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PROGRAMME

JS BACH (1685-1750)

Orchestral suite No 1 in C Major BWV 1066

Ouverture - Courante - Gavotte I & II - Forlane - Menuet I & II - Bourrée I & II - Passepied I & II

Jesus schläft, was soll ich hoffen? BWV 81

INTERVAL

Orchestral suite No 2 in B Minor BWV 1067

Ouverture - Rondeau - Sarabande - Bourrée I & II - Polonaise - Menuet - Badinerie

Was mein Gott will, das g’scheh allzeit. BWV 81

SOLOISTS

Soprano EMILY MITCHELL
Alto MEG BRAGLE

Tenor NICHOLAS MULROY
Bass JONATHAN SELLS

Flute KATY BIRCHER

JOHN BUTT DIRECTOR & KEYBOARDS
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BACH OVERTURES

Bach’s orchestral music shows a typically Germanic tendency to imitate the two most celebrated music styles of 
the day, the French and the Italian. The first was characterised by its elegance and subtle detail, the second by 
its fiery virtuosity and passionate, spontaneous expression. Many saw the two as being essentially opposites, 
but, as is so often the case, the two had more in common than fierce patriots of one or the other were prepared 
to admit. For over a century, there had always been the uncomfortable feeling in German circles that their music 
lay outside this dynamic world, that it was somehow behind that of its neighbors. While Luther’s Bible had 
helped standardise one particular version of the language, little else was unified across German-speaking lands 
and many worried whether there was really any such thing as “German” culture. There is certainly a sense in 
which Bach and his contemporaries attempted to better or “perfect” the established styles of France and Italy, 
but there is also the notion that by combining them and refining them, a German style might arise that somehow 
superseded the traditional national oppositions. Here begins then that sense of “universality” that gave German 
culture such dynamism in later centuries.

Bach’s Orchestral Suites (properly named “Ouvertures”) are primarily French in form and idiom, in order to 
conform to the expectations of courtly music, which set the tone for so many formal and social events in German 
society. While some components of these suites (and particularly the two in D major) may well derive from the 
time of Bach’s court appointment at Cöthen, 1717-23, these were reused, and the others composed, in the 
more bourgeois environment of Leipzig. Indeed, French dancing was used in several environments, not just to 
reflect social groupings and strata, but also to provide the individual with physical self-regulation that formalized 
movement was believed to provide.

The Ouverture 1 in C, BWV 1066, can be dated in performing sources to c. 1725, precisely the time when 
Bach was supposed to be immersed in his remarkable production of cantata cycles. This may suggest that it was 
composed and performed independently of the other three. In some ways it is like a weather-vane in pointing 
to some of the most popular dances of its time: Gavotte; Forlane; Menuet; Bourrée and Passpied (in addition 
to the more traditional Ouverture and Courante). In shape and proportion, Bach’s dances compare well with 
those of Telemann, easily the most prolific composer in northern Germany. But what makes Bach’s so unusual is 
the sheer detail of the writing: the inner parts of the Courante exploit the opening melodic gesture to create a 
highly cohesive texture, while the traditional metrical clashes of the dance are exploited to the full. The paired 
dances show a degree of wit which is often neglected in Bach studies: Gavotte II introduces an actual horn call 
as counter melody, but not, as might be expected, in the wind instruments, but in the “inappropriate” strings; 
Menuet II dispenses with winds altogether and almost sounds as if the melodic line has been omitted. But soon 
it emerges that the “accompanimental” material is all there is, and very satisfactory it proves to be. Other 
important “accompaniments” are the lower strings in the Forlane, which in some ways determine the character 
of the movement more than the melody. The same sort of figuration reappears in the second Passepied, as a 
complement (rather than mere accompaniment) to the melody of the first Passepied.

Ouverture 2 in B Minor may well have been composed a little later in the Leipzig years. Some of the movements 
show traces of an earlier version in a  different key and with a solo violin. Certain features of the surviving version 
- the solo flute, a popular royal instrument, and the inclusion of a Polonaise - have led some to affirm that the 
work in its present state was associated with Augustus II, Elector of Saxony and King of Poland (Bach became 
his honorary Kapellmeister in 1736). Throughout German Saxony, things Polish suddenly became popular as a 
fascinating and exotic “other.”

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.

John Butt
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WAS MEIN GOTT WILL, DAS G’SCHEH ALLZEIT.  BWV 111

Cantata 111 was first performed in Leipzig on 21 January 1725. Taking a sixteenth-century chorale text 
composed largely by Duke Albrecht of Prussia (originally published in 1554), Bach expanded the four 
verses into a six-movement form. The cantata’s outside movements sets fully the corresponding verses of 
the chorale respectively, whilst the inner two are fragmented into pairs of movements (i.e. 2 and 3, 4 and 
5), and subjected to Bach’s unique processes musical invention. 

Unusually, the librettist did not choose to draw literally from the readings appointed for that Sunday. Instead, 
he brings together diverse biblical materials and relates them allegorically to the Gospel’s invocation to 
be to God. At the cantata’s heart, the example of Jonah, who tried to ignore God and subsequently spent 
three days and nights in the belly of the whale before repenting, is connected to a line from I Samuel 
15:32 (‘Surely the bitterness of death is past’), in asserting the Lutheran doctrine that salvation is only 
available to those who are willing to submit to God’s will. 

The opening chorus offers an expansive and effervescent introduction, with the chorale melody heard 
clearly in the soprano voice. The other vocal parts seem to actively anticipate the soprano’s entries with 
their complementary counterpoints, which are first heard in the instrumental ritornello (i.e. the returning 
theme) before being intricately woven around the cantus firmus. The work’s motivic unity is reinforced in 
the bass aria that follows, which takes up and repeats a motif from the ritornello. Whilst these interior 
movements are freely composed, Bach makes overt musical allusions to the chorale at several relevant 
textual points. Through its visceral dotted bass pedal notes, the alto and tenor duet renders a joyous and 
vibrant physical manifestation of the ‘spirited steps’ that those who submit to God’s will are to enjoy. The 
final arioso serves to enforce the apparent seriousness of this idea, before the chorale’s final verse is sung 
in full, uniting the cantata’s musical and theological themes in a strongly affirmative conclusion.

David Lee

Chorus
What my God wants , may it always happen, 
his will is what is best. 
He is ready to help those 
who believe firmly in him. 
He helps us in our poverty , the holy God, 
and punishes us in moderation. 
Who places his trust in God and builds firmly on him, 
he will not abandon.

Aria
Do not be terrified , my heart, 
God is your consolation and confidence 
and life of your soul. 
Yes, what his wise counsel plans 
is for the world and men’s might 
impossible to oppose.

Coro
Was mein Gott will, das g’scheh allzeit,
Sein Will, der ist der beste;
Zu helfen den’n er ist bereit,
Die an ihn gläuben feste.
Er hilft aus Not, der fromme Gott,
Und züchtiget mit Maßen:
Wer Gott vertraut, fest auf ihn baut,
Den will er nicht verlassen.

Aria
Entsetze dich, mein Herze, nicht,
Gott ist dein Trost und Zuversicht
Und deiner Seele Leben.
Ja, was sein weiser Rat bedacht,
Dem kann die Welt und Menschenmacht
Unmöglich widerstreben.
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Recitative
O fool, who turns away from God 
and like a Jonah there 
flees from God’s face; 
even our thoughts are known to him 
and the hair of our head 
he has counted. 
Happy is the person who has chosen this 
protection in faithful trust, 
and on his conclusion and word 
looks with hope and patience.

Aria
Therefore I walk with emboldened steps 
even when God leads me to the grave. 
God has written down the days [of my life] 
and so, when his hand touches me, 
he will drive away the bitterness of death.

Recitative
Therefore when death finally 
tears with force the spirit from its body, 
then take it, God, in your fatherly hands! 
When the devil, death and sin make war on me 
and my deathbed 
must become a battleground, 
then help, so that in you my faith may conquer! 
O blessed longed for end!

Chorale
Just one thing, Lord, I want to ask you, 
you will not deny it to me: 
when the evil spirit tempts me, 
let me not despair. 
Help, guide and protect, ah God, my Lord, 
to the honour of your name. 
Who desires this will have his wish granted; 
for this reason I say joyfully: Amen.

Recitativo
O Törichter! der sich von Gott entzieht
Und wie ein Jonas dort
Vor Gottes Angesichte flieht;
Auch unser Denken ist ihm offenbar,
Und unsers Hauptes Haar
Hat er gezählet.
Wohl dem, der diesen Schutz erwählet
Im gläubigen Vertrauen,
Auf dessen Schluss und Wort
Mit Hoffnung und Geduld zu schauen.

Aria
So geh ich mit beherzten Schritten,
Auch wenn mich Gott zum Grabe führt.
Gott hat die Tage aufgeschrieben,
So wird, wenn seine Hand mich rührt,
Des Todes Bitterkeit vertrieben.

Recitativo
Drum wenn der Tod zuletzt den Geist
Noch mit Gewalt aus seinem Körper reißt,
So nimm ihn, Gott, in treue Vaterhände!
Wenn Teufel, Tod und Sünde mich bekriegt
Und meine Sterbekissen
Ein Kampfplatz werden müssen,
So hilf, damit in dir mein Glaube siegt!
O seliges, gewünschtes Ende!

Choral
Noch eins, Herr, will ich bitten dich,
Du wirst mir’s nicht versagen:
Wenn mich der böse Geist anficht,
Laß mich doch nicht verzagen.
Hilf, steur und wehr, ach Gott, mein Herr,
Zu Ehren deinem Namen.
Wer das begehrt, dem wird’s gewährt;
Drauf sprech ich fröhlich: Amen.
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JESUS SCHLÄFT, WAS SOLL ICH HOFFEN?  BWV 81

Composed for the Fourth Sunday after Epiphany (30 January 1724), this cantata is from Bach’s first cycle, 
which he had begun on being appointed Thomascantor the previous year. It draws on a text filled with 
action and lucid imagery, in which the librettist brought together both the Epistle (Romans 13:8-10) and the 
Gospel (Matthew 8:23-27), and offers an excellent example of the operatic influences audible in Bach’s 
liturgical music. The Gospel reading describes Jesus being wakened from his sleep by a storm whilst 
aboard a boat at sea, before using his power to calm the waves. Bach’s anonymous librettist connects 
this to the Epistle, in which Paul tells how ‘Love is now the fulfilment of the law’, in clear reference to the 
perceived worldly struggles faced daily by Lutherans. The cantata’s seven-movement structure comprises 
an explicit tripartite form: i) the world before Jesus (movments 1-3); Jesus’s own words (4); and the world 
after Jesus (5-7). Working around the dominant harmony of B minor, the tonic E minor and relative major 
of G conclude the other movements, placing the biblical text right at the work’s narrative and tonal centre. 

Bach’s use of recorders in the first movement depicts the peacefulness of Jesus’s sleeping, with the pulsing 
pedal notes perhaps a representation of his restful breathing and heart. Such corporeal features – with 
Christ being both true man and God – allude to the central tenets of Lutheranism. The chromatic inflexions 
seem to foreshadow the musical drama that will unfold, with the aria being heard simultaneously as lullaby 
and lament. In its anxious questioning, the tenor recitative quotes lines from Psalm 10 before calling upon 
God to lead the listener in the same way he did the Wise Men, before one of Bach’s most virtuosic arias. 
At the extremes of his vocal register, the singer is forced to alternate between passages of rapid coloratura 
and static arioso, illustrating the conflict between the ever-rising and foaming waves of the demon Belial’s 
waters and the Christian’s struggle to stand ‘like a rock’ with the strength of faith

The bass arioso forms the cantata’s central point and demonstrates the rich contrapuntal interplay between 
text and instrumental accompaniment in Bach. The voice of Christ (asking ‘You of little faith, why are 
you so afraid?’) is echoed in the continuo, altering the entire musical mood. Whilst the aria that follows 
also depicts the storm, this time the voice is more assertive, and the oboes’ sweetness presents a distinct 
contrast to the strings’ rapid passagework. The final recitative, delivered by the alto proclaims that the 
waves, ‘misfortune’s night’ and ‘all sorrow’ are now gone, having been stilled by Jesus. This return to 
tranquillity is conveyed by the notably simple chorale texture, representing the uniqueness of that peace 
offered only by Christ, which was solely capable – in the minds of eighteenth-century Lutherans – of 
vanquishing ‘Satan and the enemy’.

David Lee

Aria
Jesus schläft, was soll ich hoffen?
Seh ich nicht
Mit erblasstem Angesicht
Schon des Todes Abgrund offen?

Recitativo
Herr! Warum trittest du so ferne?
Warum verbirgst du dich zur Zeit der Not,
Da alles mir ein kläglich Ende droht?
Ach, wird dein Auge nicht durch meine Not 
beweget

Aria
Jesus sleeps, what should be my hope?
Do I not see
with pallid face
death’s abyss already open?

Recitative
Lord! why do you walk so far away?
Why do you hide yourself in the time of my 
distress when everything threatens me with a 
lamentable end?
Ah, is your eye not moved by my distress
that at other times is never accustomed to sleep?
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You showed with a star
once to the newly converted wise men
the right way to travel.
Ah guide me by the light of your eyes
since this way promises nothing but danger.

Aria
The foaming waves of Belial’s streams
redouble their rage.
A Christian should stand like a rock
when the winds of affliction go over it,
for the raging flood seeks 
to weaken faith’s strength.

Arioso
You people of little faith, why are you so fearful?

Aria
Be silent, towering sea!
Keep quiet , storm and wind !
Let a limit be set for you,
so that my chosen child
no mischance may harm.

Recitative
How happy I am, my Jesus speaks a word,
my helper is awake,
and so the waves’ storm, the night’s misfortune
and all cares must vanish.

Chorale
Beneath your protection
I am free from storms
and all enemies.
Let Satan sniff around,
let the enemy be exasperated
Jesus stands by me.
Though there is thunder and lightning,
thought sin and hell terrify,
Jesus will protect me.

So sonsten nie zu schlummern pfleget?
Du wiesest ja mit einem Sterne
Vordem den neubekehrten Weisen,
Den rechten Weg zu reisen.
Ach leite mich durch deiner Augen Licht,
Weil dieser Weg nichts als Gefahr verspricht.

Aria
Die schäumenden Wellen von Belials Bächen
Verdoppeln die Wut.
Ein Christ soll zwar wie Wellen stehn,
Wenn Trübsalswinde um ihn gehn,
Doch suchet die stürmende Flut
Die Kräfte des Glaubens zu schwächen.

Arioso
Ihr Kleingläubigen, warum seid ihr so 
furchtsam?

Aria
Schweig, aufgetürmtes Meer!
Verstumme, Sturm und Wind!
Dir sei dein Ziel gesetzet,
Damit mein auserwähltes Kind
Kein Unfall je verletzet.

Recitativo
Wohl mir, mein Jesus spricht ein Wort,
Mein Helfer ist erwacht,
So muss der Wellen Sturm, des Unglücks Nacht
Und aller Kummer fort.

Choral
Unter deinen Schirmen
Bin ich für den Stürmen
Aller Feinde frei.
Laß den Satan wittern,
Laß den Feind erbittern,
Mir steht Jesus bei.
Ob es itzt gleich kracht und blitzt,
Ob gleich Sünd und Hölle schrecken,
Jesus will mich decken.
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The Dunedin Consort was founded in 1995 and is 
named after Din Eidyn, the ancient Celtic name of 
Edinburgh Castle.

Under the musical direction of John Butt, the 
ensemble has established itself as the leading Scottish 
Baroque ensemble, performing at the nation’s 
major festivals and in Canada, Italy, Spain, Ireland, 
Germany, Belgium, Israel and France. In addition to 
performing the Baroque and Classical repertory and 
researching historical performance, the ensemble has 
commissioned and performed works by numerous 
contemporary composers, including William 
Sweeney, Errollyn Wallen, Peter Nelson and Sally 
Beamish.

It broadcasts frequently on BBC Radio 3 and BBC 
Scotland, and its discography includes the original 
Dublin version of Handel’s Messiah, which won 
the 2008 Midem Baroque Award and the 2007 
Gramophone Award for Best Baroque Vocal Album; 
Bach’s Matthew Passion (Last Performing Version, 
c. 1742); Acis and Galatea (Original Cannons 
Performing Version, 1718), nominated for a 
Gramophone Award in 2008;  Bach’s Mass in B 
Minor (Breitkopf & Härtel Edition, edited by Joshua 
Rifkin, 2006); Handel’s first English Oratorio, Esther; 
Bach’s John Passion (Reconstruction of Bach’s Passion 
liturgy) nominated for a Recording of the Year award 
in both Gramophone and BBC Music Magazine and, 
most recently, David Black’s new edition of Mozart’s 
Requiem, which won a Gramophone Award last year 
and was nominated for a GRAMMY™ Award.

 IF YOU ENJOY OUR MUSIC, JOIN US FOR...

GIBBONS: DO NOT REPINE, FAIR SUN
EDINBURGH - CANONGATE KIRK, 29 MARCH 2017

BACH: MATTHEW PASSION
GLASGOW - NEW HALL, ROYAL CONCERT HALL, 12 APRIL 2017
PERTH CONCERT HALL - 13 APRIL 2017
EDINBURGH - THE QUEEN’S HALL, GOOD FRIDAY 14 APRIL 2017
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ORCHESTRA

VIOLINS  Cecilia Bernardini, Sarah Bevan-Baker 
  Huw Daniel, Kristin Deeken

VIOLA   Alfonso Leal del Ojo

CELLO   Sarah McMahon

BASS   Bill Hunt

RECORDERS Katy Bircher
  Frances Norbury

OBOES   Alex Bellamy,
  Frances Norbury

BASSOON  Peter Whelan

SOLOISTS

SOPRANO Emily Mitchell
ALTO   Meg Bragle
TENOR   Nicholas Mulroy
BASS   Jonathan Sells

FLUTE  Katy Bircher
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Richard Burns
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JOHN BUTT DIRECTOR

John Butt is Gardiner Professor of Music at the University 
of Glasgow and musical director of Dunedin Consort.

John Butt’s conducting engagements with the Dunedin 
Consort (2003 –) have included major Baroque 
repertory and several new commissions. He has 
been guest conductor with the Orchestra of the Age 
of Enlightenment, The English Concert, The Irish 
Baroque Orchestra, Philharmonia Baroque Orchestra, 
The Royal Academy of Music Bach Cantata series, the 
Scottish Chamber Orchestra, the Portland Baroque 
Orchestra and the Stavanger Symphony Orchestra. John 
Butt also continues to be active as a solo organist and 
harpsichordist. Eleven recordings on organ, harpsichord 
and clavichord have been released by Harmonia Mundi. 
As conductor or organist he has performed throughout 
the world, including recent trips to Germany, France, 
Poland, Israel, Korea, Canada, Belgium, Holland and 
Irish Republic.

In 2003 John Butt was elected to Fellowship of the Royal 
Society of Edinburgh and received the Dent Medal of the 
Royal Musical Association. That year his book, Playing 
with History, was shortlisted for the British Academy’s 
annual Book Prize. In 2006 he was elected Fellow of 
the British Academy and began a two-year Leverhulme 
Major Research Fellowship for his research on Bach’s 
Passions. He has recently served on the Council of the 
Arts and Humanities Research Council. In January 2011 
he became the fifth recipient of the Royal Academy of 
Music/Kohn Foundation’s Bach Prize, for his work in the 
performance and scholarship of Bach. In 2013 John Butt 
was awarded the medal of the Royal College of Organists 
and the OBE for his services to music in Scotland.

EMILY MITCHELL SOPRANO

Born into a musical family, Scottish soprano, Emily 
Mitchell has been surrounded by music from a young 
age. 

Emily has made frequent appearances across Europe at 
the Transeuropeanes Festival in Rouen, in Heilbronn, 
and in Hamburg. Earlier this year she performed in the 
Victoria Arts Festival in Gozo performing contemporary 
works by Scottish composer Jennifer Margaret Baker. She 
most recently performed Vivaldi’s In Furore Iustissimae 
Irae and Handel’s Gloria in Heilbronn. As a regular 
performer with the Dunedin Consort, she has performed 
in the Toroella de Montegri Festival, Versailles Handel 
Festival, in Antwerp, in Weimar as part of the Thüringia 
Bachwoche Festival, and in Spain with the Real Orquesta 
Sinfonica de Sevilla. 

Emily has appeared with the RSNO in concert 
performances of Poulenc’s Les Carmélites and Kurt 
Weil’s The Rise and Fall of Mahagony at the Usher 
Hall as part of the Edinburgh International Festival, in 
Lindberg’s Graffiti and in Mendelssohn’s Hymn of Praise 
at the Usher Hall 100th Birthday Concert. Her most 
recent orchestral engagements have included Mahler’s 
Symphony No.4 with the Inverness Mahler Players and 
Berlioz Les Nuit D’étés with the Edinburgh Symphony 
Orchestra.

Her operatic roles include Lauretta/Gianni Schicchi; 
Marzelline/Fidelio; Mélisande/Pelleas et Mélisande; 
Countess/Marriage of Figaro; Liu/Turandot; Elsa/
Lohengrin; and Sandman/Hansel and Gretel.
Emily has been broadcast on BBC Radio Scotland in 
Mendelssohn Rediscovered, and BBC Radio 3 several 
times including the BBC Proms when she made her début 
at the Royal Albert Hall with the BBC SSO, conducted 
by Donald Runnicles in Vaughan Williams’ Serenade to 
Music. 

MEG BRAGLE ALTO

Widely praised for her musical intelligence and 
“expressive virtuosity” (San Francisco Chronicle), 
American mezzo-soprano Meg Bragle is quickly earning 
an international reputation as one of today’s most gifted 
and versatile mezzo-sopranos.

Frequently a featured soloist with Sir John Eliot 
Gardiner and the English Baroque Soloists, she made 
her BBC Proms debut with them singing Bach’s Easter 
and Ascension Oratorios, has performed with them at 
the Leipzig Bachfest and the Prague Spring, Luzerne, 
Aldeburgh and Brighton festivals, and has made four 
recordings with the group including the recently released 
Bach B Minor Mass.

Ms. Bragle has sung in North America and Europe 
with the Orpheus Chamber Orchestra, the Orchestra 
of St. Luke’s, Orchestre Révolutionnaire et Romantique, 
Tafelmusik Baroque Orchestra, Orchestra of the Age of 
Enlightenment, Les Violons du Roy, Apollo’s Fire, and 
the Dunedin Consort.  She has also appeared with many 
symphony orchestras in the US and Canada including 
the Houston (Beethoven’s Mass in C Minor), Indianapolis 
(Mozart’s Requiem), Pacific (Handel’s Judas Maccabeus), 
and Colorado (Mendelssohn’s Elijah) Symphonies; the 
National Arts Center Orchestra (Messiah) and a series 
of concerts with the Calgary Philharmonic including 
Handel’s Messiah and Beethoven’s Symphony No. 9.

Highlights of her 2016/17 season include appearances 
with Milwaukee Symphony (Mozart’s Requiem), 
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Cincinnati Symphony (Bach’s Mass in B Minor), St. Paul 
Chamber Orchestra (Pergolesi’s Stabat Mater), American 
Bach Soloists (Handel’s La Resurrezione), Dunedin 
Consort (Handel’s Messiah), Orchestra of the Age of 
Enlightenment (Bach Lutheran Masses), and Early Music 
Vancouver (Bach’s Magnificat). Bragle also performs this 
season at the Winter Park, Carmel Bach and London 
Baroque Festivals, with Voices of Music, and Catacoustic 
Consort. Other recent highlights include Bruno Moretti’s 
Vespro with New York City Ballet, tours of Bach’s St. 
Matthew Passion and Christmas Oratorio with the 
Netherlands Bach Society and Bach’s Lutheran Masses 
with the Orchestra of the Age of Enlightenment.

NICHOLAS MULROY TENOR

Born in Liverpool, Nicholas Mulroy studied at Clare 
College, Cambridge, and the Royal Academy of Music. 
He regularly appears with leading early-music ensembles 
throughout Europe, including the Monteverdi Choir, 
Musiciens du Louvre, Concert d’Astrée, Gabrieli Consort, 
OAE and Dunedin Consort. He has sung with the Royal 
Scottish National, English Chamber, BBC Philharmonic, 
Hallé, Melbourne Symphony, Australian Chamber, 
Copenhagen Philharmonic, Wrocław Philharmonic 
and Brussels Philharmonic Orchestras and the 
Britten Sinfonia, Staatskapelle Dresden and Auckland 
Philharmonia. He has appeared at the BBC Proms and 
the Edinburgh, Spitalfields, Three Choirs and Salzburg 
Festivals. He has also enjoyed collaborations with 
Laurence Cummings, Sir Colin Davis, Nicholas Kraemer, 
Stephen Layton, Nicholas McGegan, Trevor Pinnock and 
Jordi Savall
On stage, Mulroy has worked with the Opéra de Paris 
(Palais Garnier), Glyndebourne Festival Opera (and 
Tour), Opéra Comique Paris, Théâtre Capitole de 
Toulouse and Opéra de Lille. As a recitalist, he has sung 
Britten canticles and Schubert Lieder at the Wigmore 
Hall. 

Closely associated with the music of Monteverdi, Bach 
and Handel, he has made numerous recordings with the 
Dunedin Consort and John Butt for Linn, as well as CDs 
with the Orchestra of the Age of the Enlightenment, the 
King’s Consort and I Fagiolini.

JONATHAN SELLS BASS

Described as a “sparkling storyteller” with “outstanding 
intelligibility and a naturally powerful sound”, baritone 
Jonathan Sells is a graduate from the Zurich Opera Studio 
(2012) and William Christie’s Le Jardin des Voix (2007).

His talent for early music has led him to work with the 
Opéra de Paris (L’Allegro, il Penseroso ed il Moderato, 

with Les Arts Florissants and William Christie), Opéra 
de Dijon (La Pellegrina), Teatro Real (Monteverdi’s 
L’Orfeo), Aix-en-Provence Festival (Sleep & Mopsa, The 
Fairy Queen) and Chelsea Opera Group (Un héraut & Le 
Grand Prêtre d’Apollon, Gluck’s Alceste).

Other operatic roles include Zar (Zar und 
Zimmermann), Orfeo (Monteverdi), Papageno, Der 
Lautsprecher (Der Kaiser von Atlantis), Don Alfonso, 
Count Almaviva, Leporello, Bottom, Der König (Orff ’s 
Die Kluge), and Rossini’s Figaro, with companies 
including Glyndebourne Festival Opera, Opernhaus 
Zürich, and Oper Schloss Hallwyl.  In concert he works 
regularly with Sir John Eliot Gardiner and William 
Christie in major concert halls across Europe, and has 
recorded a number of discs with I Fagiolini.

Recent engagements included an extensive tour of sixteen 
concerts around Europe singing Bach’s Matthäus-Passion 
with the Monteverdi Choir & English Baroque Soloists 
conducted by Sir John Eliot Gardiner as well as concerts 
at the Bachfest in Leipzig with his baroque ensemble 
Solomon Knot.

KATY BIRCHER FLUTE

Katy Bircher is established as a specialist of early flutes 
and, as such, has worked with most of the UK based early 
music groups in repertoire ranging from Dowland to 
Wagner.

Katy has played concertos with the Kings Consort, La 
Serenissima, Fiori Musicali, Florilegium, the Hanover 
Band and Concerto Caledonia and in 2007 took part 
in a world-wide tour of Bach’s Brandenburg Concertos 
under the direction of Trevor Pinnock. As a soloist 
she has performed alongside Emma Kirkby, James 
Bowman, Robert Levin, Pavlo Beznosiuk and Nigel 
North, appearing in concerts across Europe, the United 
States and the Far East. As principal flute of the Gabrieli 
Consort and Players, she has contributed to their many 
award winning recordings, notably Bach’s Easter Oratorio 
and St Matthew Passion, and Mozart’s C minor Mass 
(Deutsche Grammophon)

As well as the Guildhall School, Katy teaches baroque 
flute at Birmingham University, the Royal Welsh College 
of Music and Drama and Southampton University and 
has given masterclasses in the UK and abroad.
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