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Programme
Gabriel Fauré Cantique de Jean Racine 

Charles Gounod Saint Cecilia Mass
1. Kyrie
2. Gloria
3. Credo
4. Offertory (piano)
5. Sanctus
6. Benedictus
7. Agnus Dei

César Franck Panis angelicus

 • Interval •

Camille Saint-Saëns Le lever de la lune (countertenor)

 Requiem
1. Requiem – Kyrie
2. Die irae
3. Rex tremendae
4. Oro supplex
5. Hostias
6. Sanctus
7. Benedictus
8. Agnus Dei

Louis Vierne Carillon de Westminster (organ)

  Messe solennelle
1. Kyrie
2. Gloria
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Summertown Choral Society was founded in 1961. The choir is 
directed by Duncan Saunderson, for whom this concert marks the 
completion of 25 years since he became Music Director and first took 
up the baton for Summertown Choral Society! 

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 January concert 
below start on Thursday 8 September. For more information about 
the choir in general, including repertoire, see the choir’s website:  
www.summertownchoral.org.uk

And in January 2023:

Handel – Coronation Anthems 
Haydn – Nelson Mass

see last page for further information
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An Evening of  
Later Nineteenth-Century  

Parisian Music

All the pieces tonight come from leading French composers of the second half 
of the nineteenth century. Most of these pieces are still well loved favourites of 
sacred music. While nineteenth-century European music was largely dominated 
by German composers – from Beethoven through to Schumann, Brahms, and 
then Wagner – French composers made their own very distinctive contribution. 
French elegance, lyricism, a sense of drama and sometimes sheer joie de 
vivre rivalled Germanic depth and power. The three main items on tonight’s 
programme were each premiered in a Paris church with an outstanding organ, 
so before we turn to the composers and the works, a brief visit to “their” Paris 
is in order.

St Sulpice
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Paris in the second half of the nineteenth century
Paris change ! mais rien dans ma mélancolie
N’a bougé ! palais neufs, échafaudages, blocs,
Vieux faubourgs, tout pour moi devient allégorie,
Et mes chers souvenirs sont plus lourds que des rocs.

Charles Baudelaire, « Le Cygne », 1860, in Les Fleurs du mal

[Paris changes! but nothing in my melancholy
Has shifted! New palaces, scaffolding, blocks,
Old suburbs, everything becomes allegorical to me,
And my dearest memories are heavier than rocks.]

In 1853, Napoleon III charged Georges-Eugène Haussmann, the recently 
appointed Prefect of the Seine department, with bringing more water, air, 
and light to the centre of Paris, widening the streets for traffic – and making 
it the most beautiful city in Europe. The population of Paris was just under 
one million in 1851, and had grown close to two million by 1870 after large, 
populous suburbs were forcibly joined to the city. According to a government 
census in 1865, over a third of Parisians, were categorized as indigent, i.e. too 
poor to be taxed. Yet later nineteenth-century Paris was also a glamorous city, 
conjuring up a welter of images, from 
the artistic innovations of the 
impressionist painters to the scientific 
advances celebrated in the Universal 
Exhibition (Exposition universelle) of 
1889, including the construction of the 
iconic Eiffel Tower (1887-9). Those in 
search of the daring thrills of music-hall 
cabaret flocked to the Folies Bergère – 
which opened in 1869, and in 1882 
provided the subject matter for Edouard 
Manet’s “A Bar at the Folies Bergère” – 
but the popularity of grand opera also 
remained undiminished. Composers of 
operas included Berlioz, Bizet, Gounod, 
Saint-Saëns and Massenet. Wandering 
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down the wide boulevards, admiring the new vistas and balanced symmetry of 
Haussman’s Paris, visitors could, in the words of Baudelaire, “prendre un bain de 
multitude” [bathe in the crowd], even if the poet warned with a touch of malice 
that “jouir de la foule est un art” [enjoying crowds is an art form], requiring 
the genius of the poet. The literary scene of the capital directly inspired major 
novels by Hugo, Flaubert and Maupassant, the poetry of Baudelaire, and plays 
by Dumas the younger, as well as the immensely popular science fiction of Jules 
Verne, whose Paris au XXe siècle – published only in 1995 – ironically featured 
an imaginary future Parisian society in which art and literature have almost 
disappeared.
 However, secular pleasures faced a powerful rival in the form of the spectacles 
and lavish music offered by Catholic worship. Despite the French Revolution’s 
challenge to organized religion – in 1794, France’s churches and religious orders 
had been closed, religious worship officially suppressed – the restoration of 
Catholicism under first Napoleon and then the post-1815 Bourbon monarchy 
allowed the co-existence of sacred and secular music, as we shall hear in tonight’s 
programme. Some composers were men of faith themselves  – Gounod even 
seriously considering becoming a priest; others, like Saint-Saëns were lifelong 
atheists. All, however, recognized that religious music could offer a rich source 
of inspiration, and the organs of Paris churches were an art form in themselves. 
On the proper nature of religious music, there were divergences. Saint-Saëns 
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was markedly conservative: “What music ought there to be in the church? […] 
correctness in the writing and gravity in the expression – a gravity which does 
not exclude sentiment but prevents it from turning into sentimentality.” And as 
organist at La Madeleine, he shot down the more fashionable tastes of one of the 
priests:

 
Priest: Do not misunderstand me. The parishioners of La Madeleine 
are for the most part persons of wealth, who frequently go to the theatre 
of the Opéra-comique, where they have become accustomed to a style of 
music to which you are expected to conform. 
Saint-Saëns: Monsieur l’Abbé, whenever I shall hear the dialogue of 
the Opéra-comique spoken in the pulpit, I will play music appropriate 
to it; until then, I shall continue as hitherto.
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The composers and works  
on tonight’s programme

Gabriel Fauré (1845–1924)
Although born in southern France (Ariège), at the 
age of nine Fauré took the well-trodden path to Paris 
for his musical education. Already in his southern 
home, he had discovered his love for keyboard music: 
“the harmonium in that little chapel. Every time I 
could get away I ran there – and I regaled myself. … 
I played atrociously … no method at all, quite without 
technique, but I do remember that I was happy.” After 
excelling in his formal musical training at the École 
Niedermeyer in Paris, he was appointed organist in 
Rennes (Brittany), but after four years was asked to 
leave since he showed insufficient commitment to his 

religious duties (missing sermons for a cigarette, or once turning up at church in 
the evening dress he’d worn to a previous evening’s party!). His return to Paris, 
in 1871, brought better fortunes; he was appointed choirmaster at the Église 
Saint-Sulpice, where he would compete in impromptu improvisations with the 
official organist, one Charles-Marie Widor . But Fauré’s combined careers as 
composer, teacher, pianist and organist were often draining, and his domestic life 
far from idyllic. He gained some more stability in 1896 when appointed church 
organist at La Madeleine in Paris, and also became professor of composition 
at the Paris Conservatory (against the wishes of more conservative elements). 
Here, Maurice Ravel was among his students. In 1905, he finally became director 
of the Conservatory, and resigned only in 1920, aged 75, on account of ill health 
and increasing deafness. When he died in Paris, in 1924, he was accorded a state 
funeral, held, fittingly, at La Madeleine.

– Cantique de Jean Racine (composed in 1865)
Fauré’s music is legendary for its lyricism, purity of lines, with unresolved mild 
discords, which hold his listeners captive. His individual style is exemplified 

https://en.wikipedia.org/wiki/Charles-Marie_Widor
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fully in his lovely “Requiem”, begun in 1887 and revised and expanded over 
the years, until its final version in 1901, but the short, gently meditative yet 
glowingly warm “Cantique de Jean Racine” already gives a rich flavour of his 
powers. This composition was submitted by Fauré in 1865, at the age of twenty, 
as a graduation exercise at the École Niedermeyer. Unsurprisingly, it won first 
prize – even despite having keyboard accompaniment (for organ) rather than 
the orchestral parts required by the rules of the competition. The judges included 
Fauré’s lifelong friend and one of his teachers, Saint-Saëns, who had introduced 
his pupil to the works of Schumann, Liszt and Wagner. The following year, Fauré 
revised the Cantique for chorus, harmonium (a kind of reed organ popular in 
the nineteenth century) and string quintet; some forty years later, in 1906, he 
wrote an orchestrated version, for double winds, two horns and string quintet. 
When the work was first published in 1876, Fauré dedicated it to another mentor, 
César Franck.

Charles Gounod (1818–93)
Charles Gounod was born, in 1818, into an 
artistic family in Paris; his father was a painter, 
and his mother a skilled pianist and his first 
music teacher. His education was initially 
academic, studying at the Lycée Saint-Louis, 
and then taking a degree in Philosophy, but 
his entry to the Paris Conservatory set him 
on the path of a musical career. Here he 
met Hector Berlioz, the emotional tenor of 
whose music strongly influenced his student. 
Gounod’s promise was confirmed by his winning the prestigious Prix de Rome, 
which allowed a three-year sojourn in the Italian capital. It was in Rome that 
Gounod discovered the works of the Renaissance composer Palestrina, who so 
influenced his own lyrical style. On his return to Paris (via Austria and Germany), 
he became organist and choirmaster at the Church of the Missions Étrangères, 
and for a while felt moved to study for the priesthood. However, in 1847, he 
resolved against taking holy orders, although remaining a devout Catholic. This 
did not prevent him from composing some twelve operas for the stage, the most 
successful of which was “Faust” (1859), but he was equally at home with other 
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choral works, secular, religious or even political, and in 1855 wrote a National 
Anthem, “Vive l’Empereur”, for Napoleon III. In 1853, he had become attached 
to the Paris municipal schools as the Director of Singing Education – and was 
also director of the Paris Brass Band! In 1870-75, he spent a period in London, 
where he directed a choir (later renamed the Royal Choral Society). After his 
return to France, although no longer at the forefront of new compositions and 
musical trends, he was made a Grand Officier of the Legion of Honour in 1888. 
He died at his house in Saint-Cloud, near Paris at the age of 75, still respected 
by both his contemporaries and newer musicians such as Debussy. At his state 
funeral, held at La Madeleine, Saint-Saëns played the organ and Fauré conducted 
the choir’s singing of plain chant, but Gounod had stipulated – perhaps in a last 
tribute to the Renaissance style he so admired – that there should be no organ or 
orchestral accompaniment to the singing.

– Saint Cecilia Mass (first performed 1855)
Saint Cecilia, a Roman martyr of the third century, is the patron saint of music. 
Gounod’s Mass in St Cecilia’s honour was first performed on her feast day, 22nd 
November, in 1855 at the Church of St Eustache. Saint-Saëns warmly hailed the 
premiere: “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.”
 The work is a skilled blend of sacred and secular (operatic) styles of composition, 
and Gounod’s outstanding gift for composing enthralling melodies shines 
through all the movements. The reassuring “Kyrie” sets the liturgical scene with 
a simple, chant-like opening phrase that progressively expands and develops, 
using hymn-like textures, accompaniment, counterpoint and antiphonal 
imitation, before concluding with a gentle reaffirmation of the opening phrases. 
With the “Gloria” moving into a celebratory D major, we feel the stage is filled 
by a full opera chorus. The marking “allegro pomposo” underlines the joyous 
solemnity, as the chorus echoes and amplifies soloists’ shorter statements, before 
a middle section gives freer lyric rein to soloists’ operatic modulations, with 
the chorus then returning in even greater strength for the jubilant final section, 
marked by ascending lines. 
 The “Credo”, traditionally the longest movement of a mass, also allows Gounod 
to exploit the opportunities for emotional range within a single movement. It is 
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striking how long he maintains the choral blocks of homophonous movement, 
sung almost entirely in unison, as an initial statement of undivided faith. The 
move into harmony at “Qui propter nos homines” is then underlined by the drop 
to a stage whisper (pianissimo), but with the homophony sustained even when 
soloists enter, so that all attention is on the dynamics, which fall to an incredible, 
wondrous pppp at the declaration of Christ made man (“Et homo factus est”). 
Another operatic device is brought into play with the wrenchingly angular and 
dotted rhythm of the “Crucifixus” section, while a series of decrescendos mark 
the dramatic conclusion of the death and burial. “Et resurrexit” seems to promise 
a traditional fugal construction with its staggered entries in different voices, but 
instead it then coalesces into joyous waves of homophony, while the final “Et 
expecto” section uses similarly playful imitation and repetition to build maximal 
anticipation before the serene “Amen”. 
 After the weight and drama of the “Credo”, we have a gentle scene-change 
in the quiet, instrumental “Offertory”. Voices return for the “Sanctus”, in which 
the tenor solo leads with operatic declarations, repeated and elaborated by the 
chorus, and running the whole dynamic gamut from ppp to fff, as soloist and 
chorus make extensive use of lilting triplets, giving a dance rhythm. The short 
“Benedictus” is a simple, moving declaration sung by the soprano soloist, and 
repeated, mostly in hushed, hymn like tones, by the choir, while the concluding 
“Hosanna” section is remarkable for its brevity – compressed into just over four 
bars. This relative solemnity is in contrast to the unexpectedly dance-like quality 
of the “Agnus Dei”, set like the “Gloria” in D major, and having the same sense 
of celebration as the chorus repeats a warm melody, interspersed by a solo from 
tenor and then soprano. 
 In the nineteenth-century version, this rich, operatic Mass concluded with 
three ceremonial and very slow set-prayers (not sung tonight) — to the Church, 
Army and Nation – the French equivalent to the national anthem at the end of a 
concert. They returned to the G major in which the Mass started. 
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César Franck (1822–90)
César Franck was born in Liège (then in the 
United Kingdom of the Netherlands, but now 
part of Belgium). Because his parents wanted 
him to become a concert pianist, they sent 
him to study at Paris Conservatory in 1837, 
and the French capital soon became his home 
for the rest of his life. Initially he was assistant 
organist at Notre-Dame de Lorette (in the 
popular 9th arrondissement). In 1858, he took 
up the more prestigious post of organist at the 
newly-consecrated Basilica of St. Clotilde, which 

installed a brand-new, state-of-the-art three-manual instrument by the master 
organ-builder Cavaillé-Coll. For Franck, it was a stunning revelation of the 
technical possibilities an organ could offer performers and composers. In 1872, 
he was appointed as a professor of the Paris Conservatory, and then adopted 
French nationality (a requirement of the position). As organist, organ teacher 
and composer, he contributed to the distinctive French organ style of the later 
nineteenth and earlier twentieth centuries; after Franck’s death, Charles-Marie 
Widor succeeded him at the Paris Conservatory. In 1890, Franck suffered 
apparently minor head injuries in a collision with a horse-drawn trolley, but the 
after-effects – combined with his grueling work schedule – led to his death a 
few months later. His students commissioned a bust of their master by Auguste 
Rodin, which heads his grave at Montparnasse Cemetery. 

– Panis Angelicus (first performed 1872)
Franck’s compositions were particularly noted for their emotional engagement, 
and this is certainly true of his ever-popular setting of the “Panis Angelicus” 
hymn. Plácido Domingo and Yo-Yo Ma notably performed the piece in 2009, at 
Senator Edward Kennedy’s Requiem Mass.
 Celebrating the feast of Corpus Christi, Franck’s composition was originally 
written for tenor, organ, harp, and cello; he then incorporated it into his earlier 
“Mass for Three Voices”. Whether performed by soloists or choirs, the piece 
allows the vocal melody to sing out over gentle organ / string chords, and it 
lingers particularly expressively over the final line, celebrating the gift to the 
poor, humble servant of God.  
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Camille Saint-Saëns (1835–1921)
Born in the Quartier Latin of Paris in 1835, 
Camille Saint-Saëns was by all accounts a child 
prodigy at the keyboard. After completing 
his formal musical education, he became a 
virtuosic concert pianist, accomplished teacher 
and professional organist of renown, and his 
performances were much admired by Liszt. 
It was only later in his career that Saint-Saëns 
made his name as a composer. He was noted for 
revitalizing instrumental and symphonic music 
in France, and cared deeply about the national 
status of music, founding the Société Nationale 
de la Musique in 1870. Ever ready to embody patriotic, republican values, he 
undertook various musical commissions, including a “Hymne” in 1884 to 
celebrate Victor Hugo, and a cantata in 1900, for the Universal Exhibition, on 
the miracle of electricity, “le feu céleste” [the celestial fire]. 
 When not busy at the keyboard or composing, Saint-Saëns maintained a 
lifelong passion for science, including fossils and telescopes, and Jules Verne was 
among his favourite authors. Perhaps these pursuits provided an escape from 
his troubled personal life, with a dominant widowed mother, and a wife whom 
he deserted dramatically while on holiday, three years after the deaths of both of 
their young sons. His relations with other composers were also often prickly: he 
was notably sceptical of Franck’s music, though appreciative of Gounod, playing 
the organ at the latter’s funeral. Saint-Saëns was known for his abrupt, sometimes 
puzzling sense of humour – with a love of disguises, aliases (such as a carpet 
merchant), and running away for weeks at a time. He travelled increasingly and 
extensively, his destinations including England, Germany, Spain, the USA and 
Algeria, where he died aged 86. However, his state funeral was held in Paris, at 
La Madeleine.
 Today, for many people Saint-Saëns’s best-known composition is his whimsical 
suite “The Carnival of the Animals” (1886), but he allowed only one movement, 
“The Swan”, to be published in his lifetime, and “The Carnival” is very different 
from most of his compositions. His life-long emphasis on formal, neo-classical 
structure, traditional genres, clarity and precision has sometimes led to his 
other compositions being undervalued, and the works of his last twenty years – 

Cartoon, 1890
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coinciding with the start of the twentieth century – were overshadowed by the 
innovative modernity of Debussy or Messiaen. Yet many of his works give voice 
to deep lyricism, and can take us by surprise, such as the opening of the G minor 
piano concerto mixing uneasy introspection and grand declamation, while the 
animated finale of his symphony number 3 (which he named “Symphony ‘with 
organ’”) remains a staple of concert halls the world over. He lived long enough for 
us to have access to some early recordings of him performing (Valse Mignon   
and conducting ). Indeed, he even composed, in 1908, some of the earliest 
film music – to accompany an eighteen-minute retelling  of “The assassination 
[in 1588] of the Duke of Guise”

– Le lever de la lune (composed 1855)
Ossian, the blind bard, was the hero of an epic cycle of Scottish poems 
apparently written in Scottish Gaelic in the third century, and “translated” into 
late eighteenth-century English by the poet James Macpherson. Ossian became 
immensely popular across Europe, in various translations; Napoleon is said to 
have carried a copy of the work into battle, and commissioned Ingres’ painting 
of “The Dream of Ossian”. Saint-Saëns set this French version of a Romantic 
love poem (by an unidentified translator) for Marie Reiset, future countess de 
Grandval. The vocal soloist starts – mirroring the poem’s opening lines – with a 
slowly ascending, rather mysterious chromatic line before being joined fully by 
the piano, in a rich elaboration, with the marking “dolce” inviting us to enjoy its 
operatic qualities.  

– Messe de Requiem (first performed 1878)
Saint-Saëns composed many operas, some still performed today, but very few 
religious vocal pieces. The Requiem Mass we hear this evening therefore stands 
apart. It was undertaken as a duty to his friend, Albert Libon (the wealthy 
Director General of the French Postal Service), who had died the previous year, 
leaving Saint-Saëns a generous legacy which allowed him to resign from the 
irksome bondage (in his view) of his duties as organist at La Madeleine. Yet 1878 
was a tragic year for the composer, with the loss within several months of both his 
young sons. The Requiem was apparently composed rapidly – within little over a 
week – as the anniversary of Libon’s death approached. It is remarkably short – 
around 35 minutes  – by comparison with Berlioz’s grandiose, dramatically 
flamboyant setting (in 1837) of the same text, running to 90 minutes. In the same 
vein, Saint-Saëns opted for smaller orchestration, notably no percussion, and 

https://www.youtube.com/watch?v=MA1ffxiCOU8
https://www.youtube.com/watch?v=5Z9kAJUTWUA
https://www.youtube.com/watch?v=Dx8jVEtTJXY
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the dynamic levels are relatively restrained, in stark contrast, say, to Gounod’s 
St Cecilia Mass. Yet Louis Vierne found Saint-Saën’s Requiem “thrilling”, and 
judged that it should be sung at “important funerals” – it duly was at Saint-Saëns’ 
own, before his burial in the cemetery of Montparnasse.
 The opening and closing movements, the “Requiem-Kyrie” and the “Agnus 
Dei”, have been viewed as bookends, or the structural pillars of the Mass. The 
“Kyrie” builds an emotional tension between a disquiet, restless orchestral part 
and a far more controlled, consoling choral part, before the operatic freedom 
of the soloists’ lines bridges the two moods. The “Dies Irae”, comprehensively 
derived from Gregorian chant, displays Saint-Saens’ characteristic blend of 
drama and erudition. He conveys the fear and terror of the Last Judgement 
through a series of theatrical devices: the initial “sotto voce” dynamic, the almost 
panicked rising phrases announcing the Judge, or the fearful drone on a single 
note as all must appear before his throne. In the “Rex tremendae”, the chorus, 
enacting the part of the terrified souls at the Last Day, must appeal for mercy – 
vividly portrayed by whole phrases staying locked on dissonant, unresolving 
chords – alongside a hushed whisper of recognition of the fate of the damned. 
Similarly, in the “Oro supplex” there is contrast between the desperate, urgently 
chromatic phrases, and the final calm, slow resignation of the plea for peace.
 The following, shorter movements express, through far less anguished 
devices, the relative certainty and hope of God’s mercy. The “Hostias”, with 
its lighter, andantino tempo, is the first movement which needs no organ 
prelude; the massed voices sing their certainty directly, and briefly flower into 
counterpoint when recalling God’s promise to Abraham’s seed. The “Sanctus” 
completes the tonal return from the desolate F minor chromaticism of the “Rex 
tremendae” to the warm fullness of Ab major, with the opening phrases of the 
movement comprising solely notes of the Ab triad. In its wake, the “Benedictus” 
reveals a comforting, warm glow (now in Db major) but betokening, as often 
in Requiems, a quieter, more interior mood. (Indeed, unlike Gounod, and 
breaking with normal convention, Saint-Saëns does not even briefly reprise 
the joyful “Hosanna in excelsis” at the end of the “Benedictus”.)The concluding 
“Agnus Dei” reintroduces the poignant instrumental disquiet of the opening 
and the vocal lines then continue the dissonance, using angular intervals and 
syncopation – but with an unexpected marking of “dolce” (sweetly). First soloists 
and then chorus implore the Lamb of God for peace in heartfelt, repeated pleas 
that move from doubt and hesitancy to a sense of reassurance, peace, and finally 
silence. 
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Louis Vierne (1870-1937)
Louis Vierne was born in Poitiers 
in 1870, nearly blind because of a 
congenital cataract condition. However, 
after two operations, when he began 
school he could recognise things at 
close range, including large type. 
His initial studies on piano and the 
rudiments of music theory (read in 
braille) were promising, so he was sent, in 1881, to the Institution Nationale des 
Jeunes Aveugles (National School for the Young Blind), where he encountered 
César Franck, who recommended that he study the organ. Vierne moved on to 
the Paris Conservatory, where he was taught by Widor, and became the latter’s 
assistant at St Sulpice. In 1899, Widor played the great Cavaillé-Coll organ at 
St Sulpice for Vierne’s wedding. In 1900, Vierne was named, in his own right, 
titular organist of Notre-Dame. This accolade paled somewhat when twice, in 
1911 and again in 1926, he failed to be appointed professor of the organ at the 
Paris Conservatory, even though he had been assistant there for nineteen years. 
He lost his son and brother in the last years of the First World War; his marriage 
had ended, and several subsequent love affairs brought little happiness; he was 
distraught by the damage to the organ of Notre-Dame after the 1914-18 war, 
and battling against financial problems and increasing ill health. Little wonder, 
therefore, that he suffered bouts of depression, which sometimes affected his 
playing. Nonetheless, crowds still came to hear him, and he was due to improvise 
at his beloved organ of Notre-Dame when he suffered a fatal heart attack, in 
1937. The thronged audience would only have heard the continuous droning of 
the low E pedal (onto which he collapsed), while his student, Maurice Duruflé, 
present beside him, witnessed the master’s sadly dramatic demise. 

– Carillon de Westminster (composed 1927, first performed 1929)
On a visit to London in 1924, Vierne met the great British organ builder Henry 
Willis III (1889 – 1966). The story goes that Henry Willis hummed to Vierne the 
“Westminster Quarters”, a four-note sequence which marks the quarter of each 
hour on Big Ben; he hoped that Vierne would improvise on it. Vierne duly did, 
but did not finish fleshing out his composition until several years later, in 1927. 
Using this distinctive peal (which in fact originated at the University Church of 
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St Mary’s in Cambridge, in 1793), Vierne builds an edifice of sound around each 
of the four quarters (albeit with a slight misquote – deliberate or not – for the 
second quarter). His version was perfectly suited to the stops and deep-set pedal 
notes of the French symphonic organ tradition: it was first performed, in 1929, 
on the great organ at Notre-Dame. The piece may start quietly and gently, but 
be prepared to hear all the stops pulled out as the piece –and the organist – get 
into their stride!

– Messe solennelle (composed 1899, first performed 1901)
Vierne wrote relatively little liturgical vocal music, mainly composing for 
keyboard, including six organ symphonies. However, the Messe solennelle, 
composed during one of the happier periods of his life, is one of the great late-
Romantic organ masses. Vierne set the Latin text of the mass ordinary, but 
without the Credo. Widor had persuaded him to use organ rather than orchestra, 
partly so it could be performed in St Sulpice, using both the great organ, at the 
back of the church, reconstructed by Cavaillé-Coll (and played by Widor) and 
the small choir organ (played by Vierne). This was above all a Mass for two 
organs and a choir, written by and to be performed, in huge churches, by great 
French organists and their choirs. It fitted the typical layout of French cathedrals, 
where choir and main organ would be at opposite ends of the building and 
often used separately (unlike the typical English practice of placing the organ 
around the transept or chancel, near to the choir). Vierne’s treatment of the great 
organ in opposition to the choir plus choir organ is innately antiphonal, and 
constructed around two distinct, opposing forces. It is a nineteenth-century 
reinterpretation of the fabled Baroque cori spezzati showpieces (alternating 
two spatially separated, contrasting bodies of sound), such as those written by 
Gabrieli for San Marco in Venice.
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 In tonight’s programme, we hear the first two movements, the “Kyrie” and 
“Gloria”, which are marked respectively “maestoso” and “resoluto” – these are 
movements of impressive power, as is clear from the opening bars from the 
organ. Yet in the “Kyrie”, Vierne carefully balances the dialogue with the choir so 
the voices have their own authority and emotional direction, as though making 
their plea to God – in the sombre key of C sharp minor – suspended above the 
persistent waves of the organ’s chords. The “Kyrie”’s weighty, brooding gloom 
is then shattered by the triumphant emotional space of the “Gloria”, taking us 
irrepressibly from self-conscious archaism to something reminiscent of the 
operatic chorus style of Gounod. Some light-hearted syncopations in the “Gloria” 
add to the sense of positive momentum, until, almost without warning, the tone 
changes to imploring, as three parts in turn (bass, tenor, soprano) each has a 
solo line, to call upon God, and the uneasiness of the imprecations is maintained 
even when all the voices join together. It is the organ that sinuously leads the 
singers back, via chromatic modulations, to the terra firma of the last part of the 
movement. The new-found speed, fortissimo dynamics, unequivocal direction 
all culminate in an assured sequence of “Amen”, concluding our concert in the 
unmitigated sunlight of A major.
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The Paris churches – and organs – 
associated with tonight’s programme

Notre-Dame de Paris
Built between the 12th and 15th centuries, on the Ile de la Cité (now in the 4th 
arrondissement), this cathedral of Paris is one of the outstanding examples of 
French Gothic architecture, and a beloved landmark of the city. In 1730, a new 
organ was ordered, which became known as the Grand Organ, itself receiving a 
significant makeover in the 19th century under the master organ builder Aristide 
Cavaillé-Coll, between 1863 and 1867. Notre-Dame’s Grand Organ consisted of 
86 stops, five keyboards of 56 notes, and a 30-note pedal keyboard. Vierne was 
organist here from 1900 to 1937 (when he died at its keyboard).
 On the evening of 15 April 2019, a large fire partially destroyed the upper part 
of the Cathedral, and emotional messages of support poured in from all over 
the world. Miraculously, the Grand Organ was largely unharmed by the blaze 
itself, and received very little water damage. However, the real threat came from 
the lead dust that resulted from the melting of the roof. Hence, the expansive 
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five-keyboard console has had to be removed for renovation, and all 8,000 pipes 
dismantled, so that each piece can be cleaned and restored, before the instrument 
is reassembled.

• cathedral’s website 
• Wikipedia 

https://www.notredamedeparis.fr/en/
https://en.wikipedia.org/wiki/Notre-Dame_de_Paris
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Saint-Sulpice 
Standing in the Quartier Latin (6th arrondissement), this is the second largest 
church in Paris  – only slightly smaller than Notre-Dame. In 1862, Aristide 
Cavaillé-Coll rebuilt the existing organ (by François-Henri Clicquot): it features 
102 speaking stops on five manuals and pedal, and is considered among the 
most impressive instruments of the romantic French symphonic-organ era. It is 
unsurprising that Widor chose to remain as organist here for sixty-three years, 
from 1870-1933! The first performance of Saint-Saëns’s Requiem took place in 
Saint Sulpice; and Vierne was later assistant here to Charles-Marie Widor.

• church’s website 
• Wikipedia 

https://www.paroissesaintsulpice.paris/visiter-et-decouvrir/
https://en.wikipedia.org/wiki/Saint-Sulpice,_Paris
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La Madeleine
Built in the style of a Greek Temple, La Madeleine was a church frequented 
by the high society of Paris. (It is in the ever-fashionable and expensive 8th 
arrondissement). Saint-Saëns was the regular organist from 1858-77, although 
often asking either Gounod or Widor to “sub” for him), and this is where 
his state funeral was held in December 1921 (including the “Kyrie”, “Rex 
tremendae” and “Oro supplex” from his own Requiem, sung by a choir of 
250 performers). Gounod’s state funeral had also taken place here in October 
1893, but with the vocal music sung unaccompanied, following the composer’s 
wishes. This sparseness must have been the more striking since the pipe organ, 
built by Aristide Cavaillé-Coll in 1845, was one of the best in Paris. Fauré held 
the position of organist here from 1896-1905, with his funeral – like those of 
Gounod and Saint-Saëns before him – taking place in La Madeleine. 

• church’s website 
• Wikipedia 

http://www.eglise-lamadeleine.com/
https://en.wikipedia.org/wiki/La_Madeleine,_Paris
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Saint-Eustache
Situated in the centre of Paris, in the first arrondissement, this church had a 
long history of hosting famous occasions, including the first communion of 
Louis XIV, the baptism and the marriage of Molière, and the funeral of Mozart’s 
mother. It has one of the largest organs in Paris – nearly 8,000 pipes, 101 stops 
and 147 ranks of pipes – which made it an apt choice for the first performance 
of Berlioz’s monumental Te Deum in 1855. Gounod’s Saint Cecilia Mass was 
premiered here later in the same year. The great organ was substantially rebuilt 
in 1989, still with an emphasis on power. 

• church’s website 
• Wikipedia 

https://www.saint-eustache.org/en/
https://en.wikipedia.org/wiki/Saint-Eustache,_Paris
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Basilique de Sainte-Clotilde
This was one of Paris’s newest churches: set in the 7th arrondissement, the neo-
gothic basilica with its tall twin spires opened in 1857. Its organ was built by 
Aristide Cavaillé-Coll, in 1859. César Franck enjoyed it while organist here in 
1859-60. The organ was enlarged in 1933, and electrified in 1962.

• church’s website 
• Wikipedia 

https://www.sainte-clotilde.com/
https://en.wikipedia.org/wiki/Sainte-Clotilde,_Paris
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And a note on Cavaillé-Coll, master organ builder….
Who was Aristide Cavaillé-Coll (1811-1899), and why did his organ building 
revolutionize the use of organs in later nineteenth-century music, and beyond? 
This leading Parisian organ builder, hailing from Montpellier, undertook 
scientific experiments and published the results in scientific journals, to share 
his understanding of the processes of sound production. He wanted to harness 
new powers in the organs he constructed or restructured, and specifically to 
allow the organ to achieve smooth and immediate dynamic changes, akin to a 
symphonic orchestra. Hence, his organs are called “symphonic” because they are 
designed to reproduce and combine the sounds of various instruments, from 
harmonic flute pipe to bassoon and oboe, requiring a vast range of pipes 
(typically some 4,000!). On playing his new Cavaillé-Coll organ, César Franck is 
supposed to have exclaimed, “My new organ? It’s an orchestra!” 

 Cavaillé-Coll realised his ends 
through detailed mechanical 
manipulation of devices to 
suit each instrument’s design, 
working as a hands-on engineer. 
Unfortunately, he was less 
skilled in financial management 
(or perhaps just prioritized 
his musical creations), with 
the result that his business 
had to be bought out in 1898. 
However, his legacy resides in 
the wondrous organs of many 
Paris churches, which leading 
international organists still 
queue up to play. 

programme notes 
by Valerie Worth-StylianouSt Eustache
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Sources and further reading
• Guide to the organs of Paris 
• Guide to fifteen of the wonderful churches in Paris 

Bonnaure, Jacques, Saint-Saëns (Actes Sud: Arles, 2010).

Flynn, Timothy, Charles François Gounod: A Research and Information Guide 
(New York-London: Routledge, 2009). 

Grazia, Donna M. di (editor), Nineteenth-century Choral Music (New York; 
Abingdon: Routledge, 2013), especially chapters by Claire Rowden on 
Gounod and Lesley A. Wright on Saint-Saëns.

Rogers, Brent, “Between Berlioz & Fauré: Camille Saint-Saëns’s Messe de 
Requiem op. 54”, The Choral Journal, 58-10 (May 2018), pp. 10-26.

Smith, Rollin, “Louis Vierne’s dream organ for Notre-Dame Cathedral”, The 
Tracker, vol. 64 (October 2020), pp. 18-25.

https://organsparisn.vhhil.nl/
https://culturezvous.com/15-plus-belles-eglises-de-paris/


28

Summer reading…? Some of the best-known nineteenth-
century poets and novelists depicting Paris
Baudelaire, Charles, Les Fleurs du mal / The Flowers of Evil (see especially 

« Tableaux parisiens » section), collection of poetry first published 1857; 
extended but censored second edition 1861. 

—, Petits poèmes en prose, ou Spleen de Paris / Poems in Prose, collection of 
prose poetry about Paris, published posthumously 1869.

Dumas, Alexandre (the younger), La Dame aux camélias / The Lady of the 
Camellias (source of the plot of Verdi’s La Traviata), published as a novel in 
1848, and adapted as a stage play in 1852.

Flaubert, Gustave, L’Éducation Sentimentale / Sentimental Education, novel 
published in 1869.

Hugo, Victor, Notre-Dame de Paris / The Hunchback of Notre-Dame (set in 
15th-century Paris, around and in Notre-Dame Cathedral), novel published 
in 1831.

Stendhal (pen name of Marie-Henri Beyle) Le Rouge et le Noir / The Red and 
the Black (set in Paris of 1815-30), novel published in 1830.

Süe, Eugène, Les Mystères de Paris / The Mysteries of Paris (created the 
city mystery genre, depicting the urban underworld of the 1840s, and 
championing the need for better legal rights for the poor), novel published 
initially in 90-part serial form, 1842-43.

Zola, Émile La Curée / The Kill (features the contentious demolition of parts of 
old Paris and creation of new Paris, 1850-60), novel published in 1871. 

—, Nana (the life and death of a streetwalker who became a high-class 
prostitute during the 1860s), novel published in 1880.

—, Au Bonheur des dames / The Ladies’ Delight (the opening and development 
of a department store – replacing the church in women’s affections, 
according to Zola!), novel published in 1883.



Texts and translations
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Gabriel Fauré 
Cantique de Jean Racine (choir)

In 1866, at the age of twenty, Fauré composed this setting of a canticle, for the 
occasion of the blessing of the organ at the Church of Saint-Sauveur in Rennes 
(where he was then organist). The words are a translation from Latin into French 
by the great seventeenth-century poet and playwright Jean Racine, who had 
published them in 1687 as part of his version of the Latin Breviary. Interestingly, 
Fauré set only the first three of the four verses of Racine’s lyrical rendering of this 
canticle for Tuesday Matins.

Verbe égal au Très-Haut, notre unique espérance,
Jour éternel de la terre et des cieux,
De la paisible nuit, nous rompons le silence,
Divin Sauveur, jette sur nous les yeux.

O Word equal to the Almighty, our one hope, 
Eternal light of the earth and heavens,
This peaceful night’s silence we break,
Divine Saviour, cast your eyes upon us.

Répands sur nous le feu de ta grâce puissante,
Que tout l’enfer fuie au son de ta voix,
Dissipe le sommeil d’une âme languissante
Qui la conduit à l’oubli de tes lois.

Bestow upon us the fire of your powerful grace,
May all Hell flee at the sound of your voice,
Dispel the slumbers of a tardy soul,
Which leads it to forget your laws.

Ô Christ, sois favorable à ce peuple fidèle
Pour te bénir maintenant rassemblé.
Reçois les chants qu’il offre à ta gloire immortelle,
Et de tes dons qu‘il retourne comblé.

O Christ, show favour to this faithful people
Now gathered together to bless you.
Accept the hymns they offer to your immortal glory,
And may they return blessed beyond measure with your gifts.



31

Charles Gounod 
Messe solennelle de Sainte Cécile

1. Kyrie  
Kyrie eleison, Christe eleison, Kyrie eleison

Lord have mercy, Christ have mercy, Lord have mercy.

2. Gloria
Gloria in excelsis Deo,
Et in terra pax hominibus bonae voluntatis.

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

Laudamus te, benedicimus te, 
Adoramus te, glorificamus te. 
Gratias agimus tibi propter magnam gloriam tuam.
Domine Deus, Rex coelestis, Deus Pater omnipotens, 

We praise you, we bless you, 
We worship you, we glorify you. 
We acknowledge you for your great glory.
Lord God, Heavenly King, Almighty God and Father, 

Domine fili unigenite Jesu Christe, 
Domine Deus, Agnus Dei, Filius Patris, 
Qui tollis peccata mundi, miserere nobis.
Qui tollis peccata mundi, suscipe deprecationem nostram.
Qui sedes ad dexteram patris, 
Miserere nobis, Domine Jesu.

Lord Jesus Christ the only-begotten Son, 
Lord God, Lamb of God, Son of the Father, 
Who takes away the sins of the world, have pity on us.
You who take away the sins of the world, hear our prayer.
You who sit on the right hand of the Father, 
Have pity on us, Lord Jesus.
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Quoniam tu solus sanctus, Tu solus Dominus, 
Tu solus altissimus, Jesu Christe. 
Cum Sancto Spiritu, in gloria Dei Patris, Amen.

For you alone are holy, You alone are the Lord, 
You alone are the Highest, Jesus Christ.
With the Holy Spirit, in the glory of God the Father, Amen.

3. Credo
Credo in unum Deum, Patrem omnipotentem,
Factorem coeli et terræ, visibilium omnium et invisibilium;
Et in unum Dominum, Jesum Christum,
Filium Dei unigenitum, et ex Patre natum ante omnia sæcula ;
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.

I believe in one God, the Father Almighty,
Maker of heaven and earth, of all things visible and invisible;
And in one Lord, Jesus Christ,
The only-begotten Son of God, born of the Father before all ages;
God from God, Light from Light, true God from true God;
Begotten, not made, consubstantial with the Father,
Through whom all things were made;
Who for us men, and for our salvation descended from heaven.

Et incarnatus est de Spiritu Sancto ex Maria Virgine, et homo factus est.
Crucifixus etiam pro nobis sub Pontio Pilato; passus, et sepultus est.

And He was made incarnate by the Holy Ghost from the Virgin Mary, 
and was made man.

He was crucified also for us under Pontius Pilate;  
he suffered and was buried.

Et resurrexit tertia die, secundum Scripturas,
Et ascendit in coelum; sedet ad dexteram Patris.
Et iterum venturus est cum gloria, iudicare vivos et mortuos,
Cuius regni non erit finis.
Et in Spiritum Sanctum, Dominum et vivificantem,
Qui ex Patre Filioque procedit,
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Qui cum Patre et Filio simul adoratur et conglorificatur,
Qui locutus est per prophetas.
Et unam sanctam, catholicam et apostolicam Ecclesiam.
Confiteor unum baptisma in remissionem peccatorum.

And he rose again on the third day according to the Scriptures,
And ascended into heaven; He sits on the right hand of the Father.
And He shall come again, with glory, to judge the living and the dead,
And of His kingdom there shall be no end.
And I believe in the Holy Spirit, the Lord and Giver of life,
Who proceeds from the Father and the Son,
Who, with the Father and the Son, is worshipped and glorified,
Who has spoken through the prophets.
And I believe in one, holy, catholic, and apostolic Church.
I confess one baptism for the remission of sins.

Et expecto resurrectionem mortuorum,
Et vitam venturi sæculi. Amen.

And I look forward to the resurrection of the dead,
And the life of the age to come. Amen.

4. Offertory
[piano solo]

5. Sanctus
Sanctus, sanctus, sanctus, Dominus Sabaoth.
Pleni sunt coeli et terra gloria tua.
Hosanna in excelsis. 

Holy, holy, holy, Lord God of Hosts.
The heavens and earth are filled with your glory.
Hosanna in the highest.

6. Benedictus
Benedictus qui venit in nomine Domini. 
Hosanna in excelsis.

Blessed is he who comes in the name of the Lord 
Hosanna in the highest.
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7. Agnus Dei
Agnus Dei, qui tollis peccata mundi, miserere nobis.

Lamb of God, who takes away the sins of the world, have pity on us.

Domine, non sum dignus ut intres sub tectum meum,
Sed tantum dic verbo, et sanabitur anima mea.

Lord, I am not worthy that You should enter under my roof,
But say only the word, and my soul will be healed.

Agnus Dei, qui tollis peccata mundi, dona nobis pacem. Amen.
Lamb of God, who takes away the sins of the world, give us peace. 

Amen.
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Cesar Franck 
Panis angelicus

The short sacred piece ‘Panis Angelicus’ is in fact one verse from a longer hymn 
(in Latin), the words of which were composed by Saint Thomas Aquinas in the 
thirteenth century, to be sung for the newly-instituted Feast of Corpus Christi. 
This Feast – occurring on a Thursday, some two months after Maunday Thursday 
– focuses on the Holy Eucharist. It emphasizes the celebration of the Eucharist 
as the body and blood of Christ, which is understood by the Catholic Church as 
a reality, not a symbol.

Panis Angelicus fit panis hominum,
Dat panis coelicus figuris terminum:
O res mirabilis! Manducat Dominum 
Pauper, pauper, servus et humilis,
Pauper, pauper, servus et humilis.

The bread of angels is made the bread of men,
The heavenly bread puts an end to symbols:
O wondrous thing!  

The poor – the poor, humble servant – consumes the Lord,
The poor – the poor, humble servant. 
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Camille Saint-Saëns 
Le lever de la lune

The Rising Moon

Ainsi qu’une jeune beauté
Silencieuse et solitaire,
Des flancs du nuage argenté
La lune sort avec mystère.

Like a beautiful young woman,
Silent and solitary,
From beneath the silvery cloud
The moon emerges mysteriously.

Fille aimable du ciel, à pas lents et sans bruit,
Tu glisses dans les airs où brille ta couronne;
Et ton pas sage s’environne
Du cortège pompeux des soleils de la nuit.

Charming daughter of heaven, slowly and making no sound
You glide through the skies where your crown shines;
And around your wise path there gathers
The grand cortege of the suns of the night. 

Que fais-tu loin de nous
Quand l’aube blanchissante
Efface à nos yeux attristés
Ton sourire charmant et tes molles clartés?

What then do you do, far from us,
When the pale light of dawn
Takes from our regretful eyes
Your wondrous smile and your soft gleam? 

Vas-tu comme Ossian, plaintive, gémissante,
Dans l’asile de la douleur
Ensevelir ta beauté languissante?
Fille aimable du ciel, connais-tu le malheur?
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Will you, like Ossian, with mournful moan, 
Bury your vanishing beauty
In the sanctuary of suffering?
Charming daughter of heaven, do you know sorrow?

Maintenant revêtu de toute sa lumière
Ton char voluptueux roule au-dessus des monts;
Prolonge s’il se peut le cours de sa carrière
Et verse sur la mer tes paisibles rayons.

Now bathed again in all its light
Your opulent coach rides above the mountains;
Would that you could make its journey last longer,
And cast upon the sea your peaceful rays.

(An anonymous French reworking of one of the  
Ossian poems by James MacPherson, 1736-96)
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Camille Saint-Saëns 
Messe de Requiem (op.54)

1. Requiem – Kyrie
Requiem aeternam dona eis Domine:
Et lux perpetua luceat eis.

Eternal rest grant unto them, Lord;
And may light everlasting shine upon them.

Te decet hymnus, Deus in Sion;
Et tibi reddetur votum in Jerusalem.
Kyrie eleison, Christe eleison, Kyrie eleison

May a hymn be sung unto You, O God in Zion;
And unto You may a vow be made in Jerusalem.
Lord have mercy, Christ have mercy, Lord have mercy.

2. Dies irae
Dies irae, dies illa solvet saeclum in favilla, 
Teste David cum Sybilla. 

The day of wrath, that day shall dissolve the mortal world in ashes, 
As prophesied by David together with the Sibyl. 

Quantus tremor est futurus, 
Quando judex est venturus, 
Cuncta stricte discussurus. 

How great a trembling there shall be,
When the judge shall come,
And shall judge all things exactingly.

Tuba mirum spargens sonum
Per sepulcra regionum
Coget omnes ante thronum. 
Mors stupebit et natura, 
Cum resurget creatura, 
Judicanti responsura. 
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The trumpet spreading its wondrous sound 
Across the graves in all lands
Shall assemble all before the throne.
Death shall be stunned together with nature,
When humankind shall arise
To answer before the judge.

Liber scriptus proferetur, 
In quo totum continetur,
Unde mundus judicetur. 
Judex ergo cum sedebit, 
Quidquid latet apparebit. 
Nil inultum remanebit. 

The written book shall be brought forth 
In which is contained everything,
By which the world shall be judged. 
And so when the judge shall take His seat,
Whatever is concealed shall appear. 
Nothing shall remain unpunished.

Quid sum miser tunc dicturus? 
Quem patronum rogaturus, 
Cum vix justus sit securus? 

What am I, a wretch, then to say? 
On which advocate shall I call,
When even the righteous is scarcely safe?

3. Rex tremendae
Rex tremendae majestatis, qui salvandos salvas gratis,
Salve me, fons pietatis. 

O King of dreadful majesty who freely saves those deserving to be 
saved, 

Save me, O fountain of mercy. 

Recordare, Jesu pie, quod sum causa tuae viae,
Ne me perdas illa die. 

Remember, merciful Jesus, that I am the reason for your pilgrimage,
Abandon me not on that day.
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Quaerens me, sedisti, lassus, 
Redemisti crucem passus ; tantus labor non sit cassus. 

In seeking me, You sank down, weary, 
You saved me by suffering the cross; let not such toil be in vain.

Juste judex ultionis, donum fac remissionis 
Ante diem rationis. 

Just judge of vengeance, grant forgiveness
Before the day of reckoning. 

Ingemisco tanquam reus, 
Culpa rubet vultus meus, supplicanti parce, Deus. 

I groan as though guilty,
My face reddens with guilt, spare a suppliant, O God.

Qui Mariam absolvisti, et latronem exaudisti, 
Mihi quoque spem dedisti. 

You who forgave Mary Magdalene, and heard the prayer of the thief,
To me also have You given hope. 

Preces meae non sunt dignae, 
Sed tu, bonus, fac benigne, ne perenni cremer igne. 

My prayers are not worthy,
But You, all goodness, show mercy, lest I burn in the everlasting fire.

Inter oves locum praesta; 
Et ab hoedis me sequestra, 
Statuens in parte dextra. 

Among the sheep grant me a place; 
And set me apart from the goats,
Setting me on your right hand.

Confutatis maledictis, flammis acribus addictis, 
Voca me cum benedictis. 

When the damned have been confounded,  
and consigned to the bitter flames, 

Call me together with the blessed. 
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4. Oro supplex
Oro supplex et acclinis, 
Cor contritum quasi cinis. Gere curam mei finis. 

I pray, a suppliant on my knees, 
My heart contrite as ashes. Safeguard my end. 

Lacrymosa dies illa, qua resurget ex favilla
Judicandus homo reus. Huic ergo parce, Deus. 

Weeping shall mark that day, on which shall rise from the ashes 
The guilty man who shall be judged. Then spare him, O God.

Pie Jesu Domine, dona eis requiem. Amen. 
O merciful Lord Jesus, grant them rest. Amen.

5. Hostias
Hostias et preces tibi, Domine, laudis offerimus;
Tu suscipe pro animabus illis, quarum hodie memoriam facimus. 
Fac eas, Domine, de morte transire ad vitam. 
Quam olim Abrahae promisisti, et semini eius. 

Sacrifices and prayers of praise we offer unto You, Lord;
Receive them for the sake of those whom we commemorate today.
Grant them, Lord, from death to pass into life. 
As once You promised to Abraham, and to his seed.

6. Sanctus
Sanctus, sanctus, sanctus, Dominus Sabaoth.
Pleni sunt coeli et terra gloria tua.
Hosanna in excelsis. 

Holy, holy, holy, Lord God of Hosts.
The heavens and earth are filled with your glory.
Hosanna in the highest. 

7. Benedictus
Benedictus qui venit in nomine Domini. 

Blessed is he who comes in the name of the Lord 
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8. Agnus Dei
Agnus Dei, qui tollis peccata mundi,
Dona eis requiem sempiternam.

Lamb of God, who takes away the sins of the world,
Grant them eternal rest.

Lux aeterna luceat eis, 
Cum sanctis tuis in aeternum,
Quia pius es. Amen.

May everlasting light shine upon them,
Together with your saints throughout eternity,
For You art merciful. Amen.
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Louis Vierne 
Messe solennelle (op.16)

1 Kyrie
Kyrie eleison, 
Christe eleison, 
Kyrie eleison.

Lord have mercy, 
Christ have mercy, 
Lord have mercy.

2. Gloria
Et in terra pax hominibus bonnae voluntatis.
Laudamus te, benedicimus te, 
Adoramus te, glorificamus te. 
Gratias agimus tibi, propter magnam gloriam tuam.

And on earth peace to people of good will.
We praise you, we bless you, 
We worship you, we glorify you. 
We acknowledge you for your great glory.

Domine Deus, rex coelestis, Deus pater omnipotens, 
Domine fili unigenite Jesu Christe, 
Domine Deus, agnus Dei, filius patris, 
Qui tollis peccata mundi, miserere nobis.
Qui tollis peccata mundi, suscipe deprecationem nostram.
Qui sedes ad dexteram patris, miserere nobis.

Lord God, Heavenly King, Almighty God and Father, 
Lord Jesus Christ the only-begotten Son, 
Lord God, Lamb of God, Son of the Father, 
Who takes away the sins of the world, have pity on us.
You who takes away the sins of the world, receive our prayer.
You who sit on the right hand of the Father, have pity on us.



Quoniam tu solus sanctus, Tu solus Dominus, 
Tu solus altissimus, Jesu Christe. 
Cum sancto spiritu, in gloria Dei patris, Amen.

For You alone are holy, You alone are the Lord, 
You alone are the Highest, Jesus Christ.
With the Holy Spirit, in the glory of God the Father, Amen.

Translations by Valerie Worth-Stylianou
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Our Musicians
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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.

Alexander Pullinger (counter-tenor)
Alexander Pullinger is a freelance countertenor, teacher and LGBTQ+ 

advocate. He enjoys a variety of stage, solo and choral projects. In April 
he performed Remote From Tumult, a staged solo recital set in post-
apocalyptic London. He has played a range of opera roles, including: Lidio 
(Cavalli L’Egisto, Hampstead Garden Opera, 2021); Armindo (Handel 
Partenope, Hampstead Garden Opera, May 2019); the Sorceress (Purcell 
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Dido and Aeneas, 2017); Ruggiero (Handel Alcina, 2016); Cesare (Handel 
Giulio Cesare, Kent Opera 2016/17); Annio (Mozart La clemenza di Tito, 
Kent Opera 2017); Selene (Jommelli LaDidone, London Handel Festival 
2014); Ottone (Monteverdi L’incoronazione di Poppea, 2017); and Arsamene 
(Cavalli Xerse, Grimeborn 2018 – cover). He was alto soloist in Rossini Petite 
messe solennelle (Oxford 2015, Sardinia 2017); Mozart Requiem; Vivaldi 
Gloria;Handel Israel in Egypt (Summertown Choral Society,Instruments of 
Time and Truth); Handel Queen Anne Ode, Dixit Dominus and Messiah (St 
Davids Cathedral, Wales); and as a postgraduate at Trinity Laban, he played 
Cyrus in a fully-staged production of Handel Belshazzar (Blackheath Halls, 
2014). While a choral scholar at New College (2007-10) under Edward 
Higginbottom, he toured extensively in Europe and the USA,and appeared 
on recordings of Mozart Requiem, Monteverdi Vespers, Haydn Creation 
and the Bach motets. Ensemble work includes projects with Coro Casa 
da Musica (Porto), London Contemporary Orchestra, London Baroque 
Orchestra, London Choral Sinfonia, Binchois Consort, Liedertafel and 
Chamber Choir Ireland, and choral outreach with Armonico Consort and 
Ad Parnassum / L’Offerta Musicale di Venezia.

Alongside his work as a performer, he is in demand as a teacher and 
advocate. He was invited to facilitate a workshop at the Royal Central 
School of Speech and Drama, on designing set and costume with opera 
singers in mind (2020). He also worked as a vocal consultant on Down 
there the seafolk live: a film about gender transition and singing (BFI 
London Film Festival, 2020). His trans advocacy research for Sound 
Connections (professional development bursary, 2020) has already been 
highly influential, receiving coverage from Classical Music UK, Pink 
News and LGBT+ History Month, the British Voice Association and the 
British Association of Performing Arts Medicine, and his work has been 
published in the British Music Collection and the International Choral 
Bulletin. He was asked to deliver presentations for BBC Symphony Chorus 
and Music and Drama Education Expo, and he recently co-authored a 
paper on LGBTQ-inclusive singing education for Music Teacher Magazine 
(June issue, 2022). Several music organisations have used his research to 
inform their diversity and inclusion policies, including Dalcroze UK and 
the Association of British Choral Directors. In view of his recent work, he 
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has expanded his teaching practice to include specialised voice guidance, 
combining his experience as both a classical singing teacher and LGBTQ+ 
advocate to help transgender people use their voices with confidence at any 
stage of their transition. www.alexanderpullinger.co.uk

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 three-time Grammy-nominated Stile Antico for 4 years, performing at 
the 2018 60th Grammy Awards in Madison Square Gardens, New York.

Daniel Tate (bass)
Delighted to be returning to sing with Summertown Choral Society, 

Daniel Tate can be heard performing regularly in concert and recital across 
the country. Daniel’s recent recital programme of English Song from the 
time of the First World War was performed at Steinway Hall (New York, 

http://www.alexanderpullinger.co.uk/
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USA), St Michael’s Highgate (London, Highgate Music Festival) and on 
three separate occasions in Oxford – with excerpts viewed by more than 
25,000 people on Classic FM – and featured as the opening performance 
in a new Oxfordshire concert series initiative, the Akeman Concerts, set 
up to support musicians and country village churches as we emerge from 
the pandemic. 

Daniel currently enjoys an active career in Oxford and London as a 
professional singer and director. He has sung professionally with New 
College and Christ Church Cathedral Choirs, and many distinguished 
choirs in London including BBC Singers, Westminster Cathedral, St Paul’s 
Cathedral, St Bride’s Fleet Street, Chapels Royal at Hampton Court and 
Tower of London, and Oxford Consort of Voices. His bespoke vocal group 
Cantabulous perform regularly as the resident musical entertainment at 
the Oxford and Cambridge Club, curating unique programmes of music 
with interesting Oxbridge connections. Daniel is also a founding member 
of The Davey Consort, based in Dorchester-on-Thames, who sing 16th- and 
17th-century sacred music alongside Gregorian chant, regularly including 
unrecorded repertoire. 

Daniel also teaches singing, violin and music theory at leading schools 
including Bruern Abbey School, and when not singing enjoys playing 
squash for the New College team and performing as the bass guitarist for 
the blues-funk band Reverend Blue.
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The Choir

Sopranos
Jane Amies, Gillian Atkinson, Judith Atkinson, Nicky Boughton, Margrit 

Campbell, Sue Cloke, Lindsey Charles, Rosemary Dearden, Maureen 
Downes, Fiona Duxbury, Jackie Eatock-Taylor, Elizabeth Foster, Jane Foster, 
Sarah Goodman, De Grant, Debbie Hamilton, Philippa Hardman, Angela 
Hassall, Laurie Hedges, Alison Hill, Anna Marshall, Sammy Masuku, 
Gillian Morriss-Kay, Jung Pack, Catrin Roberts, Moira Robinson, Maria 
Scott, Julia Wigg, Valerie Worth.

Altos
Stuart Archard, Anna Ballance, Clare Balme, Diane Benfield, Philippa 

Berry, Caroline Best, Vreni Booth, Judy Brewster, Marie Bridge, Emma 
Britton, Vicky Bullard, Sue Cavanna, Mary Easton, Branwen Ebsworth, 
Karin Eldredge, Elspeth Garman, Gerry Guinan, Sandie Hardaker, Simone 
Irmscher, Elizabeth Johnston, Jayne Joyce, Manda Joyce, Claire Lewis, Rosie 
Lodwick, Meg Movshon, Diana O’Meara, Jo Poulton, Amanda Saville, 
Kirsten Smith, Louise Talbot, Emily Unia, Jackie Weaver.

Tenors
Philip Booth, Jacob Clarke, Iain McLean, Sue Palmer, Sean Wilson.

Basses
Martin Berry, Paul Blaikley, Charles Bridge, Tony Gillman, Tom 

Kempton, Nigel Hamilton, Michael Harrison, Nigel Howells, Jean-Louis 
Metzger, Royston Morgan, Patrick O’Meara, Chris Romney, Roger Sears, 
David Vines, Toby Whitehead, Simon Wratten, Keith Young.
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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://www.summertownchoral.org.uk/2001-2006-spain/
https://www.summertownchoral.org.uk/2007-2009-italy/
https://www.summertownchoral.org.uk/2010-france/
https://www.summertownchoral.org.uk/2011-spain/
https://www.summertownchoral.org.uk/2014-spain/
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


January 2023
St Andrew’s Church

Handel – Coronation Anthems
Haydn– Nelson Mass
with Instruments of Time and Truth

Our next season includes some of my favourite music to sing and conduct. 
Haydn’s fabulous Missa in Angustiis (Mass for troubled Times) has been 
described as arguably his greatest work. The title refers to the havoc 
Napoleon was creating in Europe, with Vienna under direct threat. At 
the time of writing, Nelson landed a stunning victory over Napoleon on 
the Nile, with its vital trade routes to Britain. The timing, and Nelson’s 
subsequent meeting with Haydn in Esterhazy led to the nickname “The 
Nelson Mass”.
I’ve been singing Handel’s sublime Coronation Anthems for almost 40 
years, and lucky enough to have sung them to the Queen twice. The first 
occasion in 1984 was as part of a choir of 700 music students in The Royal 
Albert Hall under the baton of Sir David Willcocks. (I still have an 8 sided 
seating plan from an old typewriter!)..
Another time was 10 years later in The Rudolphinum, Prague with The 
Choir of New College, Oxford and The King’s Consort under Robert 
King. Afterwards, when lined up to meet the Queen and the Duke (who 
didn’t recognise me!), we were so starstruck that many of us wondered 
who the unfamiliar face was with them. It turned out be Václav Havel, 
last president of Czechoslovakia, leader of The Velvet Revolution (the non 
violent toppling of Communism in 1989) and distinguished playwright. 
I’ve tried to make amends for this youthful ignorance by reading some of 
his work. He enjoyed the Handel enormously!
We very much hope to see you on January 21st for this glorious concert of 

Handel and Haydn, and SCS, at their best!
Duncan Saunderson
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	Charles Gounod (1818–93)
	– Saint Cecilia Mass (first performed 1855)

	César Franck (1822–90)
	– Panis Angelicus (first performed 1872)

	Camille Saint-Saëns (1835–1921)
	– Lever de la Lune (composed 1855)
	– Messe de Requiem (first performed 1878)

	Louis Vierne (1870-1937)
	– Carillon de Westminster (composed 1927, first performed 1929)
	– Messe solennelle (composed 1899, first performed 1901)


	The Paris churches – and organs – associated with tonight’s programme
	Notre-Dame de Paris
	Saint-Sulpice 
	La Madeleine
	Saint-Eustache
	Basilique de Sainte-Clotilde
	And a note on Cavaillé-Coll, master organ builder….

	Sources and further reading
	Summer reading…? Some of the best-known nineteenth-century poets and novelists depicting Paris

	Texts and translations
	Gabriel Fauré
Cantique de Jean Racine (choir)
	Cesar Franck
Panis angelicus
	Charles Gounod
Messe solennelle de Sainte Cécile
	1. Kyrie  
	2. Gloria
	3. Credo
	4. Offertory
	5. Sanctus
	6. Benedictus
	7. Agnus Dei




	Camille Saint-Saëns
Le lever de la lune
	Camille Saint-Saëns
Messe de Requiem (op.54)
	1. Requiem – Kyrie
	2. Dies irae
	3. Rex tremendae
	4. Oro supplex
	5. Hostias
	6. Sanctus
	7. Benedictus
	8. Agnus Dei




	Louis Vierne
Messe solennelle (op.16)
	1 Kyrie
	2. Gloria


	Our Musicians

