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Kyrie
 Kyrie eleison (à 5)
  Christe eleison (soprano I and II)
 Kyrie eleison (à 4)

Gloria
 Gloria in excelsis (à 5)
 Et in terra pax (à 5)
  Laudamus te (soprano II)
 Gratias agimus tibi (à 4)
  Domine Deus (soprano I, tenor)
  Qui tollis peccata mundi (soprano II, alto, tenor, bass)
  Qui sedes ad dexteram Patris (alto)
  Quoniam tu solus sanctus (bass)
 Cum Sancto Spiritu (à 5)

—  interval of 20 minutes  —

Credo
 Credo in unum Deum (à 5)
  Patrem omnipotentem (à 4)
   Et in unum Dominum (soprano I, alto)
    Et incarnatus est (soprano I and II, alto, tenor, bass)
         Crucifixus (à 4)
       Et resurrexit (à 5)
   Et in Spiritum Sanctum (bass)
   Confiteor (à 5)
 Et expecto (à 5)



Sanctus
 Sanctus (à 6)

Benedictus
 Osanna (à 8)
  Benedictus (tenor)
 Osanna (à 8)

Agnus Dei
 Agnus Dei (alto)
 Dona nobis pacem (à 4)
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Helen Ashby, soprano
Kate Ashby, soprano

Robin Blaze, countertenor
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Programme Notes

Johann Sebastian Bach in the 1740s
What we know as the Mass in B Minor 
was composed towards the end of Johann 
Sebastian Bach’s life (1685-1750), probably 
for the most part in 1748-9. Since 1723, he 
had held – sometimes with pleasure, at 
other times cantankerously – the posts of 
cantor (director of music) at the church and 
teacher at the school of St Thomas in Leipzig, 
a leading Protestant city. In 1736 he had also 
added an honorary title as composer at the 
Catholic court in Dresden. By the later 1740s, 
however, his health was failing, especially his 
eyesight, and we have the sense of a composer 
concerned to leave a substantial legacy while 
he still could. His family tree was carefully 
drawn up for posterity, displaying his numerous musical ancestors and eight 
surviving children, including four notable musicians. He thoroughly revised his 
comprehensive Art of Fugue and earlier choral works (including the St John and 
St Matthew Passions) – and he composed his first and only full Mass. Previously 
J.S. Bach’s secular and religious choral music had almost always served a specific 
function, be it a wedding, a coronation, or specific liturgical services. Yet this 
Mass did not stem from any commission and it was not even performed in 
Bach’s lifetime. In addition it used a (broadly) Catholic setting of the mass – 
causing his son C.P.E Bach, who ensured the survival and transmission of the 
manuscript scores after his father’s death, to entitle it The Great Catholic Mass. 
However, Bach was staunchly Lutheran, and the scale of the composition (nearly 
two hours in length) was too elaborate even for a celebration of the Catholic 
mass. Most critics prefer instead to see the work as his compendium of the finest 
styles which vocal music could offer, lovingly and most carefully crafted. After 
the publication of a full score by the Bach Society in 1850, public performances 
of the entire Mass followed, from 1859 to the present. Indeed, the 2016-17 concert 
season in Boston deliberately featured four contrasting performances of this 
single work! Whereas Bach probably envisaged his Mass would be performed 
by a small number of singers with the solos being taken by principals from the 
chorus, most performances over the last 160 years have, like this evening’s, used 
a large chorus and professional soloists.

Thomaskirche, Leipzig



The musical styles of the Mass: old, new, and older 
If J.S.Bach had lived today, he would have been a leading proponent of the 
value of recycling. Re-using or adapting a previous work (by oneself or another 
composer) was commonplace in eighteenth-century Europe. Far from being 
frowned upon, parody – a totally neutral term in the musical world – flourished; 
the challenge was to adapt the original work with skill to the new context. The 
Mass in B minor uses movements from Bach’s own secular and sacred cantatas, 
in the case of the ‘Crucifixus’ going back to a very early composition (from 1714). 
It was also perfectly acceptable to repurpose a secular piece, such as an aria or 
orchestral movement, for a religious work, provided it suited the new context. 
Likewise, forms such as Neapolitan love duets or lively dances could be turned 
to religious ends. Bach’s consummate skill lay in fashioning all these parts, old 
and new, secular and sacred, into a single, finer and coherent whole.  
The Mass particularly allows Bach to explore the opposition between two 
forms of choral music: the instrumental concertante style, in vogue among 
his contemporaries, and the older stile antico, harking back to Palestrina and 
Gregorian chant. Bach had painstakingly studied these earlier styles over the 
1740s. Rather than choosing one style or other, however, he reconciles the power 
of each in contrasting movements, such as the first and second ‘Kyrie’ (new 
then older style) or the ‘Credo in unum Deum’/‘Patrem omnipotentem’ (older 
then new style). In the modern style, instruments were often showcased, and 
this particularly suits those movements which seek to convey affects or passions, 
such as the lamentations in ‘Qui tollis peccata mundi’. In contrast, the stile 
antico, associated with Renaissance vocal polyphony, can range from simple, 
prayerful settings to complex soaring shapes inviting emotional distance and a 
sense of awe. Two of the movements of the Mass appear to have been written for 
this work alone, and both are in the stile antico: the ‘Credo in unum Deum’ and 
the ‘Confiteor’. Bach’s legacy is setting older musical riches alongside the charms 
of contemporary styles.

The Mass in B minor: what’s in a name?
C.P.E. Bach inherited his father’s manuscript scores of the Mass in four sections, 
entitled ‘Missa’; ‘Symbolum Nicenum’; ‘Sanctus’; ‘Osanna, Benedictus, Agnus 
Dei et Dona nobis pacem’, but J.S. Bach had not given his work a title. We have 
seen that C.P.E. Bach referred to it by genre, as The Great Catholic Mass. From 
the early nineteenth-century, when the work was being rehearsed by the Berlin 
Singakademie, it became known as the Mass in B Minor, and this name stuck, 
including in a reference to it by Mendelssohn. From the opening bars, the Mass is 



unequivocally in B minor, and this shapes the choice of the keys for the other two 
movements of the Kyrie section. In the Creed section, the ‘Et incarnatus est’ uses 
B minor, as does the tenor’s ‘Benedictus’ solo in the final section. But B minor 
modulates in only the second movement of the ‘Kyrie’ to D, the relative major, 
and this is the key – very suitable for festive trumpets – which also dominates 
the Creed, and grounds the ‘Osanna’, and the final ‘Dona nobis pacem’. The Mass 
ends on a D major chord: although Bach has conveyed the aching despair of 
the minor key in various earlier movements, he leaves us in a key that fits the 
uplifting, assured character of the Lutheran faith.  

For those who would like to know more…
The notes are indebted to some rich printed and on-line sources. Here are a few 
choices for those who would like to read further:
John Butt, Bach: Mass in B Minor (Cambridge: cup, 1991).

Daniel R. Melamed, Listening to Bach: the Mass in B Minor and The Christmas 
Oratorio (Oxford: oup, 2018).

Arthur Wenk, ‘J.S. Bach and the Mystery of the B Minor Mass’  
(2013: www.academia.edu/26014791/J.S._Bach_and_the_Mystery_of_the_B_Minor_Mass).

www.hyperion-records.co.uk/dc.asp?dc=D_CDD22051  
(Introduction by Robert King to his recording of the mass for Hyperion, 1997).

www.choirs.org.uk/prognotes/Bach%20B%20minor%20mass.htm  
(Aylesbury Choral Society, 2004).

handelandhaydn.org/enhanced-program-notes-bach-mass-in-b-minor  
(Enhanced Program Notes by Teresa M. Neff, 2018).





Listening to the Mass 

I – Missa  (The ‘Kyrie’ and ‘Gloria’)
The Missa was composed in 1733 for the new 
Elector of Saxony, Friedrich August  II (who 
would also become King of Poland in 1734). In 
his dedication to the Elector, Bach hinted none 
too subtly that he was disgruntled at Leipzig 
and would be pleased to have a court title at 
the Dresden court, a request which was heeded 
in 1736. The Missa was possibly performed 
in Dresden in 1733, and at nearly an hour in 
length constitutes a substantial piece in its own 
right. The traditional three movements of the 
‘Kyrie’ make pleas for mercy in very contrasting 
idioms  – the modern concertante style, an 
operatic love duet, and the older stile antico. 
They move sequentially through B  minor, 
D  major and F# minor, forming the tonic triad of B minor. In contrast, the 
‘Gloria’, with bursts of trumpets and timpani, proclaims the words of the angels 
at Christ’s birth (Luke 2:14). Its opening and closing movements provide a frame 
in D, the joyful relative major key.

Kyrie eleison I five-part chorus
The work opens arrestingly, without any prelude. A monumental declaration 
of ‘Kyrie eleison’ resounds from the massed choir and orchestra; the short 
phrase leads upwards, but to an imperfect cadence which hangs in the air. 
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Untitled Project 1

1. Kyrie

Instead of answering it directly, just a few woodwind instruments then explore 
a very different, contemplative melody, which is taken up by the five-part 
choral fugue, deliberately slow and expansive. The wonderful architectural 
complexity weaves an insistent, taut and very human plea for mercy. 

Friedrich August II



Christe eleison duet (soprano I and soprano II)
In contrast, the two soprano voices join in a gentle love duet, in the relative 
major, with recurring interludes from the strings. The harmonious vocal 
melodies suggest the unity of God the Father and the Son.

Kyrie eleison II four-part chorus
In this final section of the ‘Kyrie’, Bach plumbs the traditional resources of the 
stile antico. Instruments double each of the four voices in steady, sequential 
fugal entries, from bass through to soprano – but with a surprisingly chromatic 
fugal subject. 
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2. Kyrie II theme

The intensity of the harmonies builds to the plangent F# minor chord of the 
final cadence.

Gloria in excelsis Deo five-part chorus
From the orchestral ritornello which opens the ‘Gloria’, we enter a completely 
different world. Now, F sharp belongs to the key of D major, trumpets will 
sound, the tempo is vivace, and we are in triple time (3/8). Above all, we hear 
the dance rhythm of an Italian gigue. As the five voices and instruments 
revolve around, this is a celebration of God’s glory, first in heaven …

Et in terra pax five-part chorus
… and then on earth, with a seamless transition to the lowlier pastorale form, 
using slurred pairs of notes and consonant intervals. 

Laudamus te soprano solo with violin obbligato
The soprano soloist and the violin combine to sing their praise in a highly 
operatic aria, studded with semi- and demi-semi quavers, virtuosic dotted 
rhythms and rich trills.

Gratias agimus four-part chorus
In a return to the stile antico, the four voices of the chorus enter sequentially 
in grandiose Renaissance a cappella style, reminiscent of Palestrina. Each in 
turn sustains soaring long arcs of praise. This wonderful piece (which Bach 
had reworked from the first chorus of his Cantata bwv29) will be reprised in 
the final movement of the Mass.



Domine Deus duet (soprano and tenor) 
Accompanied by the flute and muted strings and continuo, the soprano and 
tenor voices blend, in the form of a Neapolitan love duet, to celebrate the unity 
of God the Father and Son.

Qui tollis peccata mundi five-part chorus
Without any instrumental transition, we directly enter a much more solemn 
movement. It is based on an earlier cantata (bwv46) in which Bach had set text 
from the book of Lamentations. Sighing motifs and recurrent leaps using the 
interval of the minor sixth convey the emotional affect of weeping and grief.
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3. Qui tollis

Qui sedes alto solo
The darker tones continue as the alto and instruments (notably the oboe 
d’amore in Bach’s scoring) plead for Christ to have mercy on us. The dance 
form of the gigue, in which the accent falls contrapuntally on the last beat of 
the bar, contributes to the imploring tone.

  oboe d’amore

Quoniam tu solus bass solo
The last soloist we have been waiting for, the bass, now makes his entry. He is 
accompanied by the horn, bassoons and continuo in an aria of praise to Christ 
(with whom octave leaps are traditionally associated). The polonaise dance 
form may originally have been a discreet compliment to Bach’s dedicatee, 
soon to be King of Poland; Bach also exploits its stately rhythm to privilege 
the setting of each phrase of the text.

Cum Sancto Spiritu five-part chorus
Finally, the paean of praise to God – Father, Son and Holy Spirit – is taken 
up by the full chorus and orchestra, again without any instrumental prelude. 
The two fast-paced, joyous fugues conclude – in just two and a half bars – 
with a definitive, almost homophonous repetition of the words ‘in Gloria dei 
Patris, Amen’. (Almost homophonous because Bach cannot resist several tiny 
variations in the rhythm, right up to the penultimate note – listen out for 
the first sopranos’ quavers against the other four parts’ crotchets on the ‘a’ of 
‘Amen’!) The Missa ends in the festive key of D major. 

•



II – Symbolum Nicenum (The Nicene Creed)
Bach had to bring together a new setting for the Nicene Creed (used in the 
Catholic mass, and also by the Lutheran church for solemn feasts). The narrative 
and emotional momentum of the words of the Creed provided the frame in which 
Bach, a master of symmetry, could set individual jewels. He drew on some of 
his own earlier compositions as inspiration for various movements. The listener/
believer progresses from the initial first-person affirmation of faith in one God 
(‘Credo in unum Deum’) to the acknowledgement of Christ’s crucifixion, before 
the concluding assertion, again in the first person, of belief in the resurrection of 
the dead and in the life everlasting (‘Et expecto’). 
The sequence of keys is one indicator of this journey, and it is notable that the 
majors dominate significantly over the minors. D major becomes the home key, 
with just an excursion either side of it into G and A major.

Credo in unum Deum D major
Patrem omnipotentem D major

Et in unum Dominum G major
Et incarnatus est  B minor

Crucifixus E minor (ending in G major)
Et resurrexit D major

Et in Spiritum Sanctum A major
Confiteor  F# minor

Et expecto D major

The notable predominance of choral movements – seven out of nine – suits the 
Creed’s liturgical status as a shared congregational profession of belief. The only 
two solo pieces are positioned symmetrically, as the third and seventh movements, 
framing the three momentous choruses which tell of the incarnation, crucifixion 
and resurrection of Christ.  
Credo in unum Deum five-part chorus

The first two movements of the Creed form a diptych, running on continuously. 
Vocal music is foregrounded, neither movement being introduced or 
punctuated with any orchestral passages. The ‘Credo’, which appears to have 
been composed specifically for this work, is an elaborate return to the stile 
antico. As in plain-chant, one single phrase – ‘Credo in unum Deum’ – is 
sung repeatedly. The five voices join sequentially in very poised counterpart, 
alongside two further independent voices – two violins – over the steady 
walking-bass continuo, which provides the unerring crotchet pulse. 



Patrem omnipotentem five-part chorus
The second panel of the diptych is in contemporary concertante style (reworked 
from a movement of Cantata bwv171). The four voices, now supported with 
trumpets, sing their praise confidently. Showing the completeness of God’s 
power, the melody uses all the notes of the D major scale.

Et in unum Dominum Jesum Christum soprano and alto duet
The relationship between God the Father and his Son is depicted – as in the 
earlier ‘Christe eleison’ – through the form of a Neapolitan love duet. The alto 
follows the soprano, often only a beat apart, propelling us forward as though 
in an amorous chase.

Et incarnatus est five-part chorus
As we reach the point where God becomes man, the chorus conveys a sense of 
both awe and humility (symbolised by the violins, and by descending triads 
narrating the Virgin birth).

Crucifixus four-part chorus
We reach E minor, and as the movement closes with Christ’s burial, the voices 
will descend to their lowest registers. Significantly reworked from the opening 
chorus of an early Cantata (bwv12), its passacaglia form is characterised by 
repeated variations of a theme over the ground bass. The affective tone of 
despair is captured by the sighs of flutes and strings, but above all by the falling 
chromaticism of the ‘lament bass’, a particular form of ground bass which 
sinks inexorably step by step from tonic to dominant. This is a motif used 
throughout Western music history; Vivaldi, Purcell and Bach gave us examples 
of staggering potency (and The Beatles used it in no fewer than nine songs!).
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Bach, ‘Cruxifixus’
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5. Dido’s lament

Purcell, ‘Dido’s Lament’
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6. O qui coeli

Vivaldi, ‘O qui coeli terraeque serenitas’

For Luther, the omnipotence of God is revealed on the cross. This paradox 
may help us to understand one of Bach’s most astonishing modulations: the 



last bars of the ‘Crucifixus’ abruptly leap into the reassuringly positive key of 
G major.

Et resurrexit five-part chorus
After just a beat and a half ’s rest, the triumphant key of D major returns, the 
full choir bursting forth, with the trumpets, to sing the resurrection. Perhaps 
reworked from a lost instrumental concerto, the 3/8 dance rhythm and the 
ascending motifs have all the joy of Easter Sunday. The voices celebrate in 
a fast-paced, declamatory fugue, and the orchestra whirls towards the 
conclusion of a glorious sinfonia. 

Et in Spiritum Sanctum bass solo
The pace and affective force are suspended as we move from the human 
emotions of Christ’s story to an affirmation of faith in the Holy Spirit. The 
third person of the Trinity is symbolised by a piece in three sections, 6/8 time, 
and A major (key of three sharps). The unhurried pastorale, another dance 
form, is sung by the bass soloist; he is accompanied by the wind instruments 
(oboes d’amore), representing the Holy Spirit’s breath. 

Confiteor five-part chorus
The expression of the believer’s faith in the sacrament of baptism for the 
forgiveness of sins provides Bach with the subject for his most majestic 
working of the stile antico, and like the ‘Credo’ this movement appears to have 
been composed specifically for this Mass. The melodies of the independent 
vocal lines are based on plainsong. As in a Palestrina mass, they interweave 
with the complexity of a high-arched Gothic cathedral. Yet there is a strangely 
modern turn at the end, as the words speak of ‘the resurrection of the dead’: 
the movement twists sharply through disturbing cadences, slowing abruptly 
to an unexpected adagio. 

Et expecto five-part chorus 
All uncertainty is dispelled, the tempo moves – without transition – to vivace 
et allegro, as Bach reworks what was originally a wedding cantata (from 1729). 
What could be more fitting to celebrate the resurrection to eternal life! The 
bourrée form (a dance with a pronounced upbeat), the ascending movements, 
especially major triads, and the pairing of sustained high notes against 
virtuosic quaver runs in other voices all coalesce and lead to a triumphant 
final ‘Amen’ (in D major, of course).

•



III – Sanctus
The ‘Sanctus’ is the shortest section of the Mass, consisting of a single movement 
which had been composed and performed in Leipzig for Christmas 1724, and 
then performed again, in a revised version, in the 1740s. In scoring it in a separate 
manuscript from the concluding section, Bach may be reminding performers of 
this section’s unique form: six voices (two sopranos, two altos, tenor and bass) 
plus three orchestral groupings (upper strings, oboes and trumpets), over a 
ground bass. The symbolism of six and three fits the context of the ‘Sanctus’, as 
the prophet Isaiah praises God (‘Holy, holy, holy is the Lord of hosts’) and sees 
that ‘above Him stood seraphim, each having six wings: With two wings they 
covered their faces, with two they covered their feet, and with two they were 
flying’ (Isaiah 6:2-3).

Sanctus six-part chorus
The choir and orchestra open with a magnificent sound of praise (in D major), 
but from the first bars the strong 4/4 pulse is counterbalanced by triplets in 
one or more voices, setting a light, dance-like rhythm. This is taken further in 
the second half of the movement (‘Pleni sunt coeli’), with a very lively fugue in 
3/8; all voices and instruments come together only in the final bar.

•

IV – Osanna, Benedictus, Agnus Dei et Dona nobis pacem
The concluding three movements are scored by Bach as a single section. 
In addition to their internal continuity, they weave associations with other 
movements of the Mass. The ‘Osanna’ (derived from the opening chorus of 
Cantata bwv215, composed for Augustus II’s coronation as King of Poland) is set 
in the same key and 3/8 rhythm as the preceding ‘Sanctus’. The tripartite form 
(‘Osanna’–‘Benedictus’–‘Osanna’) recalls the three movements of the opening 
‘Kyrie’, while the final ‘Dona nobis pacem’ reprises the setting of the ‘Gratias’ 
from the Gloria.

Osanna eight-part (i.e. double) chorus
In the form of the quick passepied dance, the double choirs start together with 
a rising fanfare of acclamation before moving into lively fugal elaborations. 
Each choir in turn sings fast runs set in semi-quavers, punctuated by 
repetitions of the arpeggic fanfare from the other choir, and concluded – with 
brio – by the orchestra. 



Benedictus tenor solo
Possibly based on a lost aria, this solo movement takes us back to the key 
of B minor. The character is gentle and soulful, displaying Bach’s control of 
the fashionable ‘sensitive style’, as flute and tenor voice blend elegantly. The 
short rests which punctuate the tenor’s line, like little breaths, add a reflective 
quality. 

Osanna  eight-part (i.e. double) chorus
At the end of the solo, the ‘Osanna’ is reprised by the double choir.

Agnus Dei alto solo
From the joy of D major’s two sharps we are transported to the plangent two 
flats of G minor – notably this is the only piece in the whole Mass in a flat key, 
and Bach specifically transposed his source (Cantata bwv11, in A minor). The 
alto solo, over the low-lying, slow ritornello played by strings, is replete with 
motifs of mourning and lamentation, including fragmented leaps through 
dissonant intervals and slurred pairs of conjunct notes imitating weeping. 
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7. Agnus

Ï Ï Ï Ï ú Ï Ï #Ï



Ï ú Ï nÏ


Ï



Ï ú



Ï


Ï ú Ï

 Ï Ï Ï Ï ú Ï Ï nÏ Ï ú Ï bÏ Ï Ï Ï




Ï Ï Ï #Ï Ï

& b
b

& b
b

- - - - - - - - - - - -A gnus De i qui tol lis pec ca ta mun

c

c

Ï
 

Ï
Ï Ï

Ï



Ï Ï #Ï


Ï  

Ï
Ï Ï bÏ



Ï #Ï nÏ


Ï

#Ï




Ï Ï Ï Ï
Ï



Ï
 Ï #Ï

Ï


Ï 
Ï Ï Ï

#



Ï




Ï

& b
b

& b
b
- - - - - - - - -di, qui tol lis pec ca ta, pec ca ta mun di

        

        

& b
b

& b
b

7. Agnus

We are reminded that the sacrifice of Christ, the Lamb of God, lies at the heart 
of the Eucharist.

Dona nobis pacem  four-part chorus
The three-beat rest at the end of the ‘Agnus’ followed by the two-beat rest at the 
start of the ‘Dona’ must suffice for the transition from the affect of grief to the 
final triumphant chorus (in D major) in praise of God. The music confidently 
reprises the Gloria’s ‘Gratias’, with one distinction, the prominent placing of 
the word ‘pacem’ (peace), on which the Mass will end.

Valerie Worth-Stylianou 
February 2020



Missa: Kyrie

Kyrie eleison (à 5)
Kyrie eleison. Lord, have mercy.

Christe eleison (soprano I and II)
Christe eleison. Christ, have mercy.

Kyrie eleison  (à 4)
Kyrie eleison. Lord, have mercy.

Gloria (à 5)
Gloria in excelsis Deo,
Et in terra pax hominibus bonae voluntatis.

Glory to God in the highest,
And peace on earth to men of good will.

Laudamus te (soprano II)
Laudamus te, benedicimus te,
Adoramus te, glorificamus te.

We praise You, we bless You,
We worship You, we glorify You.

Gratias (à 4)
Gratias agimus tibi propter magnam gloriam 
tuam.

We give You thanks for Your great glory.

Domine Deus (soprano I, tenor)
Domine Deus, Rex coelestis, Deus Pater 
omnipotens.
Domine Fili unigenite, Jesu Christe 
altissime.
Domine Deus, Agnus Dei, Filius Patris.

Lord God, King of Heaven, God the Father Almighty. 

Lord only-begotten Son, Jesus Christ the Most High.
 
Lord God, Lamb of God, Son of the Father.

Qui tollis (à 4)
Qui tollis peccata mundi,
Miserere nobis.
Qui tollis peccata mundi,
Suscipe deprecationem nostram.

You who take away the sin of the world,
Have mercy on us.
You who take away the sin of the world,
Hear our prayer.

Qui sedes (alto)
Qui sedes ad dexteram Patris,
Miserere nobis.

You who sit at the right hand of the Father,
have mercy on us.

Quoniam (bass)
Quoniam tu solus sanctus, tu solus 
Dominus,
Tu solus altissimus, Jesu Christe.

For You alone are holy, You alone are Lord,
You alone are the Most High, Jesus Christ.

Cum Sancto (à 5)
Cum Sancto Spiritu in gloria Dei Patris, 
Amen.

With the Holy Spirit in the glory of God the Father, 
Amen.



Credo

Credo (à 5)
Credo in unum Deum. I believe in one God.

Patrem omnipotentem (à 4)
Patrem omnipotentem, factorem coeli et 
terrae, visibilium omnium et invisibilium.

The Father, the Almighty, maker of heaven and 
earth, of all that is, seen and unseen.

Et in unum Dominum (soprano I, alto)
Et in unum Dominum Jesum Christum, 
Filium Dei unigenitum, et ex patre natum 
ante omnia saecula, Deum de Deo, lumen de 
lumine, Deum verum de Deo vero, genitum 
non factum, consubstantialem Patri, per 
quem omnia facta sunt. Qui propter nos 
homines et propter nostram salutem 
descendit de coelis.

And in one Lord Jesus Christ, the only Son of God, 
eternally begotten of the Father, God from God, light 
from light, true God from true God, begotten, not 
made, of one being with the Father; through Him all 
things were made. For us and for our salvation He 
came down from heaven.

Et incarnatus (soprano I and II, alto, tenor, bass)
Et incarnatus est de Spiritu Sancto,
ex Maria virgine, et homo factus est.

By the power of the Holy Spirit He became incarnate 
from the Virgin Mary, and was made man.

Crucifixus (à 4)
Crucifixus etiam pro nobis sub Pontio Pilato,
passus et sepultus est.

For our sake He was crucified under Pontius Pilate; 
He suffered death and was buried.

Et resurrexit (à 5)
Et resurrexit tertia die secundum Scripturas, 
et ascendit in coelum, sedet ad dexteram 
Patris, et iterum venturus est cum gloria, 
judicare vivos et mortuos, cujus regni non 
erit finis.

On the third day He rose again in accordance with 
the Scriptures; He ascended into heaven, and is 
seated at the right hand of the Father; He will come 
again in glory to judge the living and the dead, and 
His kingdom will have no end.

Et in Spiritum (bass)
Et in Spiritum sanctum Dominum et 
vivificantem, qui ex Patre Filioque procedit, 
qui cum Patre et Filio simul adoratur 
et conglorificatur, qui locutus est per 
Prophetas. Et unam sanctam catholicam et 
apostolicam ecclesiam.

And I believe in the Holy Spirit, the Lord, the giver 
of Life, who proceeds from the Father and the Son; 
with the Father and the Son He is worshipped and 
glorified. He has spoken through the prophets. I 
believe in one holy catholic and apostolic Church.

Confiteor (à 5)
Confiteor unum baptisma in remissionem 
peccatorum, et expecto resurrectionem 
mortuorum et vitam venturi saeculi. Amen.

I acknowledge one baptism for the forgiveness of 
sins; I look for the resurrection of the dead, and the 
life of the world to come. Amen.



Sanctus (à 6)
Sanctus, sanctus, sanctus, Dominus Deus 
Sabaoth. Pleni sunt coeli et terra gloria tua.

Holy, holy, holy, Lord God of Hosts.
Heaven and earth are full of your glory.

Osanna, Benedictus, Agnus Dei et Dona nobis pacem 

Osanna (à 8)
Osanna in excelsis. Hosannah in the highest.

Benedictus (tenor)
Benedictus qui venit in nomine Domini. Blessed is He who comes in the name of the Lord.

Osanna (à 8)
Osanna in excelsis. Hosannah in the highest.

Agnus Dei (alto)
Agnus Dei qui tollis peccata mundi, miserere 
nobis. Agnus Dei qui tollis peccata mundi, 
miserere nobis. Agnus Dei qui tollis peccata 
mundi.

Lamb of God, who takes away the sin of the world, 
have mercy on us. Lamb of God, who takes away the 
sin of the world, have mercy on us. Lamb of God, 
who takes away the sin of the world.

Dona nobis pacem (à 4)
Dona nobis pacem. Grant us peace.



The soloists
Helen Ashby (soprano)

Helen Ashby is a founder member of the acclaimed early music vocal ensemble 
Stile Antico, with whom she has toured to such far-flung places as Lebanon 
and Colombia, as well as frequent trips to the States and Europe. She also sings 
with a variety of ensembles in the UK including the Oxford Camerata, Brabant 
Ensemble, and The King’s Consort. She is a member of the choir of St Margaret’s 
Westminster, London. She has recently started teaching the choristers at 
Westminster Cathedral as well as teaching singing at the London Oratory School 
and Christ Church School, Chelsea. Recent solo work includes Handel’s Israel in 
Egypt and Bach’s St John Passion. When not singing, Helen is usually researching 
upcoming Stile tour locations to find the best restaurants.

Kate Ashby (soprano)
Kate enjoys a busy career as a professional singer specialising in early music. 

While a choral scholar at Trinity College, Cambridge, she co-founded Stile 
Antico – an unconducted vocal ensemble. With the group, she has performed 
on five continents (just Africa and Antarctica to go) and recorded fourteen 
discs for Harmonia Mundi. Stile Antico’s discs have received every major 
European classical award and been nominated three times at the Grammy 
awards. Alongside her work with Stile Antico, she performs with groups such 
as The Brabant Ensemble and The Oxford Camerata, and regularly records film 
soundtracks with London Voices. For many years she was a member of the choir 
at All Saints, Margaret Street, where she learnt how to appreciate high church 
liturgy, Victorian neo-Gothic architecture, and to sing through thick clouds of 
incense. She studies with Berty Rice and teaches singing at Orchard House Prep 
School and St Cecilia’s Secondary School. 

Robin Blaze (countertenor)
Robin Blaze is now established in the front rank of interpreters of Purcell, 

Bach and Handel, and his career has taken him to concert halls and festivals in 
Europe, North and South America, Japan and Australia. His opera engagements 
have included Athamas Semele at Covent Garden; Didymus Theodora for 
Glyndebourne Festival Opera; Arsamenes Xerxes, Oberon A Midsummer Night’s 
Dream and Hamor Jephtha for English National Opera; and Bertarido Rodelinda 
at the Göttingen Handel Festival.



He has worked with many distinguished conductors in the early music field: 
Harry Christophers, Emmanuelle Haïm, Philippe Herreweghe, Christopher 
Hogwood, Ton Koopman, Paul Goodwin, Gustav Leonhardt, Robert King, 
Nicholas Kraemer, Sir Charles Mackerras, Trevor Pinnock and Sir John Eliot 
Gardiner. His work with Masaaki Suzuki and the Bach Collegium Japan has 
been particularly praised by critics: the two latest CD releases, Bach’s B Minor 
Mass and the three solo countertenor cantatas, have been described as “heart-
stopping” in Gramophone.

Recent and future highlights include L’umana Fragilità Il ritorno d’Ulisse in 
patria for The Grange Festival, Bach’s Christmas Oratorio with the Minnesota 
Orchestra and the Copenhagen Philharmonic Orchestra, Purcell Odes at the 
Berlioz Festival with The King’s Consort, Bach’s B Minor Mass with The Bach 
Choir, Handel’s Messiah with the Royal Liverpool Philharmonic Orchestra, the 
Indianapolis Symphony Orchestra and the Orchestre Symphonique de Montréal, 
Bach’s Magnificat with La Chapelle Harmonique, Bach Masses with the Dunedin 
Consort, performances of Bach Cantatas and Pergolesi’s Salve Regina with 
Florilegium at Wigmore Hall, a recital with world-renowned lutenist Elizabeth 
Kenny at Carnegie Hall, and Robin also continues his collaboration with the BCJ 
with concerts in Japan and in Europe.

Tom Kelly (tenor)
Tom Kelly is a British tenor studying with Raymond Connell and Marek 

Ruszczynski on the Vocal Studies Masters Programme at the Royal Academy of 
Music, on a Scholarship.

Recent Opera roles include Tamino The Magic Flute (Flat Pack Music) and 
Shepherd Venus and Adonis (RAM). Previous Opera Roles include Mudlark 
Mudlark Dances (Spitalfields Music), Sailor Dido and Aeneas (The English 
Concert) and Jupiter Semele (Manchester University Music Society). Recent 
Opera Scenes roles include Vasek Bartered Bride, Male Chorus Rape of Lucretia, 
Tamino Die Zauberflöte and Remendado Carmen (all with RAM Opera Scenes). 
Upcoming Opera Roles will include Prologo Euridice (Ensemble Orquesta) and 
Tom Rakewell Rake’s Progress (RAM Opera Scenes). Recent chorus work includes 
Berlioz Benvenuto Cellini (The Monteverdi Choir) and Joby Talbot A Sheen of 
Dew (Independent Opera).

On the concert platform, recent engagements include tenor solos for Paul 
McCreesh and The Gabrieli Consort (Gdańsk, Versailles, London), solos for 
Laurence Cummings, John Butt and Phillippe Herreweghe in performances of 
Bach Cantatas at RAM, Händel L’Allegro, Pensieroso, ed il Moderato (Lausanne 



and Sion), Rossini Petite Messe Solennelle (Clerkenwell), Monteverdi Vespers of 
1610 (Chester, Cardiff and Oxford), Bach Magnificat (Cambridge), and Gavin 
Bryars Cadman Requiem (King’s Place). Other previous concert performances 
include Evangelist and tenor solo roles in Bach St. Matthew Passion and St. John 
Passion, Rameau In Convertendo Dominus, Haydn Creation, Mozart Requiem, 
Handel Messiah, Schütz Musikalisches Exequien, and Beethoven Mass in C.

Tom has performed recitals around the UK and in Zambia, with music by 
Vaughan Williams, Schumann, Britten and Liszt. A recent highlight was a 
7-hour non-stop repetitional performance of Schubert An Die Musik for Ragnar 
Kjartansson at the London Contemporary Music Festival.

Tom was Head Chorister in St. Paul’s Cathedral Choir and was educated there 
and at The King’s School Canterbury and the University of Manchester, where 
he read Music. In the immediate years after university, and after completing 
the inaugural Genesis Sixteen Scheme with Harry Christophers and Eamonn 
Dougan, Tom sang in the choir of New College Oxford for two years while 
developing a professional career with groups including Monteverdi Choir, BBC 
Singers, Collegium Vocale Gent, The Tallis Scholars, The Gabrieli Consort, The 
Sixteen, Tenebrae, Polyphony and Dunedin Consort. In January 2017, Tom became 
a member of three-time Grammy-nominated Stile Antico, touring widely in the 
USA, Europe and South America. He has also been a regular member of the Fieri 
Consort for six years, creating innovative multi-disciplinary projects with other 
artists from the ground up, touring twice around Australia and planning a first 
tour to the USA. These experiences have all played a significant role in his artistic 
development.

Tom Lowen (bass)
Tom started singing at the age of eight as a Canterbury Cathedral chorister. 

After dropping several octaves, he went on to become a bass in the Choirs of 
New College and York Minster. Having graduated from Oxford with a first-
class degree in Music and completed a master’s degree in Solo-Voice Ensemble 
Singing at the University of York, Tom took up a Lay Clerkship at Christ Church 
Cathedral, Oxford. He has recently moved to London to pursue a varied freelance 
singing career alongside vocal studies with Alex Ashworth at the Royal Academy 
of Music and a position in the Choir of the London Oratory.



Violin 1 Bojan Čičić (leader), Liz MacCarthy, Anna Curzon
Violin 2 Jean Paterson, Stephen Pedder, Ann Monnington
Viola Rachel Byrt, Vanessa McNaught
Cello Gabriel Amherst, Imogen Seth-Smith
Bass Judith Evans 
Flute Jonathan Slade, Christine Garratt
Oboe Mark Radcliffe, Catherine Latham, Tristan Cox
Bassoon Rebecca Hammond, Damian Brasington
Horn Gavin Edwards
Trumpet Stephen Cutting, Matthew Wells, Stephen Keavy
Timpani Scott Bywater
Keyboard William Whitehead

Instruments of Time and Truth
Instruments of Time and Truth was founded in 2014 by instrumentalists Gabriel 

Amherst and Judith Evans to provide a platform for international performers resident 
in and around Oxford, many of whom hold Principal positions with groups such as 
the Academy of Ancient Music, the English Baroque Soloists and the Orchestra of 
the Age of Enlightenment. The ensemble celebrates the wealth of musical talent 
available in Oxford, from its inspirational Director, Edward Higginbottom, through 
international soloists, Christopher Purves and Antony Pay, to its leader, emerging 
artist Bojan Čičić. 

Since its inception, IT&T has performed for Garsington Opera at Wormsley, in 
the Sheldonian Theatre, the Holywell Music Room, SJE Arts and King’s Place, 
London and Dorchester Abbey. The ensemble has also assumed a significant role in 
underpinning the tradition of choral excellence in Oxford in collaborations with the 
choirs of Merton, New, Keble, Magdalen, The Queen’s and St Peter’s Colleges, as well 
as with choirs from within the community. Resident orchestra at St Edmund Hall, 
IT&T has become an invaluable asset to the University Music Faculty, coaching the 
student baroque ensemble, giving masterclasses and participating in conferences on 
historically informed performance as well as instigating an education programme 
which opens the doors of the University to local schoolchildren.

Further information about Instruments of Time and Truth can be found at  
www.timeandtruth.co.uk

our next concert is
Handel’s Youthful Exuberance, with soprano Anna Devin

Friday Feb 21st, Holywell Music Room, 7.30 pm 



The Choir
Sopranos

Victoria Alexander, Jane Amies, Gillian Atkinson, Judith Atkinson, Alison Barrett, 
Gillian Beattie, Maggie Black, Nicky Boughton, Margrit Campbell, Tilly Dearden, 
Maureen Downes, Fiona Duxbury, Jackie Eatock Taylor, Sandra Figgess, Jane Foster, 
Sarah Franks, Sue Gerhardt, Sarah Goodman, De Grant, Debbie Hamilton, Pita 
Harris, Angela Hassall, Jennifer Hay, Laurie Hedges, Alison Hill, Makomborero 
Kasipo, Gillian Morriss-Kay, Jane Moser, Jung Pack, Jessica Patton, Sally Prime, 
Moira Robinson, Bernadette Ross, Rosalyn Roulston and Julia Wigg.

Altos
Stuart Archard, Anna Ballance, Kareni Bannister, Sarah Beaver, Diane Benfield, 

Philippa Berry, Caroline Best, Vreni Booth, Marie Bridge, Emma Britton, Alison 
Broadbent, Vicky Bullard, Sue Cavanna, Alison Crowther, Elizabeth Dale, Jane Digby, 
Branwen Ebsworth, Karin Eldredge, Linda Eshag, Jacqui Ferguson, Rosemary Foot, 
Frances Grant, Gerry Guinan, Anne Hammond, Simone Irmscher, Beth Jakubowski, 
Alison Jones, Manda Joyce, Josephine King, Alette Lawson, Rosie Lodwick, Elizabeth 
Marshall, Meg Movshon, Rosalind Murrell, Liz Newton, Lucia Nixon, Tina 
Plenderleith, Jo Poulton, Mari Prichard, Jenny Rogers, Frances Simpson, Jean Smith, 
Kirsten Smith, Helen Stradling, Louise Talbot, Jackie Weaver and Pat Yudkin.

Tenors
Philip Booth, Jacob Clarke, David Crispin, Alastair Dent, Hugo Everitt, Iain 

McLean, Ray Ockenden, Sue Palmer, John Paramore and Sean Wilson.

Basses
Martin Berry, Sam Bickersteth, Paul Blaikley, Clive Booth, Charles Bridge, 

Richard Coggins, Chris Franks, Simon Galloway, Tony Gillman, Michael Gross, 
Nigel Hamilton, Tom Kempton, Paul Leach, John McCloud, Jean-Louis Metzger, 
Roy Morgan, Chris Romney, David Roulston, Roger Sears, Charles Tyzack, David 
Vines, Simon Wratten, Stuart Wright and Keith Young.

Formed in 2001, The Summertown Singers, a chamber choir including members 
of SCS, embark on their 20th trip in August, to Porto. Highlights over the last two 
decades include raising 35,000 euros for charity in one of Spain’s most prestigious 
wineries, rehearsing in a 12th century Bishop’s Palace in France, singing Catalan 
folk songs in Barcelona, performing to a congregation of 700 on the Camino in 
Northern Spain and performing a Guerrero motet next to an El Greco painting in a 
private gallery in Jerez. Full details can be found on our website. 



our next concert… 
Saturday 6 June 2020, 7.30pm

St Andrew’s Church

Paris in the late 19th and early 20th century was a golden age of music. 
Many of the greatest French composers were outstanding organists: Fauré 
and Saint-Saëns worked at L’église de la Madeleine; Vierne was assistant to 
Charles-Marie Widor at Saint-Sulpice before becoming organist of Notre-
Dame de Paris; Duruflé was Vierne’s assistant at Notre-Dame before 
becoming organist of St-Etienne-du-Mont; and the honorary Frenchman, 
César Franck (born in present-day Belgium), was organist at the 
Basilica of Sainte Clotilde. Luscious, almost impressionistic harmonies, 
beautiful soaring vocal lines and dazzling organ writing characterise this 

exceptionally fine music that is a joy to sing and hear.

Come and join us! 
Summertown Choral Society was founded in 1961. The choir is directed by 
Duncan Saunderson and our accompanist is Julian Littlewood. New members 
are always welcome. There is no audition. The choir season runs from 
September to June, with two concerts per season. We rehearse on Thursdays, 
8–9.30pm, at St. Michael’s Church, Lonsdale Road, Summertown. Rehearsals 
for the June concert above start on Thursday 13 February. For more information 
about the choir in general, including repertoire, see the choir’s website:  

www.summertownchoral.org.uk

And next winter (February 6, 2021)… 

Brahms: Ein Deutsches Requiem
with Instruments of Time and Truth.


