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Tonight’s programme
Saturday 25 April 2015, 7.30pm
CBSO Centre, Birmingham

Conductor:  Oliver Knussen
Clarinet:  Timothy Lines *

Igor Stravinsky 
Septet

George Perle 
Critical Moments

Alexander Goehr 
…between the lines…

Interval

Arne Gieshoff 
κατα   
(world premiere / BCMG/SaM Apprentice Composer-in-Residence)

Interval

George Perle 
Critical Moments 2

Hans Werner Henze 
Le Miracle de la Rose *

The BCMG/Sound and Music Apprentice Composer-in-Residence 
scheme is generously supported by The Leverhulme Trust.

Tonight’s performance of κατα  is generously supported by  
Angela and Philip Thompson through the BCMG Foundation.

Sound Investment is BCMG’s pioneering commissioning 
scheme, involving 350 individuals who have enabled us 
to commission more than 80 new pieces of music from 
the world’s leading composers, including Judith Weir, 
Osvaldo Golijov, David Sawer, Tansy Davies,  
Mark-Anthony Turnage, Thomas Adès, David Lang,  
Sally Beamish, Howard Skempton and Helen Grime. 

Sound Investment  
Share in music’s future

Sound Investors provide the crucial financial 
support for BCMG to commission more music 
than would otherwise be possible, enabling 
us to bring our audiences the most exciting 
and thrilling new music. 

We have recently released the latest Sound 
Investment catalogue, including six new 
commissions from Melinda Maxwell, Francisco Coll, 
Zoë Martlew, Luke Bedford, Richard Baker and John 
Woolrich.

As a Sound Investor you will: 
•  be invited to rehearsals and a special 

reception at the premiere
•  meet the composer and performers
•  be thanked for your support in the score of 

the piece
•  have the opportunity to receive a signed 

full score of the piece
•  be kept informed with the progress of your 

work and repeat performances

The amount of money we need to raise for each 
commission is divided into Sound Unit ‘shares’ of 
£150, and your involvement in Sound Investment 
can start from a donation of £15 a month. 

More information on becoming a Sound Investor and how you can support our 
commissioning can be found on our website:

bcmg.org.uk/soundinvestment 
or by contacting Alex Wright,  
Development Co-ordinator:
alex@bcmg.org.uk
0121 616 6523
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Septet
(1952-53)

Igor Stravinsky (1882-1971)

I. [Allegro]
II. Passacaglia
III. Gigue

The two years or so following the first performance 
of Stravinsky’s opera The Rake’s Progress, on 13 
September 1951, were as momentous as the similar 
period he had spent four decades earlier working on 
The Rite of Spring. The opera, with its strong vein of 
Mozart pastiche, proved the last great monument 
of such ironic retrospection. Fascinated now by 
Schoenberg’s music – which he was getting to know 
intimately by attending rehearsals and performances 
conducted by his young friend Robert Craft, and 
which he perhaps felt freed to come near, following 
Schoenberg’s death two months before the opera 
première – he was moving in a different direction.

How fast he was moving this Septet partly 
shows. His first close encounter with Schoenberg 
came in February 1952, when Craft was working on 
the Viennese composer’s Septet Op.29. Stravinsky 
began his own Septet five months later for a similar 
ensemble of wind trio, string trio and piano, but 
chose a classical combination of winds – clarinet, 
horn and bassoon – where Schoenberg had three 
clarinets. Also, although the harmony of the opening 
movement is dense and dissonant, it still rings with 
diatonic clarity and historical reference: the initial 
idea chimes purposefully down from the tonic (A) 
to the fifth degree and to the fourth; the middle 
section of the ABA form is in fugal style; and there is 
altogether a sense of the busy exuberance of Bach’s 
Brandenburg Concertos.

Baroque echos persist in the middle movement, 
not only in the passacaglia form (of variations, nine 
in this case, over a repeating eight-bar bass) but also 
in the slow dance measure, suggesting a sarabande, 
and in the double-dotted rhythms, which convey 
a fussy formality from French music of the late 

seventeenth century. Yet, once more, the harmony is 
complex, and the passacaglia bass, as stated at the 
opening and close, is full of wide intervals, recalling 
Webern, whose music Craft had also been preparing. 
It is as if something by Lully has been preserved in 
syrup of Second Viennese School.

Where Stravinsky had written the first movement 
in two and a half weeks, he took as many months 
over each of the other movements. The finale is 
another Baroque dance, duly having the gigue’s lively 
rhythm of two beats, each divided in three; it is also 
a sequence of canons. Still, the harmony is again of a 
later time, being based on the same highly chromatic 
mode Stravinsky had used in the passacaglia, though 
the sprightly initial motif of the first movement is 
glimpsed towards the end, and the music closes 
reaching for it’s A major goal, behind glass.

For the première, on 24 January 1954, Stravinsky 
found himself back at Dumbarton Oaks, the 
Washington home of the arts patrons Mr. and Mrs. 
Robert Woods Bliss, and the place for which he had 
written his E flat Concerto for fifteen players in 1937-
8. Here was another Dumbarton Oaks concerto, again 
Brandenburgish and spirited, but in another key.
© Paul Griffiths

Critical Moments 
(1996)

George Perle (1915-2009)

Shadows of Schoenberg are present, too, in these 
six short pieces Perle wrote in the winter of 1995-6, 
scoring them for what had by then become a regular 
ensemble: the five instruments of Schoenberg’s 
Pierrot lunaire – flute and clarinet, violin and cello, 
with piano – plus percussion. Perle was decidedly 
a Schoenbergian, the author of an essential study, 
Serial Composition and Atonality, that has stayed 
in print for over half a century. More important to 
him as a composer, however, were Berg, whose 
Lyric Suite showed him his way when he was in his 
early twenties, and Bartók. Their works indicated 
how music could be at once totally chromatic 
and harmonically fluent, how there could be, to 
use his own term, a ‘twelve-tone tonality’. Hence 
the lightness and cogency of these pieces, whose 
buoyant syncopations, strong pulses and changes of 
metre indicate how much their composer took, too, 
from the popular music of his youth.

Short, characterful ideas are also typical of 
Perle’s music, and most of these pieces go in for 
the exploration and interchange of such motifs, 
culminating in reprise. The first piece is very short, 
playing for barely more than half a minute, in which 
time it hurtles towards and back from repeating 
chords. Going at the same tempo, the second piece 
is more abrupt, around an episode omitting the 
piano. It also lasts twice as long. The third piece is 
slower, and rises to moments of intensity; the fourth, 
fast again and loud, is devoted mostly to a piano-
xylophone duet. Next comes the slow movement, 
followed by a dizzying finale. The whole set is done 
in seven minutes.
© Paul Griffiths

…between the lines…
(2013)

Alexander Goehr (b. 1932)

I.  Alla Marcia
II.  Scherzando
III.  Lento
IV. Alla Marcia 

The composition is monothematic; that is to say it 
has a single subject, as in fugue, played at the outset. 
It reappears in one form or another, throughout the 
composition, contrasted only, again as in fugue, by 
episodes of related, but different materials. Each 
“movement”, each with its own underlying speed 
and metre relates to the first as an augmentation or 
diminution of it; that is to say that the subject appears 
in each section faster or slower than it is at first. I do 
not think that any piece described as a ‘Chamber 
Symphony’ can hide its genealogy deriving from 
Schoenberg’s Op.9. That composition is famous 
firstly for its unified one-movement structure in four 
parts and secondly for the difficulty in balancing solo 
strings and a full and rich wind section. I hope my 
composition, scored for the Schubert Octet ensemble 
with the addition of a cornet, a second horn and a 
tuba will not incur the same difficulties. 

What else to say? The common expression, 
“reading between the lines” suggests that the reader 
understands from what he reads something that the 
writer of poem or prose or even letter, has not wanted or 
has wanted but not been able to spell out. But Listening 
between the lines? Hearing the notes, the melodies and 
rhythms, even the harmonies and making something 
of these? Is this not enough? Does my title claim that 
there is something more to be obtained? I do not like 
the explicit and obvious in the music of the past, I look 
for the twist in the rope; or rather I do not look for but 
sometimes find where unexpectedly it leads. This 
composition written for the Scharoun Ensemble is for 
A. who unknowingly provided the title.
© Alexander Goehr 
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κατα  
(2015)

Arne Gieshoff (b. 1988)

κατα   was commissioned by the Birmingham 
Contemporary Music Group as part of Sound and 
Music’s Embedded residency. 

The title refers to the speculations of British 
mathematician and abstruse thinker Charles 
Howard Hinton concerning a four-dimensional 
geometrical space. The term κατα   (from Greek for 
‘down from’) relates to the direction analogous 
to down, but along an axis added by the fourth 
dimension. 

The ensemble is predominated by low 
instruments and spatially divided into several 
sound axes and groups which shift alliances 
throughout the work. Patterns defined by a series 
of rhythmic and harmonic axes create a vortex of 
upward, circular motions before effluxing in a final 
descending gesture.
©Arne Gieshoff

Critical Moments 2
(2001)

George Perle (1915-2009)

Where Perle wrote Critical Moments at a stretch, in a 
five-week period, and did not reorder them,  the nine 
movements of this successor series were produced 
at intervals over a longer span, from late February 
2000 to late April 2001, and set in an order different 
from that in which they emerged, though the last 
number is also the latest. In other respects they are 
like their predecessors: bright, vivid, compact. This 
time the slow movements are the third (without 
piano) and the seventh (almost without percussion).
© Paul Griffiths

Le Miracle de la Rose
(1981)

Hans Werner Henze (1926-2012)

Composed in 1981 for the London Sinfonietta, this 
was the second piece Henze subtitled ‘Imaginary 
Theatre’, after El Rey de Harlem (1979), a half-hour 
setting of a Lorca poem for mezzo-soprano and 
eight-piece jazz group. This time the soloist is a 
clarinettist, and the ensemble is larger: the ‘one-of-
each’ formation that was becoming standard at the 
time. The intention, though, is the same, to create 
a drama in no need of staging. A virtuoso clarinet 
concerto takes on narrative qualities more typical 
of a ballet score or symphonic poem – narrative 
qualities such as Henze had explored in earlier works 
for large orchestra: Heliogabalus Imperator (1971-2) 
and Tristan (1972-3).

In this case the subject is Jean Genet’s second 
novel, based partly on the writer’s experience in 
juvenile detention, and centred on Harcamone, a 
sixteen-year-old murderer whose silent beauty is 
the outer aspect of a kind of grace he has achieved 
through embracing and surpassing violence, including 
the violence of his own pending execution. Henze’s 
music registers the luxuriant, phosphorescent 
imagery of Genet’s prose, around a solo part that gives 
Harcamone at once a portrait and a voice.

The soloist is brought onstage, a few bars into the 
piece, in response to the brass trio, who represent the 
forces of oppression: the law and the church. These 
opening notes from the clarinet cast a spell over the 
ensemble, which leaves the instrument to offer its 
first cadenza. Accompaniment returns as the clarinet 
moves into its ‘Air’, which becomes more and more 
intense until the brass come forward again and the 
soloist withdraws, to reappear for a variation of the 
‘Air’. This again grows increasingly impassioned, 
more than before, and is again stifled by the brass, 
their vehemence subsequently reinforced by low 
clusters from the piano.

From silence the soloist slowly rises again, and 
goes on a new departure in a short, fast ‘Rigaudon’, 
evoking an old French dance, but with tense 

angularity. The ensuing ‘Proménade’ belongs to 
the ensemble, and experiences a burst of agitation 
before the soloist comes back on bass clarinet for 
the slow beginning of a set of variations. Once more 
the ensemble takes over, joined in their savagery by 
the returning clarinet, which then has a much more 
mellifluous cadenza leading, as the piano and others 
re-enter, into a sequence of ‘Chansons provençales’. 
These go on into a string interlude, another clarinet 
song and another cadenza, mounting until cut off by 
chiming. The soloist’s last contribution is frenzied, on 
E flat clarinet.
© Paul Griffiths

Arne Gieshoff is a German composer based in 
London. His works have been performed, amongst 
others, by the BBC Scottish Symphony Orchestra, 
Philharmonia Orchestra, London Philharmonic 
Orchestra, Royal Scottish National Orchestra, 
Luxembourg Sinfonietta, Riot Ensemble and the 
Phorminx Ensemble as well as broadcast on BBC 
Radio 3 and SR2. 

He was awarded the 2012 Royal Philharmonic 
Society Composition Prize, the 2014 Theodore 
Holland Intercollegiate Award, Elgar Memorial Prize 
and Adrian Cruft Prize, and is currently Sound and 
Music’s Apprentice Composer-in-Residence with 
the Birmingham Contemporary Music Group as well 
as Composer-in-Residence with the The Hague-
based Oerknal! new music collective. Arne is the 
2014 Mendelssohn Scholar, Associate Composer 
for the London Symphony Orchestra’s Soundhub 
project and received a fellowship for the 2014 
session of the Tanglewood Music Centre. In 2015 
he was presented with the Royal College of Music’s 
President’s Award by HRH The Prince of Wales.

 Arne is completing a Master’s degree at the 
Royal College of Music supported by an ABRSM 
Scholarship, The Countess of Munster Musical Trust 
and an RVW Trust Award, studying with Jonathan 
Cole and Simon Holt. Previous teachers include 
Kenneth Hesketh and Cord Meijering.
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George Perle remains one of the great unsung 
modernists, a writer of expressiveness and wit who 
never let his idiosyncratic devotion to the 12-tone 
system stand in the way of lyricism or rhetorical clarity. 

The recipient of a Pulitzer Prize, a MacArthur 
Foundation fellowship, and an array of other major 
awards and honors, George Perle occupies a 
commanding position among American composers 
of our time. Born in Bayonne, NJ, he received his early 
musical education in Chicago. After graduation from 
DePaul University, Perle served in the US Army during 
World War II. After the War, he took post-graduate 
work in musicology at New York University. His PhD 
thesis became his first book, Serial Composition and 
Atonality, now in its sixth edition.

Major commissions resulted in significant works, 
among them Serenade III (1983) for solo piano and 
chamber orchestra, choreographed by American 
Ballet Theater and nominated for a Grammy Award 
for its 1986 Nonesuch recording; Woodwind Quintet 
No. 4 (Pulitzer Prize, 1986); Piano Concerto No. 1 
(1990), commissioned during Perle’s residency with 
the San Francisco Symphony and Transcendental 
Modulations for Orchestra, commissioned by the New 
York Philharmonic for its 150th anniversary.

Perle was a frequent Visiting Composer at the 
Tanglewood Music Festival and Composer-in-
Residence with the San Francisco Symphony. 
Though Perle was above all a composer, the 
breadth of his musical interests led to significant 
contributions in theory and musicology as well. He 
published numerous articles in scholarly journals 
and seven books, including the award-winning The 
Operas of Alban Berg. 

Igor Stravinsky, born in 1882, read law at St. 
Petersburg University and had private composition 
lessons with Rimsky-Korsakov. In 1909, the famous 
Russian choreographer, Diaghilev, commissioned 
him to orchestrate two pieces for his Chopin 
ballet Les Sylphides and then to write an original 
ballet score, Firebird. This marked the beginning 
of a long and fruitful relationship with Diaghilev’s 
company, Ballet Russes. During this time he wrote 
Petrushka and The Rite of Spring, which gained him 
international recognition and by 1914, at the age 
of 32, he was widely regarded as one of the leading 
modernist composers. In 1940 he immigrated to 
America and settled in Hollywood. He died in 1971.

Alexander Goehr, composer and teacher, studied in 
Manchester at the Royal Manchester College of Music 
with Richard Hall – where together with Harrison 
Birtwistle, Peter Maxwell Davies and John Ogdon 
he formed the New Music Manchester Group – and 
in Paris with Messiaen and Yvonne Loriod. He has 
taught at the New England Conservatory in Boston, 
Yale University and the University of Leeds, and in 1975 
was appointed to the chair of music of the University of 
Cambridge where he remains Emeritus Professor.  

Goehr has written a substantial body of works 
including five operas, the most recent of which, 
Promised End (2008-9), was premiered by English 
Touring Opera. His extensive catalogue of orchestral 
works includes concerti for piano, violin, viola and 
cello. His latest orchestral work, When Adam Fell 
(2012), was commissioned by the BBC to celebrate his 
80th birthday and presented by the BBC Symphony 
Orchestra and Oliver Knussen, a frequent collaborator. 

Goehr’s chamber music remains ever permeable 
by the music and imagery of other times and places. 
The set of piano pieces Symmetries Disorder Reach 
(2007) is a barely disguised baroque suite; Marching 
to Carcassonne (2003) flirts with neoclassicism and 
Stravinsky, and Manere for violin and clarinet (2008), 
based on a fragment of medieval plainchant, is a 
typical foray into the art of musical ornament. 

More recently, Since Brass nor Stone… (2008) 
for string quartet and percussion was written as 
a memorial to Pavel Haas and presented by the 
Pavel Haas Quartet and Colin Currie. New discs of 
Goehr’s orchestral music were released on NMC 
and Naxos in 2013.

Hans Werner Henze, born in Gütersloh, Germany,  
began to study with Wolfgang Fortner at the Heidelberg 
Institute for Church Music in 1946. In the late 1940s 
he came across serialism and began to attend the 
Darmstadt Summer Courses for New Music. Henze 
left Germany in 1953 and settled in Italy – a distance 
from German contemporary music theory that helped 
him to achieve new varied forms of expression in his 
music. From 1962 to 1967 Henze taught at the Salzburg 
Mozarteum, and from 1980 to 1991 he held a chair at 
the Staaliche Hochschule für Musik, Cologne. He was 
appointed composer-in-residence at the Berkshire 
Music Center in Tanglewood/USA in 1983 and 1988-
1996 as well as of the Berlin Philharmonic in 1991.

Henze’s oeuvre as a composer is very 
comprehensive: He wrote solo concertos, 
symphonies, oratorios, song cycles, chamber 
music. It was especially the works for music theatre 
that have made Henze one of the most frequently 
performed contemporary composers of our time. 
The radio opera version of his early opera Ein 
Landarzt based on Franz Kafka’s story of the same 
name was awarded the ‘Prix Italia’ as early as 1953. 

In the centre of Henze’s orchestral compositions 
are his ten symphonies, including Sinfonia N.9 for 
mixed choir and orchestra (1995-97), and Sinfonia 
N.10, commissioned by Paul Sacher, which was 
premiered to wide acclaim in Lucerne in 2002 by 
the City of Birmingham Symphony Orchestra under 
Sir Simon Rattle.

Among the numerous awards and prizes received 
by Henze are: 1990 Ernst von Siemens Music 
Award, 1997 Hans von Bülow Medal of the Berlin 
Philharmonic, and 2001 Cannes Classical Award in the 
category ‘Best Living Composer’, to mention but a few.

Hans Werner Henze George Perle Igor StravinskyAlexander Goehr
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About tonight’s 
performers 
 

Oliver Knussen CBE (born in Glasgow in 1952), 
is one of the pre-eminent composer-conductors 
in the world today and  Artist-in-Association with 
Birmingham Contemporary Music Group. The 
recipient of many honours and awards including 
the Nemmers Prize in 2006, he has served as Artistic 
Director of the Aldeburgh Festival (1983-98), Head 
of Contemporary Music at the Tanglewood Music 
Center (1986-93) Music Director of the London 
Sinfonietta (1998-2002), and Artist-in-Association 
with the BBC Symphony Orchestra (2009-2014). 

Among his best-known works are the operas 
Where the Wild Things Are and Higglety Pigglety 
Pop!, written in collaboration with the late Maurice 
Sendak, three symphonies, and concertos for horn 
and violin.

Together with Colin Matthews he founded 
the Composition and Performance Courses at the 
Britten-Pears School in 1992 and in recent years has 
been invited for residencies at the Royal Academy 
of Music, New England Conservatory, the Eastman 
School of Music, and the Library of Congress in 
Washington DC.

 His 60th birthday was celebrated with special 
events in Aldeburgh, Amsterdam, Birmingham, 
London and Tanglewood.

Timothy Lines studied at the Royal College of 
Music with Michael Collins and now enjoys a 
wide-ranging career as a clarinettist. He has played 
with all the major symphony orchestras in London 
as well as with chamber groups including London 
Sinfonietta, Birmingham Contemporary Music 
Group and the Nash Ensemble. From 1999 to 2003 
he was principal clarinet of the London Symphony 
Orchestra and was also chairman of the orchestra 
during his last year there. In September 2004 he 
was appointed section leader clarinet of the City 
of Birmingham Symphony Orchestra, a position he 
held until January 2006, when he left to focus on his 
freelance career.

He plays on original instruments with 
the English Baroque Soloists, the Orchestre 
Revolutionnaire et Romantique and the Orchestra 
of the Age of Enlightenment and is also frequently 
engaged to record film music and pop music tracks.

Much in demand as a teacher, Lines is professor 
of clarinet at both the Royal College of Music and 
the Royal Academy of Music.  He is also the clarinet 
coach for the National Youth Orchestra of Great 
Britain.

BCMG Players 
performing tonight
Flute / Piccolo Marie-Christine Zupancic
Oboe / Cor Anglais /  Melinda Maxwell 
Oboe d’amore 
Clarinet Timothy Lines
Clarinet / Eb Clarinet / Mark O’Brien 
Bass Clarinet /  
Contrabass Clarinet 
Baritone Saxophone Kyle Horch
Bassoon /  Margaret Cookhorn 
Contrabasson /  
Heckelphone
Horns Mark Phillips 
 Michael Kidd
Trumpet / Cornet Jonathan Holland
Trombone Anthony Howe
Tuba Graham Sibley
Percussion Julian Warburton 
 George Barton
Piano / Celeste Malcolm Wilson
Violins Katie Stillman 
 Amanda Lake
Viola Christopher Yates
Cello Zoë Martlew
Double Bass John Tattersdill

Emerging from within the City of Birmingham 
Symphony Orchestra in 1987, Birmingham 
Contemporary Music Group quickly established a 
reputation for exciting performances, innovative 
audience-building and learning initiatives, and 
a central commitment to composers and the 
presentation of new work. The Group thrives on 
innovation and invention and is critically acclaimed 
for championing the most forward-looking music 
regionally, nationally and internationally.

As a world-leading contemporary ensemble, BCMG 
has premiered over 160 works, most commissioned 
through its pioneering Sound Investment scheme, with 
a family of Investors supporting each new piece. In 
addition, BCMG’s extensive Learning and Participation 
Programme supports young people as composers, 
performers and listeners of new music through an 
exciting range of projects in- and out-of-school.

BCMG features on numerous CDs, including 
an ongoing series of NMC discs devoted to British 
composers, with recent recordings of music by 
Charlotte Bray, Oliver Knussen, Tansy Davies, Alexander 
Goehr and Richard Causton. The Group has two Artists-
in-Association, Oliver Knussen and John Woolrich, and 
Sir Simon Rattle is the Group’s Founding Patron.

‘The musicians’ performances were 
outstanding … and each piece was 
valuable. Together they made a 
marvelous and unusual debate.’
The Washington Post 

Oliver Knussen

Timothy Lines
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In the last month, three of our learning projects 
have included workshops based around tonight’s 
performance of La Miracle de la Rose.

Music Maze (for 8 – 11 year olds) explored the 
idea of a trial and from this moved into an Alice in 
Wonderland-esque courtroom scene about the 
stealing of jam tarts. The young people chose 
different characters and used phrases to devise 
musical fragments for each, which were then turned 
into more extended musical scenes.

Throughout Le Miracle de la Rose, Henze 
depicts the characters of the Genet text through 
individual instruments, maintaining strong links 
between the poetry and music. 12 – 16 year olds 
at our Zigzag Ensemble workshop used the 
ancient Greek myth of Icarus and Daedalus as 
dramatic inspiration, exploring different ways 
of communicating meaning through music. 
The young people also connected the theatre to 
the audience using musical signals. The main 

characters in the final performance were King 
Minos (recorder), the Minotaur (trombone) and 
Icarus (clarinet). Much of the musical material 
and discussion focussed on activity inside the 
Labyrinth. The final piece also portrayed Icarus’s 
escape and fall into the sea. 

Participants at Feel the Buzz workshop (for 14 – 
18 year olds) composed duets for BCMG musicians 
by taking text from pre-existing poems, separating 
the words and turning the individual words into 
a musical idea. They also wrote ‘wacky’ stories 
one word at a time and composed music which 
represented the theme or characters in the stories.

Young people at all of these workshops explored 
their creativity and developed their compositional 
skills in multiple ways. You can hear the pieces 
created by visiting: bcmg.org.uk/learning

For more information about this project and 
others like it contact the Learning team via email:  
jeremy@bcmg.org.uk.

Great art requires  
investment 

Support our learning programme
We reach over 1,000 young people annually with 
our programme of integrated learning projects 
and rely on various private and public funding to 
ensure our first-rate workshops happen. We are 
proud that our sessions are free for young people 
to attend, we don’t want any barriers to music-
making. However, they aren’t free to put on and 
professional and expert leaders and musicians 
cost money. Help us to ensure young people in 
the city will continue to benefit from free top-rate 
musical workshops with BCMG for years to come.

Enable performances
We work with world-class artistic professionals 
to enable the highest quality performances. Every 
musician, composer and conductor comes at a 
cost. To ensure access for all, ticket prices are 
kept low but income from these sales represents 
a mere fraction of the overall production costs. A 
donation of any size would help bridge this gap.

Help us commission new music
We are currently funding 12 exciting new 
commissions. Support a commission to be 
involved in the music at the earliest possible 
stage. Through Sound Investment, from £15 a 
month, you can fully engage with the creative 
process of the music while enabling new pieces 
to be produced and performed. 

BCMG has reached over a staggering 10 
million people. Share in music’s future and 
help us to reach millions more.

Contact Carla Priddon,  
Director of Development,  
on 0121 616 2621  
or carla@bcmg.org.uk  
to discuss how you can support 
our work.

Each year we need to raise more than 50% of  
our income from independent, dedicated and 
passionate contemporary music devotees. 
Become a donor this season and share in  
music’s future! 
bcmg.org.uk/supportus

Learning Workshops based 
around La Miracle de la Rose



14 

Next BCMG  
concert

Fantasmagoria
Saturday 9 May 2015, 7.30pm
CBSO Centre, Birmingham
Conductor: Martyn Brabbins 
Harp: Anne Denholm *
David Sawer: Cat’s-eye 
Gérard Pesson: Nebenstück 
Gerald Barry: Piano Quartet No. 1 
Mauricio Kagel: Con Voce 
David Sawer: Between * 
Good Night 
Igor Stravinsky: Octet

Join us for this late addition to BCMG’s 2014/15 
programme – an evening celebrating the brilliance of 
David Sawer and connections to his music.

BCMG has commissioned and recorded a 
number of works by Sawer and it is three pieces 
new to the Group that feature in this concert. 
Sawer’s music is charged with theatrical drama, 
influenced by his studies in Cologne with Mauricio 
Kagel. Kagel’s short and playful Con Voce graces 
this programme, as does the euphoric and 
exuberant quartert for piano and strings by Gerald 
Barry, another Kagel pupil.

One of Sawer’s favourite Stravinsky pieces is the 
three-movement Octet for wind instruments. Like 
Pesson’s Nebenstrück, which reimagines a Brahms 
ballade, the work draws on forms of the past to 
present music through the prism of the new.

Tickets: £14 full price / £10 concession /  
£1 under 16s plus transaction fee*
Book in advance via:
The Town Hall and Symphony Hall Box Office, Broad 
Street, Birmingham, B1 2EA

Box Office: 0121 345 0491 
Online: bcmg.org.uk
*£3 transaction fee, plus £1 (optional) 
postage, will be charged on all bookings 
except purchases made in person at the 
Town Hall or Symphony Hall Box Office

Our work would not be possible without the 
generous support of individual donors, charitable 
trusts and foundations, partner organisations and 
statutory funders. We are particularly grateful to the 
following for supporting BCMG in 2014/15:

BCMG Sound Investors
BCMG Foundation Members

City of Birmingham Orchestral Endowment Fund, 
The Barber Trust, William A Cadbury Charitable 
Trust, The Hinrichsen Foundation, The Colwinston 
Charitable Trust, S &D Lloyd Charity, Radcliffe Trust.

Photographs Schott Promotion - Peter Andersen, 
Maurice Foxall, Gene Fenn, Chris Christodoulou/
Lebrecht Music & Arts, Jonathan Lee
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Join our email and/or post mailing lists and receive 
regular updates from BCMG.

bcmg.org.uk/jointhemailinglist

Write to us at Freepost RRAY-KLRC-LUES, 
BCMG, CBSO Centre, Berkley Street, 
Birmingham, B1 2LF, specifying what  
information you’d like to hear from us about. 

For the latest news, reviews, audio and video 
interviews with composers, conductors and 
musicians visit bcmg.org.uk

Join the mailing list 

Join our network, find other music fans  
and delight in speaking your mind.  
facebook.com/bcmgfans

@bcmg
Big things come in small packages –  
for the little stories behind the scenes.  
twitter.com/bcmg

Stay in touch


