


Music by Ed Hughes 
Brighton: Symphony of a City (2016) 46:57 
  1   Movement 1 6:15 
  2   Movement 2 6:45 
  3   Movement 3 5:29 
  4   Movement 4 7:21 
  5   Movement 5 7:20 
  6   Movement 6 7:27 
  7   Movement 7 6:20 

8   Alice in Wonderland (2015) 8:46 
 9   Le Voyage dans la Lune (2015)  12:48 
 10  The Nose (Le Nez) (2015) 10:44 

Night Music (2014) 17:19 
 11  I.   Flowing 6:29 
 12  II.  Machine Song 4:03 
 13  III. Night Toccata 6:47 

Total duration 96:34

New Music Players (tracks 8,9) 
Orchestra of Sound and Light (tracks 1-7) 
Richard Casey solo piano (tracks 11-13) 
Clare Hammond solo piano (track 10) 
Ed Hughes conductor (tracks 1-9) 



Symphonic Visions: Silent Film Music by Ed Hughes 

With film and music jointly commissioned by the Brighton Festival to mark its 
fiftieth anniversary, Lizzie Thynne’s Brighton: Symphony of a City was first 
screened in the Brighton Dome Concert Hall on 11 May 2016, on which 
occasion Ed Hughes’s specially composed orchestral score was premiered by 
the Orchestra of Sound and Light, conducted by the composer. The film 
offers a vivid portrait of the great English coastal town from dawn to dusk, 
brilliantly edited by Phil Reynolds so as to incorporate historic footage from 
Screen Archive South East in the creation of sometimes startling and always 



thought-provoking juxtapositions of old and new. Both in the film’s basic 
structure, which falls into seven distinct ‘movements’, and in the very 
wording of its title, the project pays explicit homage to the genre of film 
known as the ‘city symphony’, which peaked during the 1920s as the silent 
film reached its artistic high point and extended into the 1930s as the 
synchronized-sound film quickly established itself as the industry norm. 

The generic label ‘symphony’ reflected the fashion during the silent era for 
directors to link the visual grammar of their filmic art with the characteristics of 
musical composition. Abel Gance felt the multi-screen presentation of his epic 
Napoléon (1927) was a kind of ‘visual harmony’ and the film as a whole 
analogous to a symphony. Similar parallels were drawn by other French 
cinéastes, such as Emile Vuillermoz (‘a film is written and orchestrated like a 
symphony’), Léon Moussinac (‘cinegraphic rhythm has an obvious counterpart in 
musical rhythm’), Germaine Dulac (‘the visual idea is inspired by musical 
technique far more than any other technique or ideal’) and Léopold Survage, 
who declared the structural functions of musical and cinematic rhythm to be 
inherently similar. Ed Hughes, too, has said that ‘while film is definitely not 
music, it can in certain conditions become a metaphor for how certain kinds 
of musical processes function’. Not surprisingly, then, the more enterprising 
makers of city symphonies have always been very much aware of the powerful 
role music might play in their films. The city symphonies of the 1920s which 
were boldest in their editorial methods – utilising sophisticated relational editing, 
dark humour, surrealism and startling visual metaphors, for example – cried out 
for inventive sonic accompaniments which might leave the clichéd music of 
conventional narrative cinema far behind. 

The genre’s most ambitious conjunction of music and image was the 
brainchild of Walther Ruttmann (who, in addition to being a filmmaker, 
painter and architect, was also a trained musician) for his hour-long Berlin: 
die Symphonie der Großstadt in 1927. Thynne and Hughes have both paid 
tribute to this extraordinary film, citing it as a significant source of inspiration 
for their Brighton project. Ruttmann pursued the symphonic analogy by 



structuring his Berlin film in five ‘acts’, which also describe a chronological 
trajectory from dawn to dusk. Controversially, he commissioned a score from 
Edmund Meisel – the Marxist composer who had two years before earned a 
succès de scandale with his viscerally agitational music for Sergei Eisenstein’s 
hard-hitting epic Battleship Potemkin (a film for which Hughes composed an 
original score in 2005). Meisel’s music for Berlin was conceived for a large 
orchestra, including a quarter-tone harmonium, a jazz band, and devices for 
generating urban sound effects (which he termed Geräuschmusik, or noise 
music).  
Although widely praised, when the film and its music reached London in 1928 
the press was not convinced by the overall experience: the critic of The 
Times felt Meisel’s score was ‘as restless and cruelly ironical as the picture 
itself… the mechanical monotony of urban existence becomes, with the 
music, an intolerable rhythm.’ Another high point of the city-symphony genre 
was Dziga Vertov’s The Man with the Movie Camera (1929), which offered a 
slice of everyday life in a composite Soviet city through virtuosic relational 
editing and witty symbolism. Vertov, who described his film as a ‘visual 
symphony’, wrote detailed notes on his avant-garde ideas about how sound and 
music should be used to accompany the images. These notes were intended to 
guide the three musicians from the state film industry’s Music Council who were 
to be responsible for preparing the film’s cue sheets, but they completely 
ignored him and used gobbets of hackneyed classical music instead. Dating from 
the same year, Joris Ivens’s short experimental film Rain (1929), compiled from 
shots of rainy Amsterdam, was in 1941 furnished with a dissonant chamber 
score composed by Schoenberg’s pupil Hanns Eisler as part of a film-music 
research project funded by the Rockefeller Foundation. Co-incidentally, this was 
one of the first silent films for which Hughes was to compose original music, his 
score premiered – under the more evocative title Light Cuts Through Dark Skies
– at the Bath International Festival in 2001.  



Hughes’s music for Brighton: Symphony of a City is scored for a medium-sized 
orchestra: an important aim at the premiere in the 2016 Brighton Festival was 
to bring together both professional and gifted young performers from the 
region’s sixth-form colleges and schools in a sonic celebration of the city’s 
vibrant cultural life. As with the other Hughes film scores included on this disc, 
the music avoids obviously pictorial effects, preferring to explore an aesthetic of 
contemplative repetition which encourages spectators to absorb the often 
striking images as they unfold. Slowly moving harmonies are animated by more 
rapid figurations, a strategy which allows the music to operate on more than one 
temporal level simultaneously; the harmonic and thematic materials are 
generally simple, and expressed with textural clarity and readily comprehensible 
contrapuntal techniques, all of which can speak directly to listeners from widely 
differing backgrounds. Hughes’s gently pulsating cross rhythms and subtle 
dislocations of the metre, combined with long-breathed dynamic ebbs and flows 



and vividly contrasting orchestral colours, wonderfully capture not only the 
broad sweep of the city itself, but also – as with the juxtaposed images in Jean 
Vigo’s silent city symphony, A propos de Nice (1930) – the alluring expanse of 
the open sea beyond its shore. 

Central to Hughes’s musical language in his Brighton score are his exploration of 
the tension between chromatic contrapuntal textures and contrastingly lucid 
open sonorities, and the strategic use of what he terms ‘anchor points’. The 
denser polyphonic writing is generally associated with the city as a complex 
organism, while its sensual character and the power of both the urban setting 
and the adjacent seascape are captured by simpler, more tonal gestures, as are 
the film’s portrayals of intimate human interactions (for example, the café 
culture depicted in the third movement). The concept of anchor points suggests 
a parallel with Eisenstein’s deployment of visual accents (which, intentionally, do 
not always coincide with the accents in a film’s musical score); Hughes believes 
that ‘the music should converge with the picture at certain key points but 
should not simply mimic intensities in the picture...’ As he further explains, 
the music ‘expresses both balanced and conflicted experiences through 
harmony without necessarily mimicking the tempo of the action as it is 
visually documented’. Nevertheless, at key moments the music does play a 
decisive role in linking otherwise disparate images, as in the first movement 
where the dynamism of the sea is reflected in the energy of trains 
approaching the city, or when later in the same movement the cross-cutting 
between the activities of a fisherman and a baker are given thematic ideas 
interlocking in canonic counterpoint. There are few allusions to culturally 
suggestive musical styles, though there is a clear hint of the experimentation 
with quasi-mechanical music which characterised the Soviet avant-garde of the 
1920s in a memorable sequence using archival footage of Communist and 
Spanish Civil War parades in the 1930s, for which Hughes provides a compelling 
march. 

As well as invoking the great city symphonies of early cinema by taking the 
form of a silent documentary with continuous musical accompaniment, 



Brighton: Symphony of a City also serves as a reminder that Brighton was at 
the very forefront of film production in the United Kingdom during the 
earliest years of silent film. In March 1896, the Pandora Gallery by the West 
Pier was the venue for the first British film screening to take place outside 
London, and soon afterwards Esmé Collings shot several short films recording 
pleasure-seekers enjoying themselves on Brighton’s beach and seafront 
during the summer months. Collings was one of several local film-makers, 
including James Williamson and George Albert Smith, who later became 
retrospectively dubbed the ‘Brighton School’ by French writer Georges Sadoul 
(in an essay published by the British Film Institute in 1948), and who were to 
remain active until around 1910. Williamson recalled that film producers from 
London also frequented Brighton in order to capitalise on the possibilities it 
offered for impressive location shooting. The narrative methods developed by 
the Brighton School influenced the pioneering American film-maker Edwin S. 
Porter (whose most famous film was The Great Train Robbery of 1903), and 
he in turn influenced the British directors Cecil Hepworth and Percy Stow. 

In 1903, Hepworth and Stow made Alice in Wonderland, a landmark 
production both on account of its (for the time) relatively substantial length, 
and for being the first attempt to transfer Lewis Carroll’s much-loved Alice 
stories to the silver screen – with the aid of some highly effective camera 
trickery, and a production design heavily based on the popular illustrations 
by John Tenniel which had enhanced Carroll’s books. As was typical of the 
era, the film is a succession of self-contained tableaux: this structure 
facilitated distribution, since exhibitors who baulked at the idea of showing 
the full 12-minute picture could instead be supplied with a single individual 
scene (or as many such segments as they wished), which could more readily 
be incorporated into what were then still essentially variety shows. Only one 
copy of the film survived, in lamentable condition, and when restored by the 
British Film Institute in 2010 – at a somewhat reduced length, owing to the 
print’s incompleteness – it was impossible to rectify all the deficiencies. 
Hughes’s music for the film, however, has a mesmerising quality which 



readily draws the viewer into its fantasy world in spite of any visual 
shortcomings that may remain. 

The Alice music is scored for flute, clarinet, violin, cello and piano, and its 
mesmerising quality is immediately evident in the gently pulsating opening 
section, in which hypnotically repeating material based on static harmonies 
accompanies the entrance of the White Rabbit and Alice’s tentative 
exploration of the Hall of Many Doors. As the now miniscule Alice enters the 



Garden and her succession of surreal adventures begins, the music assumes 
a quirky, scherzo-like quality, with simple repeated tonal harmonies in the 
piano constantly destabilised by polytonal gestures in the other instruments. 
The appearance of the Cheshire Cat sees a return of pulsating patterns, here 
more agitated and dance-like than at the opening, and these become the 
backdrop to the antics of the Mad Hatter’s tea party, turning yet more 
eccentric as the bizarre Royal Procession marches past. By turns hypnotic 
and disconcerting – and conceived for what (as we’re reminded at the very 
end of the film) is only a dream – the Alice music was reworked by Hughes 
as the third movement of Brighton: Symphony of a City, featuring the Red 
Roaster coffee house. 

Hughes has often been inspired by the experimental quality of early silent 
films. ‘Looking back on them from our perspective’, he comments, ‘they 
seem refreshing in their daring, quirky and inventive story-telling methods 
and construction, because those early directors were inventing the grammar 
of film and were therefore not constrained by industry codes for visuals and 
music in motion pictures, which came later’. And no early film-maker was 
more daringly experimental than the Frenchman Georges Méliès, who 
specialised in the genre of ‘trick’ film which was also favoured by Hepworth in 
the early 1900s. Described by Charlie Chaplin as an ‘alchemist of light’, 
Méliès began his career as a magician and theatre owner, and his passion for 
mounting extravagant illusions naturally extended into his film-making, 
which took place in his Star Film Company’s glasshouse studio in the Paris 
suburb of Montreuil. His most famous film was Le Voyage dans la Lune 
(Journey to the Moon), made in 1902 and loosely based on the science-
fiction writings of Jules Verne and H. G. Wells. Like Alice in Wonderland, it 
was unusually long for its time, running for around the same 12-minute 
duration as Hepworth’s film; it was also enormously popular, and in 1903 
Méliès had to open an office in the United States in order to control the 
numerous pirated copies then in circulation, which were being widely 
distributed by Edison and other American film companies. 





Méliès himself provided a piano accompaniment for the first screenings of his 
light-hearted moon adventure, in which Professor Barbenfouillis (played by 
Méliès) takes five other astronomers to the moon. Hughes’s score, which also 
exists in a version for full orchestra, is here played by the same mixed 
quintet as that for Alice, and takes the form of a slow, dream-like central 
section flanked by rapid outer sections. The opening segment captures the 
eccentric gathering of astronomers with spiky, restless music that also 
suggests Barbenfouillis’s obsessiveness in persuading them to undertake the 
momentous trip; the score then becomes lighter and more capricious as the 
professor and his five volunteers dress themselves for the mission. With the 
subtlest of action-catching gestures, the lighting of the fuse on the rocket-
cannon and the famous landing of the spacecraft in the eye of the man in the 
moon (Méliès’s own face superimposed on a papier-mâché lunar surface) are 
emphasised with understated musical stings. The slower harmonic rhythms 
accompanying the adventures on the moon help the surreal images seem like 
an extraordinary dream, but the music becomes cheerfully buoyant again as 
the explorers escape their alien assailants and their capsule plunges back to 
an ocean splashdown on Mother Earth – and the score finally turns 
luminously tonal for the public jubilation at the heroes’ safe return. 

While city symphonies and surreal fictional narratives both inspired a degree 
of experimentation on the part of film-makers in the silent era, another genre 
altogether could be even more spectacular in its boldness of technique. This 
was the field of animation, which in the 1920s and 1930s was regarded by 
several intellectual film-makers as a modern graphic art form rather than a 
commercial entertainment. Ruttmann, for example, started out as an 
experimental animator in his series of four short abstract films entitled 
Lichtspiel: Opus I‒IV (1921‒5), the third of which had a modernist score 
specially written for it by Eisler for a screening in 1927. In Paris in 1930, 
Berthold Bartosch made his hauntingly beautiful, low-budget allegorical 
animation L’Idée (The Idea), notable in the history of film music for its 1933 
synchronized score by Arthur Honegger featuring the ondes martenot – a 



remarkably early example of electronic sonorities being used to enhance a 
film’s atmosphere. Bartosch’s unique film made a huge impression on the 
Russian-born animator Alexandre Alexeïeff and his American wife Claire 
Parker, who also worked in Paris and originated a novel method of animation 
known as the ‘pinscreen’ technique, whereby hundreds of thousands of pins 
were embedded in a fabric screen, their depth and illumination altered frame 
by frame in order to produce various greyscale patterns. 

The resulting effect, resembling an etching or engraving brought eerily to life, 
is particularly impressive in Le Nez (The Nose), an award-winning silent 
version of the surreal short story by Nikolai Gogol made by Alexeïeff and 
Parker in 1963. (The Nose, which was published in 1836, was also the basis 
for a satirical opera by Shostakovich, first staged in 1930.) As told in the 
animation, the story is concerned with the intertwined destiny of Major 
Kovalyov (whose nose embarks on a series of independent escapades, and 
ultimately attains a senior rank in the Civil Service) and the barber Ivan 
Yakovlevich (who first discovers the nose in his loaf of bread at the breakfast 
table, and unwittingly launches its adventures by throwing it away on the 
street). The film was originally scored with a percussion-and-zither music 
track improvised by Vietnamese musician Hai-Minh, in an exotic soundworld 
– far more alien to Western listeners at the time than it strikes us now – 
which was presumably intended to emphasise the eccentricities of this 
strange story. Hughes’s very different solo-piano score was composed for 
performer Clare Hammond, thereby continuing the venerable tradition of 
accompanying silent films on the keyboard. 



The music falls into five movements which sometimes overlap the film’s own 
sectionalised structure, and these chart the story from its opening images of 
dawn and the disappearance of the nose after its initial discovery, to the 
pursuit and then recovery of the elusive snout, and finally the advent of a 
new (and symmetrically framing) sunrise. The music carries clear historical 
allusions, notably in the neo-baroque opening with its toccata-like 
figurations. Gently dissonant writing conjures up an eerie atmosphere for the 
snowy sentry box by which the nose is abandoned, and for the rippling of the 



river’s surface; the music’s repetitive patterns suggest the inevitability of the 
narrative, while at the same time the poignant tonal clashes keep the viewer 
somewhat on edge.  

As we enter Saint Petersburg’s magnificent Kazan Cathedral, the piano 
weaves delicate right-hand arabesques above stable dance-like harmonies in 
the left hand, resulting in a lyrical texture recalling romantic salon music 
contemporaneous to Gogol’s story: the sonic stylisation here is a most 
effective counterpart to the highly stylised animation. The concluding 
toccata-like section, no longer neo-baroque but now pulsatingly minimalist, 
captures the shimmering light patterns of the new daybreak, before the score 
climaxes in a stark minor-key cadence as the action abruptly terminates (in a 
deliciously ironic departure from Gogol’s cheerful ending) with the horribly 
suggestive image of the barber’s razor poised over Kovalyov’s newly restored 
face. If, as his nagging wife believes at the start of the story, the (alcoholic) 
barber had cut off the nose himself without recalling it, history might very 
well be about to repeat itself. 

Piano textures are enhanced with live electronics in Hughes’s score to Night 
Music, which was written for Richard Casey and first performed by him in 
London in September 2015 following the premiere at that year’s Brighton 
Science Festival, given by Joseph Houston. Unlike the other films on this disc, 
the moving images for Night Music were selected by the composer himself, 
as the second of a series of works (in different formats) originally developed 
in collaboration with Prof David Chandler under the collective title Shadows of 
Destruction. The latter refers to the consequences of the Allied aerial 
bombing campaign in the Second World War, as photographed by the Royal 
Air Force on footage now preserved in the Imperial War Museum. Whereas 
the first work in the series, Dark Formations (2010), had been conceived as a 
chamber-ensemble piece involving still images, Night Music accompanies 
moving images drawn from archival footage of the famous Avro Lancaster 
bomber, depicted both in action and taking shape on the assembly line. The 
complete British Movietone News film Sky Giant (1942), from which some of 



this footage was drawn, is included as an extra on the present disc; as a 
sound film, in its original form it included narration by Leslie Mitchell, stirring 
sound effects and patriotic title music typical of such wartime productions. 
The briefing for the notorious ‘thousand-bomber’ raid depicted in this film 
gets underway to the jaunty strains of Sir Henry Walford Davies’s Royal Air 
Force March Past, written for the formation of the RAF in 1918 and still the 
service’s official march. As might be expected, there is no place for such 
rousing jolliness in Hughes’s musical response to the same footage. 

Conceptually, Hughes has likened the musical language of Night Music to that 
of Brighton: Symphony of a City, since in both projects a central strategy is 



the contrast between dark and light, expressed musically by chromatic 
density and harmonic limpidity. Also similar in both works is the use of 
harmonic anchor points which aid the listener’s grasp of their overall 
structures. The score falls into three principal sections, which are largely 
autonomous, their content not directly tied to the filmic images. Thus the 
graceful lines of the opening section, entitled ‘Flowing’ in the score, begin 
with an evocative sequence showing the bomber in flight but continue 
directly into the factory interior, imbuing the rhythm of the workers’ and 
machines’ repetitive activities with the same lyricism. The second part, 
‘Machine Song’, is an evocative mix of ascending and descending figurations 
(many featuring chains of parallel harmonies), stabbed chords, and 
luminously expansive flowing gestures; once again, the scoring is continuous 
across both aerial and factory domains. Finally, ‘Night Toccata’ is 
characterised by the pulsating energy encountered in many of Hughes’s film 
scores, and is again articulated by long-term considerations of tension and 
release. ‘Night Toccata’ starts as the extraordinary footage of a nocturnal raid 
begins. This was the first time such a sortie had been captured on film by 
RAF cameras, and it was in its relentless night-time bombing that the RAF 
was to both endure and inflict huge casualties. The nocturnal dimension of 
this work is but part of a more complex meditation on general issues of 
darkness and light, both moral and musical. 

Mervyn Cooke © 2017

Mervyn Cooke is Professor of Music at the University of Nottingham. His 
primary research interests are the music of Benjamin Britten, film music, and 
jazz. Publications include A History of Film Music CUP, 2008, and The 
Hollywood Film Music Reader OUP, 2010. 





Brighton Symphony of the City: Dancing Across the Beat 
Note by Film Director, Lizzie Thynne 

As Mervyn Cooke notes, the inspiration for our film was the city symphony 
films of the silent cinema, in particular Berlin: die Symphonie der Großstadt 
(Berlin: Symphony of Great City) (Walther Ruttmann, 1927). Its brilliant 
montage powerfully evokes the social contrasts and life of the city across the 
course of a day starting with the famous dynamic shots of the train speeding 
through the countryside along the railway into Berlin. The use of graphic 
montage by Ruttmann prompted our own attempt to link activities and 
moments across the city of Brighton and allow unexpected associations to 
arise, reinforced or sometimes presented in a new light through the musical 
juxtaposition. Drawing on some of Ruttmann's methods we also wanted to 
comment on them. So, for example, in his film, animal connotations are used 
to imply that the lifestyle of the greatly expanded cities of his time can turn 
their residents into 'beasts' - so a street fight between men is intercut with 
fighting monkeys. In our film, by contrast, the perfect motion of the sharks in 
water shown from underneath in the spectacular tunnel of the Brighton the 
Sea Life Centre is counterpointed by the human surfer struggling on the 
rough surface of the sea. 

Berlin constantly contrasts class, gender and to a much lesser extent, racial, 
inequalities in the city and indeed the intersections of these identities. Cars 
are taken out of garages for rich men to be driven to their business by 
chauffeurs, while other men and women clean for them and less affluent 
commuters take the trolley bus or the crowded train. Middle class folk eat 
hearty meals of sausages and soup and a lion devours a joint while a woman 
seated on steps with her two restless boys has nothing. The use of 
intellectual montage is not, as in Eisenstein, designed to prompt 
revolutionary action nor as in Vertov’s Man with a Movie Camera, used to a 
specific Marxist purpose - for instance to underline the links between film 
production and other forms of material labour. Ruttmann’s film is not didactic 
in the sense it does not try to invoke the political solution to the social issues 



it documents this way but instead offers the viewer the chance to draw their 
own conclusions. Our film shares this approach with Ruttmann and Berlin
gave us a frame to test out the identity of one time and place through 
another but also to create a very different piece.  Meisel’s score too 
suggested how to create structure and impact through combination with 
music but entirely without the use of speech and ambient sound, unlike 
contemporary documentary which is often so speech-led. 

The dawn to dusk format provides a useful framework to decide on the 
tempo and tone of the various movements. We also knew we wanted to film 
activities that would echo the ones we see in Berlin -  people travelling to and 
around town working, playing, socializing, picking each other up - not only to 
imitate but highlight the differences between then and now, Berlin in the 
1920s and Brighton in 2016.  

Berlin is resolutely set in the present but we wanted to include some of the 
fascinating archive of forgotten Brighton from Screen Archive South East and 
find a way of integrating this through a series of screens as a means of 
transition, such as the steam train ‘The Sunny South Express’ that appears 
on the plasma screen at the station, as frustrated travelers look up to find 
their departure time.  



We realized too our film might also become a record of a moment in the 
town's history. Some of the places we featured will soon themselves no 
longer exist - such as New England House, a brutalist but interesting relic of 
the 1960s and hive of small businesses from yogurt-making to carpentry. 
Also, the ferris Wheel, by the pier. I'd never ridden on the Wheel before. 
Filming on and around it made me realize how beautifully engineered it was 
and how sad that it was shortly to be lost to the changing whims of planning. 
Rather like the lovely deco pool at Black Rock which we glimpse in 
remarkable colour footage from 1968 - soon to be replaced by the concrete 
of Brighton Marina where the well-to-do keep their boats.  

Not having to follow a conventional storyline but instead creating formal and 
graphic links across visuals and music provides a new kind of freedom for a 
documentary film-maker. Students and colleagues contributed sequences of 
rich material to work into the weave, such as John Hondros’ baker in 
Movement One. Striking actions captured by chance often have to be thrown 
away in an edit where they don’t fit the narrative. A bricolage method means 
that such moments instead become a key feature, cameos which reveal the 
extraordinary in the everyday, as well as an occasion for the music to give 
them new textures and resonances. In Movement Six, the sequence of shops 
closing in the rainy evening culminates in some shots of a bare-chested 
young man in a record shop performing an impromptu dance for the camera 
as he prepares to shut up his store. As he dances, the flute picks up the 
theme from the oboe and clarinet, and we cut to a similar shot of a lecturer 
swaying and gesticulating as he explains code on a screen in a lecture 
theater. The musical theme is joined this time by a group of brass, echoing 
the graphic match of the two men’s ‘dancing’. The effect of the edit is not to 
produce an abstract concept as in Eisenstein, but to encourage you to delight 
in this bringing together of the bodies’ and the music’s movement across the 
spaces of the city.  

Lizzie Thynne © 2017 
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Roger McCann double bass
Phil Reynolds editor
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Alice in Wonderland 
Cecil Hepworth and Percy Stow (1903) 
Used by permission of British Film Institute 
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Rowland Sutherland flute
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Ed Hughes conductor
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Public domain 
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The Nose 
Alexandre Alexeieff and Claire Parker (1963) 
By permission of Cinédoc Paris Coop Films 
Clare Hammond solo piano 

Clare Hammond 
recording ‘The Nose’ 

Night Music 
Moving image sequence devised from archives of the Imperial War Museum, 
produced by Ed Hughes and Simon Weir 
UKY 423 - A tribute to the Avro Lancaster as ‘the most powerful and efficient 
bomber in the world, and one of the most important war-winning weapons in 
the UN - 1942’ 
ARY 36/11 - Lancasters take off and fly on daylight operations. 1945-01 
By permission of the Imperial War Museum 
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Richard Casey (born UK 1966) started playing the piano at the age of seven. After 
graduating in Russian at St John’s College, Cambridge, he studied piano at the 
Royal Northern College of Music with Marjorie Clementi and Martin Roscoe. In 1997 
Richard won first prize in the British Contemporary Piano Competition, an 
achievement which attracted a series of solo engagements in the UK and abroad. 
Based in Manchester, Richard complements his solo career with a strong 
commitment to chamber music. Since 1994 he has been pianist with the New Music 
Players and has performed frequently as a guest with the London Sinfonietta, 
London Musici, Lontano and Liverpool-based Ensemble 10:10. Richard was also a 
founder-member of the Manchester-based contemporary music ensemble Psappha. 
From 1991-2014 he performed over 300 works with the group throughout Europe, 
the USA and Australia. Richard has recorded collected solo piano works of Camden 
Reeves, Anthony Gilbert (with piano duo partner Ian Buckle) and Peter Maxwell 
Davies, as well as Edward Cowie’s epic Rutherford’s Lights and Ed Hughes’ solo 
piano cycle Orchids and the complete piano works of Anthony Powers. 

Clare Hammond Acclaimed as a pianist of “amazing power and panache” (The 
Telegraph), Clare Hammond is recognised for the virtuosity and authority of her 
performances and has developed a “reputation for brilliantly imaginative concert 
programmes” (BBC Music Magazine, ‘Rising Star’). She won the Royal Philharmonic 
Society's 'Young Artist Award', in recognition of outstanding achievements, in 
2016. Highlights that year included a performance at the Royal Festival Hall with 
the Philharmonia and curating three concerts for BBC Radio 3’s Lunchtime 
Concerts Series at the Belfast International Arts Festival.  

Clare has released three discs with BIS which have been widely praised. The 
Observer described her as a “star interpreter of contemporary music” while 
Gramophone noted her “unfaltering bravura and conviction”. In 2015 Clare 
performed at the Barbican Hall and made her film debut as the younger version of 
Maggie Smith’s character, ‘Miss Shepherd’, in the Alan Bennett film adaptation, 
The Lady in the Van, directed by Nick Hytner. Contemporary music forms an 



important part of Clare’s work and she has given 35 world premieres to date, 
including those of major works by composers Robert Saxton, Michael Berkeley, 
John McCabe and Arlene Sierra.  

Ed Hughes (born UK 1968) studied at Cambridge University with Robin Holloway 
and Alexander Goehr, and at Southampton University with Michael Finnissy. His 
music has been described as ‘polyphonic, clear and unique’ (Richard Casey, 
pianist). Commissions include City of London Festival (an opera to a libretto by 
Glyn Maxwell, The Birds, for The Opera Group), Canterbury Festival (an opera to a 
libretto by Roger Morris, When the Flame Dies), Brighton Festival, I Fagiolini, 
Glyndebourne, Tacet Ensemble and London Sinfonietta. Performances include City 
of London Festival, Buxton Opera House, Queen Elizabeth Hall, Linbury Studio 
Theatre, Jerusalem Music Centre, Salamanca Festival, Sydney Festival, BBC 
Singers and broadcasts on BBC Radio 3. His Chaconne for Jonathan Harvey won a 
British Composer Award in 2014. Two albums of his music are already on Métier - 
Dark Formations, chamber music (MSV28530), and When the Flame Dies, an 
opera (MSV77203). His music is published by University of York Music Press. 
edhughes.org.uk

Lizzie Thynne produces films for galleries, the web and television. Her work has 
been shown at the Jeu de Paume: La Virriena Centre de L'Image: Barcelona, BFI 
Southbank; MOCA Sydney, in many film international festivals and on Channel 
Four. Her recent feature documentaries, 'On the Border' and 'Playing a Part: the 
Story of Claude Cahun', reflect her special interest in the often neglected role of 
women in history and the history of art. She explores inventive and challenging 
ways of representing the past that underline its importance and fascination for the 
present. Her methods include drama, dance and the creative use of archive. 
lizziethynne.co.uk

New Music Players was founded by Ed Hughes in 1990. The ensemble has 
presented concerts in the Huddersfield Contemporary Music Festival, the Brighton 
Festival and other prestigious concert series, held residencies at York, Bristol, 
Oxford and Nottingham Universities and broadcast regularly on BBC Radio 3. The 
ensemble features some of the UK’s finest and most versatile contemporary 



musicians; core members are also members of the BBC Symphony Orchestra, 
Royal Opera House Orchestra, Manchester Camerata, English Chamber Orchestra 
and a wide variety of early music and jazz ensembles.  

Projects have included UK tours featuring Ed Hughes’s scores for Eisenstein’s silent 
films Battleship Potemkin and Strike and an event at Kings Place exploring music 
and photography with three world and one UK premiere and a collaboration with 
the Imperial War Museum. Recent tours include UK and Europe with Richard Casey 
and Joseph Houston, pianists, in works by Ligeti, Hughes and Harvey. New Music 
Players feature on several recordings including five New Music Players 
commissions on London Independent Records, a disc of works by Jo Kondo and 
two discs of music by Ed Hughes on Metier. They also recorded Ed Hughes’s scores 
to Eisenstein’s silent films for Tartan Video, and Hughes's music to silent films by 
the Japanese director Yasujiro Ozu for release by the British Film Institute on The 
Ozu Collection. New Music Players is a Registered Charity No. 1052457. 
www.newmusicplayers.org.uk

The Orchestra of Sound and Light's aim is to share the experience and 
excitement of live musical performance with visuals to schools, colleges and 
universities, and in festivals and concerts. OSL was funded by Arts Council England 
in 2015-16 to present a series of workshops and concerts across Sussex ranging 
from primaries and secondaries in Brighton, Lewes and Hastings to sixth form 
colleges, and FE and HE including University of Sussex and BIMM. In addition to its 
Arts Council-funded programme, OSL was invited by the Brighton Festival to 
premiere 'Brighton Symphony of a City' by Ed Hughes to a film by Lizzie Thynne on 
11 May 2016. The OSL core players were jjoined by over 20 professional and 25 
young musicians from the region, for a sold-out performance at Brighton Dome. 
The OSL has also collaborated with award-winning film maker Cesca Eaton on a 
project to create a portrait of a year at Cuckmere Haven in the South Downs 
National Park and was funded by Arts Council England in 2017 to present a series 
of workshops on this work in schools and sixth-form colleges in Brighton, Lewes, 
Hastings and Eastbourne.  
www.orchsoundlight.org 



Recorded at St Michael’s Church, Highgate, 12 May 2016 (Brighton: Symphony of 
a City); The Warehouse, Theed St, London, 25 Sept 2015 (Alice in Wonderland, Le 
Voyage dans la Lune, Night Music); Attenborough Centre for Creative Arts, 
University of Sussex, 16 Aug 2016 (The Nose) 
All recordings by Classical Media 
Recording Producer: Simon Weir 
Recording Engineer: Morgan Roberts 
www.classicalmedia.co.uk 

This edition ℗ 2017 Ed Hughes  
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Richard Casey photo by Andrew Venn 
Clare Hammond photo by Ed Hughes 
Brighton: Symphony of a City live photo by Victor Frankowski 
All images, text, graphic devices and music including recordings are copyright and 
used with permission. All rights reserved.  
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DARK FORMATIONS 
Métier MSV 28530 (2-CD) 
Richard Casey | New Music Players 

“A contemporary British contrapuntalist of unique 
originality and instrumental flair... all given with 
consummate security and audibility... I find the 
ensemble music irresistible.” – Musical Pointers 
(UK)

“His music is compelling... remarkably fine scoring. 
A most stimulating release. I do urge you to hear 
this.” – Fanfare (USA)

WHEN THE FLAME DIES 
An opera in One Act 
Métier MSV 77203 (CD + DVD) 
Soloists | New Music Players 

“As with any good opera, this one convincingly 
creates its own logic. The 12-member ensemble 
reveals much effective compositional strategy ... 
and just plain alchemy. The question is ... if you 
can tear yourself away from it.” – Gramophone 
(UK)

“Hughes’s music fizzes with invention ... there is a 
Stravinskian sparkle to the writing. Well realised, 
well cast, performed with commitment, and 
accurately recorded.” – Tempo (UK)
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