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Photography and recording are strictly prohibited 
during performances. Our great acoustic means that 
even slight sounds can seem much louder. If you 
could help us to minimise unnecessary noise levels 
that may be disturbing to other patrons, such as 
crackling sweet wrappers, we’d really appreciate it. 

If you are suffering from a cough or cold, feel free 
to ask one of our Customer Experience Team 
members to reseat you close to the doors in case 
you need to leave the hall.

Sir Mark Elder conductor

The Hallé

Richard Wagner Prelude and Liebestod          
from Tristan and Isolde

Samuel Barber Medea’s Meditation and          
Dance of Vengeance

Interval

Pyotr Ilyich Tchaikovsky                                
Sleeping Beauty (excerpts)

The Hallé, numbered amongst the world’s top 
symphonic ensembles, continues to seek ways 
to enhance and refresh what it undertakes, with 
aspirations to provide leadership through performance 
standards, education, understanding and training.

During its 162-year history, the Hallé has weathered 
many storms – from two World Wars to financial crises, 
volcanic ash clouds and now a global pandemic. Not being 
allowed to work and make music with immediate effect 
in March 2020 was truly devastating for its passionate 
players and staff. But creativity is at the heart of the Hallé 
and so came its very first digital season, featuring 15 
critically acclaimed concerts that were shared around the 
world. The 2021-2022 season has allowed a return to live 
music-making, which has felt like a true renaissance. 

Founded by Sir Charles Hallé in Manchester, the Hallé 
gave its first concert in the city’s Free Trade Hall on 30 
January 1858. Following the death of Sir Charles, the 
orchestra continued to develop under the guidance 
of such distinguished figures as Dr Hans Richter, Sir 
Hamilton Harty, Sir John Barbirolli and Sir Mark Elder. 

The Hallé has received many awards, notably from the 
Royal Philharmonic Society and the South Bank Awards, for 
its work in the concert hall and celebrated collaborations 
with other orchestras and Manchester organisations. 
The Hallé has a distinguished history of acclaimed 
performances, in Manchester and around Britain, as well 
as televised concerts, frequent radio broadcasts and 
international tours. Since launching its own recording 
label in 2003, a number of the Hallé’s recordings have won 
prestigious awards including five Gramophone Awards, 
two Diapasons d’Or and a BBC Music Magazine Award. 

Hallé Connect brings together all of our activity away 
from the formal concert platform. Working across the 
whole community – from schools to universities, care 
homes to prisons – to bring music in its broadest terms 
to those who may not attend the concert hall, our 
education programme and family of ensembles celebrate 
creativity and raise aspirations through very accessible 
and practical projects. This work continues with digital 
resources, including Goddess Gaia and Once Upon A 
Time, both tailored for primary-aged children, and our 
annual GCSE and A-Level set works programmes. 

The Hallé is a Registered Charity No. 223882

THE HALLÉ



Sir Mark Elder has been Music Director of the Hallé 
since September 2000, and will become Principal 
Guest Conductor of the Bergen Philharmonic Orchestra 
in September 2022. He was Music Director of English 
National Opera (1979-1993), Principal Guest Conductor 
of the City of Birmingham Symphony Orchestra (1992 
– 1995) and Music Director of Rochester Philharmonic 
Orchestra, USA (1989 – 1994).  He has held positions 
as Principal Guest Conductor of the BBC Symphony 
Orchestra and the London Mozart Players.

He has worked with many of the world’s leading symphony 
orchestras including the Berlin Philharmonic, Orchestre 
de Paris, Chicago Symphony, Boston Symphony, Royal 
Concertgebouw, Budapest Festival Orchestra and London 
Philharmonic. He is a Principal Artist of the Orchestra 
of the Age of Enlightenment and works regularly with 
the London Symphony Orchestra. He has appeared 
annually at the Proms for many years, including in 1987 
and 2006, the internationally televised Last Night of 
the Proms and from 2003 with the Hallé Orchestra.

He works regularly in the most prominent international 
opera houses, including the Royal Opera House Covent 
Garden, Metropolitan Opera New York, Opéra National 
de Paris, Lyric Opera Chicago, Glyndebourne Festival 
Opera.  Other guest engagements have taken him to the 
Bayreuth Festival (where he was the first English conductor 
to conduct a new production), Munich, Amsterdam, 
Zürich, Geneva, Berlin, and the Bregenz Festival.

Sir Mark Elder has made many recordings with orchestras 
including the Hallé, London Philharmonic, Royal 
Concertgebouw Orchestra, City of Birmingham Symphony 
Orchestra, BBC Symphony, the OAE, Orchestra of the 
Royal Opera House and ENO, in repertoire ranging from 
Verdi, Strauss and Wagner to contemporary music.  In 
2003 the Hallé launched its own CD label and releases 
have met with universal critical acclaim culminating in 
Gramophone Awards for The Dream of Gerontius in 2009 
and Götterdämmerung and Elgar’s Violin Concerto in 
2010, and The Apostles won Recording of the Year in the 
2013 BBC Music Magazine Awards. The recent release 
of Siegfried has completed his RING Cycle on disc with 
the Hallé.  A live recording of Lohengrin has recently 
been released by the Royal Concertgebouw Orchestra.

TV appearances include a two-part film on the life and 
music of Verdi for BBC TV in 1994 and a similar project 
on Donizetti for German television in 1996.  In November 
2011 he co-presented BBCTV’s four part series Symphony, 
and in 2012 fronted BBC2’s TV series Maestro at the 
Opera.  He presented a series of TV programmes on 
BBC4 during the 2015 Proms in which he talked about 
eight symphonies ranging from Beethoven to MacMillan 
featuring performances from the season’s concerts.

He was Artistic Director of Opera Rara from 2011 – 2019 
for whom his many recordings included for whom 
recording projects have included Donizetti’s Dom 
Sebastien, Imelda di Lambertazzi, Linda di Chamounix, 
Maria di Rohan, a multi award winning release of Les 
Martyrs and, most recently, Rossini’s Semiramide.

SIR MARK ELDER CH CBE

Recent and forthcoming concert engagements, as well 
as his commitment to the Hallé, include Pittsburgh and 
Cincinnati Symphony, National Symphony Orchestra 
Washington, London Symphony Orchestra, London 
Philharmonic Orchestra, Netherlands Radio Philharmonic, 
Rotterdam Philharmonic, Bergen Philharmonic, Budapest 
Festival Orchestra, Orhestra dell’Accademia Nazionale di 
Santa Cecilia in Rome, Vienna Symphony and the OAE. 
Operatic engagements include a complete performance 
of Parsifal at the BBC Proms with the Hallé, Tannhäuser 
and La bohème at the Opéra National de Paris, Benvenuto 
Cellini for Netherlands Opera, Meistersinger for San 
Francisco Opera, Billy Budd, Falstaff and La Traviata for 
Glyndebourne, several productions for Covent Garden 
including Wozzeck, Fidelio, La bohème ,Il Barbiere di 
Siviglia and L’Etoile and concert performances of Lohengrin 
with the Royal Concertgebouw Orchestra.  He opened 
the Met season in New York in September 2018 with a 
new production of Samson et Dalila. He returns to Covent 
Garden in 2022 for a new production of Peter Grimes.

Sir Mark Elder was appointed a Companion of Honour 
in the 2017 Queen’s Birthday Honours, was knighted in 
2008 and awarded the CBE in 1989. He won an Olivier 
Award in 1991 for his outstanding work at ENO and in 
May 2006 he was named Conductor of the Year by the 
Royal Philharmonic Society.  He was awarded Honorary 
Membership of the Royal Philharmonic Society in 2011.



RICHARD WAGNER (1813 - 1883)

Prelude and Liebestod from ‘Tristan and Isolde’

In conception, Tristan und Isolde was a 
stop-gap exercise by Richard Wagner, 
introducing his first ‘music drama’ - as 
opposed to an opera - to keep his 
name in the public eye and keep him 
afloat financially while working on his 
massive Ring of the Nibelung cycle.

Instead, it became one of the most 
exciting, ground-breaking and 
provocative works of his career - one 
that would shock audiences yet inspire 
and revolutionise musical thought well 
into the next century.

Tristan was composed between 
1857 and 1859, but, through a host 
of problems, failed to reach any 
theatre until financial support from the 
teenage Ludwig II of Bavaria allowed 
him to premiere the work in Munich in 
June 1865, as well as gratefully accept 
a commission from his royal patron to 
complete the Ring Cycle.

It’s a three-act tale of illicit love, at first 
denied expression, then unleashed 
with passionate force and only fulfilled 
through the lovers embracing death.

Wagner turned to the Arthurian 
legends for his story. The young knight 
Tristan, nephew to Mark, the Cornish 
king, is commanded to sail from 
Ireland with the princess Isolde, Mark’s 
intended but unwilling bride, in his 
charge. In an earlier conflict Isolde’s 
betrothed, Morald, was killed by 
Tristan and now the princess, in an act 
of revenge and self-sacrifice, offers to 
share with Tristan a drink of atonement 
that she believes is poison. However, 
Isolde’s maidservant has secretly 
switched the deadly elixir for a love 
potion. Each of them drink from the 
cup and are soon under its spell.

In Act Two, at the king’s Cornish castle, 
Isolde and Tristan meet in a garden 
at night to continue their clandestine 
affair but curse the ‘spiteful day’ that 
has bewitched them and forced such 
a betrayal of trust. They sing a hymn to 
the night, a symbol of death that will 
ensure their love’s eternal survival.
Their ecstasy is dispelled by the 
arrival of King Mark, bewildered by 
his nephew’s betrayal. One of Mark’s 
followers draws a sword and Tristan 
runs upon it to sustain a serious 
wound.

In the third and final act of Wagner’s 
drama Tristan is mortally ill and 
delirious in his Brittany fortress. Isolde 
arrives by ship and, as she approaches 
Tristan’s chamber, he has a vision 
of her in a transfigured form before 
dying in her arms. Isolde, in her own 
last moments, sings her Liebestod - 
‘love-death’ - song, willing herself out 
of existence to join Tristan who has 
“awakened to new life in eternal death”.

Such a plot, heady with guilt-wracked 
passion and a fateful conflict between 
love and loyalty, would have a 
resonance with Wagner’s own life 
at this time. He had been having an 
affair with Mathilde, the young wife 
of Otto Wesendonck, a wealthy silk 
merchant who’d offered Wagner and 
his wife Minna the use of a cottage 
on his Zurich estate. The composer 
was infatuated with poetry-loving 
Mathilde to a degree far beyond her 
muse-like status, but the relationship 
began to unravel in 1858 when Minna 
intercepted a passionate letter from 
her husband to their pretty neighbour.

Tristan and Isolde shook up traditional 
values from its first few bars - the 

so-called ‘Tristan chord’ that opens 
the Prelude to the first act introduced 
what became known as ‘harmonic 
suspension’ for the way it resolves to 
another dissonant chord and delays 
expectations of a satisfying cadence.

This sensuous music, with its 
unfamiliar use of harmony and 
orchestral colour, was uncomfortably 
new. Critics howled that it presented 
“the glorification of sensual pleasure, 
tricked out with every titillating device” 
and that those deferred resolutions 
symbolised sexual as well as spiritual 
release in pursuit of self-destruction. 
Clara Schumann wrote that the opera 
was “the most repugnant thing I have 
ever seen or heard in all my life”, but 
composers such as Claude Debussy, 
while initially sceptical, later conceded 
that Tristan had exerted a considerable 
influence on his own music. 

The Prelude to Act One and the 
Liebestod were subsequently brought 
together as a concert piece for 
orchestra. The frustrated expectations 
aroused by that dissonant opening 
music are at last fulfilled in the 
transcendent love-death song of 
Wagner’s tragic heroine.

© Richard C Yates



SAMUEL BARBER (1910 - 1981)

Medea’s Dance of Vengeance

By the summer of 1945, it seemed 
that there was little in American music 
that Samuel Barber – aged just 35 - 
couldn’t be expected to achieve. Other 
artists were drawn to his creative 
energy, not least the pioneering 
dancer and choreographer Martha 
Graham (1894-1991), whose previous 
collaborators had included Hindemith, 
Milhaud and (most famously, in 
Appalachian Spring) Aaron Copland. 
She suggested a ballet based upon 
Euripides’ retelling of the ancient 
Greek myth of Medea: the sorceress 
whose spurned love for Jason the 
Argonaut leads her to murder her 
own children. Barber was thrilled 
at the commission – he considered 
Graham “our greatest dancer” – and 
the score, for a chamber orchestra, 
was completed in time for the ballet’s 
premiere in New York in May 1946. 
In 1955, Barber reworked it for full 
symphony orchestra as Medea’s Dance 
of Vengeance.

Graham called her ballet Serpent 
Heart: as she described it, “a dance 
of possessive and destroying love, 
a love which feeds upon itself, like 
the serpent heart, and when it is 
overthrown, is fulfilled only in revenge”. 
Barber’s music paints Medea’s mental 
state from within: in his own words, 
“tracing her emotions from her tender 
feelings towards her children, through 
her mounting suspicions and anguish 
at her husband’s betrayal and her 
decision to avenge herself, the piece 
increases in intensity to close in the 
frenzied Dance of Vengeance of 
Medea, the Sorceress descended 
from the Sun God”. And he quoted 
Euripides:

O children, how ready to cry I am, how full of foreboding!
Jason wrongs me, though I have never injured him…

Now I am in the full force of the storm of hate

I will make dead bodies of three of my enemies…
Come, Medea, whose father was noble,
Whose grandfather God of the sun,

Go forward to the dreadful act!

© Richard Bratby



PYOTR ILYICH TCHAIKOVSKY (1840 - 1893)

Extracts from The Sleeping Beauty

In the thirteen years between Swan 
Lake and his second ballet, Pyotr 
Ilyich Tchaikovsky had learned some 
valuable lessons.

In Moscow in 1877 he’d been given 
only a basic outline of the dances by 
the appointed choreographer, Bolshoi 
ballet-master Julius Reisinger, and the 
incompatibility of ideas between the 
pair proved damaging. The production 
was underfunded and shoddy, the 
choreography largely decorative 
and Tchaikovsky’s music - some of it 
reworked from earlier material - was 
dismissed as too complex for ballet. 
Only later, in more competent hands, 
would Swan Lake be transformed into 
the highly regarded and popular work 
it remains today.

Tchaikovsky’s second ballet 
had a much better start in life. 
Ivan Vsevolozhsky, director of St 
Petersburg’s imperial theatres, was 
inspired to draft a scenario from the 
fairy story La Belle au bois dormant 
in Charles Perrault’s 17th century 
collection and urged Tchaikovsky 
to consider it. When, in November 
1888, the composer accepted the 
commission Vsevolozhsky, who had 
great influence and control over arts 
funding in St Petersburg, brought 
in one of Russia’s most respected 
choreographers, Marius Petipa of the 
Imperial Ballet – and accordingly a 
‘dream team’ was formed to work on 
what was to become The Sleeping 
Beauty. 

After the Swan Lake debacle, 
Tchaikovsky had busied himself with 
opera writing, but by 1888 he was in 
his prime and in that same month 
conducted the premiere of his fifth 
symphony at St Petersburg’s Mariinsky 
Theatre. His symphonic explorations 
had brought new confidence to his 
music as well as a facility to evoke 
atmosphere and develop character 
while keeping pace with the dramatic 
events placed in his charge.

Tchaikovsky told Vsevolozhsky he 
was ‘charmed and delighted’ by 
his scenario - which also included 
characters from other Perrault 
fairytales, such as Puss in Boots and 
Tom Thumb - and immediately began 
some sketches, but work started 
in earnest at his country retreat in 
Frolovskoye, north-west of Moscow, in 
January 1889 after Petipa supplied him 
with a dance scheme. Composition 
was interrupted by a European tour, 
but Tchaikovsky was back at his desk 
in May and, working at a frantic pace, 
finished the score in the first week of 
June.

At a dress rehearsal the day before 
the January 1890 opening of the ballet 
at the Mariinsky Theatre the cast and 
production team were honoured by 
the presence of the not-so-cultural 
Tsar Alexander III, who, when asked 
afterwards what he thought of the 
ballet, considerably upset Tchaikovsky 
by merely remarking: ‘Very nice!’

At the next evening’s premiere many 
other people thought The Sleeping 
Beauty very nice, if not a great deal 
more - and by 1903 it was the second 
most popular ballet in the Imperial 
Ballet’s repertory, having been 
performed 200 times in ten years. 

The ballet’s Prologue follows the 
birth of a first child to King Florestan 
and his Queen which is to be marked 
with a lavish christening ceremony 
for Princess Aurora. The invitations to 
the great and the good of fairyland 
are the responsibility of Catalabutte, 
the Master of Ceremonies, but 
unfortunately he has forgotten to 
include the evil fairy Carabosse on the 
guest list.

The Lilac Fairy, Aurora’s principal 
godmother, is among the first to arrive 
with her entourage to bestow a gift 
on the baby princess – but then the 
furious Carabosse bursts on to the 
scene and, bent on revenge for being 
snubbed, places a curse on the child, 

proclaiming that Aurora will grow up a 
beautiful girl but will eventually prick 
her finger and fall into eternal sleep. 
The Lilac Fairy tries to intervene but 
has no power to revoke the curse, only 
to alleviate its wickedness by ensuring 
the princess won’t sleep forever: the 
day will come, she explains, when 
a handsome prince, captivated by 
Aurora’s beauty, will end her slumber 
with a kiss and the pair will marry and 
be happy for the rest of their lives.

When Act One opens in a palace park 
Princess Aurora is celebrating her 
twentieth birthday. Spotting some 
peasant women with knitting needles 
nearby, Catalabutte orders them to be 
imprisoned. However, King Florestan, 
accompanied by four princes who are 
Aurora’s suitors, eventually pardons 
the women in honour of his daughter’s 
birthday.

Aurora arrives and, dancing happily 
with her maids-of-honour, notices 
an elderly woman in a cloak beating 
time to the music with a spindle. The 
princess snatches the spindle from 
the woman and dances with it, before 
realising the spindle has pricked her 
hand. As Aurora collapses, the old 
woman throws off the cloak to reveal 
herself as Carabosse, rejoicing that 
the curse has been fulfilled. As the 
evil fairy vanishes in a cloud of smoke 
and fire, the Lilac Fairy appears and 
comforts the despairing parents by 
saying Aurora will sleep for 100 years 
but that her fairy powers will allow 
them, and the royal court, to join the 
princess in sleep until the predicted 
awakening.

In the first scene of Act Two, handsome 
Prince Désiré is with a hunting party 
in a glade in thick woodland about to 
enjoy a feast amid displays of dancing. 
The hunt then moves on, but the 
prince prefers to rest for a while by 
a stream. At this point the Lilac Fairy 
appears in a mother-of-pearl boat 
and presents him with a vision of, she 
tells him, his future bride. The prince 



is entranced by Aurora’s beauty and 
joins the fairy as they sail towards the 
enchanted castle.

In the second scene Prince Désiré and 
the Lilac Fairy enter the cobwebbed 
royal court and, after trying to revive 
the unconscious attendants, the 
prince sees Aurora on her bed and 
kisses her – lifting the curse and 
awakening the princess and the loved 
ones surrounding her.

In the third and final Act, courtiers 
gather for the wedding of Aurora and 
Désiré with Catalabutte allocating 
places to the guests. The festivities 
begin with a polonaise before a 
procession of fairies leads into a 
divertissement featuring a succession 
of dances by a host of Perrault’s other 
fairytale characters - including Puss 
in Boots and the White Cat, Little Red 
Riding Hood and the Wolf, Cinderella 
and her prince, Tom Thumb, his 
brothers and the Ogre – and, as the 
climax, Aurora and Désiré in a pas de 
deux. 

It was Tchaikovsky’s intention to 
include archaic dances to simulate a 
setting for the ballet appropriate to the 
reign of the Sun King of France, Louis 
XIV. A dignified sarabande leads the 
parade, and an apotheosis entitled 
Gloire des Fées (Glory of the Fairies) 
draws the curtain on Tchaikovsky’s 
triumph.

© Richard C. Yates

apotheosis
A glorification, in this case based 
on an old French tune Vive Henri IV.

delighted
Tchaikovsky later wrote to his 
benefactress Nadezhda von Meck: 
‘The subject is so poetic, musically 
so grateful, that I was completely 
carried away in composing it.’

divertissement
An entertainment of dances 
inserted in an 18th century stage 
spectacle, ballet or opera.

Petipa
French-born Marius Petipa (1818-
1910) studied music in Brussels 
and worked as a dancer in France, 
Spain and the USA. He was 
appointed to the St Petersburg 
Imperial Theatre in 1847 and 
became premier ballet-master 
in 1869. He produced more than 
60 ballets and was hailed as ‘the 
father of Russian ballet’.

upset
Tchaikovsky noted in his diary: 
‘His Majesty treated me very 
condescendingly. So be it!’



THE ORCHESTRA

FIRST VIOLIN
Roberto Ruisi
Tiberiu Buta
Zoe Colman
Steven Proctor
Helen Bridges
Nicola Clark
Victor Hayes
John Gralak
Michelle Marsh
Katie Jackson
Eva Petrarca
Luke Coomber
Dylan Edge
Alex Webber Garcia

SECOND VIOLIN
Peter Liang
Paulette Bayley
Caroline Abbott
Grania Royce
Christine Davey
Elizabeth Bosworth
John Purton
Diego Gabete
Yu-Mien Sun
Belinda Hammond
Oliver Baily
Laura Embrey

VIOLA
Timothy Pooley
Julian Mottram
Martin Schäfer
Piero Gasparini
Robert Criswell
Chris Emerson
Sue Baker
Anita Kurowska
Alice Billen

CELLO
Nicholas Trygstad
Simon Turner
Dale Culliford
David Petri
Jane Hallett
Clare Rowe
Jonathan Pether
Gunda Baranauskaite

DOUBLE BASS
Billy Cole
Daniel Storer
Yi Xin Han
Rachel Meerloo
Natasha Armstrong
Marcus de Oliveira

FLUTE
Amy Yule
Sarah Bennett

PICCOLO
Joanne Boddington

OBOE
Stéphane Rancourt
Virginia Shaw

COR ANGLAIS
Thomas Davey

CLARINET
Sergio Castelló López
Dan Bailey
Matt Dunn

BASS CLARINET
James Muirhead

BASSOON
Elena Comelli

HORN 
Lully Bathurst

CONTRABASSOON
Simon Davies

HORN
Laurence Rogers
Matthew Head
Alexei Watkins
Richard Bourn
Andrew Maher

TRUMPET
Tom Osborne
Kenneth Brown
Andy Dallimore
Cameron Chin-See

TENOR 
TROMBONE
Katy Jones
Rosalyn Davies

BASS 
TROMBONE
Alan Adams

TUBA
Ewan Easton MBE

TIMPANI
John Abendstern

PERCUSSION
David Hext
Riccardo Lorenzo Parmigiani
Will Renwick
Michael Harper

HARP
Marie Leenhardt
Eira Lynn Jones

PIANO
Darius Battiwalla



Join our family 
of supporters 
and help us 
improve lives 
through music
The Covid-19 pandemic created an 
ongoing financial emergency for 
Sage Gateshead. In 2020/21 80% of 
our income was affected, and we 
had to adapt our organisation. We’ve 
weathered the storm thanks to the 
support of many generous people 
and organisations, and the investment 
from Arts Council England and DCMS. 
Our Crisis, Recovery and Renaissance 
campaign has already raised £2 
million. Our sincerest thanks to you all.
 
We are passionate about live music 
and music-making, because every 
day, we see the positive impact it 
has on the lives of people in the 
North East.
 
Our recovery, and the recovery of 
music-making, remains fragile 
and uncertain.
 
Can you help us raise £1 million 
to continue improving lives 
through music?

If you’d like to help Sage 
Gateshead, please donate 
online at sagegateshead.com/
fundraisingcampaign 
or get in touch with 
Natalie.Heath@sagegateshead.com.

Public Funding

Trust and Foundation Supporters

Austin and Hope Pilkington Charitable Trust, Barclays 100x100 UK Covid-19 
Community Relief Fund, The Barbour Foundation, Community Foundation Tyne 
& Wear, The D’Oyly Carte Charitable Trust, Esmée Fairbairn Foundation, Harold 
Hyam Wingate Foundation, Harrison Frank Family Foundation, The Hadrian Trust, 
The John Horseman Trust, Kavli Trust, The Marchus Trust, Netherton Park Trust, 
The Percy Hedley 1990 Charitable Trust, PRS for Music Foundation, The Roy and 
Pixie Baker Charitable Trust, Sir James Knott Trust, St Nicholas Educational Trust, 
Swire Charitable Trust, The Shears Foundation, Vardy Foundation, W A Handley 
Charity Trust, Youth Music.

North Music Trust is 
a registered charity 
(No. 1087445). 

Platinum Corporate Partners

Bronze Corporate Partners 
Adkins & Cheurfi, ISIS Property Services, Northern Elevator, OPUS Building 
Services, Pioneer Foodservice, Solution Group, Zerolight

Gold Corporate Partners

We want to sincerely thank our 
Founding Patrons, Founding 
Endowment Donors, Principal 
Partners, RNS Supporters, Friends 
of RNS, Sage Circle members and 
Sage Supporters as well as all our 
Sage Gateshead Ambassadors, 
Champions, Promoters, Advocates, 
Affiliates and Associates and 
everybody who has supported 
our 2020-23 Crisis, Recovery and 
Renaissance campaign through 
ticket top-ups and donations.

Silver Corporate Partners



Future Concerts 
Join us for more great music with Royal Northern Sinfonia 
and visiting artists this season. More concerts are being 
announced regularly, so keep an eye out for updates.

Book Now at sagegateshead.com

The Sixteen
Friday 9 December
7.30pm | Sage One

RNS: Christmas on Broadway
Wednesday 14 December
7.30pm | Sage One

The Alehouse Sessions
Wednesday 14 December
8pm | Sage One

RNS: Messiah 
Saturday 17 December
7pm | Sage One

Jess Gillam Ensemble
Wednesday 21 December
8pm | Sage One


