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1 Ik zeg: NU (2019)  18′37
 BBC Symphony Orchestra • Sakari Oramo conductor

La terra impareggiabile (1996–2007, revised 2018)
Marcus Farnsworth baritone • Huw Watkins piano

Book One

2 I. La terra impareggiabile (The Incomparable Earth) 2′34

3 II. E la tua veste è bianca (And Your Dress is White) 4′13

4 III. Ho una bella fanciulla (I Have a Beautiful Girl)  2′04

5 IV. Fatta buio ed altezza (Become Darkness and Height) 3′33

6 V. Rifugio d’uccelli notturni (Refuge to Birds of the Night) 6′10

Book Two

7 VI. Specchio (Mirror) 2′07

8 VII. In luce di cieli (In the Light of Skies) 6′05

9 VIII. Quale dolce mela (As a Sweet Apple) 0′49

bl IX. Nel senso di morte (In the Sense of Death) 3′27

bm X. Al di là delle onde delle colline (Beyond the Waves of the Hills) 4′20

 Total timing 54′15

Richard CaustonLa terra impareggiabile



Time and times: Richard Causton at 50 and beyond

64

Every piece of music shapes time in its own 
way, but the operation seems particularly 
tangible in the work of Richard Causton 
(b.1971). It is emblematically appropriate 
that the piece which fi rst brought him major 
attention in his mid-twenties, The Persistence 
of Memory (1995) for ensemble, takes its 
title from a Salvador Dalí painting of melting 
clocks, as if in surreal anticipation of the 
way in which several subsequent works 
would present themselves as imaginative 
‘corrections’ of ordinary time and everyday 
reality. This tendency announced itself with 
impressive conviction in Causton’s fi rst 
orchestral work, an unexpectedly fi erce 
response to a commission to mark the turn 
of the millennium. “It pushed me way outside 
my comfort zone,” the composer has said. “I 
discovered that my music could do things I 
had not thought it was capable of.” Millennium 
Scenes (1999, rev. 2001) is composed of 
two kinds of music – one ‘highly energised, 
violent’, conceived as a series of snapshots 
of contemporary life, the other ‘nostalgic, 
heavily laden with the past’ – which are cross-
cut unpredictably, so that the work’s deep 
meaning seems to reside in the contrasts of 
material it generates from a single ‘subject’.

The Chamber Symphony of 2009–10 
similarly presents its musical material in a 
series of dichotomies designed to refl ect 
the contradictions of the world we live in – 
specifi cally, the ability of mechanisation to 
destroy the imagination – while a further 
orchestral work, Twenty-Seven Heavens 
(2012, rev. 2016), marshals different 
kinds of temporal motion – repetitive and 
progressive, rotational and propulsive – to 
depict, following William Blake’s epic poem 
Jerusalem, the eternal in the everyday: 
an angel on a fence-post in Peckham, 
an alternately bedevilled and inspired 
blacksmith in Stratford and Old Bow. 
Between Two Waves of the Sea (2004) pits 
a live orchestra against a prerecorded one in 
what the composer has described as “a sort 
of dialogue between different kinds of time, 
or between life and death”.

Causton’s imaginative visions are typically 
hard won. “For me composition feels like 
a process of getting to know the piece as I 
write it,” he has said – “a bit like feeling my 
way around a room with my eyes shut. As 
work progresses, the features of the piece 
become more and more apparent and 

towards the end, there’s usually a phase of 
paring material away so that what remains 
feels quite tightly written.” There tends 
to be a tight link between compositional 
techniques and poetic concept – as in the 
quintet Phoenix (2006), where the attempt 
to bridge the contrast in tone production 
between woodwind/string instruments 
and the piano, whose notes start to fade 
as soon as they are struck, led Causton 
to build a poetic association between the 
idea of “trying to make something endure 
which can’t” and that of “hoping to evade 
death through rebirth” (again, in the 
process reaching through time, decay and 
worldliness to a vision of what lies beyond).

The piece-specifi c nature of his technical 
procedures makes Causton’s oeuvre an 
especially vivid illustration of a further 
sense in which all notated music reshapes 
time. For the internally varied temporal 
landscape of a notated work contrasts with 
not just the span of clock time in which it 
is performed and heard but also, different 
again, the calendrical span in which it is 
created. A Causton work of around 15 to 
20 minutes’ duration might typically be 
composed over a period of between several 

months and upward of a year – time which 
is transcended in the result yet essential 
to the elaboration and defi nition of works 
whose power derives from their confi dently 
drawn frames as much as from their sharply 
delineated content.

The song cycle La terra impareggiabile is the 
exception that proves the rule of Causton’s 
working methods. Although exhibiting its 
own impressive array of internal symmetries 
and correspondences, it consists of ten 
discrete songs which, moreover, were 
composed one by one between 1996 and 
2007, and refi ned over a further decade. 
It is, too, less self-enclosed than most of 
Causton’s works: the ‘nocturnal birds’ of the 
fi fth song reappear in the fi rst movement 
of the ensemble piece Notturno (1998; 
available on NMC D192), while the seventh 
song provides the chorale that concludes the 
violin-and-piano duo Seven States of Rain 
(2002; on NMC D108). Profoundly engaged 
with themes of love and death, and now, as 
heard here, gloriously complete, the cycle 
takes its place among his most magnifi cent 
contemplations of, and in, time.

© 2022 John Fallas
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Causton constructing the bells for Ik zeg: NU
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Ik zeg: NU

“De tijd schrijdt voort, staat nooit 
stil. Mijn tienjarig achterneefje Joppe 
Naftaniel merkte fi losofi sch op: ‘Ik 
zeg nú nu en even later is het al 
geschiedenis’” (“Time strides forwards; 
it never stands still. My ten-year-old 
great-nephew Joppe Naftaniel remarked 
philosophically: ‘I say now now, and a 
moment later it is already history’”), 
writes Salomon van Son, a Dutch relative 
of mine, in the foreword to his book Ik 
Zeg Nu, Nu. Sal is now a remarkably 
youthful nonagenarian, and his book 
traces the history of his Jewish family 
over a period of 430 years. Towards 
the end it contains a harrowing account 
of his own survival in hiding in Nazi-
occupied Holland during the Second 
World War. 

My piece doesn’t seek to illustrate these 
events, and it does not offer a narrative. 
Instead it refl ects upon the title of Sal’s 
book, with its juxtaposition of childlike 
directness, innocence and profundity. 
This also seemed to be a metaphor for 
how we experience not only music, but 

the passing of life itself: nothing remains 
the same and we can never grasp the 
present, never hold onto it. It is always 
slipping through our fi ngers.

Ik zeg: NU is made up of two contrasting 
ideas which run throughout the piece. 
On the one hand, there is extremely 
fast music played by a hyperactive, zany 
‘menagerie’ of instrumental trios; a kind 
of weightless music. On the other, there 
are extremely slow, repetitive patterns 
which shift almost imperceptibly over 
long stretches of time. Whilst the gravity 
of this demands a slow pace of listening, 
the light, whimsical music delights 
playfully in the moment, darting around 
too rapidly and too busily to grasp 
properly. In their different ways, both 
materials play on the elusiveness of the 
‘now’, and in their interaction, the ear is 
pulled in different directions.

Ik zeg: NU is dedicated to Sal van Son, 
aged 98 – and to my son, aged 4.

© 2019 Richard Causton
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La terra impareggiabile

Love found and lost is an age-old theme 
of song cycles. So is time itself. Since 
the early nineteenth century, composers 
have selected poems that allow for the 
contemplation of past, present and 
future. Those varied temporalities are 
explored within and between the texts 
and their musical settings, refl ecting 
the experience of the poetic protagonist 
and, it is often conjectured, something of 
the composer’s life. Like most lives, real 
and fi ctional, those experiences rarely 
fi t a coherent pattern and many song 
cycles depend as much on variety as 
consistency. 

The landscapes through which the 
protagonists of song cycles wander 
are rarely urban. Nature is not just a 
backdrop, however. Flowers and birds are 
interlocutors. Songs traverse valleys as 
messages from distant times, places and 
people. They provoke homesickness, or 
are a salve for it, or both.  

More recent song cycles are no less 
frequently about time, nature, or love. 

The song cycle continues to be a site for 
narrative experimentation, despite its 
modest forces. Works for voice and piano 
might seem locked into interior spaces, 
the parlour or the concert hall, yet songs 
open up vistas of the imagination. Unlike 
theatrical pieces they are not bound by 
physical representation.        

Sicilian-born poet Salvatore Quasimodo 
(1901-1968) in his early career was 
associated with the abstract symbolism 
of ermetismo (hermeticism): as explained 
by his translator Jack Bevan, this type 
of poetry was “aimed at evoking rather 
than describing”. In the late 1940s, 
Quasimodo turned to social commentary, 
addressing the injustice of fascism and 
the horrors of war. The collection La 
terra impareggiabile (The Incomparable 
Earth) was published in 1958, with an 
inscription from Aeschylus: “I say that 
the dead slay the living”. Quasimodo won 
the Nobel Prize for literature the following 
year, according to the Committee “for his 
lyrical poetry, which with classical fi re 
expresses the tragic experience of life in 
our own times”.

Richard Causton’s La terra impareggiabile 
charts a range of emotional, musical 
and geographical states that are familiar 
terrain for a song cycle, yet he navigates 
his own path. Composed intermittently 
between 1996 and 2007, and fi nalised 
in 2018, to poems from early and late in 
Quasimodo’s career, Causton explains 
that the songs formed the mainstay of 
his output during that period, with several 
of his instrumental works feeling “like 
offshoot pieces or satellites, sharing 
material with the cycle”. Eventually 
assembled into two books of fi ve songs, 
Causton casts musical and poetic threads 
across La terra impareggiabile to gather 
together the cycle, though they can also 
stand as separate pieces.    

Causton’s La terra impareggiabile 
begins with the poem of the same name; 
however, the fi rst song to be composed is 
now the fi nal number, Al di là delle onde 
delle colline (Beyond the Waves of the 
Hills), from the posthumous collection 
Dalla Sicilia. The building blocks of that 
song – an open fi fth, G-D, in the piano, 
made into a triad by the vocal motif 
around B – also appear at the start of 
songs I, IV, VII; Causton explains, “rather 

like an illuminated letter at the start of a 
chapter in a book”. There is a sense that 
time is running out: on each recurrence, 
the tempo is a little slower, death a little 
closer. 

But this is to jump ahead. Returning 
to the start of the cycle, the fi rst two 
songs, La terra impareggiabile and E la 
tua veste è bianca (And Your Dress is 
White) are both addressed to the poet’s 
love. Song III, Ho una bella fanciulla 
(I Have a Beautiful Girl), is one of two 
Sappho translations by Quasimodo (the 
other is Quale dolce mela (As a Sweet 
Apple) in Book Two) that Causton keeps 
apart from the rest of the cycle by their 
folkish tone and limited pitches. The 
singer begins alone, rushing through the 
words as Causton imagined Sappho’s 
poetry “coming down to us piecemeal, 
sometimes scrambled and out of order”.    

Song IV, Fatta buio ed altezza (Become 
Darkness and Height), is taken from 
Quasimodo’s second collection of poetry, 
Oboe sommerso (Sunken Oboe); light 
becomes darkness, to which Song V, 
Rifugio d’uccelli notturni (Refuge to 
Birds of the Night), adds tree imagery, 
‘a gnarled pine’ that reappears in 
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subsequent numbers. Book Two begins 
with buds breaking forth in Specchio
(Mirror) and foliage rustles in Song IX, Nel 
senso di morte (In the Sense of Death). 
The natural imagery which pervades 
these poems becomes increasingly 
sinister as the protagonist realises 
that their voice will no longer be heard. 
Towards the end of Song VII, In luce 
di cieli (In the Light of Skies), songs of 
lost love are recited but by Nel senso di 
morte, love has become frightening. Only 
death awaits “beyond the waves of the 
hills” in Song X.

The emotional struggle captured in 
Quasimodo’s poetry fi nds its way into the 
musical material, with which Causton 
says he has “a very direct physical 
relationship”, fi nding that as he sang and 
played at the piano ‘a particular kind of 
intimacy’ arose in some songs, though 
“elsewhere there are power struggles, 
where the piano writing becomes 
orchestral and I wanted the singer to have 
to work hard to keep his head above the 
water”. Writing struggle into these songs 
seems in keeping with both the hermetic 
and the political aspects of Quasimodo’s 
poetry, translated into musical terms. Or, 
as Roland Barthes explained of Robert 

Schumann’s Kreisleriana: “what I hear 
are blows: I hear what beats in the body, 
what beats the body, or better: I hear this 
body that beats.”   

© 2022 Laura Tunbridge

La terra impareggiabile is dedicated to 
the memory of Jeremy Dale Roberts.

11111111Huw Watkins and Marcus Farnsworth recording La terra impareggiabile
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Book One

I. La terra impareggiabile
Da tempo ti devo parole d’amore: 
o sono forse quelle che ogni giorno
sfuggono rapide appena percosse
e la memoria le teme, che muta
i segni inevitabili in dialogo
nemico a picco con l’anima. Forse
il tonfo della mente non fa udire
le mie parole d’amore o la paura
dell’eco arbitraria che sfoca
l’immagine più debole d’un suono
affettuoso: o toccano l’invisibile
ironia, la sua natura di scure
o la mia vita già accerchiata, amore.
O forse è il colore che le abbaglia
se urtano con la luce
del tempo che verrà a te quando il mio
non potrà più chiamare amore oscuro
amore già piangendo
la bellezza, la rottura impetuosa
con la terra impareggiabile, amore.
 
II. E la tua veste è bianca
Piegato hai il capo e mi guardi; 
e la tua veste è bianca, 
e un seno affi ora dalla trina 
sciolta sull’omero sinistro. 
 
Mi supera la luce; trema, 
e tocca le tue braccia ignude. 
 
Ti rivedo. Parole 
avevi chiuse e rapide, 
che mettevano cuore 
nel peso d’una vita 
che sapeva di circo. 

  

I. The Incomparable Earth
For some time I have owed you words of love: 
or perhaps those which daily 
disperse the moment they are struck 
and are feared by memory, which transforms 
the inevitable signs into enemy dialogue 
sheer onto the soul. Perhaps 
the roar of the mind drowns out 
my words of love or the fear 
of the arbitrary echo which blurs 
the weakest image of an affectionate 
sound: or they touch the invisible 
irony, its axe-like nature 
or my already encircled life, my love. 
Or perhaps it is the colour which dazzles them 
if they collide with the light 
of the time which will come to you when my own 
will no longer be able to call dark love, 
love already weeping 
the beauty, the impetuous rupture 
with the incomparable earth, my love. 
 
II. And Your Dress is White
Your head is tilted and you watch me; 
and your dress is white 
and a breast emerges from the lace 
lying loosely on your left arm. 
 
The light overtakes me; trembles, 
and touches your bare arms. 
 
I see you again. Your words 
were closed and rapid, 
to give heart 
to the heaviness of a life 
which resembled a circus. 

Profonda la strada 
su cui scendeva il vento 
certe notti di marzo, 
e ci svegliava ignoti 
come la prima volta. 
 
III. Ho una bella fanciulla
Ho una bella fanciulla 
simile nell’aspetto ai fi ori d’oro, 
la mia Cleide diletta. 
Io non la darei né per tutta la Lidia 
né per l’amata ... 
 
IV. Fatta buio ed altezza 
Tu vieni nella mia voce: 
e vedo il lume quieto 
scendere in ombra a raggi 
e farti nuvola d’astri intorno al capo. 
E me sospeso a stupirmi degli angeli, 
dei morti, dell’aria accesa in arco. 
 
Non mia; ma entro lo spazio 
riemersa, in me tremi 
fatta buio ed altezza. 
 
V. Rifugio d’uccelli notturni 
In alto c’è un pino distorto; 
sta intento ed ascolta l’abisso 
col fusto piegato a balestra. 
 
Rifugio d’uccelli notturni, 
nell’ora più alta risuona 
d’un battere d’ali veloce. 
 
Ha pure un suo nido il mio cuore 
sospeso nel buio, una voce; 
sta pure in ascolto, la notte.

Deep the road 
down which the wind blew 
certain nights in March, 
awakening us unknown 
like the fi rst time. 
 
III. I Have a Beautiful Girl
I have a beautiful girl 
like the golden fl owers, 
my dearest Cleïs. 
I would not give her away for the whole of Lydia
nor for the beloved ... 
 
IV. Become Darkness and Height 
You come in my voice: 
and I see the calm light 
descend in a shadow of rays 
and form a cloud of stars around your head. 
And I, transfi xed, amazed at the angels, 
at the dead, at the incandescent arc of air. 
 
Not mine; but re-emerged 
within the space, in me you shudder 
become darkness and height. 
 
V. Refuge to Birds of the Night 
On high there is a gnarled pine; 
it stands intent, listens to the abyss 
with its trunk bent like a bow. 
 
Refuge to birds of the night, 
in the highest hour it resounds 
with a rapid beating of wings. 
 
My heart too has a nest 
suspended in the dark, a voice; 
the night listens. 
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Book Two

VI. Specchio 
Ed ecco sul tronco 
si rompono gemme: 
un verde più nuovo dell’erba 
che il cuore riposa: 
il tronco pareva già morto, 
piegato sul botro. 
 
E tutto mi sa di miracolo; 
e sono quell’acqua di nube 
che oggi rispecchia nei fossi 
più azzurro il suo pezzo di cielo, 
quel verde che spacca la scorza 
che pure stanotte non c’era.
  
VII. In luce di cieli
Dagli stagni salgono nuvole beate; 
fi nirà anche il fuoco dell’aria 
nel fermo cuore. 
 
Cara giovinezza; è tardi. 
Ma posso amare tutto della terra 
in luce di cieli in tenebra di vento; 
e, su ogni parvenza, la donna 
che mi venne non è gran tempo, 
al cui riso mi specchio, 
che amore chiamava, sua verde salute. 
 
Così solo, numeri di perduto bene 
mi narravo, e giorni, 
e, splendenti in remote aure, 
acque di selve ed erbe. 

 

VI. Mirror 
And look, on the trunk 
buds are breaking: 
a green still newer than the grass 
which brings rest to the heart: 
the trunk had seemed dead, 
twisted on the stream-bed. 
 
And everything is tinged with miracle 
and I am that cloudwater 
which today refl ects from the ditches 
still bluer its patch of sky, 
that green which ruptures the bark
that even last night was not there. 
 
VII. In the Light of Skies
From the stagnant pools arise blessed clouds; 
Even the fi re of the air will come to an end 
in the still heart. 
 
Dear youth; it is late. 
But I can love all the things of the earth 
in the light of skies, in the darkness of wind; 
and, on every semblance, the woman 
who not long ago came to me 
in her green health, called by love, 
and in whose smile I am refl ected. 
 
Thus alone, I recited to myself 
songs of lost love, and days, 
and waters of forests and glades 
shining in remote auras. 

Nell’isola morta, 
lasciato da ogni cuore 
che udiva la mia voce, 
posso restare murato.
 
VIII. Quale dolce mela
Quale dolce mela che su alto 
ramo rosseggia, alta sul più 
alto; la dimenticarono i coglitori; 
no, non fu dimenticata: invano 
tentarono raggiungerla …
 
IX. Nel senso di morte
Ceruli alberi 
dove più dolce suono migra 
e nasce gusto alle piogge nuove. 
 
Ad una fronda, docile 
la luce oscilla 
alle nozze con l’aria; 
 
nel senso di morte 
eccomi, spaventato d’amore.
 
X. Al di là delle onde delle colline
Non t’è sfuggita la vita per cabale 
o ibridi emblemi di zodiaco o sillabe
e numeri ordinati a riscoprire
il mondo. Ma sei stato in prigionia
a misurare, con la sabbia e il sangue,
i silenzi, le voci della morte,
al di là delle onde delle colline.

In the dead island, 
abandoned by every heart 
that could once hear my voice 
I can remain, walled up. 
 
VIII. As a Sweet Apple
As a sweet apple ripening far up 
on the highest branch; 
the apple-pickers forgot it; 
no, it was not forgotten: in vain 
they tried to reach it … 
 
IX. In the Sense of Death
Sky blue trees 
where sweeter sound wanders 
and taste is born on the new rains. 
 
At the fronds, sweetly 
the light oscillates 
at one with the air; 
 
in the sense of death, 
here I am, frightened of love.
 
X. Beyond the Waves of the Hills
Not for cabals, 
not for hybrid emblems of the zodiac 
nor syllables and numbers 
ordained to rediscover the world 
has life forsaken you. But you were imprisoned 
to measure, with blood and sand, 
the silences, the voices of death, 
beyond the waves of the hills. 

Salvatore Quasimodo (1901–1968)
Reproduced by permission of the Quasimodo Estate

Translations by Richard Causton                        
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Richard Causton

Richard Causton has been described 
as “one of the most courageous and 
uncompromising artists working today”. 
Following studies with Franco Donatoni 
and Jeremy Dale Roberts, he has worked 
internationally with a number of leading 
artists at venues including the Lincoln 
Center in New York, the Concertgebouw 
in Amsterdam and the South Bank Centre 
in London. Causton has collaborated with 
ensembles including the BBC Symphony 
Orchestra, Philharmonia Orchestra, City 
of Birmingham Symphony Orchestra, 
Orchestra of the Age of Enlightenment, 
Sinfonieorchester Basel, Rundfunk-
Sinfonieorchester Saarbrücken, London 
Sinfonietta, Birmingham Contemporary 
Music Group, and the Nash Ensemble. 
His work is recorded on Metier, Delphian, 
Orchid, Regent and NMC, whose 
portrait disc – Millennium Scenes NMC 
D192 – was listed as “Outstanding” in 
International Record Review and was No.1 
in the Sunday Times’ 100 Best Records 
of the Year (Contemporary Music section). 
He has been the recipient of awards 
including a Royal Philharmonic Society 
Award, a British Composer Award and First 
Prize at the International ‘Nuove Sincronie’ 
Competition. 

Causton’s works often engage with 
political themes (as in Millennium Scenes 
and The Flight, a setting of a specially 
written poem by George Szirtes for the 
Festival of Nine Lessons and Carols at 
King’s College, Cambridge), and his search 
for new sounds has on occasion led him to 
build a new instrument or seek out a new 
playing technique. His works also include 
a Nocturne for 21 Pianos (commissioned 
by the City of London Festival), and a 
Concerto for Percussion and Gamelan
(commissioned for Dame Evelyn Glennie 
by the Cheltenham Festival). 

Recent pieces include Ik zeg: NU (2019) 
which was premiered by Sakari Oramo 
and the BBC Symphony Orchestra at the 
Barbican Centre to critical acclaim: “Now-
ness and then-ness move in parallel in 
this spacious, beautifully constructed 
work” (Anna Picard, The Times); “… holds 
two timeframes in play simultaneously, 
and brilliantly” (Erica Jeal, The Guardian). 
It was one of just two works selected 
by the BBC to represent the UK at the 
International Rostrum of Composers, and 
has now been broadcast in dozens of 
countries worldwide. 

Causton is Professor of Composition at the 
University of Cambridge. 

www.richardcauston.com

NMC and Richard Causton are very grateful to Dr. Shirley Ellis and Diana McVeagh 

for their support of this album. 

This recording was made possible with the generous support of grants from the 

RVW Trust, University of Cambridge, King’s College Cambridge, Trinity College 

Cambridge, and The Stuart and Ellen Lyons Charitable Trust.  
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our work makes to enriching cultural life. 

Becoming a Friend of NMC allows you to 
support the most exciting new music from the 
British Isles and helps secure NMC’s future. We 
provide a range of opportunities for our donors 
to see behind the scenes of the organisation 
and the music we release.

Friends (£50 - £99 per year) receive a quarterly 
newsletter, updates on future releases, plus invites 
to special events.  

Benefactors (£100 - £249) also enjoy a 25% 
discount in our online store, a CD booklet credit, 
and invitations to recording sessions.

Principal Benefactors (£250 - £499) also enjoy an 
invitation to our annual composer gathering.

Ambassadors (£500 - £999) also enjoy invitations 
to intimate, exclusive events with the NMC team, 
composers and artists.

Joining the Producer’s Circle (£1,000+) allows you 
to take your support of NMC further and have a 
closer association with our work, through a deeper 
insight into the projects we put together and the 
artists we work with.

You can also support NMC with a one-off donation, 
by becoming a Corporate Friend (£500+ per year) 
and by leaving a gift in your will. 

Please visit www.nmcrec.co.uk/support-us, 
email development@nmcrec.co.uk, 
or call 020 3022 5888 for more information.

THANK YOU 
PRODUCERS’ CIRCLE
Anonymous, Mark Bolland, Anthony Bolton, Bill Connor, Luke Gardiner, 

Ralph Kanza, Colin Matthews, Simon & Victoria Robey, James & Anne 

Rushton, Terence Sinclair, Richard Steele, Janis Susskind, Andrew Ward, 

Judith Weir, Arnold Whittall.

AMBASSADORS
Stephen Baister, Richard Fries, Stephen Johns, Dominic Nudd, Charlotte 

& Dennis Stevenson, Duncan Tebbet, Christoph & Marion Trestler.

PRINCIPAL BENEFACTORS
City and Cambridge Consultancy, Susan Costello, Anton Cox, Brian 

Elias, Sally Groves, Michael Gwinnell, Terry Holmes, Benjamin Jeffryes, 

Jeremy Marchant, Belinda Matthews, Chris Potts, Kenneth Smith, Sir 

John Tomlinson, Hugh Wood.

BENEFACTORS
Anonymous, Geoff Andrew, Raj Arumugan, Peter Aylmer, Geoff Bairstow, 

Peter Baldwin, Prof John Bennet, Sir Alan Bowness, Martyn Brabbins, 

Tony Britten, Benjamin Bruce, Andrew Burn, Michael Cayley, David 

Charlton, Roderick Dale, Matthew Frost, Anthony Gilbert, Alexander 

Goehr, Ian Gordon, Elaine Gould, Tim Green, Michael Greenwald, Helen 

Grime, David Gutman, Matthew Harris, Craig & Julie Hartley, Robin 

Holloway, Alison & Kjeld Jensen, Tim Johnson, Ed Jones, Neil King QC, 

Liz Leach, Bertie Leigh, Martin Leighton, David Lumsdaine, Robert 

McFarland, Prof Stephen McHanwell, Graham Mole, Stephen & Jackie 

Newbould, Peter Newton, Stephen Plaistow, Paul L.D. Rank, Philip 

Reed & Harriet Wybor, Mark Robinson, Lee Rodwell, Laurence Rose, 

Philip Rupprecht, Julian Rushton, Steve Saltaire, Keith Salway, Robert 

Sanderson, Arts Portfolio, Emily Jennifer Simms, Dan Simpson, Howard 

Skempton, Martin Staniforth, Gwendolyn Tietze, Owen Toller, Kevin 

Turner, Hannah Vlček, Huw Watkins, Keith Whittock, Anthony Whitworth-

Jones, Stephen Williamson.

CORPORATE FRIENDS
Freshfi elds Bruckhaus Deringer LLP, The Incorporated Society of 

Musicians, Royal Philharmonic Society. 


