




PROGRAMME

Coffee & Enlightenment

Director, John Butt 

Soprano, Joanne Lunn  
Bassoon, Peter Whelan 

Invited speaker, Dr Tom Jones

Graupner Bassoon Concerto in C major, GWV 301 

JC Bach Meine Freundin, du bist Schön 

Muffatt Passacaglia in G Major, from Armonico Tributo Sonata No. 5 

~ Interval ~ 

Muffat Armonico Tributo Sonata No. 2 in G minor 
JS Bach Wedding Cantata, Weichet Nur BWV202 



PROGRAMME NOTES
On the 13th of April 1723, Bach resigned from his position as 

Kapellmeister at Prince Leopold’s court in Cöthen, in order to take up the 

ostensibly less-prestigious position of Cantor et Director Musices in 

Leipzig. In many ways, this was a sideways move for the composer. 

However, one of the features that would surely have been attractive to 

Bach was the diversity of artistic opportunity — beyond the chapel and 

court — presented by the Saxon city. 

A prosperous commercial centre hosting an annual series of trade and 

book fairs, Leipzig had long attracted merchants from across Europe and 

western Asia. At the beginning of the eighteenth century, the Saxon city 

entered a period of rapid expansion. Between 1700 and 1750, its 

population increased by almost fifty per cent, rising to 30,000.  

A significant part of this growth was accounted for by the rise of the 

middle classes, who fulfilled the city’s increasing demand for bureaucrats 

and professionals. Unlike its trading rivals, however, Leipzig was also home 

to one of Europe’s most distinguished universities. As a result, eighteenth-

century Leipzig emerged as a unique cultural centre and crucible of the 

Enlightenment. 

The coffee house was one of a series of new public spaces in this 

bourgeoisie world. Having started appearing in northern Europe from the 

late seventeenth century onwards, coffee houses attracted a comparatively 

wide range of clientele including merchants, academics, artists and 

travellers. They provided an unprecedented type of arena for the 

exchange of ideas and artistic practice. When Bach arrived in Leipzig, the 

city’s largest coffee house was on the Katharinenstraße, owned and 

operated by the entrepreneurial Gottfried Zimmermann. In 1723 — the 

same year that Bach arrived in Leipzig — Zimmermann established a series 

of weekly performances given by the Collegium Musicum, an instrumental



ensemble primarily consisting of university students, which had been 

formed by Georg Philipp Telemann in 1701. Zimmermann’s café could seat 

around 150 audience members, and apparently possessed an acoustic 

capable of accommodating trumpets and timpani. Zimmermann did not 

charge for admission to these concerts, presumably anticipating those who 

attended would stay and purchase refreshments. 

  

Johann Kuhnau, Bach’s predecessor as Thomascantor had taken little to do 

with the Collegium, but it seems likely that in appointing Bach, the Leipzig 

City Council held hopes that the new Cantor would take over its 

leadership. In March 1729, Bach did, in fact, assume the directorship of the 

ensemble, offering him the opportunity of regularly performing a new and 

exotic repertory of secular and orchestral music. Firm evidence is scant, but 

the surviving parts show that Bach performed music by composers 

including Handel, Telemann, Pietro Locatelli and Nicola Porpora with the 

Collegium. This afternoon’s event is by no means an attempt to recreate 

any particular performance that took place in Zimmermann’s café — rather, 

it is intended as an effort to recapture something of its early-Enlightenment 

contexts, and an attempt to integrate some of the finest music by Bach and 

his contemporaries with the coffee house’s discursive elements.  

Christoph Graupner (1683-1760) was born in the Saxon of town of 

Kirchberg. He was enrolled at the Thomasschule in 1696, where he sang 

under the direction of Kuhnau and probably played in the Collegium with 

Telemann. After beginning legal studies at the University of Leipzig, he fled 

to Hamburg in 1706 when the Saxon city was invaded by the Swedish 

army. From 1712, Graupner was employed as Kapellmeister at the 

Darmstadt court, and was in fact offered the position of Thomascantor in 

favour of Bach (after Telemann had also turned it down), being unable to 

take it on when the Landgrave of Hesse-Darmstadt refused to accept his 

resignation. Like Bach, Graupner was extremely prolific, producing at least



1418 cantatas and some 113 symphonies. Of the 50 concertos attributed 

to him, only 44 are now deemed as being authentic. The Bassoon 
Concerto in C major, GWV 301 (c. 1737) requires extreme virtuosity on 

the part of the soloist, with its large melodic leaps and quick-fire 

repetitions, whilst also demanding perfect control in its revealing lyrical 

passages.  

Described by J.S. Bach as ‘a profound composer’, Johann Christoph Bach 
(1642-1703) spent the majority of his career as the organist of the 

Georgenkirche in Eisenach. In Johann Sebastian’s obituary, Christoph was 

described as being ‘as good at inventing beautiful thoughts as he was at 

expressing words’. Meine Freundin, du bist Schön (1676) is a ciaconna (a 

form based on a repeating bass line) taken from a wedding cantata, 

possibly performed at Sebastian’s uncle’s wedding in Ohrdruf in 1687.  

It survives in a set of parts in the hand of the composer’s cousin (J.S. Bach’s 

father, Ambrosius). Appended to these is a preface, which describes the 

specific relationship of the texts to the couple to be married.  

This movement presents a dialogue between the soprano and violinist, 

who complement each other with each seemingly picking up the musical 

ideas introduced by their counterpart and developing them. Through this, 

J.C. Bach creates a hypnotic sense of love’s intoxicating powers out of a 

stunningly simple musical figure.  



Meine Freundin, du bist schön,  
wende deine Augen von mir,  
denn sie machen mich brünstig.  

O daß ich dich mein Bruder draußen 
finde,  
und dich küssen müßte, daß mich 
niemand höhnete.  
Mein Freund komme, in seinen 
Garten.  

Ich komm, meine Schwester, liebe 
Braut, in meinem Garten.  

Mein Freund ist mein und ich bin sein,  
der unter den Rosen weidet,  
und er hält sich auch zu mir.  
Seine Linke lieget unter meinem 
Haupt;  
und seine Rechte herzet mich;  

Er erquickt mich mit Blumen,  
und labet mich mit Äpfeln;  
denn, ich bin krank vor Liebe.  

Wo ist dein Freund hingegangen, o 
du schönste unter den Weibern, wo 
hat sich dein Freund hingewandt, 
wohin?  

Mein Freund ist hinabgangen, in 
seinen Garten, zu den Würzgärtlein,  
daß er sich weide unter dem Garten 
und Rosen breche.  

Behold, thou art fair, my love.  
Turn away thy eyes from me, for they 
make me lustful.  

O, that I might find thee outside, my 
brother,  
that I may kiss thee with the kisses of 
my mouth.  
Let my beloved come into his 
garden.  

I am come into my garden, my sister, 
my spouse.  

My beloved is mine and I am his;  
he feedeth among the lilies,  
and he lingers also with me.  
His left hand is under my head,  

and his right hand doth embrace me.  

He stays me with flagons and 
comforts me with apples, for I am 
sick with love.  

Whither is thy beloved gone, O thou 
fairest among women, whither is thy 
beloved turned aside,  
whither?  

My beloved is gone down into his 
garden, to the beds of spices, to 
feed in the gardens, and to gather 
lilies.



So wollen wir mit dir ihn suchen.  

Ich habe meine Myrrhen, samt 
meinem Würzen abgebrochen,  
Ich habe mienes Seims samt meinem 
Honige gesen,  
Ich habe meines Weins, samt meiner 
Milch getrunken.  

Esset meine Lieben und trinket meine 
Freunde.  
So sehe ich nun das für gut an, daß es 
fein sei, wenn man isset und trinket 
und gut’s Mut’s ist, denn das ist eine 
Gabe Gottes.  
Esset miene Lieben und trinket meine 
Freunde und werdet trunken, denn es 
ist eine Gabe Gottes.  
Das gratias, das singen wir,  
Herr Gott Vater, wir danken dir,  
daß du uns reichlich hast gespeist, 
dein Lieb’ und Treu’ an uns beweist,  

gib uns auch das Gedeihen darzu, 
unserm Leib Gesundheit und Ruh,  
wer das begehrt, sprech’ Amen darzu.  

Then shall we seek him with thee.  

I have gathered my myrrh with my 
spice,  
I have eaten my honeycomb with 
my honey,  
I have drunk my wine with my milk. 

Eat, my dear ones, and drink, my 
friends.  
Now I think it a good and a fine 
thing when men eat and drink and 
are of good cheer, for that is a gift 
of God.  
Eat, my dear ones, and drink, my 
friends, and become inebriated,  
for that is a gift of God.  
Now we sing our grace,  
Lord God our Father, and we thank 
thee that thou hast fed us richly, 
and shown us thy love and 
devotion.  
Now give us also prosperity, good 
health for our bodies, and peace. 
Whoever desires the same, let him 
say Amen.

Georg Muffat (1653-1704) was born in Savoy to a family of Scottish origin, 

who had possibly fled to the continent in order to escape the persecution 

faced by Catholics at the beginning of the seventeenth century. As a young 

man he was widely travelled, studying in Paris with Lully and in Rome with 

Pasquini, before finding employment in Prague, Vienna and Passau. Muffat 

was particularly important for introducing distinctive Italian and French 



idioms to German musicians. His Armonico tributo (1682) was published 

in Salzburg in 1682, and comprises five sonatas, each scored for two 

violins, two violas and continuo. Muffat ends the Sonata No. 5 in G major 
with a Passacaglia — another form based on a repeating bass line, 

particularly popular in French music — overlaying it with twenty-five highly 

inventive variations. The Sonata No. 2 in G minor opens with a binary 

form, typical of the Roman style favoured by composers such as Corelli, 

with whom Muffat is known to have performed during his time in Italy. 

Handel was clearly well acquainted with the work, reworking the melody of 

its Aria in his opera Agrippina and two of his organ concertos.  

Although the origins of Johann Sebastian Bach’s (1685-1750) wedding 

cantata Weichet Nur, betrübte Schatten BWV 202 are uncertain, it 

survives in a set of parts thought to date from 1730 — just after Bach had 

taken over the directorship of the Collegium Musicum. However, Bach 

scholar and conductor Joshua Rifkin has observed that several of the work’s 

stylistic elements hint it was likely composed during Bach’s second period 

in Weimar (1708-1717) — particularly in light of its slow-fast slow opening, 

and the manner by which Bach combines the solo voice and oboe. 

Regardless, the text suggests it was intended for a spring wedding, telling 

how the winter has passed and that Cupid, the winged god of love and 

attraction, seeks his pleasure — of seeing ‘one heart kissing another.’ 

Bach’s opening movement evocatively renders the gradual thawing of the 

frozen earth, with the lyrical oboe and soprano soloists seeming to come to 

life out of the harmonically-static texture established by the strings and 

continuo. The third movement audibly conjures the galloping of Phoebus’s 

horses (Phoebus being an alternative name for Apollo), whilst the third and 

final aria is much earthier in its rousing dance-like sequences.  



Aria 
Weichet nur, betrübte Schatten, 
Frost und Winde, geht zur Ruh! 
Florens Lust 
Will der Brust 
Nichts als frohes Glück verstatten, 
Denn sie träget Blumen zu. 

Recitative 
Die Welt wird wieder neu, 
Auf Bergen und in Gründen 
Will sich die Anmut doppelt schön 
verbinden, 
Der Tag ist von der Kälte frei. 

Aria 
Phoebus eilt mit schnellen Pferden 
Durch die neugeborne Welt, 
Ja, weil sie ihm wohlgefällt, 
Will er selbst ein Buhler werden. 

Recitative 
Drum sucht auch Amor sein 
Vergnügen, 
Wenn Purpur in den Wiesen lacht, 
Wenn Florens Pracht sich herrlich 
macht, 
Und wenn in seinem Reich, 
Den schönen Blumen gleich, 
Auch Herzen feurig siegen. 

Aria 
Wenn die Frühlingslüfte streichen 
Und durch bunte Felder wehn, 
Pflegt auch Amor auszuschleichen, 
Um nach seinem Schmuck zu sehn, 
Welcher, glaubt man, dieser ist, 
Daß ein Herz das andre küßt.

Aria 
Dissipate, you troublesome shadows, 
frost and winds, go to your rest! 
Flora's pleasures 
the heart will 
never exchange as joyful delight, 
since she brings flowers with her. 

Recitative 
The world becomes new again, 
on the mountains and in the valleys 
the loveliness clings with doubled 
beauty, 
the day is free from any chill. 

Aria 
Phoebus hastes with rapid horses 
through the newly-born world, 
indeed, since it pleases him, 
he himself will become a lover. 

Recitative 
Therefore Love himself seeks his 
pleasure, 
when crimson laughs in the fields, 
when Flora's magnificence glories, 

and when in his kingdom, 
just like the beautiful blossoms, 
hearts make a fiery triumph as well. 

Aria 
When the springtime breezes caress 
and waft through colourful meadows, 
Love will often slip abroad 
to seek after his treasure, 
which, it is believed, is this: 
that one heart kisses another.



Recitative 
Und dieses ist das Glücke, 
Daß durch ein hohes Gunstgeschicke 

Zwei Seelen einen Schmuck erlanget, 
An dem viel Heil und Segen pranget. 

Aria  
Sich üben in Lieben 
In Scherzen sich herzen 
Ist besser als Florens vergängliche 
Lust. 
Hier quellen die Wellen, 
Hier lachen und wachen 
Die siegenden Palmen auf Lippen 
und Brust. 

Recitative 
So sei das Band der keuschen Liebe, 
Verlobte Zwei, 
Vom Unbestand des Wechsels frei! 

Kein jäher Fall, 
Noch Donnerknall 
Erschrecke die verliebten Triebe! 

Aria 
Sehet in Zufriedenheit 
Tausend helle Wohlfahrtstage, 
Daß bald in der Folgezeit 
Eure Liebe Blumen trage! 

Recitative 
And this is happiness, 
that through highly favourable 
fortune 
two souls achieve such a treasure, 
around which much worth and 
blessing shines. 

Aria 
To be accustomed, in love, 
to cuddle in playful tenderness 
is better than Flora's fading 
delights. 
Here the waves swell, 
here on lip and breast 
the triumphal palms smile and 
wave. 

Recitative 
So may the bond of chaste love, 
committed pair, 
be free from the inconstancy of 
change! 
May no sudden fall 
or thunder crack 
disturb your amorous desires! 

Aria 
May you behold in contentment 
a thousand bright happy days, 
so that soon in the coming time 
your love may bear fruit!



BIOGRAPHIES

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. Highlights, as director of Dunedin, 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.  



DUNEDIN CONSORT 
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 of Edinburgh Castle, Dunedin Consort’s 
ambition is to make early music newly relevant to the present day. Under the 
direction of John Butt, Dunedin Consort has released 12 recordings on Linn 
Records covering seminal works by Handel, Mozart, Bach and Monteverdi. 
Together, these recordings have earned the company two coveted 
Gramophone Awards, a Midem award, a Grammy nomination, three further 
Gramophone nominations, three BBC building a library recommendations and 
two Scottish Album of the Year award nominations, making it the most 
decorated classical music company in Scotland. Future plans include recordings 
of Handel’s Samson in its first version of 1743, and the Ode for St Cecilia’s Day. 

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 Edinburgh, 
Glasgow and Perth. In Scotland, Dunedin Consort has appeared at the 
Edinburgh International, Lammermuir and East Neuk Festivals, while also 
touring widely to the most prestigious international festivals and venues 
throughout Europe and beyond.



Director/Harpsichord  John Butt 
  
Violin 
Matthew Truscott  
Hilary Michael 

Viola 
Alfonso Leal del Ojo 
Tom Dunn 

Cello 
Robin Michael 

Violone 
Bill Hunt 

Oboe 
Alex Bellamy  

JS BACH St Matthew Passion 
 
Nicholas Mulroy Evangelist 
John Butt Director 
 
23 March 2018, 7pm 
The Queen’s Hall, Edinburgh 

LA FAVORITA 

Vivaldi Violin Concertos 
Cecilia Bernardini Director / Solo Violin  
 
4 April 2018, 7.30pm 
CCA, Glasgow 
6 April 2018, 7.30pm 
The Queen’s Hall, Edinburgh
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JOANNE LUNN 
As one of Britain’s leading Baroque 
specialists, Joanne is in demand 
throughout Europe and further afield. 
She performs regularly with Concerto 
Copenhagen, Cappella Amsterdam and 
Ensemble Pygmalion (Pichon), and has 
worked with Melbourne Symphony 
Orchestra, the Monteverdi Choir (Sir 
John Eliot Gardiner), Academy of 
Ancient Music (Sir Roger Norrington), 
Les Musiciens du Louvre (Minkowski) 
and at the Handel Göttingen Festival.   
 
Engagements this season include 
Monteverdi Vespers with the Dunedin 
Consort, The Creation with Leeds 
Festival Chorus, a European tour of 
Brockes Passion with Ensemble 
Pygmalion, Mozart Mass in C Minor 
with Tafelmusik in Toronto, Bach 
Cantatas at the Wiener Konzerthaus, 
appearances in concert with Bachfest 

Elmau and at the Musikfest Eichstätt,  
Creation with Warsaw Philharmonic, St 
John Passion with Holland Baroque 
Society,Ottone with the Moscow 
Chamber orchestra, Haydn’s 
Harmoniemesse with the Royal 
Philharmonic Orchestra, and concerts 
with Bach Collegium Japan. 
recital with lutenist Elizabeth Kenny as 
part of the St Magnus Festival.

PETER WHELAN 
Irish-born Peter Whelan is among the 
most exciting and versatile exponents 
of historical performance of his 
generation, with a remarkable career as 
a conductor, keyboardist and solo 
bassoonist. He is Artistic Director of the 
Irish Baroque Orchestra and founding 
Artistic Director of Ensemble Marsyas, 
whose Barsanti recording was named 
Editor’s Choice in Gramophone 
Magazine and ‘Recording of the Year’ 



TOM JONES 
Dr Tom Jones has worked at St 
Andrews University since 2001, after 
completing a PhD on Alexander Pope, 
philosophy and literary criticism. He 
teaches eighteenth-century poetry, 
fiction and philosophy, as well as poetic 
theory and practice across a broader 
historical range. Tom’s main areas of 
research are the relationship between 
theories of meaning and poetic 
practice, and the history of ideas in the 
eighteenth century, particularly the 
history of linguistic thought. His work 
on poetry and poetics has 
concentrated on Alexander Pope, but 
extends across the range of post-
renaissance English language poetry. 
He also has a particular interest in 
George Berkeley, of whom he is writing 
a biography. 

Magazine and ‘Recording of the Year’ 
by MusicWeb International 2017.  
As founding Artistic Director of 
Ensemble Marsyas, Whelan has 
performed at the Edinburgh 
International Festival (2017), Kilkenny 
Arts Festival (2017), Bath Festival 
(2017) and Wigmore Hall (2016).  

2018 sees Peter joining the Irish 
Baroque Orchestra as Artistic Director 
with an ambitious programme to 
champion period performance in 
Ireland and showcase Irish talent 
internationally including a tour to the 
US in 2019. Other recent highlights 
with the IBO include a production of 
Acis and Galatea with Opera Theatre 
Company in 2017. 

2018 also sees Peter join Irish National 
Opera as artistic partner, conducting 
Mozart’s Marriage of Figaro with the 
Irish Chamber Orchestra and Gluck’s 
Orfeo et Euridice with the IBO during 
INO’s inaugural season. In Autumn 
2018, Peter will make his debut with 
English Touring Opera. 

Peter is ‘as exciting a live wire as 
Ireland has produced in the world of 
period performance’ (Irish Times). His 
artistic direction in live performance 
and the recording studio has been 
praised for its ‘stylish verve’ (BBC 
Music Magazine), its ‘exuberance and 
elegance’ (Irish Examiner), and its ‘slick 
tempi, grit and character’ (Golden 
Plec). 
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Principal Supporters 
Creative Scotland 
Dunard Fund 
Binks Trust 

Trusts and Foundations 
Cray Trust 
Cruach Trust 
Cruden Foundation 
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 
Stevenston Trust 
Plum Trust 
Robertson Trust 
Tarnie Trust 
The Tay Charitable Trust 

FRIENDS 

Consort 
Sir Muir and Lady Eileen 
Russell 
Richard Burns 

Companion 
Michael Anderson & Elspeth 
MacArthur 
Jenny Stewart 
and an Anonymous Donor 

Associate 
David Strachan 
Sir John & Lady Shaw 
Susie Thompson 
Iain and Morag Torrance  
Linda Craft & Andrew Glass 

Fellow 
Alan Faichney 
Caroline Higgitt & Roger 
Robertson 
Christine Lessels 
James Hamill 
Jo and Willie Watt 
Mike & Nora Radcliffe 

Friends 
Agnes Robson 
Alastair Weatherston  
Ann Caldwell 
Bruce and Hilary Patrick 
Carol Brodie 
Caroline Gardner 
Colin Mumford 
David Caldwell 

David Purdie 
Elwyn Evans 
Hugh Andrew 
Isabel Nisbet 
James Friend 
James Wastle 
Jill Riley 
Prof. John & Dr. Mary Gillies 
John Innes 
Jürgen Munz 
Madeleine McKenzie 
Michael James Carroll 
Mo Grant 
Peter Smaill 
Peter France 
Peter Rae 
Russell Duncan 
Sir Russell Hillhouse 
Spedding Micklem 
Susanna Kerr 

Affiliates 
Brian & Deborah 
Charlesworth 
Elizabeth Rogers 
Hannah Mills 
Iain McGillivray 
James Curran 
Janette Dobson 
Jo Leighton 
Jocelyn Blackburn 
John Clifford 
Judith Brearley 
Judith and Roger McClure 
Collins  
Lady Mary Hope 
Melville Cadman 
Ruth Woodburn  
and an anonymous donor 

With grateful thanks to our dear Friends and supporters who have opened their 
homes to our musicians for this project. 

Eugene Targett-Adams, Alfonso Leal del Ojo and Peter Whelan, Ken Thomson and Ursula 
Schlapp, and Anonymous.  



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 
Consort  — £2,500 and above 

DIRECT DEBIT DETAILS 
Sort Code.  ___ ___ / ___ ___ / ___ ___ 
 
Account Number    ___ ___ ___ ___ ___ ___ ___ ___ 
 
I would like to donate ______ monthly for ____ months  OR  Continue until I advise you ☐ 

Name         
Address         

         

City                        Post Code     

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.* 
   ☐  I do not wish to Gift Aid this donation 
   ☐  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 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 Monica Sutcliffe 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  

http://www.dunedin-consort.org.uk/friends
http://www.dunedin-consort.org.uk/friends


Director John Butt | December 2017. Edinburgh, Glasgow

Handel
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