


WELCOME

to our 2024/25 season here at the Southbank Centre

The music that we love to play at the Orchestra of the

Age of Enlightenment is a tangle of riddles and puzzles.

Why did Bach choose the six concertos he did to

become the Brandenburg Concertos? What is the secret

theme hidden within the Enigma Variations? Why do

certain works and composers achieve ‘Greatness'? Why
are others overlooked? Why did Beethoven scratch out
the dedication to Napoleon of the 'Eroica’ Symphony?
Why did Bruckner never hear his Fifth Symphony? How
does music decode human sentiment? Or express the
ultimate enigma, humanity's relationship with the divine?

"I have come to believe that the whole world is
an enigma, a harmless enigma that is made terrible
by our own mad attempt to interpret it as though it
had an underlying truth”

UMBERTO ECO

These enigmas have always nourished the human
imagination. The secret themes, lost manuscripts and
broken celebrity crushes that tease us are all part of the
thrill. The idea that we might solve the mystery drives us
on. If we're honest, though, we can't promise to uncover
all the answers for you. So that leaves us with a simple
choice: go mad... or just decide to enjoy the music!

If there is an underlying truth to be found it is in the act
of coming together to share this wonderful, messy
cosmos of music — the gathering of the musicians of
the OAE with our inspiring artistic partners and you,
our audience. Together we might find the secret key:
one that unlocks the door to joy, generosity and, of
course, Enlightenment.

Thank you for being part of our enigmatic adventure.

The Passion in Bach's time

Sundays and holy days in Bach's Leipzig would
have meant, for many of the town's workers, a
welcome day off. And attending a service at one
of the main churches there, the Thomaskirche or

the Nikolaikirche, would have brought the diversion

of music — especially with Bach in charge.

When Bach's St Matthew Passion was first
performed in the Thomaskirche in 1727, some of
the congregation may have had an idea of what to
expect; his St John Passion had been given in the
Nikolaikirche in 1724. Perhaps they were excited

at the prospect of this familiar story being brought
to life with drama and, well, passion — although this

was a church service, not a piece of theatre. The

organ would have played them in; a prayer would

have been said. And then: one of the monuments
of Western music, heard for the first time.

Surely they were awed, electrified? Perhaps...

But this was daring music; ‘contemporary music'.
Some audiences today struggle with new music,
and it is possible that Bach's peers were similarly
bewildered. They were familiar with grief, though,
and must have related to its outpourings in this
work. Bach's inclusion of familiar chorales would
have taken many of the congregation back to a
time before the bloody 30 Years War, rather as
hearing an old English folk tune learned before
the First World War might have moved a soldier
emerging from that conflict. The humanity of Bach's
music spoke to the humanity of his listeners, and
while they may not instantly have recognised the
significance of the St Matthew Passion, here was
a reminder that music, and God, may both engage
with human pain, and transcend it.

Read Joanna Wyld's in depth article on Bach's St Matthew
Passion on page 6.






JOHANN SEBASTIAN BACH 41685 y 1750¢
St Matthew Passion
(Passio Domini Nostri J.C. secundum Evangelistam Matthaeum)

Text by Christian Friedrich Henrici (Picander)
There will be surtitles in English
Part 1
1. Chorus 'Kommt, ihr Tochter, helft mir klagen’
2. Recitative (Evangelist and Christus)
3. Chorale 'Herzliebster Jesu, was hast du verbrochen’

4a. Recitative (Evangelist) — 4b. Chorus —
The visit to Bethany
4c. Recitative (Evangelist) — 4d. Chorus — 4e. Recitative

(Evangelist and Christus)

5. Recitative (Alto)
Aria ‘BuB und Reu’ (Alto)

6
7. Recitative (Evangelist and Judas (bass))
8

Aria ‘Blute nur, du liebes Herz!" (Soprano)
The Feast of Unleavened Bread

9a. Recitative (Evangelist) — 9b. Chorus — 9c. Recitative
(Evangelist and Christus) — 9d. Recitative (Evangelist)
—9e. Chorus

10. Chorale 'Ich bin's, ich sollte biBen’

11. Recitative (Evangelist, Christus and Judas)

12. Recitative (Soprano)

13. Aria'lch will dir mein Herze schenken’ (Soprano)

The Mount of Olives

14. Recitative (Evangelist and Christus)
15. Chorale 'Erkenne mich, mein Huter’
16. Recitative (Evangelist, Peter (bass) and Christus)

17. Chorale ‘Ich will hier bei dir stehen’
The garden at Gethsemane

18. Recitative (Evangelist and Christus)

19. Recitative (Tenor) with Chorale ‘Was ist die Ursach aller
solcher Plagen?’
20. Aria‘lch will bei meinem Jesu wachen'’ (Tenor) and Chorus

21. Recitative (Evangelist and Christus)

22. Recitative (Bass)
23. Aria 'Gerne will ich mich bequemen’ (Bass)

24. Recitative (Evangelist and Christus)
25. Chorale 'Was mein Gott will, das g'scheh allzeit’
26. Recitative (Evangelist, Christus and Judas)

27a. Aria 'So ist mein Jesus nun gefangen’ (Soprano and
Alto) — 27b. Chorus 'Sind Blitze, sind Donner in Wolken
verschwunden?'

28. Recitative (Evangelist and Christus)
29. Chorale 'O Mensch, bewein dein Stinde grofB’

—Interval -

Part 2

30. Aria‘Ach! nunist mein Jesus hin!' (Alto and Chorus)
The palace of the High Priest

31. Recitative (Evangelist)
32. Chorale 'Mir hat die Welt triglich gericht'

33. Recitative (Evangelist, Witnesses (alto, tenor)
and High Priest (bass))

34. Recitative (Tenor)
35. Aria 'Geduld! Wenn mich falsche Zungen stechen’ (Tenor)

36a. Recitative (Evangelist and High Priest (bass) and
Christus) — 36b. Chorus - 36¢. Recitative (Evangelist) — 36d.
Chorus

37. Chorale ‘Wer hat dich so geschlagen’

38a. Recitative (Evangelist, Servants (sopranos), Peter (bass) -

38b. Chorus - 38c. Recitative (Evangelist and Peter (bass))
39. Aria 'Erbarme dich’ (Alto)
40. Chorale ‘Binich gleich von dir gewichen’

41a. Recitative (Evangelist and Judas (bass)) — 41b. Chorus -
41c. Recitative (High Priests (basses))

42. Aria '‘Gebt mir meinen Jesum wieder!" (Bass)
The residence of Governor Pilate

43. Recitative (Evangelist, Pilate (bass), Christus)
44. Chorale 'Befiehl du deine Wege'

45a. Recitative (Evangelist, Pilate (bass), Pilate's Wife
(soprano) and Chorus) — 45b. Chorus

46. Chorale 'Wie wunderbarlich ist doch diese Strafe!’






hen Bach arrived in

Leipzigin 1723 to
take up his wide-ranging
role as the city's Director
of Music and cantor of
the Thomasschule, he
joined a community that
could be hard-nosed and
unsentimental. He regularly
came into conflict with the
city officials, and few seem
to have appreciated just
how exceptional a musician
they had in their midst. Bach
had limited resources with
which to work, and was
overstretched in his duties,
which included teaching
Latin (a task he delegated
to a deputy); training four
choirs of school-boys; giving instrumental lessons to the most
promising pupils; and producing music for four of the city's
churches —as well as for its civic ceremonies.

Johann Sebastian Bach in 1746,
with riddle canon by Elias Gottlob
Haussmann, Public Domain via
wikicommons

Opera was frowned upon in Leipzig; the previous cantor of

the Thomaskirche, Johann Kuhnau, had turned up his nose at
fellow Leipzig composer Telemann, dismissing him as an ‘opera
musician’, and Leipzig's opera house had been firmly shut up
before Bach'’s arrival. Liturgical music was also subject to strict
stipulations, and in the case of singing on Good Friday, it was
forbidden to paraphrase the Gospel accounts, which had to be
used in their original form.

Yet Bach, ever pragmatic, found ways round these obstacles.
For his St John Passion of 1724, he supplanted the paraphrased
sections of the libretto from the popular Brockes Passion (a 1712
work by Barthold Heinrich Brockes) with the Gospel texts on which
they were based. For the St Matthew Passion, he persuaded his
regular collaborator, the Leipzig poet Picander, to build on his
recent publication of poetic Erbauliche Gedanken auf den Griinen
Donnerstag und Charfreytag ('Edifying Thoughts on Maundy
Thursday and Good Friday’) by adding more free verse suitable for
use alongside Gospel texts. Picander duly created a libretto using
Chapters 26 and 27 of St Matthew's Gospel, as well as his own
poetic meditations on the subject. Whereas the St John Passion
uses texts from different sources, a single author overseeing the
libretto for the St Matthew Passion lends it a particular coherence
and flow.

As for the embargo on opera, Bach brought operatic elements
into the St Matthew Passion by the back door, so that while

the liturgical purpose of the work is ever-present in its pacing,
rhetoric and tone, there are many innovative and daring stylistic
elements that might have suggested associations with a world
outside the walls of the church. Bach employed Italianate

operatic styles, wide-ranging harmonic and key sequences,
varied scoring and timbre, and dynamic extremes. The unusual
key sequences, which can seem surprising, even disjointed, were
partly a product of the dramatic structure, and partly conceived
to jolt listeners into an awareness of the extraordinary nature of
the events unfolding.

Despite the Leipzig establishment's fastidious, rather
ungenerous nature, it would be wrong to assume that the
Lutheran tradition that meant so much to Bach was innately
puritanical. The appreciative, earthy phrase, ‘wine, women and
song' is attributed to Luther himself, and his insistence on using
forms that ordinary people understood would have encouraged
Bach to include the familiar chorale tunes that pervade the St
Matthew Passion, both in the stand-alone chorales and woven
into the fabric of more intricate movements. What's more, there
had been enough room for manoeuvre within the establishment
to allow for Passions to be sung in Leipzig in the first place.
Following the Neue Kirche's lead, the Thomaskirche had
introduced the custom in 1721, the sexton Johann Christoph
Rost noting that ‘'on Good Friday of the year 1721, in the

vesper service, the Passion was performed for the first time in
concerted style.' Kuhnau's St Mark Passion, performed there,
became an important model for Bach’'s Passions — although he
had also made a transcript of Reinhard Keiser's St Mark Passion
back in Weimar, some time before 1714, and an earlier Passion
written by Bach, dating from 1717, is now lost.

CPE Bach claimed that his father wrote five Passions in all; the St
Matthew Passion was referred to by the Bach family as 'the great
Passion'. And so itis: Bach used a greater range of forms in the
St Matthew Passion than in any comparable work. In the St John
Passion, he eschewed certain forms of accompanied recitative
and large-scale chorale settings; the later Mass in B minor (1749)
does notinclude recitatives, certain types of aria, or ariosi (in
which the style of singing falls between recitative and aria). But
in the St Matthew Passion, Bach used the whole gamut of these
forms, not to mention the polyphonic motet style, and numbers
founded on that ancient musical anchor point, the ‘cantus firmus'
—aline of plainchant or chorale tune threading its way through

a more complex texture. Bach also drew on the full depth of his
experience of writing cantatas when composing the St Matthew
Passion —and, tellingly, once this work was complete, the rate at
which he produced cantatas dropped considerably.

One of the most striking and ambitious features of the St
Matthew Passion is Bach's use of the double chorus. For the
original 1727 version, he was writing for the two organ lofts

of the Thomaskirche (similar in principle, if less grand, to the
antiphonal effect created by two choirs in different balconies in
St Mark's Basilica in Venice, an influential feature of the Italian
early Baroque). The first chorus and orchestra performed from
the larger organ loft, with the second chorus and orchestra
situated in the smaller organ loft, limiting the number of
performers that could be involved. In the revised version of



St Thomas School, Leipzig, where Johann Sebastian Bach taught from 1723 - 50 sketched by Felix Mendelssohn. Lebrecht Music Arts / Bridgeman Images

1736, Bach augmented his forces, accentuating the contrasts
between these two groups: both have soloists and chorus,
strings and continuo including organ, and woodwinds including
transverse flutes — prominent in the first alto solo — oboes and
oboes d'amore, plus two oboes da caccia joining the first group.

The Thomaskirche's ‘swallow's nest’ organ (a decaying instrument
that had to be demolished in 1740) was used to emphasise the
‘cantus firmus' of the opening and closing choruses of Part |. There
are two main parts to the St Matthew Passion, following the crucial
moments of the Gospel narrative: preparation, Gethsemane and
the arrest, Caiaphas, Pilate, Christ's Crucifixion; and, finally, burial
and farewell. At the end of each scene there is a commentary on,
or response to, the action from either chorus or protagonist, set
to Picander’s poetic meditations. These vivid pieces form the core
of the work, providing moments of contemplation or interpretation
in a manner that would have made sense to a congregation used to
similar structures in Lutheran services.

In fact, these responses to the action of the Passion story are

at the heart of what's so remarkable about the work. It is not so
much the story itself, but the human reactions to these events,
that make the St Matthew Passion so immediate and relatable to
this day, expressing feelings of grief, regret, hope, the need for
solace - feelings that, regardless of one's beliefs, are universal.

In the opening number, there would have been an additional
layer of meaning for the Leipzig congregation: the boys' choir
of the Thomaskirche regularly sang for funerals and executions.
The significance of this —and its gripping dramatic implications
—would not have been lost on those first listeners. And even
without that context, is there another opening in Western music
more compelling than this? We're immediately arrested by the
elegiac pull of Bach's lilting rhythms, the pulsing bass, the hymn
tune wending its way through surging textures — the chorale
melody's major-key inflections piercing the minor-key solemnity,
letting in pinpricks of light.



Both Parts | and Il begin and end in this vein: emphatic, emotive
pieces that frame the action, which moves forwards through
the alternation of the tenor Evangelist's narration with arias
from the protagonists — Jesus, Judas, Peter, Pilate, Pilate's

Wife, two Handmaidens, two Priests. The chorales sung by the
choruses shift almost giddyingly between a wide-ranging cast
of characters: the crowd, the high priests, the disciples and the
Jews. For Jesus himself, Bach created a special effect: a halo of
string sound. This theatrical device has the impact of a spotlight
in the gloom, drawing our attention to the figure at the centre of
it all every time he sings. When Christ later asks why God has
forsaken him, the loss of the accompanying string halo makes
the sense of abandonment all the more palpable.

There is powerful rhetoric, too, in the soprano aria ‘Blute nur’, which
comes just after Judas's betrayal of Christ. The opening phrase is
repeated at a higher pitch to indicate an intensification of feeling
—adevice the Leipzig congregation would have recognised and
understood. And there is vivid writing for the choirs throughout,
which take on distinct characters at different moments, singing

Handwritten score for the St Matthew Passion.
Lebrecht Music & Arts Alamy Stock Photo

a chorale tune alongside the tenor recitative and aria that begins
with 'O Schmerz!' ('O pain!); adding punchy interjections in the duet
for soprano and alto, ‘So ist mein Jesus nun gefangen’, before
unleashing a tumult of thunder and lightning; and later showing
anger during the soldiers’ teasing and tormenting of Christ.
Rhetorical devices abound in the instrumental parts as well, such
as the vividly illustrative continuo writing when the curtain of the
temple is torn asunder.

The arias and chorales are more frequent and more expansive than
in the earlier St John Passion, and in his 1736 revision of the work,
Bach transplanted a large choral fantasia, ‘O Mensch, bewein dein
Slinde gross’, from the second version of the St John into the St
Matthew Passion, to end Part | (instead of the more modest chorale
in the 1727 version). He also charted new harmonic territory with
the arioso ‘Ach Golgotha', preceding the aria ‘Sehet, Jesu hat die
Hand', reaching unprecedented extremes of harmony.

Yet this sense of scale and intensity in the St Matthew Passion is
balanced by moments of understatement. Opening Part Il is an
alto aria, ‘Ach! nun ist mein Jesu hin’ - with a mini-chorus of four
additional soloists - that ceases almost abruptly. And whereas
in the St John Passion, the moment when Peter weeps bitterly
after denying Christ is one of almost extravagant feeling, with
long-breathed chromatic lines expressing extreme anguish, in
the St Matthew Passion, the Evangelist traces an exquisite arc of
delicately poignant sorrow. This subtlety makes what follows all
the more effective, as though Bach was saving up the emotional
release of the alto aria ‘Erbarme dich'. Peter's very personal plea
for forgiveness represents all humanity's desire for redemption,
the melodic lines seemingly never ending, elongating just when
you expect them to resolve, while the solo violin sings alongside
the alto, accentuating the aria’'s harmonic twinges.

These contrasts between cathartic emotion and understatement
are integral to the emotional impact of the St Matthew Passion,
underlining the sincerity of the feelings expressed. Bach was

a man of profound faith, careful to judge the precise nature

of his portrayal of the Passion story and its significance for
humanity. Towards the end of the St Matthew Passion, each
soloist's brief farewell to Christ creates the impression that this
is a temporary parting. A theological point was being made: the
devastating scene of the crucifixion, marked by Good Friday,
precedes the focal point of Easter: the Resurrection, when Christ
rises from the dead. In this context, the almost perfunctory
farewells make sense. Though the sombre mood remains, the
Lutheran congregation would have been aware that these events
anticipate a more hopeful conclusion: reunion with Christ.

Even in the anguished sweep of the final chorus, then, there are
hints of hope; the animated bass-line, in contrast with its more
static counterpart in the opening chorus of Part |, is liberated,
imbued with a sense of forward motion. This is not the end. In the
penultimate chord, Bach's scoring enhances the wincing pain
of a dissonance typical of the French chaconne style — which
then resolves. The tone remains sombre — we have not reached
Easter yet — but points to something beyond our present grief.
This final cadence might almost encapsulate the point of the
Passion story in microcosm: the dissonance of the crucifixion,
the resolution of the Resurrection.
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Konzerthaus, Barbican Centre, KéIner Philharmonie, Salzburg
Festival, MA Festival Bruges, with three appearances at the BBC
Proms including the premiere of Handel Theodora (2018) and

a televised performance of Bach St Matthew Passion (2021).
They are Principal Ensemble in Residence at the London Handel
Festival from 2025.

Arcangelo's founding commitment to the recording studio has

produced 30 critically lauded albums including ‘Arias for Guadagni’

and Bach Cantatas with lestyn Davies (Hyperion; Gramophone
Award 2012 and 2017), Mozart Violin Concertos with Vilde Frang
(Warner; ECHO Klassik Award 2015) CPE Bach Cello Concertos
with Nicolas Altstaedt (Hyperion; BBC Music Magazine Award
2017), Buxtehude Trio Sonatas Op.1 (Alpha Classics; GRAMMY
Nominee 2018), ‘Tiranno' with Kate Lindsey (Alpha; Sunday Times
Records of the Year 2021). Arcangelo’s latest recordings include
Handel Theodora, Sacroprofano with Tim Mead, Handel Chandos
Anthems (Alpha; releasing 2025) and a landmark project with
Nicolas Altstaedt to make the first survey on period instruments
of Boccherini Cello Concertos (Alpha).

After reading Archaeology and Anthropology at St John's

College, Cambridge, lestyn Davies studied at the Royal Academy

of Music, London.

An esteemed Handelian, he has delighted audiences globally
with his vocal agility and supreme musicianship in roles such
as Orlando, Rinaldo, Ottone in Agrippina and David in Saul.
Committed also to contemporary music, his intelligent and
considered interpretations have led to fruitful collaborations
with Thomas Adés, George Benjamin and Nico Muhly.

On the opera stage, he has appeared at the Metropolitan Opera,
New York; the Lyric Opera of Chicago; Teatro alla Scala Milan;
the Royal Opera House, Covent Garden; English National Opera;
Glyndebourne Festival Opera; Welsh National Opera; Teatro
Real Madrid; Salzburg Festival and in Munich, Vienna, and Zurich.
Recent appearances include Partenope in Madrid, Agrippina in
Hamburg and Munich, Rodelinda for the Metropolitan Opera, and
L’incoronazione di Poppea in Versailles.

Concert engagements have included performances at the
Teatro alla Scala, Milan with Dudamel, the Concertgebouw

and Tonhalle with Koopman and at the Barbican, Théatre des
Champs-Elysées, Lincoln Centre, Carnegie Hall and at the BBC
Proms in the Royal Albert Hall with orchestras that include the
New York Philharmonic, London Philharmonic, English Concert,
Britten Sinfonia, Concerto Koéln, Concerto Copenhagen,

Ensemble Matheus, the Orchestra of the Age of Enlightenment,
Academy of Ancient Music and Scottish Chamber Orchestra.

In recent seasons, he sang Bertarido in Rodelinda on tour in the
USA and Asia with Harry Bicket and The English Concert, made
his role debut at the Paris Opera as Tolomeo in Giulio Cesare,
sang Oberon in Britten's A Midsummer Night’s Dream with
Atlanta Opera and at Garsington Opera, and the Boy in George
Benjamin's Written on Skin with the Finnish Radio Symphony
Orchestra. In August, he made his Australian debut singing JS
Bach and Arvo Part in an extensive solo tour with the Australian
Chamber Orchestra.

lestyn begins the 24 / 25 season singing Didymus in Theodora
at Teatro Real Madrid and with Music of the Baroque, Chicago;
before delving into other works by Handel including David

in Saul at the Glyndebourne Festival; Il Trionfo del Tempo

e del Disinganno and Dixit Dominus with the Los Angeles
Philharmonic and Emmanuelle Haim, Messiah with Les Violons
du Roy and Bernard Labadie, and arias on tour with the Chamber
Orchestra of Europe and Robin Ticciati.

In other repertoire, he will tour Monteverdi's Poppea with
Cappella Mediterranea and Leonardo Garcia Alracon in Europe,
and JC Bach, Scheidt, Schein, Buxtehude and more with
Fretwork in the US and Canada.

An outstanding recitalist, he has performed in Vienna, Tokyo,
Paris, and New York in repertoire ranging from Dowland to
Clapton. He is a regular favourite at London’s Wigmore Hall
and Kings Place where he has curated residencies.

His recital discs have won three Gramophone Awards, and he
performed on the Grammy-winning recording of Thomas Adés's
The Tempest. He is the recipient of a Royal Philharmonic Society
Award and was nominated for an Olivier Award for his singing
role in Farinelli and the King opposite Mark Rylance (premiered at
London's Shakespeare's Globe and transferring to the West End
and Broadway). In 2017 he was awarded an MBE by the Queen
for his services to music.

Anna studied at the Royal Academy of Music an was the
recipient of the 2023 Royal Philharmic Society's Singer award.

Her opera performances include Katie Mitchell's New Dark

Age at the Royal Opera House, Purcell's The Fairy Queen at
Drottningholms Slottsteater in Stockholm, Handel's Rodelinda at
the Gottingen Handel Festspiel, Mozart's Idomeneo directed by
Graham Vick at Birmingham Opera Company, Damon Albarn’s Dr
Dee at English National Opera, and roles in all three Monteverdi






13

On the concert platform he has performed with Ensemble
Pygmalion, Concerto Kélin, Les Talens Lyriques, Les Violons

du Roy, L'Orchestre du Chambre de Paris, English Concert,
Academy of Ancient Music, Early Opera Company, Philharmonia
Orchestra, The Royal Philharmonic Orchestra, BBC National
Orchestra of Wales, Early Opera Company and he made his BBC
Proms debut with Britten Sinfonia under David Bates performing
Mozart's Requiem.

He has performed under conductors including Harry Bicket,
John Butt, Laurence Cummings, Christian Curnyn, Maxim
Emelyanychev, Adam Fischer, Emmanuelle Haim, Simon Halsey,
George Petrou, Raphaél Pichon, Christophe Rousset and Ryan
Wigglesworth.

A fine actor and equally at home on the operatic stage, roles
have included Oronte, (Alcina) in a new Tim Albery production
for Opera North, Lysander, A Midsummer Night's Dream as
part of the Aldeburgh Festival's 70th anniversary, Tamino, (Die
Zauberflote) for Glyndebourne on Tour and for Irish National
Opera, Ferrando, (Cosi fan tutte) for Opera Holland Park,
Amphinomus, (The Return of Ulysses) for the Royal Opera House
and Purcell's The Indian Queen for the Opéra de Lille, Théatre
de Caen, Opera Vlaandern and Grand Theatre Luxembourg.

A regular performer of New Music he has also given several
world premieres, including creating the role of Matthew in
Mark Simpson'’s opera Pleasure (Opera North, Aldeburgh

and The Royal Opera House).

In August 2023 Nick gave his Edinburgh International Festival
recital debut with pianist lan Tindale which was broadcast on
BBC Radio 3. He has also given recitals with Gary Matthewman,
James Bailieu, Simon Lepper, Sholto Kynoch, Christopher Glynn,
Graham Johnson and Malcolm Martineau.

More recent highlights include Mendelssohn:'Lobgesang’ with
the OAE conducted by Sir Andras Schiff, George Benjamin's
Written on Skin (John / Angel 3) with the Finnish Radio Symphony
conducted by the composer and Britten St Nicolas for the
Aldeburgh Festival in a recreation of the first ever concert given
at the festival in 1948. In North America he toured Handel's
L’allegro, il penseroso ed il moderato and Bach's B Minor Mass
with Monteverdi Choir and Orchestra with two performances

at Carnegie Hall as well as making his debut at Park Armory in a
world premiere performance of a new creation co-commissioned
with the Asia Society where Nick performed a selection of Bach
cantatas in a staging by the celebrated director Peter Sellars.

This season Nick performs the role of Funeral Director in a new
production by Oliver Mears of Bernstein's A Quiet Place for

the Linbury Theatre, Royal Opera House, makes his Japanese
debut with the Yomiuri Nippon Symphony Orchestra in Mozart's
Requiem under Masato Suzuki as well as performances with La
Nuova Musica, Academy of Ancient Music, OAE and Les Talens
Lyriques at venues including I'Opera Royal de Versailles, Theater
an der Wien, Het Concertgebouw, Wigmore Hall, Barbican
Centre, and Philharmonie de Paris.

German bass-baritone Florian Stértz announced his arrival on
the European concert scene with victories at 2023 International
Handel Singing Competition as well as the 2023 Helmut Deutsch
Song Competition. Together with pianist Mark Rogers he also
took the Prix de mélodie at the 2023 Lili et Nadia Boulanger
competition in Paris and won the Young Artists Platform at the
International Song Festival Zeist, Utrecht 2024.

Florian's 24 — 25 season sees important débuts singing Bach
and Charpentier with the Monteverdi Choir under Christophe
Rousset, Bach Weihnachtsoratorium with the Scottish Chamber
Orchestra under Vaclav Luks, Berlioz L ‘Enfance du Christ with
the NFM Wroctaw Philharmonic under Paul McCreesh and Bach
B Minor Mass with The English Concert directed by Kristian
Bezuidenhout. A current Rising Star of the Enlightenment his
many forthcoming engagements with the ensemble include

a European tour of the St Matthew Passion under Jonathan
Cohen. He will record his début recital disc with pianist
Aleksandra Myslek for Delphian.

Florian recently sang Bach's Weihnachtsoratorium with the OAE
under Masaaki Suzuki and Handel Esther at London Handel
Festival with Laurence Cummings. His recording of Duruflé's
Requiem with the Choir of Trinity College, Cambridge and
Stephen Layton is released by Hyperion.

He has given recitals in Leeds with Graham Johnson, Zell am See
with Helmut Deutch, a German song programme at Carnegie Hall
with Renée Fleming's SongStudio and French song recitals at
Salle Cortot, Paris and Wigmore Hall. He also presented Handel
and Purcell at the Handel-Festspiele Halle.

Florian is an alumnus of the Royal Academy of Music and the
Britten Pears Young Artist Programme and recevies generous
support from the City Music Foundation. Having enjoyed

his upbringing in the vocal music environment around Trier
Cathedral, Germany he is now based in London. As a trained
physicist Florian is passionate about the intersection of science
and music.
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THE WHOLE WORLD IS AN ENIGMA
at the Southbank Centre

22 May

SCHUMANN'S PIANO CONCERTO

with Sir Andras Schiff (fortepiano / director)
4 June

ENIGMA VARIATIONS

with Dinis Sousa (conductor)

OAETOTS
for 2-5 year olds with their parents
or carers at the Southbank Centre

28 June
ENCHANTED TOTS

THE NIGHT SHIFT
Chamber music down a local pub

23 April, Islington
The Old Queen's Head

BACH, THE UNIVERSE
AND EVERYTHING
at Kings Place

Mission: to explore our place in the cosmos guided by the
intergalactic genius of JS Bach. Each monthly event features
one of Bach's cantatas, and other choral and instrumental
works, alongside a talk by an eminent astronomer.

New season coming in Autumn 2025.
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Clockwise from top left: Young producer training session; greeting patrons and distributing programmes at an OAE performance at
the Southbank Centre; filming at The Fairy Queen: Three Wishes at the Southbank Centre.

Dreamchasing Young Producers

ow in its third year, the Dreamchasing Young Producers

has evolved into an influential programme at the school,
equipping young people with professional skillsets in project
management, filmmaking, lighting, sound, set and costume
design. The graduates from the first years now serve as tutor-
mentors for new recruits and return regularly to support the OAE
as valuable project support when life gets busy. The programme
also supports the roll out of the T-level qualification in a new state
of the art media centre at the school. This qualification, in Media,
Broadcast and Production, is the equivalent of a conventional set
of Alevels, and prepares students for entry to work and higher

education in this important sector of the UK economy. The OAE
is a proud corporate partner in this innovation.

You will see Dreamchasing Young Producers support front and
backstage life at our Southbank Centre series, but this is the tip
of the iceberg which, alongside routine training from OAE staff,
players and guest experts, sees students from Year 7 onwards
working on a range of challenging enterprises: a new podcast
channel for the OAE, original film work for YouTube and Marquee
TV, professional production values at school based events and
new concept work with OAE partners for forthcoming seasons.









