice is imbued 
with the irony of a dispassionate superiority. The reason his advice 
is so dangerous, is because it is lacking in any warning.” (Rappl, 
1967). Loge is related to the mythological Prometheus, the bringer 
of light, who does not adhere to the gods’ “prohibition of technologi-
cal advance.” He also certainly reminds one of that Mephistophelian 

“power which would do evil constantly and constantly does good.” 
(Goethe’s Faust I, 1808). Fittingly, Loge – “the shrewd intellectual, the 
realist without any illusions, and the bustling arranger” (Wapnewski, 
1995) – remains behind, pondering the triumphal entry of the gods 
into their castle at the end of the eve of the Ring, and tells them as 
clearly as did previously Erda and subsequently The rhinemaidens: 

“They hasten to their end, though they think themselves strong and 
enduring. I am almost ashamed to share their doings; my fancy lures 
me to transform myself back into flickering flames.”

Precisely in the third act of the Twilight of the Gods, Loge’s dis-
tinctively alluring music is combined with the seductive music of The 
rhinemaidens. Fire and water enter into a fascinating alliance. The 
reason for this clever stratagem of Wagner’s is The rhinemaidens’ 
dream of the former splendour of the submerged gold: “How brightly 
you once shone, majestic star of the deep!” For those who know no 
greed, gold as ever represents love! Therefore, they must retrieve it 
at all costs, in the interest of the entire world! They consider Sieg-



but with reference to the masculine principle in general rather than 
to the male organ of generation in particular. The image of a hero 
and heroine lying side by side with a drawn sword between them in 
token of chastity is widespread.” (Donington, 1976).

Once again, Siegfried’s libido has gone astray. The rhinemaid-
ens tease him as they once teased the lecherous Elf. “He flirts with 
them, would have loved to ‘tame’ a mermaid, and his behaviour is at 
times overbearing, at others teasingly erotic. He even invites them 
to prostitute themselves, offering the ring as payment: ‘I would give 
it to you if you granted me love.’ This does not seem in any way like 
the hero who awoke Brünnhilde with a kiss.” (Rieger, 2009). The 
former man of instinct has lost his connection to nature: “Since I 
heard women’s voices, birds have quite gone from my mind.” Not 
until his last dying breath, does he find his way back to himself, to 
his holistic self. The tragedy progresses, as his anima (in the form of 
Brünnhilde) responds in a downright logical manner to being handed 
over to the dark side of his personality, as it enters an alliance with 
Siegfried’s shadow. Literally the shadow-side, the flipside of his happy 
nature; namely, where fear should now have been able to protect 
him, this becomes an unguarded gateway for the injured anima. It 
returns violently with the help of Hagen’s spear; this is simply a 
tool of the anima. Brünnhilde has shown the spear the way, fully 
responsible for Siegfried’s holism. As he dies, Siegfried accepts the 
return of his true anima, regains his undivided self, and celebrates 
his own awakening to it. “Brünnhilde! Holy bride! Awake! Open your 
eyes! Who sank you again in sleep? Who shackled you in uneasy 
slumber? Your awakener came and kissed you awake, and again 
broke the bride’s bondage: Brünnhilde laughed in delight at him! 
Ah, her eyes, forever open!” Siegfried is redeemed. And Brünnhilde? 

Brünnhilde’s destiny

“Did you not realize that Brünnhilde separated herself from Wotan 
and all the gods for the sake of – love, because she – whereas Wotan 
stuck to a plan – just simply – loved? After Siegfried had completely 
awoken her, she no longer has any knowledge but the knowledge of 
love. Well – the symbol of this love is – as Siegfried has left her – this 
ring: as Wotan is demanding precisely this from her, she is faced only 
with the reason for her separation from Wotan (because she acted 
out of love); and only one thing does she still know now, namely that 
she has renounced everything to do with the gods for the sake of love. 
However, she knows that love is the only divine matter: thus may the 
splendour of Valhalla perish, but the ring (= love) she will not sacrifice.” 
(Richard Wagner, in a letter to August Rockel of January 25, 1854).

out of mind. Basically, Siegfried does not really need a magic potion 
in order to forget Brünnhilde. His mental deterioration progresses 
further still. The shadow of his personality begins to take over. He 
loses contact with his anima (the female part of his soul, in the sense 
of the analytical psychology of Carl Gustav Jung, 1875-1961), and 
violates it – and thus, also himself – at first by projecting his anima 
on to more or less the next best woman, Gutrune, and later on by 
cowardly cheating on the earlier figure with whom his anima identi-
fied, i.e. his better “self,” Brünnhilde.

“He returns the drinking horn to Gutrune with such a gaze of 
concentrated desire that her eyes fall. Why will you not meet my eyes, 
he cries to her; and again she does. In language all too reminiscent of 
his previous scenes with Brynhilde, he goes on: Veil them; they have 
set my heart on fire; my blood is scorching. … On this latter level of 
interpretation, we may for the time being take Gutrune for a flesh 
and blood woman with whom Siegfried has fallen so violently in love 
that he confuses her absolutely with his own anima, thereby forget-
ting the vital experience of his actual anima which he has already 
gained under the symbolism of Brynhilde. If a man has established 
a secure enough inward contact with his anima, he can fall in love 
with a flesh and blood woman without any infidelity to his anima, that 
is to say to himself: he will project the image of his anima on to his 
beloved, as we all do, but not to the point of losing contact with the 
anima herself. If, however, his earliest development was so disturbed 
by a lack of adequate mother-love that the inner image of his anima 
is insecurely established, he pours too much of it outwards on to 
the woman or women he loves, and loses what insecure contact he 
ever had with his anima herself. That is what infidelity to the anima 
seems to signify. Among the many dangers of this situation, one of 
the worst is that the anima in desperation may be driven, as here, 
into an alliance with the shadow. But even this may be the means to 
a desperate remedy, since matters will grow so bad that the problem 
will be forced to a crisis, and will either have to become very much 
better or very much worse. … Meanwhile, Siegfried drives Brynhilde 
offstage, into their own cave – which he should know so well; and 
with every appearance of impending rape – on his own true love. … 
With regard to physical rape short of the sexual there can be no doubt 
at all. Siegfried is abducting Brynhilde against her will. He is doing 
violence to his anima, and they will both pay a pretty price for it. Yet 
we should be quite wrong to dismiss the significance of the sword 
between them as a mere gentlemanly gesture to moralism. On one 
level, it is no better than that; but on another level, it carries a most 
valuable symbolism. The primary symbolism of a sword is phallic, 

ing Notung-octave, “the death interval and also the main interval 
in the sword motif, [becomes] independent and together with four 
beats it portrays the formula of the separation. However, beneath 
the sword motif itself, which is connected to this formula, are piled 
simultaneously one on top of the other Hagen’s fifth motif as well 
as treaty motif, the symbols of the fatal subjugation that the sword 
of the free hero will henceforth serve.” (Rappl, 1967).

The descending octave makes one last memorable ap-
pearance in the Twilight of the Gods, ringing out four consecu-
tive times in unison in Brünnhilde’s final song as she confronts 
Siegfried’s burning integrity with his equally burning lack of 
integrity in the true culmination, thus getting to the gist of 
the tragedy: “And yet none so betrayed his truest love like he!” 

Siegfried’s libido

There is many a thing that Siegfried never learned – among oth-
ers, how to control his “impulses.” That which begins with a chaste 
longing in Act II of Siegfried: “Friendly bird, I ask you now: will you 
grant me a good companion?” already becomes more energetic in 
Act III: “...in the fire find my bride! Hoho! Hahi! Now I can win a dear 
companion!” At the words: “Sweetly quivers her rosy mouth. How its 
soft trembling soothes my fear! Ah! the lovely warm fragrance of her 
breath!”, the Tristan music wafts gently towards the young Siegfried. 
Then the firebrand’s “juices” begin to rise ever further: “My eyes feast 
on your heavenly mouth, but my lips burn in passionate thirst.” Soon 
they will become even more urgent: “My blood leaps in a blaze of 
passion: a consuming fire is kindled in me: ... O woman, now quench 
those flames! Awaken, be my woman! Ah! As our bloodstreams set 
each other ablaze, as our glowing eyes scorch one another, as our 
arms passionately clasp each other, my daring and courage return 
to me, and fear that – ah! – I never learned, that fear which you only 
just now taught me, that fear, I think, I have foolishly quite forgotten 
already! She is forever mine, always mine, my inheritance, my own, 
my one and all: radiant love, laughing death!”

No sooner has he forgotten how to fear – and consequently, how to 
respect a woman – than Siegfried rapidly descends to Hunding’s level. 
For the latter, women are simply chattels. Unfortunately, Siegfried 
cannot penetrate the dimension of considerate love, as experienced 
by his father Siegmund. The latter took his Sieglinde with him, for 
example, when he went off to face the enemy. But Siegfried leaves 
Brünnhilde alone back on her rock, in order to plunge ahead into new 
adventures – not without beforehand proclaiming to her, still laugh-
ing, that he can manage just fine without her knowledge. Out of sight, 



testament to the abandonment of her own needs in favour of the 
redemption of the male.” (Rieger, 2009).

“Now that Brynhilde knows she is Siegfried’s murderess, she can 
become Siegfried’s redeemer. … The fulfilment which Brynhilde’s love 
for Siegfried is about to find is a strange one from the literal point of 
view, but we shall find it a true fulfilment from the symbolical point 
of view. It is, however, only because she can now accept both the good 
and the evil in herself (and others), without either flattering or despis-
ing herself (or them), that she is capable of finding her fulfilment in 
becoming Siegfried’s redeemer, and the redeemer of the situation 
as a whole. Next she sends up a short prayer to Wotan, in which she 
shows her new grasp of the paradox inherent in the opposites of 
life: Siegfried, she sings, was the most faithful man who ever broke 
faith – that a woman might grow wise. She has grown wise enough to 
know that there are not two Siegfrieds, or two Brynhildes, one good 
and the other bad, one faithful and the other faithless. It is the same 
Siegfried who is both good and bad; the same Brynhilde. It is the same 
life which presents us with both good and evil.” (Donington, 1976).

“What then remains of Brünnhilde? Despite everything, a great 
deal, as her strength lies in her singing. As the analysis demonstrates, 
Wagner is trying to present the dichotomy of Brünnhilde in the militant 
warrior and the virtuous lover sequentially, and not simultaneously. 
You can only have the new Brünnhilde if you accept the old. Never-
theless, there is one entity that transcends this dichotomy, and that 
is her voice. Wotan is silent and Siegfried is dead, but she has her 
voice and this is a powerful tool. She ascends the highest heights, she 
repeatedly sings the melody of the redemption motif, she intensifies 
her singing bar by bar: we hear a magnificent apotheosis of the art 
of musical presentation and expression, a wide range of emotional 
diversity. Great leaps, high intensity, compelling declamation – all 
this elevates Brünnhilde far above the role assigned to the female 
in the 19th century ...” (Rieger, 2009).

Richard Wagner, in a letter to August Röckel of January 25, 1854: 
“Siegfried alone (the man alone) is not the perfect ‘person’: he is only half 
of this, he does not become the saviour until he is united with Brünnhil-
de; one person cannot do everything; many people are required for that 
purpose, and the suffering, sacrificing wife finally becomes the true 
and wise saviour: for love is essentially ‘the eternal female’ herself.” 
 
Steffen Georgi
English translation: Fiona J. Stroker-Gale  

 “... The final words he chose, sung by Brünnhilde before plunging 
into the fire, celebrate her love for Siegfried. She speaks to her steed 
Grane, whom she is planning to lead into the fire, where his master, 
her blessed hero, is lying. She longs to be reunited with him there; 
she wishes to embrace him and be held by him, and with the words 
‘Siegfried! Siegfried! See! Your wife joyfully greets you!’, she hurls 
herself into the flames. Therefore, all her thoughts are concentrated 
on her beloved. The deception, the act of violence on the hill, when 
the wedding ring was snatched from her, and she was forced to share 
a bed with the stranger, the humiliation of love destroyed – all is 
forgiven. Brünnhilde’s inner essence is filled with Siegfried – like a 
Russian doll, she carries him inside her, thus resembling Sieglinde, 
who was pregnant with Siegfried, and was therefore musically ‘en-
nobled’.” (Rieger, 2009).

In the final scene, the redemption and the Siegfried motifs cel-
ebrate Siegfried in song as an integral part of Brünnhilde herself. 
Even the seemingly situational motifs – the Valkyries motif and the 
magic fire motif – gain an increased significance, if one concedes 
that even Brünnhilde re-established the disturbed relationship with 
her animus – thus, her masculine side – at the end.

“The distraught Brynhilde we last saw plotting Siegfried’s murder 
was rather less than human, in the sense of having lost possession 
of (indeed being possessed by) her animus; she has very obviously 
regained possession of her animus now in the flood of illumination 
which must have broken in on her through the shock of realizing 
that she herself was a primary accomplice in that murder, just as 
Siegfried regained possession of his anima in his vision of Brynhilde 
as his dying eyes saw her so clearly. The split in the shadow healed 
in the usual drastic fashion of myth when Hagen killed Gunther. The 
split in the anima now heals as drastically. To Gutrune’s heartbroken 
accusation, Brynhilde gently answers with the truth that she and not 
Gutrune is Siegfried’s original and only real wife. Where illusion is the 
disease, it is always the truth, however painful, which is the healing 
thing.” (Donington, 1976).

 “The concept of ‘salvation’ that Wolzogen came up with applies 
only in a specific sense: Brünnhilde proves to be the ideal woman of 
the 19th century, as she is indeed a strong woman, but at the same 
time voluntarily gives priority to the male. She sees herself primar-
ily as the mouthpiece of her father, thus guessing his most secret 
thoughts. Even after being deceived by her lover, she still feels so 
closely connected to him that she cannot bear to live without him. 
The fact that Brünnhilde is empowered by her love is not a sign of 
‘Ego-strength’ and independence in the 19th century, but rather a 
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Marek Janowski

Marek Janowski has been artistic director of the 
Rundfunk-Sinfonieorchester Berlin since 2002, 
and was offered a lifetime position by the orches-
tra 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 mu-
sical 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, Bayerische 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 The Ring of the Nibelungs with the Staats-
kapelle Dresden is considered one of the most mu sically interesting 
ever to have been made of this work. His numerous recording proj-
ects with the Rundfunk-Sinfonieorchester Berlin include a series of 
live recordings of Wagner’s 10 major operas, which were completed 
between 2010-2013.

Lance Ryan, tenor (Siegfried)

Lance Ryan is currently one of the most sought-
after heroic tenors world-wide, primarily for op-
eras by Richard Strauss and Richard Wagner. 
After completing his studies, among others with 
Gianni Raimondi and Carlo Bergonzi, the Cana-
dian moved to Germany in 2005, and made vari-
ous important role débuts at the Baden State 

Theatre Karlsruhe. These included Siegmund, Siegfried, Cavaradossi, 
Otello, Calaf, Kaiser (= Emperor), Bacchus, Andrea Chénier, Florestan, 
and Enzo. In 2009, he was invited to perform at the Salzburg Easter 
Festival (under Sir Simon Rattle), and in 2010 he made his début at 
the Bayreuth Festival (under Christian Thielemann) as Siegfried. He 
has frequently sung Bacchus, performing the role at the state operas 
in Dresden and Vienna, London, Berlin, and Cologne, as well as at 
the Metropolitan Opera in New York. Lance Ryan was invited to sing 
the role of Lohengrin at the City of Birmingham Symphony Orches-
tra (under Andris Nelsons). At the Expo 2010 in Shanghai, he sang 
the roles of Siegmund and Siegfried in a guest appearance with the 
Cologne Opera. This was followed in 2010 by Apollo in Dresden and 
Frankfurt, and Don José at La Scala, Milan; and in 2011, he performed 
both Siegfrieds in Frankfurt.

At the Bayreuth Festival 2013, Lance Ryan again performs Sieg-
fried, and continues on to Barcelona, Turin, Tokyo, Valencia, and 
Berlin in this role. He returns to the Vienna State Opera in 2013 as 
Florestan and Don José; and in Frankfurt in 2013, he sings Otello and, 
for the first time, Tannhäuser. He will make his first appearance at 
the Hamburg State Opera in this role in 2014. In 2010, the complete 
Ring recorded in Valencia (under Zubin Mehta) was released, featur-
ing Lance Ryan as Siegfried, and in 2012 he appeared in this role 
in Siegfried and Twilight of the Gods in Frankfurt (under Sebastian 
Weigle). He made his first appearance with the RSB in this recording 
as Siegfried in the Twilight of the Gods.

Petra Lang, soprano (Brünnhilde)

Apart from her outstanding musical and ar-
tistic 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), Amsterdam (under Sir Simon Rattle), Paris (under Myung-
Whun Chung), and Vienna (under Christian Thielemann). Further-
more, she has 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) featuring 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) in the opera category, 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 many re-
nowned orchestras and conductors in Europe and the U.S.A., where 
she focuses 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. In 2009, she gave a brilliant rendition 
of Judith in Bartók’s Bluebeard’s Castle. She already sang the role 
of Brünnhilde in the earlier recording of The Valkyrie in November 
2012 in the RSB Wagner cycle (also released on CD).

Matti Salminen, bass (Hagen)

The Finnish bass Matti Salminen is an institution 
in the world of opera. In Berlin in particular, he 
has been celebrated for more than 35 years. In 
1977, he first sang Pogner in The Mastersing-
ers of Nuremberg at the Deutsche Oper Ber-
lin. In 1969, he made his début as Philip II in 
Verdi’s Don Carlos at the Finnish National Opera. 

His career has taken him from Cologne to Milan’s La Scala (where 
he made his début as Fafner), and thence directly onwards to the 
Bayreuth Festival. He has been a regular guest there since 1976, 
performing the roles of Fasolt, Hunding, Daland, and King Marke.
Other roles in Matti Salminen’s repertoire include Hagen, Gurnemanz, 
Osmin, Sarastro, Kaspar, Rocco, Gremin, Monte verdi’s Seneca, and 
the title role in Boris Godunov. In September 2000, he sang the title 
role – created especially for him – in the première of Aulis Sallinen’s 
opera King Lear in Helsinki.



Jochen Schmeckenbecher, baritone (Alberich)

Jochen Schmeckenbecher made   his acclai-
med début with the RSB in November 2012 as 
Alberich in Rheingold in their Wagner concert 
cycle. He first sang this role in 2008 at the Aalto 
Theatre in Essen, and subsequently in the Ring 
of the Nibelung at the Frankfurt Opera. He has 
enjoyed great success in the role of the Music 

Teacher (Ariadne auf Naxos) at the Metropolitan Opera New York, the 
Vienna State Opera, the Berlin State Opera, the Semperoper Dresden, 
La Scala in Milan, at the Theater an der Wien, and at the Philadelphia 
Opera. After his début as Kurwenal (Tristan and Isolde) in Lyon in 2011, 
he was invited to sing this role in 2013 at the Vienna State Opera and 
in 2014 at the Opéra Bastille in Paris, where he was also invited to 
sing Peter (Hansel and Gretel) and Dr. Kolenatý (Vĕc Makropulos) in 
2013. He first sang this role at the Salzburg Festival in 2011.

After his success as Wozzeck in Dortmund in 2004, he went on 
to perform this role at the Gran Teatro del Liceu in Barcelona, the 
Teatro Real in Madrid, and at the Hamburg State Opera. He received 
further invitations to sing Amfortas at the Frankfurt Opera and the 
Teatro Regio in Turin, Don Pizarro at the Semperoper Dresden, the 
four villains (The Tales of Hoffmann) at the Volksoper in Vienna, and 
Faninal (Der Rosenkavalier) at the San Francisco Opera and the Berlin 
State Opera, where he has also sung the roles of Biterolf, Klingsor, 
Beckmesser, and Frank (Die Fledermaus).

In concert, Jochen Schmeckenbecher has had great success 
in Cerha’s Baal-Gesänge (= Baal songs) at the Vienna Konzerthaus, 
Schubert’s Alfonso und Estrella with the Berlin Philharmonic un-
der Nikolaus Harnoncourt, Bach’s St. John Passion in Madrid under 
Frans Brüggen, in songs from Des Knaben Wunderhorn under Kirill 
Petrenko in Bregenz, and in Mahler’s Symphony No. 8 and Janáček’s 
Glagolitic Mass in Dallas.

Marina Prudenskaya, mezzo-soprano (Waltraute)
Marina Prudenskaya was born in St. Peters-
burg, where she later studied at the conser-
vatoire under Evgenya Gorochovskaya. In 2003, 
she won the ARD Music Competition. After two 
years at the Stanislavsky Nemirovich-Danchen-
ko Theatre in Moscow, she moved to the Sta-
atstheater Nürnberg in 2000. There she was 

able to develop many roles in her field, such as Cherubino, Dorabella, 
Suzuki, Preziosilla, Azucena, Carmen, and Erda. In 2005, she was 

in Lohengrin in 2011 in the RSB Wagner cycle. In concert, he sang 
in Mahler’s Das klagende Lied with the Berlin Philharmonic under 
Vladimir Jurowski. He performed in Brahms’ Ein Deutsches Requiem 
with the BBC Scottish Symphony Orchestra under conductor Donald 
Runnicles in Glasgow and Edinburgh, and also with Zubin Mehta at 
the Maggio Musicale Fiorentino.

Markus Brück studied at the conservatoires in Mannheim, Heidel-
berg and Cologne, among others with Alejandro Ramirez and Kurt Moll. 
Before moving to Berlin, he also held appointments at the Theater 
Hagen, and in Kaiserslautern and Wiesbaden.

Edith Haller, soprano (Gutrune)
Edith Haller was born in Meran in South Tyrol. 
In the 2010/2011 season, she made her début 
at the Vienna State Opera singing Sieglinde 
in Wagner’s Die Walküre, after having already 
sung this role in 2010 at the Bayreuth Festival. 
In 2008/2009, she sang Senta in Der fliegende 
Holländer at the Leipzig Opera, as well as Ag-

athe in Der Freischütz at the Hamburg State Opera. Since 2006, the 
soprano has given guest-performances in Bayreuth as Freia in Rhe-
ingold, Helmwige in Die Walküre, as well as Gutrune and the Third 
Norn in Götterdämmerung.

After training at the Mozarteum in Salzburg, Edith Haller won first 
prize at the Italian “Mario Lanza Competition” for voice in Filignano 
in 2003. Her first engagements took her to Salzburg, Prague, and 
Ljubljana. Via St. Gallen in Switzerland, Edith Haller ended up in 2005 
at the Baden State Theatre in Karlsruhe. In the meantime, she has 
made a name for herself in the international opera-houses given 
stunning débuts in roles such as Elsa in Lohengrin (Royal Opera House, 
Covent Garden), Elisabeth in Tannhäuser (Teatro Real Madrid), and 
Eva in Die Meistersinger von Nürnberg at the Hamburg State Opera. 
She also performed this role at the Zurich Opera House and also, in 
2011, in the RSB Wagner cycle. In 2009-2010, Edith Haller sang the 
role of Leonore in Beethoven’s Fidelio in Klagenfurt, and the title role 
of Euryanthe in a new production in Karlsruhe; in 2010-2011, she sang 
Chrysothemis in Elektra at the Cologne Opera. With the Munich Phil-
harmonic under Christian Thielemann, she has performed excerpts 
from Beethoven’s Fidelio, as well as the concert aria “Ah perfido!”. 
Her wide-ranging repertoire also includes roles such as Desdemona 
in Verdi’s Otello, Tatiana in Tchaikovsky’s Eugene Onegin, Ursula in 
Hindemith’s Mathis der Maler (= Matthias the Painter), as well as the 
Contessa in Mozart’s Le nozze di Figaro.

Two recordings in which Matti Salminen has participated have re-
ceived Grammy awards: a 1983 recording of the Ring of the Nibelungs 
(Bayreuth Festival) and a 1992 recording of the Twilight of the Gods 
(Metropolitan Opera, New York). Since the first integral digital record-
ing of the Ring cycle with the Staatskapelle Dresden in the 1980s, the 
Fin nish bass has worked regularly with conductor Marek Janowski. 
Matti Salmi nen is the only singer of the former cast who is now also 
taking part in Janowski’s current Wagner cycle in Berlin. In 2010, he 
sang the role of Daland in the Flying Dutchman; the following year 
(2011) the role of the Nightwatchman in the Mastersingers with the 
Rundfunk-Sinfonieorchester Berlin; and for the production of Sieg-
fried in March 2013, he sang the role of Fafner, as he did previously in 
Dresden in 1982, also under Janowski. And as in 1983 in Dresden, in 
March 2013 he also sang Hagen in Berlin in the Twilight of the Gods.
Matti Salminen was born in Turku in Finland. He studied first at the 
Turku Music Institute, continuing after graduation at the Sibelius 
Academy in Hel sinki. Further studies took him to Italy and Germany.
Markus Brück, baritone (Gunther)

Since 2001, the baritone Markus Brück has 
been a member of the Deutsche Oper Berlin, 
where his most recent roles have included 
Egisto (Cassandra), Michonnet (Adriana Lecou-
vreur), Knight Baudricourt (Joan of Arc), Figaro 
(Il barbiere di Siviglia), Chorèbe (Les Troyens) and 
Wolfram (Tannhäuser). He received the honor-

ary title of “Kammersänger” in 2011, and has recently made his role 
débuts as Amfortas (Parsifal), Balstrode (Peter Grimes) and Leander 
(The love for three oranges). Other highlights of the 2012-2013 season 
include the roles of Beckmesser, Donner, Gunther, and Sharpless 
on his home turf.

He made his U.S. début in 2012 in a new production of The Ring as 
Donner (in Rheingold) and Gunther (in Twilight of the Gods) in Seattle; 
in 2014, he returns to Seattle to sing Beckmesser. In summer 2011, 
he sang at the Salzburg Festival as the one-eyed man in Strauss’ Die 
Frau ohne Schatten. In Germany, Markus Brück is a regular guest at 
the Hamburg State Opera and the Cologne Opera House. There, he 
sings major roles such as Germont, Rigoletto, Gunther, Posa, Pa-
pageno, and Beckmesser. In addition, he makes guest appearances 
at the State Operas in Berlin, Dresden, Munich, and Stuttgart, at the 
Frankfurt Opera, La Scala, Milan, the Opéra National de Paris, the 
Finnish National Opera in Helsinki, and the Volksoper Wien, to name 
a few, as well as at the Bregenz and Bayreuth Festivals.

Markus Brück gave an impressive performance as the Herald 



Pappano, Wolfgang Sawallisch, and Peter Schneider.
She first performed with the Rundfunk-Sinfonieorchester Berlin 

(= Radio Symphony Orchestra Berlin) in 2009 at a Schlüterhof concert 
in Haydn’s Nelson Mass under Marek Janowski. She sang there again 
in Beethoven’s Symphony No. 9 at a turn of the year concert in 2011-
2012. In March 2013, she returned to the RSB Wagner cycle in the 
role of Wellgunde in Götterdämmerung (= The Twilight of the Gods).

Kismara Pessatti, contralto (Flosshilde) 

In November 2012, the Brazilian contralto 
Kismara Pessatti made her first appearance 
with the RSB, singing the role of Flosshilde in 
Rheingold. Previously, she has sung the role of 
Schwertleite in the Valkyrie within the Wagner 
cycle of the Rundfunk-Sinfonieorchester Berlin 
(= Radio Symphony Orchestra Berlin).

Kismara Pessatti studied acting and singing in her home town 
of Curitiba under Neyde Thomas. In Berlin, she completed her vocal 
studies at the “Hanns Eisler” Conservatoire with Norma Sharp and 
Julia Varady. After following masterclasses given by Alberto Zedda, 
Thomas Hampson, and Francisco Araiza, she received a grant from 
the Richard Wagner Foundation Bayreuth, and was a finalist at both 
the Wagnerstimmen-Wettbewerb (= Wagner voice competition) in 
Venice and the Concours de Chant in Toulouse. Kismara Pessatti first 
became a member of the Zurich Opera House, where she performed 
the major alto roles in the Opera Studio from 2003-2008. Since then, 
she has appeared in guest performances in works by Verdi, Strauss, 
Debussy, Berlioz, Kodály, Beethoven, and Monteverdi in major halls 
in Venice, Tokyo, São Paulo, Manaus, Berlin, London and, of course, 
Zurich. She was engaged by Lorin Maazel for Mahler’s Symphony No. 
8; invited by Helmuth Rilling for concerts and CD recordings of Bach’s 
Mass in B minor, St. John Passion (in Moscow), and Christmas Oratorio 
(in Stuttgart), Honegger’s Jeanne d’Arc au bûcher (in Caracas), Handel’s 
Messiah, Mozart’s Requiem, and Mendelssohn’s Elijah (in Milan).

In 2010, Kismara Pessatti made her début as Erda in Siegfried at 
the Aalto Theatre in Essen under Stefan Soltesz, and was immediately 
re-engaged for the following years, both for Siegfried and Rheingold. In 
2012, she performed in Die Frau ohne Schatten (= The woman without 
a shadow) for the Dutch Radio under Vladimir Jurowski, and made 
her début at the Concertgebouw in Amsterdam in De Falla’s El amor 
brujo. Future projects include Mary in the Der fliegende Holländer (= 
Flying Dutchman) at the Richard Wagner Festival in Geneva.

and Stuttgart. Her Constanze is also much in demand, and she has 
sung this role at the Bavarian State Opera in 2004, in Leipzig in 2006, 
at the National Reisopera in Holland in 2007, and at the Scottish Na-
tional Opera in 2008. Julia Borchert has performed in several world 
premières and premières within Germany of works by Detlev Glanert 
and Edison Denisov; and in 2006, she sang the female lead in the 
première of Philippe Hersant’s The Black Monk at the Leipzig Opera.

In 2004, she made   her début in Bayreuth in Christoph Schlin-
gensief’s production of Parsifal as the First Flower Maiden. She also 
performed this role at the Bayreuth Festival in 2008, and in April 
2011 at the concert performances of Parsifal in Berlin, with the RSB 
under conductor Marek Janowski. She was also invited to sing the 
role of Woglinde in Rheingold in the RSB Wagner cycle in November 
2012. Julia Borchert is a passionate interpreter of Lieder, and the CD 
Songs of Romance featuring works by Franz Schubert is an exemplary 
sample of her skills.

Katharina Kammerloher, mezzo-soprano (Wellgunde)

The Munich-born mezzo-soprano first graduat-
ed as an oboist in Detmold, where she continued 
vocal studies with Mechthild Boehme. In 1998, 
she began studying with Vera Rozsa in London. 

In 1993, Katharina Kammerloher became 
a member of the ensemble of the Staatsoper 
Unter den Linden in Berlin, where her roles 

included Rosina (The Barber of Seville), Costanza (L’isola disabitata), 
Zerlina (Don Giovanni), Cherubino (Le nozze di Figaro), Suzuki (Madama 
Butterfly), Mélisande (Pelléas et Mélisande), and Octavian (Der Rosen-
kavalier). Other roles include Lola (Cavalleria rusticana) under Antonio 
Pappano, Meg Page (Falstaff) under Claudio Abbado, Wellgunde in 
Rheingold and Götterdämmerung, and Magdalene in Die Meistersinger 
von Nürnberg, the latter Wagner roles under Daniel Barenboim. In 
Doris Dörrie’s production of Così fan tutte, she sang Dorabella; and 
she performed the role of the composer in Ariadne auf Naxos.

Katharina Kammerloher has appeared at the Salzburg Festival, 
the Munich Opera Festival, the Edinburgh Festival, the BBC Proms, 
and the Musica Viva Munich. She has given guest performances in 
Turin, Schwetzingen, Madrid, Tokyo, and Helsinki. For the reopening 
of the Frauenkirche in Dresden, she sang in Mendelssohn’s Elijah 
with the MDR Symphony Orchestra, and has performed Janacek’s 
Glagolitic Mass in Munich. Other conductors with whom Katharina 
Kammerloher has worked include Claudio Abbado, Pierre Boulez, 
Michael Gielen, René Jacobs, Zubin Mehta, Kent Nagano, Antonio 

appointed a member of the Deutsche Oper Berlin; and in 2007, she 
joined the Staatstheater Stuttgart, where she performed Amneris, 
Adalgisa, Brangäne, Octavian, Bradamante, Disinganno and Federica. 
She has given guest-performances in Prague, Amsterdam, Lisbon, 
Nice, and Innsbruck, and is also a regular guest at the Festival in 
Aix-en-Provence and Bayreuth. In October 2007, she sang Amneris 
in Aida for the first time in China. She performed Ulrica (Un ballo in 
maschera) in Hamburg in 2008, and three years later returned to sing 
the role of Amneris. In 2010, she made   her début with the Berlin 
Philharmonic Orchestra (in Verdi’s Messa da Requiem, under Mariss 
Jansons), and also at La Scala in Milan (in Das Rheingold, under Daniel 
Barenboim). In Munich and Lucerne, she has sung Olga (in concert 
performances of Eugene Onegin) with the symphony orchestra of 
Bavarian Radio Symphony Orchestra, conducted by Mariss Jansons, 
and Flosshilde in Das Rheingold with the Berlin State Opera.

Plans for the up-coming seasons include performances of Verdi’s 
Messa da Requiem, under Christian Thielemann with the Staatskapelle 
Dresden and with the Bavarian Radio Symphony Orchestra under 
Mariss Jansons, as well as guest performances at the Nederlandse 
Opera, the Berlin State Opera, and the Theater an der Wien. In May 
2012, Marina Prudenskaya made her début with the RSB in the role 
of Venus (Tannhäuser) in their Wagner cycle.

Julia Borchert, soprano (Woglinde)

The German soprano Julia Borchert was born 
in Bad Pyrmont. She later studied voice with 
Ingeborg Most in Cologne and Freiburg, and 
with Sena Jurinac in Augsburg. In 1991, she 
was engaged by the Mannheim National The-
atre, where she was acclaimed by Opernwelt as 

“Best Young Artist of 2007” for her performance 
of Sophie in Der Rosenkavalier. In 1997, she became a member of the 
Hanover State Opera, but left in 2002 to pursue a free-lance career, 
singing at the leading German opera-houses in Munich, Hamburg, 
Stuttgart, Cologne, Düsseldorf, and Leipzig.

Moreover, she has performed in the UK, Spain, Italy, Russia, Po-
land, the Netherlands, and Switzerland, under conductors such as 
Pierre Boulez, Adam Fischer, Daniele Gatti, Marek Janowski, Michael 
Gielen, Daniel Harding, Jun Märkl, and Christian Thielemann.

Julia Borchert’s repertoire covers both the German and the Italian 
specialist lyrical field, ranging from Sophie, Lucia di Lammermoor, 
and Violetta to Michaela, Mimi, and Agathe. As a Mozart singer, she 
began with such roles as Susanna, Zerlina, and Pamina in Mannheim 



Susanne Resmark, contralto (First Norn)

Susanne Resmark is one of the world’s most 
sought-after mezzo-sopranos in dramatic 
roles. She recently sang at La Scala, Milan (as 
Gertrude in Romeo et Juliette, under conduc-
tor Yannick Nézet-Séguin), at the Metropolitan 
Opera in New York (as Ragonde in Le comte Ory, 
under Maurizio Benini), at the San Francisco 

Opera (as Mescalina in Le grand macabre), at the Salzburg Festival (as 
Gertrude) and at the Deutsche Oper Berlin (as Ortrud in Lohengrin).

The Swedish-born singer completed her studies at the Malmö 
Conservatoire and at the Opera Academy in Copenhagen in neigh-
bouring Denmark. Her first engagement was at the Göteborg Opera. 
At the same time, she gave guest-performances in Copenhagen and 
Aarhus. In 2002, Susanne Resmark attracted a great deal of attention 
as Fricka in a concert performance of Wagner’s The Valkyrie. During 
that year, she established herself as a Wagner singer in the role of 
Ortrud. In 2007, she won over critics and audiences alike in this role, 
singing under opera director Peter Konwitschny in Copenhagen. In 
2008, she made her début as Ortrud in Germany at the Deutsche 
Oper Berlin. In the meantime, she has also sung Ortrud at the Royal 
Opera in Stockholm and at the New National Theatre in Tokyo. She 
made her début as Kundry at the Malmö Opera. Other roles in her 
repertoire include Erda, Venus and Brangäne, as well as Azucena, 
Eboli, Amneris, Ježibaba and Herodias.

She has performed in concert world-wide with prominent con-
ductors such as Herbert Blomstedt, Rafael Frühbeck de Burgos, 
Semyon Bychkov, Michael Schønwandt, Valery Gergiev and Kent 
Nagano, singing in works such as Beethoven’s Symphony No. 9 and 
Mahler’s Kindertotenlieder and Das Lied von der Erde. In 2002, Susanne 
Resmark was awarded the Danish Elisabeth Dons Prize, as well as 
the Birgit Nilsson Prize.

Christa Mayer, mezzo-soprano (Second Norn)

Christa Mayer received her vocal training at 
the Bayerische Singakademie (= Bavarian 
Academy of Music) and the Musikhochschule 
in Munich, where she graduated in 2001 with 
her masterclass diploma. While still a student, 
she already received numerous awards, among 
others at the International Competition of the 

ARD in Munich. Since 2001, Christa Mayer has been a member 
of the Dresden State Opera. Here, she has made successful role 

débuts as Erda, Fenena, Suzuki, Quickly, Baba, and Adelaide, to 
mention a few. In the Ring cycle given by the Semperoper, Christa 
Mayer sang Erda and Waltraute in 2006 and 2010. In Dresden, she 
also sang Gaea in Strauss’ Daphne, and Cornelia in Handel’s Gi-
ulio Cesare: she was also invited to sing this role in Dusseldorf. At 
the Hamburg State Opera, she has performed the role of Quickly 
(Falstaff). In the Dresden production of Handel’s Alcina, Christa 
Mayer sang the role of Bradamante, and she also performed in 
Dresden in Bach’s Christmas Oratorio under Christian Thielemann. 
Christa Mayer has received invitations to give guest-performances 
at the Deutsche Oper Berlin, the Bayerische Staatsoper (= Bavar-
ian State Opera) in Munich, the Teatro di Maggio Musicale in Flor-
ence, and the Teatro La Fenice in Venice. In 2007, she was invited 
to participate in the newly constructed Palau de les Arts Reina 
Sofia in Valencia in performances of the Ring (as Erda and Schw-
ertleite) under Zubin Mehta. In 2008, she made   her début at the 
Bayreuth Festival as Erda and Waltraute, and was immediately 
re-invited to Bayreuth to sing these roles there in 2009 and 2010. 
She was invited for the first time to perform with the RSB in the 
Twilight of the Gods.

Jacquelyn Wagner, soprano (Third Norn) 

At the beginning of the 2012-2013 season, 
Jacquelyn Wagner enjoyed a great success as 
Violetta in La traviata at the Volksoper in Vienna 
under the direction of Julia Jones, after which 
she was also invited to sing the role in Decem-
ber 2012 at the Frankfurt Opera. Plans for the 
near future include the Contessa in Le nozze 

di Figaro in Vienna (she already performed the role in Frankfurt in 
2010), and her role débuts as Suor Angelica at the Cologne Opera 
and as Ortlinde in The Valkyrie under the direction of Zubin Mehta 
in Florence. She made her début in Japan as the Contessa in a 
guest-performance with the Basel Opera. At present a member of 
the ensemble of the Deutsche Oper Berlin, Jacquelyn Wagner has 
made guest-appearances, among others, as Fiordiligi at the Grand 
Théâtre de Genève, the Staatstheater Stuttgart, the Vlaamse Opera in 
Antwerp, and the Opéra de Marseille. In 2011, she made   her début at 
the opening concert of the season in Oslo in Beethoven’s Symphony 
No. 9, in Minnesota as Fiordiligi, in Strasbourg as Rosalinde, and in 
Bordeaux as Donna Anna; the previous year, she first sang Agathe in 
Toulon, the Contessa in Basle, Donna Anna at the Miami Opera, and 
Micaela at the Semperoper Dresden. She first performed with the RSB 

in the concerts of Twilight of the Gods, which were recorded for CD.
Jacquelyn Wagner studied at the Manhattan School of Music and 

at the Oakland University of Michigan, and has won numerous inter-
national competitions, including the “Francisco Viñas International 
Singing Contest,” the “Renata Tebaldi International Voice Competi-
tion,” the “Queen Sonja International Music Competition,” and the 

“Panasonic Voice Competition” in New York. She was a finalist in 
Placido Domingo’s “Operalia” competition in 2008, and received two 
awards at the “Palm Beach Opera Competition.” She has received fel-
lowships from both the Jenny Lind Society and the Fulbright Program.

Eberhard Friedrich, Chorus Master

Eberhard Friedrich was born in Darmstadt. Af-
ter studying with conductor Helmuth Rilling 
in Frankfurt, his first engagement as a choir 
director followed in 1986 at the city theatre 
in Koblenz, and subsequently, in 1991, at the 
Staatstheater Wiesbaden. In 1993, he was ap-
pointed assistant conductor at the Bayreuth 

Festival, and in 2000, choir director of the Bayreuth Festival Choir. 
Since 1998, Eberhard Friedrich has also been choir director of the 
Staatsoper Unter den Linden in Berlin. He gained special attention 
due to the recording of Tannhäuser with Daniel Barenboim, for which 
all participants, including the Staatsopernchor (= Berlin State Opera 
Choir) conducted by Eberhard Friedrich, received a Grammy Award. 
Following his rehearsals for the performance in Schoenberg’s Moses 
und Aron, again with Daniel Barenboim, the Berlin State Opera Choir 
received the 2004 Choir of the Year award. 

In addition to his operatic work, Eberhard Friedrich has super-
vised the choir in many concert projects. For many years, he was 
invited as guest-conductor to the International Bach Academy in 
Stuttgart, where he took on rehearsals with the Baden-Württemberg 
State Youth Choir, and was invited to conduct choirs in Cracow, Tallinn, 
and Vilnius, as well as the Philharmonic Choir of Prague and the 
Bavarian Radio Choir. Apart from his work in Bayreuth and Berlin, 
he has worked repeatedly with the Rundfunkchor Berlin (= Berlin 
Radio Choir), the RIAS Kammerchor (= RIAS Chamber Choir), the 
Netherlands Radio Choir, and the choirs of the Westminster Choir 
College. For the RSB Wagner cycle, he rehearsed the RCB for the 
Flying Dutchman, Lohengrin, and Tristan and Isolde.



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 stud-
ied under Wolf-Dieter Hauschild and Günter 
Wand. In 1999, he was engaged as solo répé-
titeur 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 Schoen-
berg’s Pierrot Lunaire, Robin Engelen is conducting concerts in the 
Concertgebouw in Amsterdam, as well as in Belgium and France. 
In the autumn of 2013, he has been invited to conduct at the opera 
houses in Ghent and Bergen. Since 2002, he has worked closely with 
the International Bach Academy in Stuttgart and its Artistic Direc-
tor Helmuth Rilling, whose Music Assistant he has been since 2005. 
He also collaborates closely with the Stuttgart Chamber Orchestra, 
which he has led on tour in Korea, Italy and Turkey. 

He has conducted the Tokyo Philharmonic Orchestra, the Halle 
State Philharmonic Orchestra, the Dusseldorf and Brandenburg 
Symphony Orchestras, the Berlin Konzerthaus Orchestra, the State 
Philharmonic Orchestra of Rhineland-Palatinate, the Berlin Comic 
Opera, the Mannheim Opera, and the State Opera in the far-eastern 
city of Yakutsk. 

In addition to concerts at the Oregon Bach Festival, the Rhe-
ingau Music Festival, the Ars Musica Festival, the Tongyeong In-
ternational Music Festival, the European Music Festival Stuttgart, 
and the Beethoven Festival in Bonn, he has directed annual opera 
performances in the Russian city of Vladivostok since 2009.

Rundfunkchor Berlin (Berlin Radio Choir)

Three-time Grammy-winning Rundfunkchor Berlin is one of the world’s outstanding choral ensembles. With its stunning respon-siveness 
and richly nuanced sound it is a regular guest at all the major festivals and the chosen partner of international orchestras and conductors 
such as Sir Simon Rattle, Christian Thielemann and Daniel Barenboim. In collaboration with artists from diverse disciplines, the chorus 
is adopting new modes of choral music for a new audience. With its annual community activities like the Sing-along Concert, the Berlin 
LeaderChor, and the Song Exchange, Rundfunkchor Berlin invites people of all ages and walks of life to become immersed in the world of 
professional choral music. Founded in 1925, Rundfunkchor Berlin has been directed since 2001 by Simon Halsey.
Rundfunkchor Berlin is an ensemble of Rundfunk Orchester und Chöre Gmbh Berlin  
(roc berlin). 

Rundfunk-Sinfonieorchester Berlin (Radio Symphony Orchestra Berlin)

Since 2002, the beginning of the era of Marek 
Janowski as artistic leader and chief conduc-
tor, the Rundfunk-Sinfonieorchester Berlin 
has earned itself a prominent position among 
the top Berlin orchestras as well as among 
the German radio orchestras. The remark-
able level achieved under Marek Janowski has 
made the RSB highly attractive to top interna-
tional conductors. After working with conduc-
tors such as Andris Nelsons, Kristjan Järvi, 
Yannick Nézet-Séguin, Juraj Valcuha, Vasily 
Petrenko, and Ludovic Morlot in past years, 

during the 2012-2013 season Josep Pons, Karel Mark Chichon, and Jakub Hrusa, among others, also made their début with the Rundfunk-
Sinfonieorchester Berlin. 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. 

The collaboration with Deutschlandradio, the main shareholder of the ROC GmbH Berlin, of which the RSB is a member, has resulted 
in many marvellous recordings. From 2010 to 2013 a great deal of effort was concentrated on recording the ten parts of the Wagner cycle 
with the Dutch recording label PentaTone. The internationally renowned project has now found its conclusion with “Götterdämmerung”.
The tenth release in the recording of the complete symphonies of Hans Werner Henze for the WERGO label is yet to be released. The season 
2012-2013 included guest-performances at the Festival in Montreux, in northern Italy, and at the Festival in Colmar, as well as the Meck-
lenburg-Vorpommern Festival and the Chorin Music Summer Festival, where the orchestra has made regular appearances over the years.

In September 2013 the RSB and Marek Janowski made an guest appearance at the George Enescu Festival in Bucharest with acclaimed 
concert performances of the tetralogy “Ring of the Nibelung”.




