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PROGRAMME
J.S. Bach Orchestral Suite No 2 in B minor BWV 1067 

1. Ouverture   2. Rondeau   3. Sarabande 
4. Bourrée I & II   5. Polonaise & Double 

6. Menuett   7. Badinerie 

J.S. Bach Christ lag in Todesbanden BWV 4 
Sinfonia 

Versus I Christ lag in Todesbanden 
Versus II Den Tod niemand zwingen kunnt 

Versus III Jesu Christus, Gottes Sohn 
Versus IV Es war ein wunderlicher Krieg 
Versus V Hie ist das rechte Osterlamm 
Versus VI So feiern wir das hohe Fest 
Versus VIII Wir essen und leben wohl 

~ Interval ~ 

J.S. Bach Himmelskönig, sei willkommen BWV 182 
1. Sonata 

2. Chorus Himmelskönig, sei wilkommen 
3. Recitative (bass) Siehe, ich komme 

4. Aria (bass) Starkes Liebe, das dich, großer Gottessohn 
5. Aria (alto) Leget euch dem Heiland unter 

6. Aria (tenor) Jesu, laß durch Wohl und Weh 
7. Chorale Jesu, deine Passion 

8. Chorus So lasset uns gehen in Salem 



Bach’s Orchestral Suite in B Minor has traditionally been assigned to the composer’s 
Köthen years (1717-23). However, both the sources and the style of the music suggest 
that it was composed during the mid-Leipzig years. Some of the movements show 
traces of an earlier version, which was perhaps in a different key with a different solo 
instrument. Certain features of the surviving version — the solo flute, a popular royal 
instrument, and the inclusion of a Polonaise — have led at least one commentator to 
affirm that the work in its present state was compiled in honour of Augustus II, Elector of 
Saxony and King of Poland; Bach was, after all, made an honorary Kapellmeister at the 
Dresden court in 1736. Throughout German Saxony, all things Polish suddenly became 
popular as a fascinating and exotic ‘other’. On the one hand, they were considered 
slightly ‘primitive’ in comparison to the home culture; on the other, they were viewed as 
form of culture that restored a perceived ‘natural’ element, lost in the wake of recent 
‘artificial’ developments. Nowhere else in his four suites did Bach achieve such a subtle 
blend of styles and genres: the opening movement combines the traditional French 
overture with the Italianate concerto idiom. The dance movements achieve the 
necessary lightness and grace required of practical dance music without ever forsaking 
musical quality. Indeed, it is a particular feature of Bach's genius that he managed to 
achieve such simple and inevitable movements with the most complex of musical 
language: the graceful Sarabande employs a strict canon between soprano and bass 
lines; the melody of the Polonaise forms the bass line of the Double. Even the Badinerie 
— the nearest Bach ever came to composing a musical soufflé — has a complex texture 
and a subtle phrasing; every note plays its part in the sophisticated motivic argument. 

Christ lag in Todesbanden is one of Bach’s earliest surviving church compositions 
(perhaps from his Mühlhausen years, c.1707-8), and certainly the first to employ a 
chorale as the main source of its text and melodic material. Indeed, Bach later 
incorporated this piece into his second cycle of Leipzig cantatas, the so-called chorale 
cycle. However, while the majority of these later cantatas only use the text and melody 
directly for the opening and closing movements, Cantata 4 preserves Luther's original 
text throughout (and usually the melody too; both text and melody are, in turn, derived 
from the Latin sequence Victimae paschali laudes), presenting each verse in successive 
movements. Thus the piece sounds as one long variation form, within which Bach 
creates an astonishing variety of textures and moods. The more modern-sounding 
operatic elements, such as the recitatives and da capo arias that Bach incorporated into 
his cantatas from around 1713 onward, are completely absent. The opening sinfonia 
sets the emotional scene, presenting both a version of the opening line of the chorale 
and creating a solemn, almost mournful affect. To Luther, the joy of Easter is attained 
only through the tragedy of Christ's passion. Immediately noticeable is the constant 
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repetition of melodic fragments, figures which act as the main substance of every 
movement to come. This is basically the style adopted by composers of the late 
seventeenth century, and it is easy to surmise that such incessant repetition of motives 
could be extremely tedious in the hands of a mediocre composer. Fortunately Bach 
was one of the better young composers of his time, so that he used this technique to 
create a vibrant, intense and extremely dramatic succession of movements. 
Furthermore, within the limitations of the variation form, Bach employs a tremendous 
range of forms during the course of the piece: motet, ostinato bass, string concerto 
and fugue. Nor does he ignore the local details of text setting, something which is 
especially evident in the bass solo (verse five), where death is represented by an 
astonishing leap of one and a half octaves and the word ‘strangler’ is given a 
delightfully picturesque highlight. The battle between life and death is portrayed in 
the very texture of verse four, with the alto melody pitted against the other imitative 
voices. Although the piece is built on successive verses of the chorale, each of which 
ends with ‘Hallelujah’, Bach seems to have introduced certain symmetrical elements 
covering the piece as a whole: verses 1, 4 and 7 all require four-part chorus, while 
verses 2 and 6 are duets and verses 3 and 5 are solos. Symmetry seems to have been 
a particular concern for the early Bach, as is also evident in the Actus Tragicus, Cantata 
106, from around the same time. 

Cantata 182, Himmelskönig, sei Wilkommen, represents a ‘first’ for Bach, opening 
the cycle of monthly cantatas that he wrote for the Weimar court following his 
promotion to Konzertmeister early in 1714. By happy coincidence, it marked the 
celebration of Palm Sunday, Jesus’s entry into Jerusalem, and Bach perhaps intended 
the work, in several senses, as an essay on ‘arrival’. Poetically too, the Weimar court 
librettist Salomon Franck emphasized another sense of arrival: the entry of Christ into 
the heart of the believer. The opening sinfonia might furthermore allude to the French 
overture given the royal connotations of its dotted rhythms, thus functioning as a 
musical allegory, welcoming ‘the King of Heaven’. The first vocal movement shows an 
interesting combination of old and new compositional techniques: Bach took the 
notion of ‘permutation fugue’ (a near canonic form where each voice in the choir takes 
the same succession of phrases) from the culture of the late seventeenth-century, while 
the overall form is the ‘modern’ da capo recently introduced into German church 
music. This therefore required the structure of text so often required of an operatic 
aria: a main section and a contrasting one – in this case about the heart of the believer 
– before the reprise of the first. Another modern element is the ‘dry’ recitative for the 
next movement; many critics at the time considered this to be too secular, but it is 
difficult to conceive of a musical texture more suited to the faithful and expressive 
pronunciation of a biblical text, as Jesus announces his entry into Jerusalem. The arias 
provide vivid sequence of emotions: first one addressing the ‘strong Love’ that Jesus 
is showing in coming to the world, sung by the same bass voice who sang the words 



of Jesus in the preceding recitative. Then a lyrical aria of tender acquiescence sung by 
the alto with recorder to represent the believer’s submission to faith is followed by a 
tortuous tenor aria with continuo imploring for strength in the wake of inevitable 
persecution. As happens so often in Bach’s cantatas, the sequence of emotions 
becomes a sort of rollercoaster that culminates in the most joyful movements: a 
chorale movement drawing joy from the passion, even with its wounds and sorrow, 
and, finally, a gigue-like movement expressing the joy to come as we all enter the 
heavenly Salem, its fugal imitation suggesting an intensification of the sort of writing 
that Bach introduced in the first chorus. Despite its introduction of modern Italianate 
forms into Bach’s church style, many of the compositional elements of the earlier 
Mühlhausen cantatas, some six years before, can be traced in this work — in 
particular, the obsessive repeated figures, the attention to local elements of the text, 
and the fore-imitation in the setting of ‘Jesu, deine Passion’. Nevertheless, the piece is 
generally written in the broader brush strokes of Bach's later style, so each movement 
is more developed as an extended musical form with its own trajectory and rounded 
shape. 

                 © John Butt

TEXTS & TRANSLATIONS
Christ lag in Todesbanden BWV 4 

Christ lag in Todesbanden  
Für unsre Sünd gegeben,  
Er ist wieder erstanden  
Und hat uns bracht das Leben;  
Des wir sollen fröhlich sein,  
Gott loben und ihm dankbar sein  
Und singen halleluja, Halleluja.  

Den Tod niemand zwingen kunnt  
Bei allen Menschenkindern;  
Das macht alles unsre Sünd,  
Kein Unschuld war zu finden.  
Davon kam der Tod so bald  
Und nahm über uns Gewalt,  
Hielt uns in seinem Reich gefangen. Halleluja. 

Jesus Christus, Gottes Sohn,  
An unser Statt ist kommen  
Und hat die Sünde weggetan,  
Damit dem Tod genommen  

Christ lay in the snares of death  
And has given Himself for our sins;  
He is risen again 
And has brought us Life; 
For this we should be joyful,  
Praise God and be grateful to Him, And sing 
‘Alleluia’. Alleluia!  

Death no one could subdue  
Among all the children of men; 
That was all caused by our sin:  
No innocence was to be found.  
Therefore soon came Death  
And took power over us,  
Holding us captive in its kingdom. Alleluia!  

Jesus Christ, God’s Son,  
Has come in our place 
And has abolished our sin,  
Thereby removing from Death  



All sein Recht und sein Gewalt;  
Da bleibet nichts denn Tods Gestalt, Den 
Stachel hat er verloren. Halleluja.  

Es war ein wunderlicher Krieg, 
Da Tod und Leben rungen,  
Das Leben behielt den Sieg,  
Es hat den Tod verschlungen.  
Die Schrift hat verkündigt das, Wie ein Tod 
den andern fraß, 
Ein Spott aus dem Tod ist worden. Halleluja.  

Hie ist das rechte Osterlamm,  
Davon Gott hat geboten, 
Das ist hoch an des Kreuzes Stamm 
In heißer Lieb gebraten,  
Das Blut zeichnet unser Tür,  
Das hält der Glaub dem Tode für,  
Der Würger kann uns nicht mehr schaden. 
Halleluja. 

So feiern wir das hohe Fest  
Mit Herzensfreud und Wonne,  
Das uns der Herr erscheinen läßt.  
Er ist selber die Sonne,  
Der durch seiner Gnaden Glanz Erleuchtet 
unsre Herzen ganz,  
Der Sünden Nacht ist verschwunden. 
Halleluja.  

Wir essen und leben wohl  
In rechten Osterfladen,  
Der alte Sauerteig nicht soll  
Sein bei dem Wort der Gnaden,  
Christus will die Koste sein  
Und speisen die Seel allein, 
Der Glaub will keins andern leben. Halleluja. 

Himmelskönig, sei Wilkommen BWV 182 

1. Sonata —  
2. Coro 
Himmelskönig, sei willkommen,  
Laß auch uns dein Zion sein!  
Komm herein!  
Du hast uns das Herz genommen.  

All its right and its power; 
Nothing remains but Death’s form:  
It has lost its sting. Alleluia!  

There was a marvellous battle  
When Death and Life struggled;  
Life won the victory: 
It has swallowed up Death.  
Scripture has proclaimed this:  
How one Death devoured another;  
A mockery has been made of Death. Alleluia!  

Here is the true Easter Lamb,  
As God has commanded, 
High on the Cross’s beam  
it has Roasted in burning Love.  
Its Blood marks our door,  
Faith holds it up to Death: 
The murderer can harm us no more.  
Alleluia! 

So we celebrate the high festival 
with joy of heart and delight, 
which the Lord radiates upon us, 
He himself is the sun, 
that through the splendor of his grace 
illuminates our hearts completely, 
the night of sin has disappeared. 
Hallelujah! 

We eat and live well 
on the true Easter bread, 
the old leaven shall not 
exist next to the word of grace, 
Christ will be our food 
and nourish the soul alone, 
faith will live in no other way. Hallelujah! 

Heavenly King, welcome!  
Let us be Your Zion too!  
Come in!  
You have ravished our heart.  



3. Recitativo (bass) 
‘Siehe, ich komme, im Buch ist von mir 
geschrieben. Deinen Willen, mein Gott, tu ich 
gerne.’ 

4. Aria (bass) 
Starkes Lieben,  
Das dich, großer Gottessohn, 
Von dem Thron 
Deiner Herrlichkeit getrieben!  
Starkes Lieben,  
Daß du dich zum Heil der Welt  
Als ein Opfer fürgestellt,  
Daß du dich mit Blut verschrieben. 

5. Aria (alto) 
Leget euch dem Heiland unter, Herzen,  
die ihr christlich seid!  
Tragt ein unbeflecktes Kleid  
Eures Glaubens ihm entgegen,  
Leib und Leben und Vermögen  
Sei dem König itzt geweiht. 

6. Aria (tenor) 
Jesu, laß durch Wohl und Weh  
Mich auch mit dir ziehen!  
Schreit die Welt nur ‘Kreuzige!’,  
So laß mich nicht fliehen,  
Herr, von deinem Kreuzpanier;  
Kron und Palmen find ich hier.  

7. Chorale 
Jesu, deine Passion 
Ist mir lauter Freude,  
Deine Wunden, Kron und Hohn Meines 
Herzens Weide;  
Meine Seel auf Rosen geht, Wenn ich dran 
gedenke,  
In dem Himmel eine Stätt  
Uns deswegen schenke.  

8. Coro 
So lasset uns gehen in Salem der Freuden,  
Begleitet den König in Lieben und Leiden.  
Er gehet voran 
Und öffnet die Bahn.

‘See, I come; in the Book it is written 
of me. I delight to do Your Will, 
my God.’ 

What strong Love  
That drove You, great Son of God,  
From the throne 
Of Your glory!  
What strong Love,  
That for the Salvation of the world  
You set Yourself forth as a Sacrifice,  
That You assigned Yourself with blood.  

Lay yourselves down before the saviour, 
O hearts that are Christian! 
Wear an unblemished garment 

Of your faith to meet Him; 
May your life and limb and possessions 
Now be consecrated to the King.  

O Jesus, through weal and woe  
Let me too go with You! 
Though the world cry only ‘Crucify!’,  
Do not let me flee,  
Lord, from Your Cross’s banner:  
Here I find both crown and palms.  

Jesus, Your Passion  
Is to me pure joy; 
Your wounds, crown, and disgrace Are my 
heart’s pasture; 
My soul walks on roses 
When I consider that, on account of this,  
A place in heaven  
Is given to us.  

Then let us go into the Salem of Joy  
Accompanying the King in good times and 
bad. He goes before us,  
and opens up the way.  



Dunedin Consort is Scotland’s leading baroque ensemble, recognised for its vivid 
and insightful performances and recordings. Formed in 1995 and named after Din 
Eidyn, the ancient Celtic name for Edinburgh Castle, Dunedin Consort’s ambition 
is to make early music relevant to the present day. Under the direction of John 
Butt, the ensemble has earned two coveted Gramophone Awards – for the 2007 
recording of Handel’s Messiah and the 2014 recording of Mozart’s Requiem – and 
a Grammy nomination. In 2018, it was shortlisted for a Royal Philharmonic Society 
Ensemble award. 
 
Dunedin Consort performs regularly at major festivals and venues across the UK, 
giving its BBC Proms debut in 2017 with a performance of Bach’s John Passion. In 
the same year, Dunedin Consort announced its first residency at London’s 
Wigmore Hall, complementing its regular series of events in Scotland, as well as 
throughout Europe and beyond. It broadcasts frequently on BBC Radio 3, Classic 
FM and BBC Scotland, and its growing discography on Linn Records includes 
Handel’s Acis and Galatea and Bach’s Brandenburg Concertos, both nominated 
for Gramophone Awards. Other Bach recordings include Mass in B Minor, Violin 
Concertos, Magnificat, Christmas Oratorio, Matthew Passion and John Passion, 
which was nominated for a Recording of the Year award in both Gramophone and 
BBC Music Magazine. A new recording of Handel’s Ode for St Cecilia’s Day, with 
soloists Carolyn Sampson and Ian Bostridge, was released in October 2018. 
Future plans include a recording of Handel’s Samson in its first version of 1743, for 
release in October 2019.
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JOHN BUTT 
John Butt is Gardiner Professor of 
Music at the University of Glasgow, 
Musical Director of Edinburgh’s 
Dunedin Consort and a Principal Artist 
with the Orchestra of the Age of 
Enlightenment. Author of five 
monographs, Butt has written 
extensively on Bach, the baroque, the 
historical performance revival and 
issues of modernity and music.  

His discography includes some twenty-
five recordings as keyboard soloist or 
conductor. As director of Dunedin 
Consort highlights include the 
Gramophone award-winning 
recordings of Handel’s Messiah and 
Mozart’s Requiem. His performing 
career takes him across the world, 
including the US, Mexico, Hong Kong, 
Germany, France, Holland, Belgium, 
Malta, Spain and Norway. 

KATY BIRCHER 
Katy Bircher is well established as a 
leading specialist of early flutes, 
having worked with most of the UK-
based early music groups in 
repertoire ranging from Dowland to 
Wagner. As a soloist she has 
performed in concerts across 
Europe, the United States and the 
Far East, and gave the first 
performance and first recording of 
the newly discovered ‘Il Gran Mogul’ 
concerto by Vivaldi. As principal flute 
of the Gabrieli Consort and Players, 
Concerto Copenhagen and the 
Dunedin Consort, she has 
contributed to many award-winning 
recordings and boundary-breaking 
projects. Katy teaches baroque flute 
at the Guildhall School of Music and 
Drama and the Centre for Early 
Music Performance and Research at 
Birmingham University, and has 
given masterclasses in the UK and 
abroad.



MIRIAM ALLAN 
The 'sublime singing' (Gramophone, 
2017) of soprano Miriam Allan has been 
enjoyed across the world, from her native 
Australia, through Japan and Singapore, 
as well as at festivals throughout Europe 
and North America. She has appeared 
alongside Sir John Eliot Gardiner and the 
English Baroque Soloists, Masaaki Suzuki 
and Bach Collegium Japan, Nicholas 
Collon and Aurora Orchestra and Lars 
Ulrik Mortensen and Concerto 
Copenhagen, as well as conductors 
William Christie, Stephen Layton and 
Laurence Cummings and orchestras 
including the BBC Philharmonic, 
Australian Chamber Orchestra, Orchestra 
of the Age of Enlightenment and the 
Academy of Ancient Music. Miriam has 
sung as a soloist at the Lincoln Centre in 
New York, the Musikverein in Vienna, 
London’s Barbican Centre and  Sydney 
Opera House. Her discography includes 
the Gramophone Award-winning series 
of Monteverdi Madrigals with Les Arts 
Florissants, with whom she can also be 
seen in the DVD release of Orfeo.

JESS DANDY 
Jess Dandy studied at Trinity College, 
Cambridge and Guildhall School of 
Music and Drama, where she held a 
fellowship and graduated with 
distinction.  She was the winner of the 
London Bach Society Singers Prize 
2017 and the 2018 Oxford Lieder 
Young Artist Platform, and is a Britten-
Pears Young Artist and Heidelberger 
Frühling Scholar.  Recent highlights 
include solo recitals at the Oxford 
Lieder festival, Charles Villiers 
Stanford’s Mass Via Victrix and Handel 
Messiah with the BBC National 
Orchestra of Wales, Mozart Requiem 
with the Choir of King’s College, 
Cambridge, further Messiah 
performances with the Hallé orchestra 
and at Hereford Cathedral, and 
Berlioz Les Nuits d’été with the BBC 
Symphony Orchestra under the baton 
of Douglas Boyd. Future appearances 
with Dunedin Consort include Bach’s 
Mass in B Minor in Leipzig and the 
Matthew Passion at the Boston Early 
Music Festival.



HUGO HYMAS 
Hugo Hymas graduated with an 
honours degree in Music from the 
University of Durham. Hugo has 
performed on the concert platform as a 
soloist in several of Europe’s great 
concert halls including La Philharmonie 
(Paris), Concertgebouw, KKL Luzern, 
Philharmonie (Berlin), Royal Albert Hall 
and Wigmore Hall. He is increasing 
demand on the international stage and 
is building a reputation as an Evangelist 
for Bach’s Passions. In 2016, he 
performed the tenor arias in a critically 
acclaimed European tour of the 
Matthew Passion with English Baroque 
Soloists (Sir John Eliot Gardiner), and 
later that year on a tour of Bach’s 
Magnificat, both of which are available 
on CD. He has also sung Arias and 
Evangelist in the John Passion recently 
in Nidarosdomen (Trondheim Barokk) 
and Croatia (Croatian Baroque 
Ensemble). Hugo works frequently with 
Dunedin Consort, recently performing 
the Evangelist’s role in the Matthew 
Passion, and the tenor solos in Handel’s 
Messiah and Bach’s Christmas Oratorio.

TOMÁŠ KRÁL 
Czech baritone Tomáš Král has 
appeared with many of the best-known 
European ensembles, including 
Collegium Vocale Gent, La Venexiana, 
Vox Luminis, Holland Baroque, B’Rock 
Orchestra, Wrocław Baroque Orchestra, 
Collegium 1704 and Collegium 
Marianum. He has performed at the 
Prague Spring Festival, the Dresdner 
and Salzburger Festspiele, the festivals 
of La Chaise Dieu, Ambronay, and 
Sablé, and the Early Music Festivals in 
Bruges and Utrecht, while other venues 
have included the Vienna Konzerthaus, 
the Wigmore Hall, and BOZAR in 
Brussels. With Raphaël Pichon and his 
Ensemble Pygmalion, he performed 
several of Bach’s cantatas and the role 
of Jesus in the St John Passion in 
concerts throughout France. He began 
the 2018/19 season with his role-début 
as Starek in Janacek’s Jenufa at the 
Opéra de Dijon.



DUNEDIN CONCERTS TRUST LIMITED 
Registered Scottish Charity Number SC025336  

Registered in Scotland Company Number SC361385 

Directors  
Sir Muir Russell KCB FRSE (Chairman)  

Cathy Bell 
Jo Elliot 

Kirsteen McCue  
David McLellan 
Philip Rodney 

David Strachan 

Music Director  
John Butt OBE 

Management  
Jo Buckley (Chief Executive)  

David Lee (Production Assistant) 

77 Montgomery Street, Edinburgh, EH7 5HZ 
Tel: +44 131 516 3718 

Email: info@dunedin-consort.org.uk 

Twitter @dunedinconsort  
Facebook.com/Dunedin



With grateful thanks to our Friends and Supporters who have opened their homes to our 
musicians for this project: 
Grant O’Brien & Johnny Bell, Annie Matonis & Peter Buneman, Peter Thierfeldt, Chris & Ali Kelnar, 
Ken Thomson & Ursula Schlapp.

SUPPORTERS 

Principal Supporters 
Creative Scotland 
Dunard Fund 
Binks Trust 

Trusts and Foundations 
Cray Trust 
Cruach Trust 
Ernest Cook Trust 
JTH Charitable Trust 
Hugh Fraser Foundation 
HR Creswick Trust 
Lindsays Charitable Trust 
M&K Charitable Fund 
Nancie Massey Charitable Trust 
Penpont Trust 
Scott Davidson Charitable Trust 
Plum Trust 
Tarnie Trust 
The Tay Charitable Trust 

FRIENDS 
Consort 
Richard & Catherine Burns 
Sir Muir & Lady Russell 

Companion 
Jenny Stewart 
Andrew Glass & Linda Craft 
and an Anonymous Donor 

Associate 
Prof Michael Anderson & 
Elspeth MacArthur 
Sir John & Lady Shaw 

David & Helen Strachan 
Susie Thomson 
Sir Iain & Lady Torrance 
Geoff Waters 
and an Anonymous Donor 

Fellow 
Alan & Roisin Faichney 
Hamish & Thelma Hamill 
Caroline Higgitt & Roger 
Robertson 
Christopher and Alison Kelnar 
Christine Lessels 
Mr Spedding and Mrs Damaris 
Micklem 
Dr Michael & Mrs Nora Radcliffe 
Jill Riley 
Tom & Natalie Usher 
Peter & Juliet Watson 
William & Jo Watt 
Ruth Woodburn 
Don & Lynda Young 

Friends 
Mr Hugh Andrew & Dr Lesley 
Graham 
Carol Brodie 
David & Ann Caldwell 
Michael Carroll 
Jill Dumfries 
Russell Duncan 
Dr Elwyn Evans 
Peter France & Sian Reynolds 
James & Ann Friend 
Moira Frizzell 
Caroline Gardner 
Maureen Gilchrist 
John & Mary Gillies 
Mo Grant 
Sir Russell Hillhouse 
John & Rosemary Innes 
Susanna & Andrew Kerr 

Mr & Mrs Lindsay 
Madeleine MacKenzie 
Carol Main 
Juergen Munz 
Isabel Nisbet 
Pamela Noone 
Hillary Patrick 
Dr David Purdie 
Dr Peter & Mrs Stephanie Rae 
Agnes Robson 
Hugh Salvesen 
Norman & Margaret Sharp 
Thomas Sillar 
Peter & Anna Smaill 
Norah Smith 
Kenneth Thomson 
James Wastle 
Alastair Weatherston 

Affiliates 
Catherine Alexander 
Jocelyn Blackburn 
Mel Cadman 
Brian & Deborah Charlesworth 
Dr Roger Collins & Dr Judith 
McClure 
Gillian & Keith Crosier 
James Curran 
Dr John Dale 
Janette Dobson 
Lady Hope 
Jo Leighton 
Marjory & Ken Lumsden 
Iain McGillivray 
Hannah Mills 
Dr Elizabeth Rogers 
and an Anonymous Donor



SUPPORT US — JOIN OUR FRIENDS 
FRIENDS TIERS 
Affiliate   — £5 monthly or £60 each year 
Friend   — £10 monthly or £120 each year 
Fellow  — £20 monthly or £240 each year  
Associate — £40 monthly or  £480 each year 
Companion — £80 monthly or £960 each year 
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DIRECT DEBIT DETAILS 
Sort Code  ___ ___ / ___ ___ / ___ ___ 
 
Account Number    ___ ___ ___ ___ ___ ___ ___ ___ 
 
I would like to donate ______ monthly for ____ months  OR  Continue until I advise you ☐ 

Name         
Address         

         

City                        Postcode     

Phone     

Email         

GIFT AID 
Dunedin Consort is a charity registered in Scotland SC025336. If you gift aid your 
donation we will be able to reclaim 25p for every pound you donate. You must be 
registered for tax in the UK and pay an amount of Income Tax and/or Capital Gains Tax for 
each year (6 April one year to 5 of April the next year) that is at least equal to the amount 
of tax that Dunedin Consort will reclaim on your gifts for the tax year. 

   ☐  I wish for Dunedin Consort to reclaim Gift Aid on my behalf on this donation and on  
 any donation I make in the future or have made in the past 4 years * 
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   ☐  I wish my donation to remain anonymous 

SIGNATURE      

Please complete and return this form to: Dunedin Consort, 77 Montgomery Street, Edinburgh,  
EH7 5HZ. 

*This form is processed on our system (GoCardless) and then needs to be authorised by you.  
We require your email address to complete this process. If you do not have an email address, we can set up a standing order.



JOIN THE FRIENDS OF DUNEDIN CONSORT 
AND SUPPORT GREAT MUSIC MAKING 
Membership from £5 a month* 

• Priority Season Booking 
• Advance information 
• Exclusive Friends’ events 

Visit www.dunedin-consort.org.uk/friends or call Jo Buckley in the 
Dunedin Consort office on 0131 516 3718. 

Dunedin Consort also accepts legacy gifts. For further information, contact 
the Dunedin Consort office. 

*when paying by direct debit.              Registered Scottish Charity Number SC025336  
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