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 Sinfonia (Overture)

 Comfort ye my people (tenor recit.)
 Ev’ry valley shall be exalted (tenor solo)
 And the glory of the Lord (chorus)
 Thus saith the Lord (bass recit.)
 But who may abide (mezzo-soprano solo)
 And he shall purify (chorus)
 Behold, a virgin shall conceive (mezzo-soprano recit.)
 O thou that tellest (mezzo-soprano solo and chorus)
 For behold, darkness shall cover the earth (bass recit.)
 The people that walked in darkness (bass solo)
 For unto us a child is born (chorus)

 Pifa (‘Pastoral Symphony’)

 There were shepherds (soprano recit.)
 And lo, the angel of the Lord came upon them (soprano recit.)
 And the angel said unto them (soprano recit.)
 And suddenly there was with the angel (soprano recit.)
 Glory to God (chorus)
 Rejoice greatly, O daughter of Zion (soprano solo)
 Then shall the eyes of the blind (mezzo-soprano recit.)
 He shall feed his flock (mezzo-soprano and soprano solo)
 His yoke is easy (chorus)

Messiah 
A Sacred Oratorio

music by G.F. Handel, 1742 
words compiled from Holy Scripture by Charles Jennens



—  interval of 15 minutes  —

 Behold the Lamb of God (chorus)
 He was despised (mezzo-soprano solo)
 Surely he hath borne our griefs (chorus)
 And with his stripes we are healed (chorus)
 All we like sheep (chorus)
 All they that see him (tenor recit.)
 He trusted in God (chorus)
 Thy rebuke hath broken his heart (tenor recit.)
 Behold, and see if there be any sorrow (tenor solo)
 He was cut off out of the land (tenor recit.)
 But thou didst not leave (tenor solo)

 Lift up your heads (chorus)
 The Lord gave the word (chorus)
 How beautiful are the feet (soprano solo)

 Why do the nations (bass solo)
 Let us break their bonds asunder (chorus)
 He that dwelleth in heaven (tenor recit.)
 Thou shalt break them (tenor solo)

 Hallelujah (chorus)
 I know that my redeemer liveth (soprano solo)
 Since by man came death (chorus)
 Behold, I tell you a mystery (bass recit.)
 The trumpet shall sound (bass solo)

 If God be for us (mezzo-soprano solo)
 Worthy is the lamb that was slain (chorus)
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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 
below start on Thursday 10 February. For more information about 
the choir in general, including repertoire, see the choir’s website:  
www.summertownchoral.org.uk

And this summer, 21 May 2022:
Saint-Saëns – Requiem 

Gounod – St Cecilia Mass 
Fauré – Cantique de Jean Racine 

Franck – Panis Angelicus
see last page for further information



Programme Notes
The term ‘Messiah’, or its equivalents, has meaning not also in Christianity, 
but also in Judaism, Islam, Buddhism, and many other faiths. The term has 
its origins in Judaism where it means ‘the anointed one’, but the concept 
of The Messiah as a single individual, being the Son of God, and fulfilling 
certain Old Testament prophesies, is a later, Christian, consideration. The 
title ‘Christ’ derives from a Greek translation of the Hebrew for ‘Messiah’.
Messiah is a ‘sacred oratorio’: a large-scale work with many of the elements 
of Opera, including a strong narrative story told using solo arias, choruses, 
recitatives, and an orchestra, but staged without costumes or scenery. 
Although there are many examples of ‘secular oratorios’, the subject matter 
in this case (and many others) is ‘sacred’, and the story told is a biblical 
one. But, unlike that other large-scale genre, The Mass, performances are 
not intended to be acts of worship, and the individual elements do not 
correspond, in content or arrangement, to elements of any liturgy.
 The first ‘oratorios’ were written in Italy around 1615, perhaps to 
circumvent papal prohibitions on performing such works in church.  
Tonight’s accompanying period ensemble takes its name from Handel’s 
first oratorio, finally renamed as The Triumph of Time and Truth, after 
three revisions across fifty years of the composer’s career.
 The movements of the present work fall into five consecutive sequences: 
the Old Testament prophesies by which the Messiah will be recognised; 
the narrative of His birth; His miracles; His crucifixion; and praise and 
thanksgiving for the salvation He brings.
 It was given its first performance in Dublin in 1742. Many elements of 
Messiah are very much those of a late Baroque opera, and I think it’s fair to 
say that Handel was an opera composer who turned his hand to oratorios. 
While he wrote forty-one London operas and five other London oratorios 
before Messiah, after Messiah, he wrote no further operas. And Handel’s 
experience and mastery of the dramatic and technical elements essential 
to operatic story-telling are very much in evidence.
 At the suggestion of the then Lord Lieutenant of Ireland, Handel 
prepared and gave a season of concerts in Dublin in the winter of 1741–42, 
of which  Messiah’s  first performance formed part. 



 The libretto was written by Handel’s wealthy amateur friend and 
collaborator on other works, Charles Jennens.
 The preparation of the score took Handel twenty-four days which, 
despite apocryphal stories to the contrary, was not actually remarkable 
for Handel or his contemporaries. We must imagine Handel’s role in 
preparing the performance score for the first performances as akin to that 
of present-day composers of film music: the job was strictly ‘time-boxed’; 
only a few performances were initially envisaged. As per usual practice, 
several numbers are reworked from existing compositions, and the score 
was extensively reworked for each subsequent staging of the work.
 Given that Handel didn’t have a lot of time to ponder alternatives, 
perhaps it was enough to let the meaning of the words and the rhythm 
of the English provide immediate inspiration. Nonetheless, many details 
show evidence of Handel’s close attention to the text. He suggests mental 
images and evokes mood via harmony, musical texture and line. In any 
case, it is easy to find many examples of ‘word painting’… 

• Ev’ry valley: ‘lifting’ figure on ‘Ev’ry valley shall be exalted’; ‘falling’ 
figure on ‘and hill made low’; all on one note ‘… rough places plain’.

• Thus saith the Lord: ‘backwards-and-forwards’ semiquavers for ‘shake’.

• But who may abide: semiquaver tremolando to evoke roaring of refiner’s 
fire; running semiquavers evoke flowing molten gold and silver.

• O thou that tellest: rising sequence for ‘get thee up into the high 
mountain’.

• Unto us: ‘glittering semiquavers’ on ‘Wonderful, Counsellor…’, ‘glory’ 
elsewhere.

• Behold the Lamb, He was despised, All they that see him, et al.: dotted 
‘flogging’ figure in ‘Behold the Lamb’ and ‘He gave his back…’, and ‘the 
chastisement’.

• Why do the nations: struggling brawling semiquavers for ‘why do the 
nations so furiously rage together?’ 



Also noteworthy, and perhaps not what we might conventionally expect 
in Baroque music, is his use of chromatic harmony and modulation for 
dramatic effect and to achieve longer term cohesion. For example: 

• Major/minor key changes in ‘He was despised’: Gb in key of Bb minor 
under ‘grief ’ (otherwise in Eb major). 

• Fall from Ab to relative minor F minor on ‘Thy rebuke’; ‘He is full…’ to 
‘… there was no man’ only 3rds (minor except for ‘He looked’). Key is 
‘floating’ from here up to the end of the recitative.

The Dublin premiere, for benefit of prisoners’ debt relief, the Mercer’s 
Hospital and the Charitable Infirmary, took £400. (A capacity audience 
was expected; ladies were asked not to wear hoops in their dresses.)  The 
second performance in Dublin was for Handel’s private financial benefit.
 The London premiere was a year later, in the Covent Garden Theatre, 
the scene of the first performances of many of Handel’s operas – and also 
the scene of an annual pantomime! Contemporary misgivings about the 
venue’s suitability for a performance of such a work are understandable.

Movements
There are five types of movement in Messiah:

• Symphony
• Chorus
• Recitative
• Aria 
• Accompagnato

In contrast with some other choral masterpieces of the Baroque, the 
movements in Messiah are relatively brief, with little formal repetition and 
elaboration. 

Symphony
There are two of these: the Overture and the Pastoral Symphony.
 These are purely instrumental movements, designated ‘Symphony’, 
which the instruments play together as equals, in contrast with ‘Concerto 
[Grosso]’ in which groups of instruments are set against each other.



Chorus
As in opera, the chorus plays different roles in different Choruses, both 
setting out the key teaching and, in several choruses, representing 
multitudinous crowds. For example, in Glory to God, they represent the 
Heavenly Host.
 Texturally, Handel’s choruses are written in either a homophonic style, 
i.e. all parts moving together in chords, or a polyphonic style, i.e. each part 
having its own rhythmic pattern. The latter style is often fugal, with parts 
entering in turn with variants of the same theme, or imitative, with short 
musical figures passed from one voice to another. Several sections in fugal 
style culminate in a homophonic statement of the main dogma.

Recitative
These short sections are always for a soloist or succession of soloists, 
accompanied by a keyboard instrument and a bass instrument, often in 
chords, with, perhaps, the occasional decorative figure to illustrate the text. 
They are written in free speech rhythm, with ad lib rubato, and usually 
have a narrative function, carrying the story forward, and providing 
musical connection between other movements.

Aria
These are generally extended ‘songs’, and may be marked ‘Air’ (for a 
single singer) or ‘Duet’ (for two singers). They are generally accompanied 
by instruments drawn from the orchestra, generally the strings, but 
sometimes a small band of similar timbre instruments.
 In most Arias the text dwells on a fixed point in time, expanding on and 
illuminating the emotional significance of the words.
 As ‘songs’, and in contrast to Recitative, they are written in a clear and 
regular metre, often with an opportunity for virtuosic free-style vocal 
elaboration in the voice’s final cadence.
 In general – for example in Bach’s Passions – there may be also a more-
or-less decorative part for one or more solo instruments, marked obbligato, 
i.e. the opposite of ad lib., suggesting it should be played exactly as written. 
There is only one such instrumental obbligato in Messiah, the trumpet 
part in The trumpet shall sound.



 A general pattern for Baroque arias – for example in Bach’s Passions – is 
(using I know that my Redeemer liveth as an example) to follow the first 
section (to the words ‘I know that my Redeemer liveth and that he shall 
stand at the latter day upon the earth’ in the example) with a contrasting 
middle section (to the words ‘And though worms destroy this body, yet in 
my flesh shall I see God.’), which is then followed by a reprise of the first 
section (in this example, ‘ for now is Christ risen from the dead, the first 
fruits of them that sleep’  is appended, coda-like, to the words of the first 
section). It is traditional for the vocalist to ornament the reprise.

Accompagnato
While obeying some of the conventions of Recitative, these are generally 
metrically regular, depicting various single-point-in-time events in the 
story, and accompanied by illustrative instrumental accompaniment.

•
Overture
A straightforward French overture: a ‘double-dotted note’ introduction, 
followed by an up-tempo fugue. This was Handel’s first use in oratorio of 
this form.

Accompagnato – Comfort ye my people (tenor)

It is easy to imagine theatre front-of-house lights being unobtrusively 
dimmed under the tenor’s sustained first note, as the operatic spell is cast. 
The prophecies by which the true Messiah will be recognised are listed in 
this and the following nine movements.

Comfort ye my people, saith your God. Speak ye comfortably to 
Jerusalem, and cry unto her, that her warfare is accomplished, 
that her iniquity is pardoned. The voice of him that crieth in the 
wilderness, Prepare ye the way of the Lord, make straight in the desert 
a highway for our God. Isaiah 40:1-3



Air – Every valley shall be exalted (tenor)

Listen for Handel’s word-painting: the ‘lifting’ figure on ‘Ev’ry valley shall 
be exalted’; the ‘falling’ figure on ‘and hill made low’; ‘… rough places plain’ 
set all on one note.

Every valley shall be exalted, and every mountain and hill made low: 
the crooked straight, and the rough places plain. Isaiah 40:4

Chorus – And the glory of the Lord
And the glory of the Lord shall be revealed, and all flesh shall see it 
together: for the mouth of the Lord hath spoken it. Isaiah 40:5

Accompagnato – Thus saith the Lord (bass)

Thus saith the Lord of Hosts; Yet once, a little while, and I will shake 
the heavens, and the earth, and the sea, and the dry land, all nations, 
I’ll shake, and the desire of all nations shall come: the Lord, whom 
ye seek, shall suddenly come to his temple, even the messenger of the 
covenant, whom ye delight in: behold he shall come, saith the Lord 
of Hosts. Haggai 2:6-7 & Malachi 3:1

Air – But who may abide the day of his coming (mezzo-soprano)

Handel writes a semiquaver tremolando which evokes the roaring of the 
refiner’s fire, and running semiquavers flowing molten gold and silver.

But who may abide the day of his coming? And who shall stand when 
he appeareth? For he is like a refiner’s fire. Malachi 3:2

Chorus – And he shall purify
And he shall purify the sons of Levi, that they may offer unto the Lord 
an offering of righteousness. Malachi 3:3

Recitative – Behold, a virgin shall conceive (mezzo-soprano)

Behold, a Virgin shall conceive, and bear a son, and shall call his 
name Emmanuel, God with us. Isaiah 7:14 and Matthew 1:23



Air and Chorus – O Thou that tellest good tidings to Zion
O thou that tellest good tidings to Zion, get thee up into the high 
mountain; O thou that tellest good tidings to Jerusalem, lift up thy 
voice with strength; lift it up, be not afraid; say unto the cities of 
Judah, Behold your God! Arise, shine; for thy light is come, and the 
Glory of the Lord is risen upon thee. Isaiah 40:9; 60:1

Accompagnato – For behold, darkness shall cover the earth (bass)

Handel’s use of tonality in support of this story-telling is particularly 
noteworthy here and in the following movements: 

• The abrupt change of image for ‘Darkness shall cover the earth’ is 
marked by a move into B minor; 

• A rising sequence underlies ‘the Lord shall arise…’; 
• Handel writes a particularly poignant suspension under the word 

‘Gentiles’;
• A chromatic (i.e. of uncertain tonality) ‘groping’ figure sets ‘The people 

that walked in darkness…’;  
• The music struggles up to an unambiguous D-major (the relative major 

of B-minor) on ‘… have seen a great light’;
• The 2nd verse reveals the darkness to be ‘the shadow of death’, with 

‘upon them hath the light shined’ unambiguously asserting the key of 
D-major, that being dominant to G-major, the key of ‘For unto us a 
child is born’ which follows immediately.

For, behold, darkness shall cover the earth, and gross darkness the 
people; but the Lord shall arise upon thee, and glory shall be seen 
upon thee. And the Gentiles shall come to thy light, and kings to the 
brightness of thy rising. Isaiah 60:2-3

Air – The people that walked in darkness (bass)

The people that walked in darkness have seen a great light: and they 
that dwell in the land of the shadow of death, upon them hath the 
light shined. Isaiah 9:2



Chorus – For unto us a child is born
For unto us a child is born, unto us a son is given: and the 
government shall be upon his shoulder: and his name shall be called 
Wonderful, Counsellor, the Mighty God, the everlasting Father, the 
Prince of Peace. Isaiah 9:2

This marks the end of the first major phase of Messiah: the Prophecies. The 
narrative of the appearance of the angel to the shepherds follows.

•
Interlude: Pastoral Symphony
In many editions this section is headed – somewhat mysteriously – with 
the word ‘Pifa’. ‘Pifa’ denotes a simple pastoral wind instrument akin 
to the modern clarinet; it would be accompanied by the ‘zampogna’, a 
rustic form of bagpipes made from a goat’s skin. It was an old Christmas 
tradition in Rome for shepherds to come down from the hills into the city 
streets and play.

So this instrumental interlude serves as cinematic scene-setter to bring the 
simple shepherds and the pastoral setting to mind, setting the stage for the 
splendour of the angel’s appearance.



Recitative – There were shepherds abiding in the fields (soprano)

There were shepherds abiding in the fields, keeping watch over their 
flock by night. Luke 2:8

Accompagnato – And, lo, the angel of the Lord came upon them (soprano)

And, lo, the angel of the Lord came upon them, and the glory of the 
Lord shone round about them: and they were sore afraid. Luke 2:9

Recitative – And the angel said unto them (soprano)

And the angel said unto them, Fear not: for, behold, I bring you good 
tidings of great joy, which shall be to all people. For unto you is born 
this day in the city of David a Saviour, which is Christ the Lord.
 Luke 2:10-11

Accompagnato – And suddenly there was with the angel (soprano)

The violins’ shimmering chords evoke the dazzling glitter of ‘the glory of 
the Lord’.

And suddenly there was with the angel a multitude of the heavenly 
host praising God, and saying, Luke 2:13

Chorus – Glory to God
Glory to God in the highest, and peace on earth, good will toward 
men. Luke 2:14

The way the instrumental accompaniment evaporates away to nothing, 
as the heavenly host leaves the shepherds, is, for this writer, one of the 
‘magical moments’ of this work. ‘Did that really happen?’ the shepherds 
say to one another.
 This marks the end of the second section of the work, the appearance of 
the angel to the shepherds. The next section describes Christ’s entry into 
Jerusalem and His redemptive miracles on Earth.

Air – Rejoice greatly, O daughter of Zion (soprano)

Rejoice greatly, O daughter of Zion; shout, O daughter of Jerusalem: 
behold, thy King cometh unto thee: he is the righteous Saviour, and he 
shall speak peace unto the heathen. Zechariah 9:9-10



Recitative – Then shall the eyes of the blind (mezzo-soprano)

Then shall the eyes of the blind be opened, and the ears of the deaf 
unstopped. Then shall the lame man leap as an hart, and the tongue 
of the dumb shall sing. saiah 35:5-6

Air – He shall feed his flock (mezzo-soprano and soprano)

This is set to music similar to that of the Pastoral Symphony which 
introduced the shepherds, except with the opening of the melodic line 
inverted.

He shall feed his flock like a shepherd: he shall gather the lambs with 
his arm, and carry them in his bosom, and shall gently lead those 
that are with young. Come unto him, all ye that labour and are heavy 
laden, and he will give you rest. Take his yoke upon you, and learn 
of him; for he is meek and lowly in heart: and ye shall find rest unto 
your souls. Isaiah 40:11 & Matthew 11:28-29

Chorus – His yoke is easy, and his burthen is light
His yoke is easy, and his burthen is light. Matthew 11:30

This concludes the first major part of Messiah.

•  Interval  •
The next section recounts Christ’s crucifixion, mainly using words from 
the prophecies of Isaiah, and from the Psalms and from Lamentations.

Chorus – Behold the Lamb of God
Behold the Lamb of God, that taketh away the sin of the world. John 1:29

Air – He was despised (mezzo-soprano)

He was despised and rejected of men; a man of sorrows, and 
acquainted with grief. He gave his back to the smiters, and his cheeks 
to them that plucked off the hair: he hid not his face from shame and 
spitting. Isaiah 53:3; 50:6



Chorus – Surely he hath borne our griefs
Surely he hath borne our griefs, and carried our sorrows. He was 
wounded for our transgressions, he was bruised for our iniquities: the 
chastisement of our peace was upon him. Isaiah 53:4-5a

Chorus – And with his stripes we are healed
And with his stripes we are healed.  Isaiah 53:5b

Chorus – All we like sheep have gone astray
All we like sheep have gone astray; we have turned every one to his 
own way; and the Lord hath laid on him the iniquity of us all. Isaiah 53:6

Accompagnato – All they that see him laugh him to scorn (tenor)

All they that see him laugh him to scorn: they shoot out their lips, and 
shake their heads, saying, Psalm 22:7

Chorus – He trusted in God
He trusted in God that he would deliver him: let him deliver him, if he 
delight in him. Psalm 22:8

Recitative – Thy rebuke hath broken his heart (tenor)

Thy rebuke hath broken his heart; he is full of heaviness: he looked for 
some to have pity on him, but there was no man, neither found he any 
to comfort him. Psalm 69:20

Arioso – Behold and see if there be any sorrow (tenor)

Behold, and see if there be any sorrow like unto his sorrow.
 Lamentations 1:12

Accompagnato – He was cut off out of the land of the living (tenor)

He was cut off out of the land of the living: for the transgression of thy 
people was he stricken. Isaiah 53:8



Air – But thou didst not leave his soul in hell (tenor)

But thou did not leave his soul in Hell: nor didst thou suffer thy Holy 
One to see corruption.  Psalm 16:10

This concludes the account of the Crucifixion and burial. The following 
movements recount the acclamation of Christ in Heaven.

Chorus – Lift up your heads, O ye gates
Lift up your head, O ye gates, and be ye lift up, ye everlasting doors: 
and the King of Glory shall come in. Who is the King of Glory? The 
Lord of Hosts, He is the King of Glory. Let all the angels of God 
worship him. Psalm 24:7-10

Chorus – The Lord gave the word
The Lord gave the word: great was the company of the preachers.
 Psalm 68:11

Air – How beautiful are the feet (soprano)

How beautiful are the feet of them that preach the gospel of peace, and 
bring glad tidings of good things! Romans 10:15

The following movements recount the triumph of the Lord over His 
enemies.

Air – Why do the nations so furiously rage together? (bass)

Why do the nations so furiously rage together? And why do the people 
imagine a vain thing? The kings of the Earth stand up, and the rulers 
take counsel together: against the Lord, and against His Anointed.
 Psalm 2:1-2

Chorus – Let us break their bonds asunder
Let us break their bonds asunder, and cast away their yokes from us.
 Psalm 2:3

Recitative – He that dwelleth in heaven (tenor)

He that dwelleth in heaven shall laugh them to scorn: the Lord shall 
have them in derision. Psalm 2:4



Air – Thou shalt break them (tenor)

Thou shalt break them with a rod of iron; thou shalt dash them in 
pieces like a potter’s vessel. Psalm 2:9

The following movements celebrate the triumph over Death and the 
promise of Resurrection.

Chorus – Hallelujah
No records support the theory that the tradition of the audience standing 
while this is performed dates from a performance attended by George III. 
However, it is hard to remain seated while hearing this wonderful chorus, 
with all Handel’s mastery of large choral and instrumental texture in 
effect.
 The word ‘Hallelujah’ is a rendering of a Hebrew phrase meaning ‘praise 
ye the Lord’, with ‘praise’ meaning a particularly joyous ‘boast in God’, an 
expression of happiness that a thing hoped and waited for has happened. 
It appears in Eastern and Western Christian liturgy as well as in that of 
Judaism. It is worth quoting the source texts (from Revelation):

And I heard as it were the voice of a great multitude, and as the 
voice of many waters, and as the voice of mighty thundering, saying, 
Alleluia: for the Lord God omnipotent reigneth.
And the seventh angel sounded; and there were great voices in 
Heaven, saying, The kingdoms of this world are become the Kingdoms 
of our Lord, and of his Christ; and he shall reign for ever and ever.
 Revelation 19:6; 11:15; 19:16

Air – I know that my redeemer liveth (soprano)

A statement of the central tenets of Christian faith, this aria was inserted 
into the first performance of Brahms’ Requiem, which lacks any such 
explicit assertion of faith in Resurrection.

I know that my redeemer liveth, and that he shall stand at the latter 
day upon the earth: And though worms destroy this body, yet in my 
flesh shall I see God. But now is Christ risen from the dead, the first 
fruits of them that sleep. Job 19:25-26; 1 Corithians 15:20



Chorus – Since by man came death
Since by man came death, by man came also the resurrection of the 
dead. For as in Adam all die, even so in Christ shall all be made alive.
 1 Corinthians 15:21-22

Accompagnato – Behold, I tell you a mystery (bass)

The ‘trumpet’ mentioned refers to the shofar, a ram’s-horn trumpet blown 
regularly in synagogues as part of the liturgy.

Behold, I tell you a mystery; We shall not all sleep, but we shall be 
changed, in a moment, in the twinkling of an eye, at the last trumpet.
 1 Corinthians 15:51-52a

Air – The trumpet shall sound (bass)

The trumpet has the only instrumental obbligato in Messiah.
The trumpet shall sound, and the dead shall be raised 
incorruptible, and we shall be changed. For this corruptible must 
put on incorruption, and this mortal must put on immortality.
 1 Corinthians 15:52b-53

The remaining movements are in praise of God.

Air – If God be for us (mezzo-soprano)

If God be for us, who can be against us? Who shall lay anything to 
the charge of God’s elect? It is God that justifieth. Who is he that 
condemneth? It is Christ that died, yea rather, that is risen again, who 
is at the right hand of God, who makes intercession for us. Romans 8:31-34

Chorus – Worthy is the lamb that was slain
Messiah concludes with a magnificent contrapuntal chorus, with the Amen 
set in the mightiest fugal manner.

Worthy is the Lamb that was slain, and hath redeemed us to God by 
his blood, to receive power, and riches, and wisdom, and strength, 
and honour, and glory, and blessing. Blessing, and honour, glory, and 
power be unto him that sitteth upon the throne, and unto the Lamb, 
for ever and ever. Amen Revelation 5:9-14

 John Clarke



The soloists
Elspeth Piggott (soprano)
Elspeth is currently studying with Jane Irwin on the masters programme at 
the Royal Northern College of music. Previously, she studied music at the 
University of York, where she caught the early music bug. Upon graduating 
in 2014, she undertook her first professional engagement understudying i 
Fagiolini’s devastating immersive-theatre project, inspired by the infamous 
life of Carlo Gesualdo, Betrayal.

Since then she has continued to follow i Fag, as well as Polyphony and 
The Marian Consort, into all sorts of mischief across Italy, Spain, England, 
Scotland and Wales. Rounding out her musical experience, she has also 
sung with The Sixteen, The Cardinall’s Musick, Musica Secreta, The Eric 
Whitacre Singers and the Britten Sinfonia Voices, and has performed as a 
soloist in some of the countries top concert venues including the Barbican, 
Snape Maltings Concert Hall, St Martin-in-the-Fields and St John’s Smith 
Square.

More recently, Elspeth has also been cultivating her passion for opera, 
singing First Witch in Purcell’s Dido and Aeneas (Ryedale Music Festival 
2019), Cupid in La Dafne by da Gagliano (Brighton Early Music Festival 
2020), and Sirena in Francesca Caccini’s La liberazione di Ruggiero (BREMF 
2021). Upcoming projects include the title role/soprano soloist in a new work 
combining the Matthew passion and the story of Nazi resistance fighter, 
Sophie Scholl, with Deutscher Cor London; and understudying a new opera 
Drought by Anna Appleby in collaboration with the BBC Philharmonic.

Mercè Bruguera Abelló (mezzo-soprano)
Mercè Bruguera is a Catalan mezzo-soprano based in London, pursuing a 
career as an international soloist both in London and throughout Europe. 

She holds a Master of Arts with Distinction from the Royal Academy of 
Music, studying with Catherine Wyn-Rogers and Joseph Middleton. During 
her studies, Mercè won the 2018 Elena Gerhardt Lieder Prize and was Very 
Highly Commended in the Marjorie Thomas Art of Song Prize. She has 



also been a member of the prestigious Song Circle at the R.A.M. where she 
performed assorted recitals as part of the European series in London. 

Mercè also maintains a close connection with her home country 
performing frequently across Spain. She performs annually with La Fàbrica 
del Lied, an organisation which promotes young talent in Girona, and as 
winner of the third prize in Concurs Palet in 2021, she will give a series 
of opera and song recitals in Barcelona later this year. Recent highlights 
include her debut recital at LIFE Victoria Festival as a LIFE New Artist for 
the 2021/22 season and is looking forward to performing Couperin’s Leçons 
de ténèbres at the Espurnes Barroques Festival in Spain. 

Mercè appears frequently as a step-out soloist with leading ensembles 
in both the UK and Europe. An Oxford Bach Soloist scholar during the 
2019/20 season as well as being a regular soloist with Armonico Consort, 
Mercè has extensive experience performing the most prominent alto solos 
from Bach’s choral works. She has recently been touring with Jordi Savall’s 
La Capella Reial and looks forward to performing with the Netherlands 
Bach Society later this year.

Tom Kelly (tenor)
Tom Kelly is a London-based Tenor seen frequently in concert and on 
stage around the world. He recently made the role of Emile L’Angelier for 
Surrey Opera’s 50th Anniversary production of the new opera Madeleine, 
by David Hackbridge Johnson. Recent previous roles include Hipparco 
(L’Egisto) for Hampstead Garden Opera, Tamino (The Magic Flute) with 
Flat Pack Music, Il Pastore (Euridice) with Ensemble Orquesta, and Vasek 
(The Bartered Bride), Remendado (Carmen), Tamino (Die Zauberflöte) at the 
Royal Academy of Music where he received his Masters of Music last year.

In concert, Tom has performed as the Tenor soloist with: Paul McCreesh 
and The Gabrieli Consort (Gdańsk, Versailles, London) in a programme of 
Praetorius Christmas Music; Marc Bochud (Lausanne/Sion, Switzerland) 
in concerts of Handel; and Laurence Cummings, John Butt and Phillippe 
Herreweghe in performances of Bach Cantatas at R.A.M. He has had the 
great pleasure to sing for Summertown Choral Society in a wide range of 
concerts since 2015.



Tom has performed in concert internationally with The Monteverdi 
Choir, The Gabrieli Consort, The Tallis Scholars, The BBC Singers, Dunedin 
Consort, The Sixteen, Collegium Vocale Gent and has been a member of 
Fieri Consort for 9 years. In 2017, Tom became a Tenor and partner-member 
of 3-time Grammy-nominated Stile Antico for 4 years, performing at the 
2018 60th Grammy Awards in Madison Square Gardens, New York.

Brian McAlea (bass)
Irish baritone Brian McAlea read music at the University of Oxford and 
sang with the Choir of New College. He subsequently won a scholarship to 
the Guildhall School of Music and Drama, where he studied under Robert 
Dean and graduated with Distinction. He won First Prize at the Charles 
Wood Festival’s Song Competition 2020, the Audience Prize at NI Opera’s 
Glenarm Festival of Voice Opera Competition 2019, is currently a BBC 
Northern Ireland and Arts Council Young Musicians’ Platform Award 
recipient, and is supported by Exitex Ltd. 

Brian is an international concert soloist and recitalist, having performed 
in France, Germany, Italy, Ireland, Malta, the Netherlands, Spain, the 
USA, and Romania. Recent notable highlights include his Wigmore Hall 
debut singing Death in Locke’s Cupid & Death (Early Opera Company/
Christian Curnyn); Handel’s Messiah (De Nieuwe Philharmonie Utrecht/
Johannes Leertouwer; Irish Baroque Orchestra/Peter Whelan; Instruments 
of Time and Truth/Edward Higginbottom);  Mozart’s Requiem (The 
Ulster Orchestra); Bach’s St John Passion (Sestina/East Cork Early Music 
Festival; The Oxford Bach Soloists), B Minor Mass, Christmas Oratorio 
and Magnificat; Brahms’s Ein Deutsches Requiem; Handel’s Israel in Egypt 
(Oxford Early Music Festival/Daniel Hyde); Haydn’s The Creation (Oxford 
Orpheus), Seasons and Nelson Mass; MacMillan’s Seven Last Words from 
the Cross (The Britten Sinfonia); and Puccini’s Messa di Gloria. 

Operatic roles include Endimione in La Calisto (Longborough 
Festival Opera); Starveling in A Midsummer Night’s Dream (Nevill Holt 
Opera); Minister in Iphigénie en Tauride (The Orchestra of the Age of 
Enlightenment); Liberto in L’incoronazione di Poppea (Loughborough 
Festival Opera); Tobias Mill in La Cambiale di Matrimonio (Northern 
Ireland Opera Studio) and Aeneas in Dido & Aeneas (Sestina). His cover 



roles include Zuniga in Carmen (The Grange Festival) and Figaro in Le 
Nozze di Figaro (Nevill Holt Opera). Brian returned to Nevill Holt Opera’s 
2020 festival to sing the role of Dottore Grenvil in Verdi’s La Traviata and 
to cover the role of Leporello in Mozart’s Don Giovanni. 

Brian has performed on BBC Radio 3, BBC Radio Ulster, most recently in 
a live broadcast with the Ulster Orchestra for BBC Northern Ireland, and 
in 2019 recorded Mohammed Fairouz’s Anything Can Happen with Signum 
Records for the 80th anniversary of Seamus Heaney’s birth..

He has also performed with some of the most notable ensembles in the 
UK and Ireland including the Gabrieli Consort, the Choir of the Age of 
Enlightenment, the Early Opera Company, ORA Singers, the Dunedin 
Consort, Britten Sinfonia Voices, and Chamber Choir Ireland. He is a 
founding member of the Northern Irish early music ensemble Sestina.



Instruments of Time and Truth
Violin 1: Elizabeth MacCarthy (leader), Jean Paterson, Miki Takahashi 

Violin 2: Dan Edgar, Kirra Thomas, Nia Lewis 
Viola: Rachel Byrt, Vanessa McNaught 

Cello: Gabriel Amherst, Imogen Seth-Smith 
Double Bass: Judith Evans

Oboe: Mark Baigent, Jane Downer
Trumpet: David Blackadder, Robert Vanryne

Timpani: Felix Higginbottom
Keyboard: William Whitehead

 
Instruments of Time and Truth, described on BBC Record Review as ‘an absolutely 

superb band of instrumental soloists’, was founded in 2014 by musicians Gabriel Amherst 
and Judith Evans to provide a platform for international performers resident in and 
around Oxford.

The ensemble has assumed a significant role in underpinning the tradition of choral 
excellence at the University of Oxford, collaborating with all of the university’s principal 
collegiate choirs, as well as with choirs from within the community. It has appeared as 
part of Garsington Opera at Wormsley and Longborough Festival Opera, and in addition 
to performing widely elsewhere in the UK has been in demand in Europe, performing in 
France, Spain, the Canary Islands, and as part of the Valetta Baroque Festival in Malta. 

IT&T has often worked alongside the Oxford University Music Faculty, coaching 
the student baroque ensemble, giving masterclasses and participating in conferences 
on historically informed performance as well as establishing an education programme 
which opens the doors of the University to local schoolchildren.

In 2019, IT&T’s ground-breaking ‘InSpires’ education project was awarded the OMEP 
Music Partnership Cup at the Music Hub Gala Awards. The scheme has been highly 
praised for its innovative work in introducing school students to period instruments and 
performance practice, with an extensive programme of courses, coaching and individual 
tuition. 

Upcoming events
26th February 2022, Keble College Chapel, Oxford

Purcell Dido and Aeneas with Keble College Choir
11th March 2022, Somerville College Chapel, Oxford

J.S. Bach St John Passion with Somerville Chapel Choir
18th March 2022, Sheldonian Theatre, Oxford

Three Choirs’ Concert with New College, Magdalen, & Christ Church Cathedral Choirs
27th March 2022, New College Chapel, Oxford

J.S. Bach St John Passion with New College Choir



The Choir
Sopranos

Jane Amies, Gillian Atkinson, Judith Atkinson, Gillian Beattie, Nicky 
Boughton, Lindsey Charles, Rosemary Dearden, Jackie Eatock-Taylor, Jane 
Foster, Sarah Goodman, De Grant, Debbie Hamilton, Philippa Hardman, 
Angela Hassall, Laurie Hedges, Alison Hill, Katyana Malcolm, Anna 
Marshall, Sammy Masuku, Alison Mathew, Gillian Morriss-Kay, Chela 
Nunez, Jung Pack, Sally Prime, Sophie Riddell, Catrin Roberts, Moira 
Robinson, Maria Scott, Julia Wigg.

Altos
Stuart Archard, Anna Ballance, Sarah Beaver, Diane Benfield, Philippa 

Berry, Caroline Best, Maggie Black, Hilary Blair, Vreni Booth, Marie Bridge, 
Vicky Bullard, Sue Cavanna, Gillian Chapman, Elizabeth Dale, Jane Digby, 
Mary Easton, Branwen Ebsworth, Elspeth Garman, Gerry Guinan, Simone 
Irmscher, Jayne Joyce, Manda Joyce, Josephine King, Mary Kinnear, Rosie 
Lodwick, Liz Marshall, Liz Newton, Diana O’Meara, Libby Pratt, Amanda 
Saville, Jean Smith, Kirsten Smith, Helen Stradling, Louise Talbot, Jackie 
Weaver.

Tenors
Philip Booth, Peter Burton, Alastair Dent, Tom Fulford-Jones, Ray 

Ockenden, Andrew Oliver, John Paramore, Sue Palmer, Sean Wilson.

Basses
Martin Berry, Paul Blaikley, Clive Booth, Charles Bridge, Rodney Eatock-

Taylor, Tony Gillman, Tom Kempton, Keith Kinsella, Royston Morgan, 
Nigel Hamilton, Michael Harrison, Patrick O’Meara, Nigel Powell, Chris 
Romney, Roger Sears, Peter Shaw, Simon Wratten, Keith Young, John 
McLeod.



The Summertown Singers
The Summertown Singers, a chamber choir drawn from members of SCS 
and friends, was formed in 2001 by Duncan Saunderson after an invitation 
to sing a concert in a white hilltop village in Andalucia. A group of friends, 
including some members of Summertown Choral Society, had such a 
good time they decided to go each summer for the next five years! And so 
a delightful singing holiday became an established event in the calendar.
 Since our last trip to Andalucia in 2006, the choir has sung in Italy, 
France, Spain and Latvia. A few examples of the highlights are raising 
35,000 euros in one night for a stroke unit in Madrid, performing in one 
of La Rioja’s most prestigious wineries; singing Catalan folk songs to a 
standing ovation in Barcelona; rehearsing in a 12th century Bishop’s Palace 
in France; and performing Byrd’s Four Part Mass to a congregation of 700 
in Santo Domingo, Spain.
 This year Porto! August 16–21.

https://na01.safelinks.protection.outlook.com/?url=https%3A%2F%2Fwww.summertownchoral.org.uk%2F2001-2006-spain%2F&data=04%7C01%7C%7Cdd13a54e5aa64ff5860908d9d1c997e9%7C84df9e7fe9f640afb435aaaaaaaaaaaa%7C1%7C0%7C637771486038423175%7CUnknown%7CTWFpbGZsb3d8eyJWIjoiMC4wLjAwMDAiLCJQIjoiV2luMzIiLCJBTiI6Ik1haWwiLCJXVCI6Mn0%3D%7C3000&sdata=CJV4csvqJr5oa%2Bv8Rmg8ztqH%2BBqNaBSOrU1%2BePSGSOQ%3D&reserved=0
https://na01.safelinks.protection.outlook.com/?url=https%3A%2F%2Fwww.summertownchoral.org.uk%2F2007-2009-italy%2F&data=04%7C01%7C%7Cdd13a54e5aa64ff5860908d9d1c997e9%7C84df9e7fe9f640afb435aaaaaaaaaaaa%7C1%7C0%7C637771486038423175%7CUnknown%7CTWFpbGZsb3d8eyJWIjoiMC4wLjAwMDAiLCJQIjoiV2luMzIiLCJBTiI6Ik1haWwiLCJXVCI6Mn0%3D%7C3000&sdata=T0RO4asgRKNLrDjwl%2B6Ci5Tup0MOkVWVEERZUuX2OAU%3D&reserved=0
https://na01.safelinks.protection.outlook.com/?url=https%3A%2F%2Fwww.summertownchoral.org.uk%2F2010-france%2F&data=04%7C01%7C%7Cdd13a54e5aa64ff5860908d9d1c997e9%7C84df9e7fe9f640afb435aaaaaaaaaaaa%7C1%7C0%7C637771486038423175%7CUnknown%7CTWFpbGZsb3d8eyJWIjoiMC4wLjAwMDAiLCJQIjoiV2luMzIiLCJBTiI6Ik1haWwiLCJXVCI6Mn0%3D%7C3000&sdata=jXSHOlpoVGZgSDvd82KC4wUvqkcDO1V3wDvTHS8epPs%3D&reserved=0
https://na01.safelinks.protection.outlook.com/?url=https%3A%2F%2Fwww.summertownchoral.org.uk%2F2011-spain%2F&data=04%7C01%7C%7Cdd13a54e5aa64ff5860908d9d1c997e9%7C84df9e7fe9f640afb435aaaaaaaaaaaa%7C1%7C0%7C637771486038423175%7CUnknown%7CTWFpbGZsb3d8eyJWIjoiMC4wLjAwMDAiLCJQIjoiV2luMzIiLCJBTiI6Ik1haWwiLCJXVCI6Mn0%3D%7C3000&sdata=zS1n9RZPRsTAzHGarjeQbWZPcEk%2B6oTXgwBkPzab2W0%3D&reserved=0
https://na01.safelinks.protection.outlook.com/?url=https%3A%2F%2Fwww.summertownchoral.org.uk%2F2014-spain%2F&data=04%7C01%7C%7Cdd13a54e5aa64ff5860908d9d1c997e9%7C84df9e7fe9f640afb435aaaaaaaaaaaa%7C1%7C0%7C637771486038423175%7CUnknown%7CTWFpbGZsb3d8eyJWIjoiMC4wLjAwMDAiLCJQIjoiV2luMzIiLCJBTiI6Ik1haWwiLCJXVCI6Mn0%3D%7C3000&sdata=VTcmoaQcdJdJLCBS4OfGy9LIm9H025q7tvXeCx34060%3D&reserved=0
https://na01.safelinks.protection.outlook.com/?url=https%3A%2F%2Fwww.summertownchoral.org.uk%2F2015-france%2F&data=04%7C01%7C%7Cdd13a54e5aa64ff5860908d9d1c997e9%7C84df9e7fe9f640afb435aaaaaaaaaaaa%7C1%7C0%7C637771486038423175%7CUnknown%7CTWFpbGZsb3d8eyJWIjoiMC4wLjAwMDAiLCJQIjoiV2luMzIiLCJBTiI6Ik1haWwiLCJXVCI6Mn0%3D%7C3000&sdata=FXdvC5dG5NAN8epLx0%2FEgpSIdlQBzMDuCI1iw2i%2Fmz0%3D&reserved=0
https://na01.safelinks.protection.outlook.com/?url=https%3A%2F%2Fwww.summertownchoral.org.uk%2F2015-france%2F&data=04%7C01%7C%7Cdd13a54e5aa64ff5860908d9d1c997e9%7C84df9e7fe9f640afb435aaaaaaaaaaaa%7C1%7C0%7C637771486038423175%7CUnknown%7CTWFpbGZsb3d8eyJWIjoiMC4wLjAwMDAiLCJQIjoiV2luMzIiLCJBTiI6Ik1haWwiLCJXVCI6Mn0%3D%7C3000&sdata=FXdvC5dG5NAN8epLx0%2FEgpSIdlQBzMDuCI1iw2i%2Fmz0%3D&reserved=0
https://na01.safelinks.protection.outlook.com/?url=https%3A%2F%2Fwww.summertownchoral.org.uk%2F2012-spain%2F&data=04%7C01%7C%7Cdd13a54e5aa64ff5860908d9d1c997e9%7C84df9e7fe9f640afb435aaaaaaaaaaaa%7C1%7C0%7C637771486038423175%7CUnknown%7CTWFpbGZsb3d8eyJWIjoiMC4wLjAwMDAiLCJQIjoiV2luMzIiLCJBTiI6Ik1haWwiLCJXVCI6Mn0%3D%7C3000&sdata=m3ZficNz1eenhHsUIQvsRDzV%2FC8YqYEJnvvz12ic9n8%3D&reserved=0


our next concert… 
Saturday 21 May 2022, 7.30pm

St Andrew’s Church

Saint-Saëns – Requiem
Gounod – St Cecilia Mass

Fauré – Cantique de Jean Racine
Franck – Panis Angelicus

Camille Saint-Saëns was a child prodigy who grew to be acclaimed in his 
lifetime as the incarnation of French genius. He was a virtuoso pianist, 
and declared by Liszt to be the world’s greatest organist. Writing about the 
Requiem, his biographer Jacques Bonnaure noted in his 2010 book: ‘This 
unjustly neglected Requiem is perhaps the most sensitive, imaginative, 
and perfect work by the composer, who finds here, more than ever 
before, a classical balance between form and expression, innovation and 
tradition, sophisticated compositional style and immediate effect’.

The great Debussy wrote that Gounod represented the essential French 
sensibility of his time, and Saint-Saëns regarded his St. Cecilia Mass as 
one of Gounod’s finest works, writing this after the premiere in 1855:

‘The appearance of the Messe Sainte-Cécile caused a kind of 
shock. This simplicity, this grandeur, this serene light which 
rose before the musical world like a breaking dawn, troubled 
people enormously. … at first one was dazzled, then charmed, 
then conquered.’

Along with Fauré’s Cantique and Franck’s Panis Angelicus, this Parisian 
programme of French music at its best, with its exquisite harmonies and 

soaring melodies, will be a joy to hear!




