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Rested & Refreshed 
 
It’s been a close run thing, but after 
a very difficult season, during which 
the Club has been ‘resting’, it looks 
as though we may be able to 
relaunch in season 2019-2020. 
 
In January, it seemed the time had 
come to accept that the players of 
the BBC SSO are now so hard-
pressed that they no longer have 
the time to prepare, rehearse and 
provide us with Club concerts. By 
February there had been only one 
Club concert, and closure seemed 
inevitable. But on 4 February, I 
received an email from the Chair of 
the Orchestra’s Players’ 
Committee, inviting myself and 
Club Committee members to a 
meeting to discuss the Club’s 
future.  
 
The outcome is that we have 
received assurances that the BBC 
SSO players remain enthusiastic 
about the Club, or at least a goodly 
proportion of them do. We have 
been assured that they will be able 
to produce for us, for the 
foreseeable future, an annual 
programme of at least four 
concerts, the dates of which we will 
be able to advertise in advance. 
That last point is very important – if 
the Club is to flourish in the future, 
it needs to attract new members, 
and to do that it must be able to 
produce an attractive programme 
that can be advertised. We used to 
be able to advertise our events, and 
I very much hope we can do so 
again.  
 
There are still some matters to be 
discussed but by the time you read 
this I expect the Annual General 
Meeting will have been and gone, 

and we will know for sure whether 
or not this bright new future is a 
realistic aspiration. I certainly hope 
so. The Club is worth saving and I 
am glad we have persevered 
through this difficult season. It’s 
time to reboot and refresh! 
 
And, having touched on the 
importance of recruitment, I am 
reminded of my predecessor Eileen 
Robertson’s plea to members to 
attract one new member each. Why 
not give it a go?  
 
Even though this is a new 
beginning, I would like, on behalf of 
the membership, to take this 
opportunity to thank those players 
and their friends who, over the 
years, have given freely of their 
time and talent to make the Club 
what it was in its heyday (and may 
be again), with special mention of 
the several players who have acted 
as liaisons between Club and 
Orchestra, cajoling their colleagues 
to entertain us and without whom 
there would have been no Club 
concerts. It would be invidious to 
name names. You know who you 
are. 
 
I would also like to thank the 
members of the Club who have 
helped manage the affairs of the 
Club over the years, whether on the 
Committee, or in writing eloquent 
concert reviews and articles for this 
Newsletter, or in recording and 
photographing the recitals. Again, it 
would be invidious to name names. 
You know who you are. 
 
And so to this edition of the 
Newsletter. You will recall the 
discussion between two of the 
Club’s members, Chilton Inglis and 
Ian Robertson, on the merits of 
Mahler’s symphonies. The latest 

instalment of their enlightening 
exchanges is included in this 
edition. It is Ian Robertson’s brief 
and witty reply, written to me late 
last year, with the twin purpose of 
responding to Chilton’s essay and 
kick-starting a correspondence 
page in this magazine. It is, sadly, 
the last instalment in this particular 
exchange because Ian Robertson 
passed away in March, achieving 
the last word (I suspect he would 
have been amused at that) but 
simultaneously robbing us of his 
kindly and astute presence. An 
appreciation of Ian appears in this 
Newsletter, and another to Martin 
Dalby, Head of Music for BBC 
Scotland and saviour of the 
Orchestra in its darkest hour.  
 
Alongside these articles and the 
usual reviews of Club recitals and 
news of BBC SSO recordings, you 
will also find the welcome return of 
the players’ profiles, biographies of 
the new arrivals in the Orchestra, 
whom we heartily welcome to 
Glasgow. And Chilton Inglis has 
contributed another fine piece, this 
time an extensive and fascinating 
account of how, as a BBC sound 
engineer, he prepared for and then 
accompanied the Orchestra on its 
first foreign tour, to Hong Kong in 
1977. The piece dominates this 
edition but is well worth the read. 
Indeed, I hope, Chilton’s and Ian’s 
example will encourage others to 
contribute to the Newsletter. No 
copy, no Newsletter! So, read on, 
good reader, and enjoy – but think 
also what you might be able to write 
for our next Newsletter! 
 
Jim McGrath 
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Martin Dalby – an appreciation 
 
(This article is based on obituaries that appeared in The 
Herald, The Scotsman and The Telegraph) 
 
Martin Dalby (1942-2018) was a key figure in the recent 
history of the BBC Scottish Symphony Orchestra. One 
of the obituaries in a national paper was able to assert 
that the fact the BBC SSO is still with us today is in no 
small part due to his stewardship as Head of Music of 
BBC Scotland over two decades. 
 
He was born in Aberdeen in 1942 into a musical 
household (his father was organist at St Machar’s 
Cathedral and superintendent of music for Aberdeen 
Education Committee). Martin went to Aberdeen 
Grammar School. He had learnt to play the viola and his 
aptitude enabled him to join the National Youth 
Orchestra of Great Britain. He won a scholarship to the 
Royal College of Music in London where he studied 
viola with Frederick Riddle and composition with Herbert 
Howells. An Octavia scholarship and a Sir James Caird 
travelling scholarship allowed him to travel to Italy to 
study with the composer Gofreddo Petrassi. 
 
On his return from Italy, the 23-year-old was offered a 
post with the BBC in London as a chamber music 
producer and so found himself in illustrious company, 
working with the likes of Hans Keller, Robert Simpson 
and Deryck Cooke. It is believed he assisted Cooke with 
the orchestration of his completion of Mahler’s 
Symphony No 10.  
 
Martin moved back to Scotland in 1970, having been 
awarded a Cramb Research Fellowship to study 
composition at the University of Glasgow. Only two 
years later he applied successfully to become Head of 
Music at BBC Scotland.  
 
Martin was quick to broaden the station’s musical 
output, influenced by his experience in London and 
abroad. He took responsibility for programming 
concerts, selecting conductors and soloists, and 
arranging the BBC SSO’s visits to the BBC Proms, as 
well as its first overseas tours. He also encouraged 
several composers who were emerging in Scotland in 
the 1970s and 1980s through devising dedicated 
programmes of their chamber music played by new 
local ensembles. 
 
When the Orchestra came under threat from the 
Corporation in 1980 (the threat that saw the birth of this 
Club), Martin fiercely defended the BBC SSO, a stance 
that did not always endear him to his BBC superiors. “I 
was sacked at least twice,” he would later say. During 
the ensuing musicians’ strike he reputedly took coffee 
out to the pickets. His (and their) fiery determination 
finally won the day, though sadly at the cost of the BBC 
Scottish Radio Orchestra.  
 
In the early 1990s Martin returned to producing. A 
highlight was working with composer and musicologist 

John Purser on the acclaimed 30-part radio series for 
BBC Radio Scotland, ‘Scotland’s Music’, which won a 
Sony Gold Award in 1992. He was chairman of the 
Composers’ Guild of Great Britain from 1995 until 1998. 
Six years later came a British Academy of Songwriters 
Composers & Authors Gold Badge Award. 
 

 
Martin Dalby in the Music Library at Queen Margaret 
Drive, Glasgow (probably in 1985) prior to the BBC Proms 
performance of his piece Nozze di Primavera at the Royal 
Albert Hall on 9 September that year. (c BBC) 

 
Dalby was reluctant to promote his own music by using 
his position with the BBC SSO. And that very job, by 
virtue of its demands, had a bearing on his 
compositional output.  
 
There was much music, both sacred (for example, the 
Mater Salutaris, commissioned by Glasgow High 
School) and secular (exemplified by such as A Plain 
Man’s Hammer for brass band), but there probably 
could have been much more.  
 
The orchestral works that did materialise over the years 
have been described as “exquisitely crafted, combining 
lyrical soul with biting modernism”. His Viola Concerto 
was heard at the BBC Proms in 1974 performed by his 
old teacher Frederick Riddle and conducted by Norman 
del Mar, the first of four outings for his music at the 
Royal Albert Hall. Among the most beautiful of his 
compositions is Nozze di Primavera, a wedding gift to 
his wife Hilary (a former member of the BBC SSO). The 
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piece has been said to “exude simultaneously an 
ethereal charm and lifeblood potency”. Happily, it 
features in the forthcoming BBC SSO season, so 
readers may judge for themselves! 
 
Dalby was a great supporter of Peter Maxwell Davies 
and the St Magnus Festival in Orkney, ensuring in the 
event’s earliest years a broadcasting presence that 
helped sustain and popularise both composer and 
event. 
 
Martin took early retirement from the BBC in 1993. 
Perhaps his greatest legacy was simply that Martin 
positioned BBC Scotland and the BBC SSO at the 

centre of Scottish musical life. He showed great 
creativity as a broadcaster and as a manager. Budgets 
were often stretched, accounting was imaginative and 
fresh ideas were always welcomed. Away from the 
BBC, and composing, he had a very wide range of 
interests including hillwalking, railways, steam engines, 
birdwatching, literature and flying private aircraft, the 
last-named enthusiasm extending to an interest in small 
airstrips in remote parts of Scotland! 
 
Martin Dalby is survived by his wife Hilary - and by his 
compositions. 

 

 
 

The BBC SSO in Hong Kong in 1977 
by Chilton Inglis 
 
This article is based on a piece I wrote for a BBC 
internal newsletter, the “Radio Programme Operations 
Digest”. It was published in September 1977. Written for 
a technical readership, with many references to the 
equipment I took to Hong Kong (identified by BBC 
codes or manufacturer’s model names or codes), I 
pondered at length how to revise it for Club members 
probably more interested in what the SSO got up to 
than the challenges I faced. (In the event, I was kept so 
busy in Hong Kong I was hardly aware of what the 
Orchestra got up to!) Finally, I decided to keep the 
original references, on the grounds that ex-BBC 
technicians of my vintage would probably be able to 
recall the equipment referenced, much of which is now 
obsolete. Those who are not BBC technicians of a 
certain age, but who want to know what on Earth I’m 
writing about, could try asking myself or Norman 
McGadie at a Symphony Club event. 
 
It was when the Jumbo lifted from the Heathrow tarmac 
that the cold sweat broke out. Ten thousand kilometres 
away an assignment awaited, and if I’d forgotten or mis-
specified anything, it was too late to turn back. 
 

***** 
Of course, planning had started months before, in 
London, in the BBC offices of the Chief Engineer Radio 
Broadcasting (CERB) and the Managing Director Radio.  
The BBC SSO had been chosen to perform at the Hong 
Kong Arts Festival in 1977, and Radio 3 wanted to 
record their week of concerts for later broadcast in the 
UK. CERB had contacted Radio Television Hong Kong 
(RTHK), decided their equipment was not up to BBC 
standards, and suggested that Radio Scotland be asked 
to mount an OB to make the recordings. I was asked to 
take charge of the operation and agreed, but with some 
trepidation - I would be the only BBC technician going.  I 
was told that RTHK engineers would provide my crew. 
 
My first task was to set wheels in motion, and lubricate 
those already turning. The Head of Programmes 
Scotland agreed funds for me to visit Hong Kong, to 
survey their City Hall, and introduce myself to RTHK. I 

could now write to Percy Childe, the Sound Engineer at 
the hall, to arrange a meeting. I made contact with 
RTHK, with BBC International Relations, and with the 
Music Department in Glasgow. I drew up a tentative 
equipment list so that we could assess the impact on 
our OB equipment store, since anything I took would be 
unavailable in Scotland probably for at least 2 weeks. I 
discussed arrangements with the London office of the 
Hong Kong Arts Festival. 
 
I left for Hong Kong on 1 November 1976 with the last 
inoculation still swelling my left arm, and a surprising 
amount of correspondence already swelling my 
briefcase. 
 
The plane touched down temporarily at Delhi in 
darkness. We weren’t allowed to leave the aircraft, but 
after what I took to be a short re-fuelling stop, we took 
off, heading east, just as dawn was breaking. By luck, I 
was next a window on the left side, and saw the sunrise 
just touching the snowy tips of the Himalaya peaks, 
gleaming bright orange against a deep blue sky. 
Looking down along the valley of the Ganges and its 
many tributaries still in the pre-dawn darkness, pinpricks 
of light glinted from hundreds of villages. That vision 
from 1976 remains hauntingly in my mind over 40 years 
later.  
 
On arrival at Hong Kong I was met at Kai Tak airport by 
Henry Ma, the Hong Kong Arts Festival’s local 
administrator, and whisked through Harbour Tunnel

1
 to 

the Furama Hotel in HK Island’s Central district, where 
the Festival was paying for my room. It was very 
comfortable, and a stone’s throw from the City Hall. I 
had no need to throw any, for seemingly the ripples of 
my arrival had already stirred the whole colony, and 
Henry Ma had arranged a fairly tight schedule of 
engagements for me: an interview with South China 
Morning Post, a piece for Hong Kong Hi-Fi Magazine, 
an interview on RTHK’s Arts Programme. Aided and 
abetted by Richard Mann of the Government 
Information Service, the two of them kept me fully 
occupied throughout my visit. 

                                            
1
 Kai Tak is superseded by HK International Airport; Harbour 

Tunnel may now be part of the HK MTR (underground) 
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We arranged discussions with HK Urban Services, who 
administered the City Hall, and with Chief Engineer 
Percy Childe who, like his colleagues, was actually 
employed by the British telecoms company Cable and 
Wireless (now Vodafone), as also were RTHK’s 
technicians. The hall, a modern building seating around 
1500, turned out to have a very short reverberation 
time, and sounded very ‘dry’ even when empty. It would 
be worse when an audience was seated. I confirmed 
this drawback at a concert by the HK Philharmonic a 
few days later: the dramatic pauses in the finale of 
Beethoven 7 were very silent. Percy Childe confirmed 
this had been a long-standing problem. Most of the hall 
reverb came from the wood-panelled stage backing and 
the canopy. I made a note I’d better bring some artificial 
reverb. The control room was small and in chaos due to 
rewiring. The new installation would provide sufficient 
connections for stage and slung microphones (mics). 
Unfortunately, Percy could not confirm that the work 
would be complete when the SSO arrived. Urban 
Services in the person of Darwin Chen, head of the 
Cultural Services Division, was most concerned at my 
plan to bring multicore mic cable runs, especially since 
they would perforce pass very close to the Governor’s 
box, and clearly stated that we should also use their 
proposed mixing and recording facilities, despite there 
being no confirmation they would be installed before we 
arrived. I explained that I had backing at the highest 
level to use BBC equipment.  We parted agreeing only 
that I would discuss the matter further with Mr Childe. 
Meanwhile, I checked the facilities for our musicians 
(dressing rooms, chairs, bass stools, music stands etc) 
and a room for our librarian to manage his folders.  
Would the horns deafen themselves if seated too close 
to the panels at the back? Was the piano tuned to 
international pitch? Answers to these and other matters 
would be needed by Scotland’s Head of Music and his 
staff. 
 
Next, a visit to RTHK to meet their senior staff and 
confirm plans for their assistance to the BBC and our 
assistance to them should they wish to relay any of our 
concerts. Would they want an on-site announcer and 
where could we accommodate him or her?  Meetings 
with RTHK’s Head of Serious Music and Controller of 
Radio Programmes resolved most of these points.  I did 
not have time for a tour of the RTHK studios, but I was 
invited to a radio studio to be interviewed. There was a 
great deal of interest in the BBC and its way of working, 
and the fact that we were to broadcast Arts Festival 
concerts in the UK was apparently an indication to many 
of those I met that the Festival had really ‘arrived’. 
 
A free day before my departure gave me the chance to 
take up an offer from Richard Mann and his wife of a trip 
to see the ‘New Territories’ on the mainland adjacent to 
the border with China, with extensive fields growing 
produce to feed the city.  Next day, a round of swift au 
revoirs, adding plans of City Hall to my bulging 
briefcase, then to Kai Tak for the plane to London. 
 

***** 

I spent the next two weeks reporting back to managers 
and colleagues in Glasgow, confirming in writing the 
verbal arrangements made on the survey, keeping BBC 
International Relations and others informed of progress, 
and drawing up detailed equipment lists. I decided 16 
channels of Calrec with a 4-group unit would be my 
mixer facility; tape recorders would be two ‘portable’ 
(but heavy) Studer A62s. A Glen MX6/2 with DK2/21 
was my backup mixer and would cater for an RTHK 
submix if needed; a Nagra 4S with large-reel outriders 
would backup one Studer. Two Spendor speakers for 
monitors; LS3/1s would be too big for the small control 
room.  Artificial reverb presented a problem as our AKG 
BX20 was also too big. Though we had a smaller 
version (a BX15) on order, its delivery was delayed and 
uncertain.  Radio OBs in London agreed to lend us one 
of theirs. 
 
The next task was selecting microphones. I wanted 
three pairs of C414 mics slung in the hall from the roof, 
but this would over-deplete Scotland’s stock. I managed 
to get a loan of a Neumann SM69 stereo mic, and 
agreement to take four of our own C414s. Calrec 
C2050, AKG D202, STC 4104 added to the variety, and 
I also took an AKG C451 with a long thin VR2 extension 
between capsule and body for unobtrusive coverage of 
the soloist. 
 
I arranged tests for the equipment when operated on 
low voltage. Hong Kong mains supply was 50 Hz 200 
volts +/- 10% and I had to check that our equipment 
would behave down to 180 volts. The mixers performed 
impeccably without adjustment, and the Spendors 
showed only a small loss of volume before clipping, but 
the A62 tape machines benefited from adjustments to 
their voltage selectors to allow them to function 
satisfactorily down to 175v. 
 
Test gear would be important so far from home. In 
particular, RTHK had no means of testing the Studer 
tape recorders. Besides, lugging an A62 from City Hall 
to RTHK’s service room would be no mean feat 
(nowadays Health and Safety would forbid it). Test 
tapes were so precious that BBC premises were 
allowed only one for each tape speed used by the BBC 
(7.5 & 15 inches per second or 19 & 38 cm/sec). 
Clearly, I could not deprive Glasgow Test Room of their 
copies.  I managed to persuade the London office which 
issued these special tapes to let me have both versions. 
You had to de-magnetise all 3 tape heads (erase, 
record, and playback) on each machine and ensure 
they were aligned before taking the test tape out of its 
steel can, so I would need a head de-magnetiser. 
Fortunately, I already had one for my personal 
Ferrograph. I’d also need a wide-range audio meter, 
and Glasgow Test Room lent me an EP14/1 from their 
cupboard. To this, I added spare fuses and service 
manuals for major items, tape head cleaning kit, torch 
and a basic tool-kit. Other operational items included 
floor stands and cables for stage mics, multi-mic cabling 
and boxes (in case the new installation of mic tie-lines 
was incomplete), stands for the Spendors, headphones, 
cue lights, amplifiers for talkback links, isolating buffer 
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amplifiers for feeds to RTHK and a transistor check 
receiver, suspension wires for roof-slung mics, nylon 
cord, mains extension strips and last, but not least, forty 
940-metre reels of 1/4 inch (6.35mm) wide tape and a 
splicing kit. 
 
When the audio equipment list was finally ready for 
Customs and Excise, it recorded 104 named items 
(some comprising many similar items) packed into eight 
crates. The total gross weight was 766.8 kg, the 
recorded insurance value £26,446 at mid-1970s prices - 
well over £100k today? 
 
Correspondence with Hong Kong continued. Early in 
January 1977, much to my relief, I received permission 
to install the BBC equipment in the City Hall control 
room. Nonetheless, it became clear that some 
remaining loose ends would need to be securely tied for 
the operation to proceed smoothly. It was agreed that 
the BBC SSO’s Principal Conductor Christopher 
Seaman and I would fly out two days before the 
Orchestra. This had one drawback for me: I would not 
be able to supervise the transport of our equipment to 
Heathrow and its transfer to the Hong Kong plane: in 
the event this was expertly handled with assistance 
from BBC Orchestra porters and backup from our 
Shipping Department. 
 
Hubert Willis of the Hong Kong Arts Festival came to 
Glasgow to tell us all what to do (and what not to do) in 
Hong Kong; where to go and what to see; the safest 
ways to carry currency; and how to avoid “Hong Kong 
tummy”. This last mentioned skill I never mastered. 
Despite prophylactics, I succumbed on both trips. 
Fortunately, the effects were short-lived.   
 
Excitement was mounting and the musicians began to 
pack their instruments securely in a huge variety of 
containers. I scheduled myself an Audio Assistant to 
help me prepare and load the equipment crates. The 
two biggest snags turned out be securing them 
adequately (actually, one did burst open as it was 
unloaded at Kai Tak), and manhandling them onto the 
van - the largest weighed 228 kg, over 500 pounds! A 
final check against my lists, and I left the equipment to 
its fate: Chris and I departed for Hong Kong. 
 

***** 
We touched down on schedule at 17.45 on 19 February 
1977, to be met by Henry Ma and Hubert Willis, who 
escorted us to our hotels.   
 
The evening was cool, and the city lights were punching 
through the dusk. The Year of the Snake had just 
begun, and large and very gaudy signs adorning the 
skyscrapers marked the occasion in enormous letters: 
KUNG HEI FAT CHOY (Health and Prosperity). A 
complimentary pot of refreshing green tea was waiting 
in my room. 
 
Next day was a Sunday, and very quiet in the hotel. 
Outside, the city seemed empty. The only clue to the 
bulging population in the deserted side-streets was the 

clatter of thousands of ma jong tiles from every open 
window. In the evening Chris and I went to a rehearsal 
by the Hong Kong Operatic Society, who were to join 
the SSO for Elgar’s Dream of Gerontius. It was a 
curiously emotional experience to hear such familiar 
music from oriental voices in a distant land.  
 
Monday 21st February. The Orchestra was due to arrive 
at Kai Tak at 1645. I visited Henry Ma to confirm the 
handling arrangements for the equipment, then I went to 
 

 
KUNG HEI FAT CHOY (Health and Prosperity) signage. 

(Chilton Inglis) 

 
RTHK to check that their engineering team would be 
arriving at City Hall on Tuesday afternoon (there was a 
Spanish dance team rehearsing in the morning). At the 
City Hall, Percy Childe proudly showed off his new 
installation. Two small Neve mixing desks were 
ensconced in the control room and its annex, carefully 
shrouded in bubble plastic sheets. XLR microphone 
points from the stage and canopy were in and ended in 
a gauge B jackfield on a bay in the control room. All had 
been checked OK. Regretfully, I had to remind Percy 
that I had been instructed to use BBC equipment - but 
his mic cabling would be useful, and meant I wouldn’t 
have to run any multicore cables past the Governor’s 
box. 
 
Tuesday 22nd: down to City Hall first thing.  All my 
crates were there, apparently intact, but Andy and 
Jimmy our orchestral porters told me about the crate 
that had been damaged at Kai Tak. After an anxious 
search I established that no equipment had been 
damaged, and apparently only one item lost, the stem of 
an ST12 stand. I could probably get by without it. The 
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Spanish Dance team expected to finish before 13.00, 
and the doors for the evening concert opened at 19.00.  
We should just make it. 
 
We did, but only just. The four RTHK men did not 
appear until 16.30. By then, the City Hall engineers and 
I were sweating profusely after humphing all the 
equipment from backstage up to the control box at the 
rear of the auditorium. However, everyone set to and by 
18.30 we had it all in and tested. 
 
Initially, I had asked for the SM69 (the main and only 
stereo mic) and a backward-facing pair of C414s 
(mounted on a stereo bracket behind the SM69) to be 
slung from the canopy and brailled forward to about 5 
metres behind the conductor. The SM69 was set for 
‘figure-eight’ polar diagrams at 90° rotation (a classic 
‘Blumlein pair’

2
): the C414 pair were set for 

hypercardioids at 100° to assess ambient pickup. As an 
adjunct to assist reverb capture, a spaced pair of 
Calrecs with omni-directional capsules was also slung 
high on each side of the canopy. 
 
Onstage mics comprised a pair of C414 for woodwind, 
set to cardioid and angled 150° apart for wide coverage 
because, due to the shallow stage, the pair had to be 
very close to the section. A Calrec C2050 for the two 
harps, another Calrec on percussion, and a D202 with -
7dB bass on celeste. Due to the low stage height, the 
AKG C451/VR2 soloist/piano mic could stand on the 
auditorium floor to the conductor’s left. The soloist on 
the next day’s rehearsal was an internationally-famous 
soprano. 
 
Wednesday 23rd: I was in early to complete the control 
room rig and check the tape machines. One A62 was 
showing incredible azimuth variations, with the higher 
audio frequencies fading in and out with a regular 
rhythm. Closer inspection revealed that the tape 
guidepost on the side of the head-block next to the 
capstan was missing. This is a critical part, without 
which the tape weaves wildly as it enters between the 
capstan and the pressure roller. I started to dismantle 
the machine to investigate a hopefuI-sounding rattle 
inside, and I showed the City Hall engineers the 
guidepost on the other A62 and asked them to search 
carefully every inch of the route from backstage to the 
control box. This search failed to uncover the post. 
Meanwhile, the rattle proved to be due to just one part 
of the guidepost. I failed to discover the other bits, which 
presumably were in Kai Tak or even in the hold of the 
plane. I already knew there was no Studer service agent 
in HK, so I decided to move across the less critical but 
luckily identical guidepost on the other side of the head-
block. This done, and the machine roughly aligned, I 
turned my attention to the rehearsal. At this point the 
famous soprano’s agent asking me to remove the 
soloist’s mic. He said the soprano thought I was going 
to put her voice on PA (public address). I said no BBC 

                                            
2
 Named after Alan Blumlein, who worked on stereo audio 

techniques at EMI in the 1930s.  See Wikipedia. 

technician would do such a thing unless the soloist 
asked them to. The agent could see I was busy, so I 
said I would deal with it when I had finished, but pointed 
out that it was there for a recording to be broadcast in 
the UK, and though I would consider moving it, I wasn’t 
going to remove it.  
 
Back to the rehearsal. The SM69 was clearly too close, 
and some flanking percussion was just into the out-of-
phase quadrant. The sound was ‘dry’, as I had feared. 
Widening the angle between its capsules to 110° 
corrected the flanking coverage, but not the ‘dryness’. 
Fading up the backward-facing pair of C414s confirmed 
that I’d get little natural reverb; even the spaced omni 
Calrecs sounded close. A hasty test with omni mics at 
the back of the auditorium offered little improvement: I 
had to try artificial reverb - always the last resort. The 
heavy BX15 was manhandled into position behind the 
equipment bay, the only floor space left in the control 
room by now. Once cabled up, I opened its fader to 
hear the most incredible jangly noise. This didn’t 
respond to reduction of input level, tilting, or even the 
‘lunar boot’ (tech-speak for a good thump). I hadn’t a 
manual for the BX15, and decided it was not wise to 
dismantle one without the book of words (when I 
returned to the UK I learned that BX15s are prone to 
this kind of problem and the cure is not difficult).  
 
Time was ticking on. The soloist’s mic was still where I’d 
initially placed it but the SM69 was pulling in nearly 
enough of the soloist on its own - and if I widened its 
polar diagram to embrace the out-of-phase percussion, 
that would also bring in more of the soloist. So I moved 
her mic from directly in front of her to slightly nearer the 
conductor, and heard no more (complaints, that is). 
After having the SM69 lowered, I adjusted it to 150° 
hypercardioids at about 120°, and brailled it in about a 
metre. On its own, it now covered the whole orchestra 
pretty well. The soloist had finished her rehearsal, so I 
left her mic in place in case her voice needed bringing 
forward on the performance.  
 
The Orchestra had the afternoon off and I had planned 
to embark on tape machine alignment but we learnt just 
before the lunch break that the HK Philharmonic had 
booked the hall for rehearsal. The entire stage rig had to 
come out and be put back before our concert in the 
evening. Hubert Willis was furious; this happens every 
year, he said, despite requests from the Festival’s 
organisers to keep the hall free for visiting orchestras. 
Muttering Scottish oaths, Andy and Jimmy set about the 
orchestral gear, while I removed all the stage mics and 
cables. I left the slung mics in place. Fortunately, 
nobody seemed to mind. The Chinese engineers had 
already disappeared for lunch (and, indeed, appeared to 
have a union agreement that lunch happened each day 
between 13.00 and 14.00). 
 
After the stage had been cleared I returned to the tape 
machines and gave them both a thorough checkout and 
line-up. Colin Ratcliffe, our Orchestral Producer, 
checked over the script with announcer Harry Gray. I 
rigged the control box annex for announcements and 
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set up two-way communications with Tim Redman, our 
Orchestral Manager, who would be stationed 
backstage.  
 
By this time, most of us were famished. The hall 
restaurant was open and able, after some persuasion 
(which might have involved waking the chef) to provide 
the lunch menu at 15.45. The hall restaurant became a 
great boon, since it emerged that the hall had been 
booked every afternoon, necessitating a de-rig and re-
rig each day. We settled into a routine of having a main 
meal mid-afternoon, relaxing for an hour or so before 
the re-rig, and going out for a light supper after the 
concert. 
 
After our meal before the first concert, I put back the 
stage rig. The players filtered in from whatever they’d 
been doing, sat down, tuned up: Tim Redman sent on 
the Leader, Raymond Ovens, with Chris Seaman close 
behind, and we were off with the fanfare from Paul 
Dukas’ La Peri. Ravel, Falla and Shostakovich followed. 
Everything went without a hitch, and I retired that night 
with a feeling of great relief. 
 

***** 
The next few days were much the same. In the morning, 
rehearse, de-rig, ‘top and tail’ the previous day’s tapes, 
check the equipment, eat, relax, rig, then do the 
concert. During one concert, the Studer that I was 
recording on began to exhibit a slight hum. I started the 
other Studer, and checked its faulty companion.  
Fortunately, the hum was only electronic and in the 
playback amplifier rather than the record amp - so the 
tape was clean. I traced the problem to the tape tension 
servo, which was not exerting enough tension; tweaking 
a pre-set control inside provided just enough back-
tension to hold the tape against the heads. I would have 
a trickier edit next day, but could continue recording. 
 
Meanwhile, the members of the Orchestra were 
enjoying their free afternoons, shopping and 
sightseeing. A batch of tee-shirts had been specially 
commissioned bearing the legend BBC SSO Hong 
Kong Arts Festival 77 and the festival logo. The hall with 
whose acoustics I was struggling was to many 
musicians a new and pleasant experience: most could 
hear themselves playing, due to reflections from the 
panelling behind them. Least pleased were the forward 
strings (and me): the bodies of those toward the back 
were soaking up nearly all the reflections. But the horns 
were in cloud cuckoo land. 
 
The Chinese engineers and producers popped into the 
control room from time to time to see and hear us in 
action. They seemed impressed. At first, I guessed they 
were just being polite - or inscrutable? I was wrong: I 
was asked to balance a live stereo transmission of the 
Hong Kong Philharmonic for RTHK on Sunday 27th.  
My suggestion that I simply advised was refused: would 
I please waggle the faders? Of course, I accepted, 
despite giving up my day off. I didn’t find out if this was 
RTHK’s first live orchestral transmission in stereo, but 
they had an SM69 on loan and seemed to be having 

some problem with ‘phasing’. This discussion 
highlighted the main problem with talking tech with 
people with a very different indigenous language.  
Having started my BBC career in External Services, 
broadcasting in 47 different languages, I was aware of 
the pitfalls, but I had less than a dozen words of 
Cantonese, none of them technical. The engineers 
spoke English well, but with a limited technical 
vocabulary.  I sympathised as I too had initially found 
the SM69’s markings rather confusing. 
 
When it came to the Sunday broadcast, I used the SSO 
rig unaltered, with the RTHK announcer in the annex 
that Harry Gray had occupied. During rehearsal there 
was a considerable amount of sending line-up tones at 
+8dB (peak level) on both lines to RTHK. This had to be 
done by using my mixer to amplify the tones

3
 which 

meant I couldn’t simultaneously monitor the rehearsal.  
Nonetheless, the broadcast seemed to go down well, 
with several listeners phoning the station during the 
transmission to express appreciation. 
 
The RTHK engineers seemed content just to observe, 
and none could be persuaded to waggle faders. Only 
during subsequent SSO rehearsals did any of them sit 
in the hot seat and try their hands at balancing. They 
were particularly intrigued by the use of the spaced 
Calrecs to enhance the dry acoustic, and the stereo pair 
on the woods to adjust the internal balance of the 
orchestra. I got the impression that the underlying 
principle of coincident mics in a stereo pair was not well 
understood for they seemed never to have heard of 
Blumlein. A visit to the RTHK music studio to watch 
some of our musicians recording solo and duet pieces 
for a local broadcast confirmed my suspicions. A C12 
panned left covered a violin, and a Neumann U87 
panned right covered a piano, and the stereo was pure 
‘ping-pong’. (Having written that in 1977, I suspect the 
Chinese are well ahead of us now.) 
 
Rehearsals and two performances of Elgar’s Dream of 
Gerontius now occupied our attention. Accommodating 
the choir was quite a problem. The small choir-stall at 
the back of the stage was about 3 metres above stage 
level and would only take half the choir. Andy and 
Jimmy had to squeeze the whole orchestra forward 
enough to fit in three rows of the choir on rostra below 
the choir stall. Though the performance would not be 
broadcast on Radio 3, the choirmaster wanted a tape, 
so I agreed to record it anyway. I had the woodwind pair 
slung to cover the choir, and the solo C451/VR2 would 
cover Gerontius, and the Angel with a little judicious 
panning. A Calrec 2050 each for the Priest, harp and 
Hammond organ completed the rig.  I was glad Radio 3 
didn’t want a recording; what little reverb there had been 
had disappeared, and it was as dry as the Sahara. 
 
Meanwhile, a team from BBC Scotland’s Film Unit was 
covering (amongst other things) the SSO’s visit, but had 
been told by the Urban Council they must not film during 

                                            
3
 BBC line-ups were done at 0dB, fixed via a switch on the 

mixer. 
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public concerts. The Orchestra agreed to rehearse in 
evening dress, and I gave the sound recordist a feed of 
my mix. I wonder if they used it? 
 
Three more concerts for broadcast completed the 
SSO’s tour, the last being a kind of ‘Last Night of the 
Proms’, including Land of Hope and Glory and the 
Henry Wood Sea Songs.  RTHK took it live, but as 
Radio 3 didn’t want live announcements, RTHK were 
able to use our announcer facilities and I recorded a 
clean feed for Radio 3. Christopher Seaman conducted 
the audience, cajoling and haranguing them. They loved 
it, and the spaced Calrecs came into their own. 
 

***** 
And so to the derig - always the worst bit, but again a 
team of helpers was on hand from RTHK. After 
farewells with Percy Childe and his City Hall engineers; 
I was back on my own for the final check and packing 
the equipment into crates ready for transport to Kai Tak 
in the morning. This was a job no-one could help with 
unless they were familiar with all the codes, names and 
type numbers; and I alone was responsible for the 
customs manifest. Under the baleful gaze of the night 
watchman who (ostensibly) spoke not a word of English, 
but was successfully conveying his annoyance at 
having had his night disturbed by my presence, I 
worked on into the small hours to finish the job. I did not 
intend to be around next morning as an ex-BBC 
engineer, Eric Spain, now working for Hong Kong Post 
Office, had invited me to a picnic.  My plane didn’t leave 
till 20.15 and I wasn’t going to miss my only chance of a 
day off. 
 
Sunday 6th March dawned clear and bright, the best 
weather of the whole trip though, of course, I’d not been 
out and free of City Hall in daylight till this! Eric and his 
wife took me to Stanley, a coastal town on the far side 
of Hong Kong Island. Here I could buy gifts for family 
and friends at prices much less than in the City. Then 
we went to Big Wave Bay, where the South China Sea 
lapped a beautiful curved beach. The sun was high, the 
sky clear blue with puffy white clouds, and the sea 
breeze cool and fragrant. We were the only people on 
the beach: we sat on the sand eating mangoes and 
paw-paws, cheeses and pâtés. 
 
I was reluctant to leave this idyll and return to the bustle, 
the noise, the smells of the City, but I had to catch my 

plane. That journey back seemed interminable. The 
slowing of time when flying East to West doesn’t help.  
 

 
Big Wave Bay (Chilton Inglis) 

 
By the time I’d completed the last leg to Glasgow I was 
really knackered, and wondered if I should ask for a 
week’s leave. I couldn’t, of course, as all the equipment 
had to be unpacked, checked and returned whence it 
had come. Actually, there were some hiccups, and it 
took a whole week to confirm that it had all been 
returned.  But everything I had taken from the Glasgow 
OB Store was now safely back, minus of course a 
Studer A62 tape guidepost. I also had to remember to 
adjust the voltage selectors back to UK 240 volt mains, 
in case they overheated and alarmed any unsuspecting 
colleagues. 
 
The adventure was over and it was back to the more 
usual demands of working at Queen Margaret Drive and 
Studio One. 
 
BBC abbreviations & Maker’s Codes 
 
CERB  Chief Engineer Radio Broadcasting 
LS3/1  BBC-designed large(ish) monitor speaker 
MDR Managing Director Radio 
mic Microphone (preferred to “mike”) 
OB Outside Broadcast (not in a studio) 
Spendor Commercial monitor speaker, smaller than LS3/1 

 
 
 
 
 
 
Below: Hong Kong scenes (Chilton Inglis) 
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BBC Scottish Symphony Orchestra Recordings – New and Recent Releases 
 
Bronsart & Urspruch: Piano Concertos 
Emmanuel Despax (piano), BBC Scottish Symphony Orchestra, Eugene Tzigane (conductor) 
Hyperion CDA68229 
 
This is Volume 77 in the acclaimed Romantic Piano Concerto series. Both composer-pianists featured here moved in 
Franz Liszt’s Weimar circle. 
 
“Emmanuel Despax convinces that a resurrection [of the Bronsart] is in order: the rousing - and just a little gaudy - first 
movement is countered by a gorgeous adagio; Despax is dolce throughout. The energetic Tarantella finale sees 
pianist and the BBC Scottish Symphony Orchestra share frothy melodies.” (BBC Music Magazine) 
 
“Both concertos fit well the romantic idiom and take their deserved place in Hyperion’s ever growing and enjoyable 
Romantic Piano Concerto series. Emmanuel Despax proves an excellent interpreter of both these works. The BBC 
Scottish Symphony Orchestra under Eugene Tzigane proves to be more than an able support. All the musicians seem 
to get to the heart of this music, especially in the slow movements of both these works. This is an excellent 
performance, one which is backed with the usual high standard of Hyperion’s production values, excellent recorded 
sound and scholarly booklet notes, a welcome addition to the catalogues.” (MusicWeb International) 
 
 
Tippett: Symphonies Nos 3, 4 & B flat 
BBC Scottish Symphony Orchestra, Martyn Brabbins (conductor) 
Hyperion CD68231/2 (2CDs) 
 
A very significant release, warmly received by the critics, not least because alongside superlative performances of the 
Third and Fourth symphonies, it includes the first recording of Tippett’s early B flat symphony. 
 
“It’s reassuring to discover how well the Third Symphony still stands up, both musically and idealistically, in a far more 
cynical age. Martyn Brabbins and the BBC Scottish Symphony Orchestra, completing the cycle of Tippett symphonies 
they began last year with the First and Second, propel it with an almost confrontational sinewy intensity, with every 
texture crisply defined. Rachel Nicholls is the feisty soprano soloist in the finale…Hyperion offers a bonus with the first 
ever recording of Tippett’s Symphony in B flat, premiered in 1934 but withdrawn after a handful of performances, and 
not heard again until Brabbins revived it last year.” (The Guardian) 
 
“The current project is important: it is the first complete cycle of Tippett’s Symphonies in quarter of a century…the 
vibrant playing by the BBC Scottish Symphony Orchestra [in No 3] is superb. I enjoyed the gutsy performance by 
singer Rachel Nicholls…the present recording [of No 4] is totally satisfying… but for me the ‘prize pippin’ was the 
Symphony in B flat… it is good to have an approachable and rather traditional ‘English’ work from Tippett’s pen.” 
(MusicWeb International) 
 
“Tippett 3 is an epic rollercoaster, close on an hour, four movements linked as equal-length pairs. Extraordinary music, 
like no other, arresting from the off as Tippett unloads motif after motif - whether brassy-jagged, scurrying strings, 
roulades of percussion, this is music with characteristic dance and volcanic potential…[Brabbins's] long-term approach 
really allows for a significant development and denouement, the music flaring with intensity (to catastrophe?) and then 
disintegrating into a chilly transfixing beauty that, iceberg-style, has its depths below the surface…Rachel Nicholls is 
fantastic, whether singing or speaking, totally uninhibited and magnetic…Brabbins’s view [of No 4] is just as 
compelling [as Solti's], the BBC Scottish SO just as heroic as their Chicago counterparts (Decca recording), not least 
the brass, which Tippett makes particular play with…I have played this 4 (and 3) a lot. High production values (Andrew 
Keener), superb sound (Simon Eadon) and totally committed musicianship (concert performances beforehand) make 
this release a winner.” (Classical Source)  
 
 
Sir Richard Rodney Bennett: Orchestral Works, Vol 3 
Symphony No 1; A History of the Thé Dansant; Zodiac; Reflections on a Sixteenth Century Tune 
BBC Scottish Symphony Orchestra, John Wilson (conductor) with Dame Sarah Connolly (mezzo soprano) 
Chandos CHSA5230 
 
“The performances here enshrined are consistent in quality, understanding and commitment. Chandos could not have 
chosen a conductor more in-tune with Bennett’s wide-ranging qualities than Wilson – himself the dedicatee of 
Reflections on a Sixteenth-Century Tune…well-worth seeking out, for the rewards are invariably positive and 
worthwhile. After more than sixty years of admiring this wholly exceptional musician (sometimes enviously), I welcome 
unreservedly the success and achievement of this eminent project. Chandos’s presentation is fully worthy of the 
musical achievement, the booklet cover reproducing a collage by Bennett himself, and the superb booklet notes by 
Richard Bratby are a model of what knowledgeable and informative accompanying texts should be."  
Classical Source.com 



 

 

BBC Scottish Symphony Orchestra 2019/20 Season 
 
The following concentrates on the Glasgow season but, 
as usual, the Orchestra will present concerts in 
Aberdeen, Ayr, Edinburgh, Inverness and Perth. 
 
Several concert hall favourites reappear this season, 
among them Mahler’s Symphony No 5 (Chief Conductor 
Thomas Dausgaard starts the season with this), 
Tchaikovsky’s first Piano Concerto, Sibelius’s 
Symphony No 2, Shostakovich’s No 5, Rachmaninov’s 
Piano Concerto No 3 and Beethoven’s ‘Choral’ 
Symphony. Nonetheless, rarely performed music and 
new music are also at the heart of the BBC SSO’s 
2019/20 season which was announced in March.  
 
 

 
 
Thus, Thomas Dausgaard’s performances will include 
the world première of Mexican composer Enrico 
Chapela’s new concerto for electric violin, two new BBC 
commissions (in the BBC SSO’s ‘Scottish Inspirations’ 
series) from Emma-Ruth Richards and from Danish 
composer Bent Sørensen, the UK Premiere of Chaya 
Czernowin’s Once I blinked nothing was the same, and 
works by Lisa Robertson, Maxwell Davies, Villa-Lobos 
and Japan’s pre-eminent composer Toshio Hosokawa.  
 
Meanwhile, the current season’s Tectonics Glasgow, the 
BBC SSO’s festival of new and experimental music, will 
be held 4-5 May 2019. Details of Tectonics Glasgow 
2020 will be announced in early next year. Elsewhere in 
this Newsletter there is a tribute to Martin Dalby, former 
Head of Music of BBC Scotland and a composer. His 
Nozze di Primavera features in a March concert in the 
Thursday Afternoon Performance series. 
 
As usual, a host of other titled and guest conductors will 
join the Orchestra throughout the season.  
 
Principal Guest Conductor Ilan Volkov will conduct 
works by Myriam Marbé, Prokofiev and Richard Strauss, 
and will pair Nono’s Per Bastiana Tai-Yang Cheng with 
Brahms’s A German Requiem. Ilan Volkov will also 
oversee an evening dedicated to the music of composer 
and oboist Heinz Holliger. 

Conductor Emeritus Donald Runnicles will be pairing 
Bruckner’s mighty Eighth Symphony with Henri 
Dutilleux’s Correspondances, the latter featuring 
soprano Carolyn Sampson.  
 
While Runnicles is a well-known face to fans of the BBC 
SSO, Valentina Peleggi is not. She will make her debut 
with the Orchestra conducting the Second Fanfare for 
the Uncommon Woman by Grammy award-winning 
composer Joan Tower, plus a world première from 
Roxanna Panufnik and works by Korngold, Tchaikovsky, 
Puccini and Respighi.  
 
The Ring: an Orchestral Adventure by Henk de Vlieger 
is one of several orchestral edits that have appeared of 
Wagner’s mighty Der Ring des Nibelungen, designed 
(one hopes) to be enticing samplers rather than 
substitutes for the complete work. This will be conducted 
by Antony Hermus alongside works by Ligeti and 
Haydn. 
 
Mark Wigglesworth’s programme in March will feature 
Prokofiev’s last Symphony, the enigmatic Seventh, while 
affording another opportunity to hear Rachmaninov’s 
Third Piano Concerto, but in a performance by Lauren 
Zhang, who won the BBC Young Musician of the year in 
2018.   
 
Martyn Brabbins will present Britten’s Serenade for 
tenor, horn and strings performed by Stuart Jackson and 
BBC SSO principal horn Alberto Menéndez Escribano in 
a programme that also includes Brahms ’Haydn’ 
Variations and Dvořák’s Symphonic Variations. Alondra 
de la Parra will conduct works by Arturo Márquez, 
Schubert, Mozart and Richard Strauss. 
 
The 2019/20 Season features guest soloists from across 
the world including: Henning Kraggerud, Yulianna 
Adeeva, Narek Hakhnazaryan, Stuart Jackson, Sara 
Hershkowitz, Pavel Kolesnikov, Claudia Huckle, Zlata 
Chochieva, Karen Gomyo, Lauren Zhang, Nika Gorič, 
Benjamin Appl, Stephen Hough, Pekka Kuusisto, 
Simone Lamsma, Ilya Gringolts, Lucy Shaufer, 
Johannes Moser, Kristóf Baráti, Elena Zhidkova and 
Stephen Waarts.  
 
Christmas at the Movies returns with the usual afternoon 
concert but also a morning performance for families with 
young children. The concerts will again be presented by 
Jamie MacDougall. 
 
The Season closes in May 2020 with a Beethoven 
symphony cycle marking the 250th anniversary of 
Beethoven’s birth. The symphonies, conducted by 
Thomas Dausgaard, will be performed over five 
evenings in Glasgow as the Orchestra explores the 
evolution of Beethoven through his roots and inspiration. 
The cycle will culminate in Beethoven’s ‘Choral’ 
Symphony. Full details will follow in summer 2019. 
 
There is, however, more to a season than the Thursday 
evening and afternoon concerts in Glasgow and the 
Aberdeen, Ayr, Edinburgh, Inverness and Perth 
programmes. During 2019/20, the BBC SSO will bring 



 

 

the BBC’s flagship classical music education project, 
BBC Ten Pieces, to communities across Scotland. The 
initiative will include a continuation of the BBC SSO’s 
partnership with Sistema Scotland, the project which 
seeks to engender social change through music and 
which involves performances and workshops in and 
around Sistema’s centre at Govanhill (plus 
performances at Holyrood Secondary, the largest 
secondary school in Europe). Three BBC Ten Pieces 
concerts will feature at the Orchestra’s home in Glasgow 
City Halls, and there will be interactive jam sessions for 
early years and primary school children across 
Scotland. The BBC Ten Pieces coaching scheme will 
deliver orchestral coaching to young musicians, and 
Teacher CPDs based on delivering BBC Ten Pieces 
resources in classrooms. A set of ten films have been 
produced to provide accessible and friendly 
introductions to each of the pieces of music featured in 
the scheme and feature performances from the BBC 
SSO along with the National Youth Orchestra of 
Scotland and the Royal Scottish National Orchestra 
Junior Chorus filmed at BBC Scotland's Pacific Quay 
studios in Glasgow. 
 
And the BBC SSO will also be touring. In May 2019, the 
BBC SSO and Chief Conductor Thomas Dausgaard, 
together with pianist Elisabeth Leonskaja, will visit 
Salzburg for three performances at the Grosses 

Festspielhaus. The Orchestra then returns to the UK to 
perform at the St Magnus Festival on Orkney in June. In 
October 2019 the BBC SSO and Thomas Dausgaard 
visit Japan for the first time, for the first ever ‘BBC 
Proms Japan’.  
 
Dominic Parker, Director of the BBC SSO says, 
“Amongst many highlights in this new season, the BBC 
SSO’s dedication to championing today’s composers 
through commissioning is as strong as ever. We 
continue our ‘Scottish Inspirations’ theme with a new 
concerto for electric violin from Mexican composer 
Enrico Chapela, to be premiered by Pekka Kuusisto and 
with new works by Danish composer Bent Sørensen 
and British composer Emma-Ruth Richards, together 
with 6 other premieres.” 
 
Donalda MacKinnon, Director of BBC Scotland, agrees: 
“The BBC SSO has a rich history of innovative concerts 
including a wide variety of repertoire. The new season 
once again demonstrates the range and virtuosity of this 
incredible orchestra.” 

 

As ever, the majority of the 2019/20 season’s concerts 

are currently scheduled to be broadcast live or recorded 

for broadcast on BBC Radio 3. 

 

BBC Scottish Symphony Orchestra -  News 
 
The BBC SSO has recently said goodbye to Joanna Sutherland (First Violins). She took early retirement on 31 
December 2018. She joined the orchestra on 3 January 1985 and had this to say about her time with the BBC SSO: 
 
“I joined the Orchestra as a rank & file 1st violinist in 1985. Having just moved up to Glasgow from London, I only 
intended to stay for a couple of years at the most and now here I am 34 years later. 
 
The Orchestra was very much depleted in numbers having been reduced in size by the strike of 1980 when the 
orchestra was threatened with redundancy. 
 
At college I always wanted to be an orchestral player and when I went to the BBC Proms at the Royal Albert Hall as a 
teenager in London, I never thought that one day I would actually be up on that stage playing with this Orchestra. 
 
During my time here I’ve played with some world-class conductors and numerous world-class soloists, the most 
memorable being Jessye Norman who sang in the opening concert of the Glasgow Royal Concert Hall in 1990, a 
really scary lady whose voice would fill Hampden stadium without being amplified! 
 
I’ve have been very privileged to tour the world travelling to such far flung places as India, South America and China 
and have enjoyed every minute. 
 
34 years sounds like an awfully long time to be in one job but looking back it seems to have gone by in a flash and 
having started my career with the Orchestra as one of the youngest members I seem to have become one of the 
oldest without really noticing it! Although I shall miss the Orchestra, I have many happy memories and it is now time to 
go. So I wish my colleagues well and I’m sure the Orchestra will go from strength to strength.” 
 
Meanwhile, Principal trumpet Mark O'Keeffe and his wife, Gemma, have had their second child. Liam O’Keeffe was 
born on 15 June 2018 at the QEUH weighing 6 lbs 7oz.  We are advised that his big brother Cormac is getting used to 
having him around and loves to make him laugh at every opportunity. 
 
The woodwind section is now complete with the appointment of second flute Brontë Hudnott and principal piccolo 
Luke Russell, who both feature in the player profiles that follow. 
 
 
  



 

 

 
Player Profile – Jonathan Hollick 

 

 
 
Many Club members will already know Jonathan as he 
was Hedley Benson’s partner in our recent Christmas 
concert. 

 
 
Jonathan grew up in Plymouth and started playing 
trombone at 14 years of age with his local youth brass 
band which was run by his father.  
 
In 2011, Jonathan gained a place at the Royal College 
of Music in London where he studied with Byron Fulcher 
(Philharmonia Orchestra) and Lindsay Shilling 
(Orchestra of the Royal Opera House). In his time there 
he won several awards, including the Trombone Solo 
prize two years running, the Brass Chamber Music 
competition, and the British Trombone Society Student 
of the Year award.  
 
Upon Leaving the RCM, Jonathan has worked 
professionally with some of the UK’s top Orchestras 
such as the Philharmonia Orchestra, the BBC 
Symphony Orchestra, Royal Northern Sinfonia, London 
Sinfonietta, to name a few.  
 
Jonathan joined the BBC Scottish Symphony Orchestra 
on 26 May 2018 as sub-principal trombone.

 
 
Player Profile – Brontë Hudnott 
 
Australian flautist Brontë Hudnott was appointed sub-
principal flute of the BBC SSO in 2018, having 
previously held the same position with the Scottish 
Chamber Orchestra.  
 
She has performed as a soloist with the SCO, and prior 
to her appointment has also enjoyed a varied freelance 
career with many of the UK’s leading orchestras, 
including the Philharmonia, the London Philharmonic 
Orchestra, the English Chamber Orchestra and the 
Hallé. She was Principal Flute of the Britten-Pears 
Orchestra in 2015, and was the LPO Foyle Future First 
flautist the same year, with her solo work highlighted as 
‘ravishing’ by the Financial Times. 
 
Originally from Melbourne, Brontë moved to London in 
2013 to pursue postgraduate studies at the Royal 
Academy of Music with William Bennett, Clare 
Southworth and Patricia Morris, graduating with 
distinction and the honorary Dip RAM for an outstanding 
final recital. While at the Academy she won the RAM 
2014 Flute Prize and a Yamaha Foundation of Europe 
2015 scholarship, as well as financial support from the 
Countess of Munster Musical Trust and the Craxton 
Memorial Trust.  
 
Brontë was recently made an Associate of the Royal 
Academy of Music for significant contribution to the 
music profession. In addition to her orchestral work, 
Brontë enjoys performing chamber music whenever 
possible. She was a guest artist at Stradbroke Festival 
in 2018 and has given solo and duo recitals at festivals 
around the UK.  
 
 
 

 
She welcomes the opportunity to perform new works, 
and has played with a range of contemporary 
ensembles including Eighth Blackbird and the Bang on a 
Can All Stars, and with the Philharmonia in its Music of 
Today series. 

 

 
 
 



 

 

Player Profile – Luke Russell 
 
Luke Russell was born in Bath and grew up in Bristol 
before going on to study at the Royal Welsh College of 
Music and Drama and then the Guildhall School of 
Music and Drama in London.  
 
During his time studying he won the Solo Woodwind 
Prize at both colleges and graduated with 1st Class 
Honours and Distinction respectively. 
 
After graduating, Luke successfully auditioned for a 
place on the 2013 Southbank Sinfonia Orchestral 
Training Academy one year programme. This included 
orchestral tours to France and Italy as well as 
performances at all the major London concert halls. 
Before joining the BBC Scottish Symphony in 2019, 
Luke trialled and freelanced with orchestras including 
City of Birmingham Symphony Orchestra, Royal 
Liverpool Philharmonic, BBC National Orchestra of 
Wales, Welsh National Opera, Royal Philharmonic 
Orchestra, Birmingham Royal Ballet and Ulster 
Orchestra. 
 
Luke started as principal piccolo in the BBC SSO on 23 
April. Forthcoming highlights for 2019 include the 
Orchestra’s residency in Orkney, the BBC Proms 
performances at the Royal Albert Hall and tours to 
Austria and Japan. 
  

Club Concert Report 
 
Hedley Benson (Trumpet), Jonathan 
Hollick (Trombone), Andrew Forbes 
(Piano) 
 
Monday, 3 December 2018 

 
We were joined by the familiar and very welcome figure 
of Hedley Benson, principal trumpet in the BBC SSO, 
and two younger colleagues, Jonathan Hollick, a recent 
recruit to the trombone section and Andrew Forbes, 
director of music at Glasgow Cathedral. The audience, 
your present correspondent included, did not know what 
to expect on a rather chilly December evening. In the 
event, the programme offered could never have been 
guessed at and far outstretched any possible 
expectations. The evening began innocuously enough 
with a performance by all three of Hail, Smiling Morn, a 
jolly, tuneful Christmas piece which clearly took Hedley 
back to his formative years in Yorkshire.  
 
The next three items, all by the Swedish composer Folke 
Rabe (1932-2017), who is hardly a household name, 
were for unaccompanied brass. Jonathan Hollick played 
Basta, a piece for solo trombone written in 1982 for the 
Swedish virtuoso Christian Lindberg when he was still a 
student at the Royal College of Music in Stockholm. The 
piece required and received considerable virtuosity, with 
its wide range of sound effects and dynamics, its 

glissandi and, at one point, what sounded like more than 
one note at the same time, an effect possibly produced 
by the trombonist singing while playing. That was 
followed by Shazan, a work for solo trumpet written a 
couple of years later for Håkan Hardenberger, a work of 
staggering difficulty with an extraordinarily wide tessitura, 
scales, trills, some of the highest trumpet notes 
imaginable and some very low ones which Hedley 
warned in advance sounded “a bit like a bodily function”. 
It would be pleasing to report that the audience to a man, 
or woman, adhered to his strict injunction not to laugh at 
this point of the piece. Pleasing, but untrue! The word 
shazan is associated with wizardry, a quality which was 
much in evidence in Hedley’s bravura performance. By 
way of light relief after these two challenging pieces, the 
audience was split in two and directed by Hedley and 
Jonathan to engage in some rhythmic clapping, with 
Hedley’s side having a slightly longer pattern to perform 
than Jonathan’s. After a brief rehearsal, we were 
required to combine the two exercises simultaneously 
and were then told that we had just performed Steve 
Reich’s Clapping Music! The trio of Rabe pieces was 
then rounded off by Tintomara (1992), which was written 
for both of the dedicatees of the previous two pieces: yet 
another virtuoso number with staccato notes, glissandi, 
close imitation, military-style fanfares and great rhythmic 
complexity, all brought off with considerable aplomb by 
two performers who clearly enjoy a close musical and 
personal rapport. 
 
At this point, a few observations. The programme offered 
by these two musicians was by no means a quick run 
through of a few familiar and well-tried party pieces. They 



 

 

 

 
Andrew Forbes, Hedley Benson, Jonathan Hollick (Jim 

McGrath) 

 
were clearly challenging themselves and the audience by 
opting to play music of exceptional difficulty written for 
two of the most famous and adventurous exponents of 
brass music in the world. The music was also challenging 
for the audience, very few, if any, of whom would have 
been familiar with it or with its style. Fritz Kreisler was 
said to dislike the concept of live broadcasts of his 
concerts, as the listener could turn him off peremptorily at 
the flick of a switch. I would venture to suggest that many 
of Monday’s audience, had they been listening late at 
night to Radio 3 would have switched off or tuned in to 
Classic FM. One of the strengths of live music making is 
that neither of those options is open to the listener, who 
is therefore encouraged or even forced to give the music 
and the performers a chance. For the present writer at 
least, these three pieces were the highlight of the 
evening – a clear instance of the influence of outstanding 
performers on the art of composition and on those 
successors who take up the challenge after them. 
 
To round off the first half, Karl Jenkins’s Salm o Dewi 
Sant was played in an arrangement for trumpet, 
trombone and piano. This piece struck a more stately 
tone than the Scandinavian ones, but its final section 
included some jazzy, quasi-improvisatory contributions 
on the trumpet, in which Hedley Benson clearly revelled. 
Before repairing to the foyer to sample some Christmas 
fare, the audience joined in a hearty rendition of O Come, 
all ye Faithful, with suitably festive contributions from the 
brass soloists.  
 
After the interval, Hedley Benson and Andrew Forbes 
played With malice toward none, a piece taken from John 
Williams’s soundtrack to the film Lincoln. It was 
immediately accessible music, with echoes of American 
songs, including Amazing Grace, and an air of attractive 
melancholy, beautifully realised by both performers.  
 
There then followed another audience rendering, this 
time of Hark! The Herald Angels Sing, again with suitable 
brass interpolations.  
 
 

Jonathan Hollick’s next choice was a substantial one: an 
arrangement for trombone and piano of Brahms’s Four 
Serious Songs. In the original version, the texts are 
biblical: from Ecclesiastes in the first three, which speak 
of death and the transitory nature of life, and from St Paul 
to the Corinthians in the final number – his magnificent 
paean on charity, which, though deadly serious, is 
certainly more upbeat than the Old Testament texts 
which precede it. Such is Brahms’s melodic fecundity 
that these songs worked remarkably well in their 
instrumental transcription. There was even an advantage 
to this version, in that the trombone can encompass the 
wide range of the original vocal part more easily than 
most singers can, and that, in the final song the famous 
words about seeing through a glass darkly “Wir sehen 
jetzt durch einen Spiegel in einem dunklen Worte” were 
easily taken in one breath by Jonathan Hollick, a feat 
achieved by very few singers. This might be an 
appropriate point at which to pay tribute to Andrew 
Forbes’s contribution to the evening. The piano 
accompaniments to the Four Serious Songs make 
considerable demands on the player, demands to which 
Andrew rose unflinchingly. 
 
Hedley Benson’s final offering was Zelda, by the 
Australian composer Percy Code, which Hedley 
described as the most famous cornet solo ever written. 
Its coloratura writing would have stretched even the most 
agile of sopranos. Hedley approached its fiendishly 
difficult embellishments with his usual sang froid, bringing 
a fascinating evening of music making to an exhilarating 
conclusion, save for a brief extract for audience and 
players from We Wish you a Merry Christmas. 
 

 
Jonathan Hollick and Hedley Benson (Jim McGrath) 

 
So, apart from a few nods towards seasonal good cheer, 
it was a predominantly serious evening. Yet Hedley 
Benson’s presentational skills and the easy rapport which 
he immediately established with the audience made it an 
evening of revelation and delight. Is it worth pointing out 
that nothing quite like it exists in Glasgow except under 
the auspices of the BBC Scottish Symphony Club? 
 
 
Daniel Divers 



 

 

 

Dr J Ian S Robertson (1928-2019) 
 

  

Ian Robertson pictured with Laura Samuel, Anthony Sayer, Maureen Robertson and Jim McGrath (John Wood) 

 
Club members and many, many others met at the 
Theatre Royal on the morning of Sunday 14 April to 
celebrate the life of Dr J Ian S Robertson (or ‘Dr Ian’) 
who had died on 22 March. Family members, colleagues 
from the field of medicine, players and music 
administrators paid tribute to this remarkable man - a 
father, an avid sports fan, a highly respected research 
physician and a lover of music, especially opera. 
 
In brief, Ian was born at Welbeck, Nottinghamshire, 
educated at St. Mary’s Hospital Medical School, 
University of London where he would later work before 
moving to Glasgow in 1967. He and his colleagues set 
up the Medical Research Council’s Blood Pressure Unit 
at the Western Infirmary. They developed the first reliable 
method for measuring circulating levels of the kidney 
enzyme renin and went on to examine its role in human 
physiology, studying the effects of drugs acting on the 
renin system in the treatment of human disease. Ian was 
also active in developing means of cardiac protection, the 
deployment and assessment of antihypertensive drug 
therapy, and the evaluation of the role of sodium chloride 
(salt) in cardiovascular disease. He published extensively 
and enjoyed an impressive international reputation in 
medicine. At the time of writing, obituaries have yet to 
appear in the press but readers can discover more at  
https://en.everybodywiki.com/J._Ian_S._Robertson. 
 
Ian retired in 1993 and could now develop his interest in 
operatic musicology. Perhaps unknown to many of us, he 
graduated B.A. with first class Honours in operatic 
musicology from the University of Manchester in 2007. 
He was Chair of the Friends of Scottish Opera from 2000 
to 2004 and a member of the Board of Scottish Opera 
from 2000 to 2008. An especial interest was medicine as 
depicted in opera. He wrote and delivered talks on opera, 
and especially on doctors as they appear as characters 
on the operatic stage and his thoughts were published in 
‘Doctors in Opera: An Irreverent look at Operatic 
Medicine’ in 2012. This book was sufficiently well 
received to allow a second, much enlarged, more 
profusely illustrated, and intendedly all-inclusive, edition 
to appear in 2016. This now contained accounts of some 
150 operas dealing with medical matters, nearly all of 

them having at least one doctor, professional, amateur, 
or counterfeit, plus, in one instance, a canine! 
 
And, of course, he was a stalwart of this Club, attending 
most if not all of our recitals with his wife Maureen. I am 
indebted to Ian not just for his company and wit but for 
his great help with the Club’s Newsletter. Informed 
articles on Hans Gál, Menotti and Mahler flowed from his 
pen, while he was able to secure the Wagner Society’s 
permission for us to recycle some of the Wagner squibs 
he had written for that Society. For example… 
 
Any readers who have Scottish Nationalist leanings may 
be interested in Richard Wagner’s opinion of 
Englishmen. During his visit to London in 1855 he wrote 
thus to Otto Wesendonck: “I cannot conceive of anything 
more unpleasant than the typical Englishman. Your 
typical Englishman is your typical sheep…he will find his 
fodder but alas the beautiful meadow and the blue sky 
above do not exist for his peculiar organs of perception”.   
Unfortunately, Wagner’s views on Scotsmen are not 
recorded. 
 
Most recently, Ian wrote of his difficulties with Mahler’s 
symphonies, prompting fellow Club member, Chilton 
Inglis, to reply on the composer’s behalf. Late last year, 
partly in response to that, partly in response to my 
requests to members for letters for the Newsletter, Ian 
wrote to me. It seems fitting that he should have the last 
word in this gentlemanly Mahler-inspired dispute, and 
also the last word in this edition of the Newsletter.  
 
I enjoyed reading the informative, discursive and clearly 
heartfelt article by Chilton Inglis. However, I must correct 
him on one point. My disquietude with Mahler’s 
symphonies arises mainly from my own personal unease 
at his inability (as I see it) to organise his material 
coherently; it is not derived from critics. I have worked at 
this problem of mine over the years and I now know it to 
be intractable. Clearly this aspect does not trouble some 
others and I envy them. But Mahler’s symphonies are not 
for me.  J. Ian S. Robertson. (Dear Jim, the above is 
intended for your correspondence column. Let us hope 
there will be more. All the best, Ian R.)
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