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•
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Summertown Choral Society was founded in 1961. The choir has been directed 
since 1996 by Duncan Saunderson, and our accompanist, who has also worked 
with us for over 25 years, is Julian Littlewood. We now have a local sponsor, 
Breckon & Breckon of Summertown, and the choir very much appreciates their 
consistent and friendly support.

New members of the choir are always welcome. There is no audition. Our 
rehearsal venue, used by professional ensembles for recording, has one of the 
best acoustics in Oxford. The choir season runs from September to mid-May, 
with two concerts per season. We rehearse on Thursdays from 8.00-9.30pm, 
at St Michael’s Church, Lonsdale Road, Summertown. Rehearsals for our next 
winter concert (see below) will start on Thursday 17 September 2026. For more 
information about the choir, including the repertoire, see the choir’s website: 
www.summertownchoral.org.uk.

To sign up to early email updates about our concerts and other 
events, go to www.summertownchoral.org.uk/mailinglist, or scan 
the QR code here.
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Gioachino Rossini’s Petite Messe solennelle:
‘The final sin of my old age’

Many of us best know Rossini (1792–1868) as the composer of catchy, energetic 
opera melodies, such as Figaro’s aria in The Barber of Seville, or as a supremo 
master of powerful crescendo and accelerando – Hans Zimmer’s score for The 
Lone Ranger borrows Rossini’s orchestral overture to the finale of William 
Tell! Yet Rossini also had a deep respect for the Catholic tradition of sacred 
music in which he had grown up, from the serene Renaissance polyphony of 
Palestrina through to Pergolesi and to Mozart (whom he idolized), and he was 
also interested in the compositions of contemporary composers such as Gounod 
or Meyerbeer and even Liszt. Above all, from both opera house and church, 
Rossini knew the importance of conveying to his listeners the emotion of a story 
or text, however familiar, as we shall hear in the Petite Messe solennelle tonight.

What’s in a name…?
First, a word on the title, since we shall discover the Mass is neither small nor 
solemn. In French Catholic tradition, a ‘solemn mass’ is the technical term for 
one including the full Credo, sung only on Sundays and Feast days. ‘Small’ is 
apt for the scoring for the original performance: twelve singers, accompanied 
by two pianos and a harmonium rather than an orchestra. However, Rossini 
undoubtedly enjoyed the irony of applying the adjective ‘petite’ to a work 
lasting some ninety minutes; and the mood 
is overall affirmative and celebratory rather 
than solemn. The humour is even clearer if 
we remember that the composer classed it 
as the last of his ‘péchés de vieillesse’ (‘sins 
of old age’), his title for the albums of his 
late compositions (c. 1857–68). Most of these 
were for keyboard, and individual pieces 
have such delightfully whimsical titles as 
‘Ouf ! Les Petits Pois’ (‘Phew! The peas’) and 
‘Valse anti-dansante’ (‘Anti-dancing waltz’).



Rossini’s career as a composer 
	 The paradox of the Petite Messe 
is even greater when we consider its 
place within Rossini’s career. Born 
in 1792 into a musical family in the 
small Adriatic seaside town of Pesaro, 
he received formal musical training in 
Bologna, and by his early twenties had 
made a name for himself as a composer 
of operas. Moving from Venice to Naples 
and then Rome (along with successful 
visits to London, Vienna and Paris), he 
was appointed by major opera houses, 
where his triumphs included The Barber of Seville, first performed in Rome 
in 1816. On the one hand, he was prodigiously productive in his twenties and 
thirties, writing some thirty-six operas in eighteen years. Yet on the other 
hand, he frequently waited until the last scheduled minute (or later) to fulfil 
commissions, and had periods of producing very little. In 1824, he secured a 
plum job in Paris as director of the Théâtre-Italien, for which he composed 
William Tell in 1829. 
	 The following year, suddenly and without explanation, Rossini gave up 
composing, and wrote very little music of any sort over the next twenty-five 
years, basing himself mostly in northern Italy, with only occasional visits to 
Paris. Musical historians have hypothesized variously that his retirement was 
due to chronic illnesses, or mental exhaustion, or distress at the political changes 
across Europe, or his complicated personal life. He did complete a beautiful 
Stabat Mater (over ten years, from 1831–41), but his real re-engagement 
with composition coincided with his return to Paris in 1855, together with 
his second – French – wife. Based in an expensive villa at Passy (now in the 
choice 16th arrondissement of Paris), he enjoyed good cuisine (note the ample 
waistline in his portrait!) and hosting musicians and intellectual friends. His 
Saturday evening concerts were renowned social events. While grand opera was 
flourishing in Paris, most of Rossini’s compositions over this last decade of his 
life were chamber pieces for salons. But in 1863 he worked with a new-found 
enthusiasm on one longer piece, not an opera but the Petite Messe solennelle. 



The first performance of the Petite Messe solennelle in 1864
The Petite Messe was conceived for an intimate setting, similar to salon music. 
Rossini was not – at least openly – taking sides in the tussle between secular 
operas and the sacred music that drew congregations to major Parisian 
churches such as La Madeleine. His Mass was written for the consecration of 
the small private chapel at 12 rue Moncey, the residence of his friend Louise 
Rollin (wife of Alexis Pillet-Will, a French banker). It was performed at 10 p.m. 
on March 14, 1864, for a semi-public invited audience, including the Papal 
nuncio. Rossini had been closely involved with rehearsals, turning pages for 
the first pianist, and setting the speed for each movement by nodding his head. 
However, he did not attend the première. Similarly, although he composed 
an orchestral score in 1867, ostensibly to prevent others doing so in his stead, 
the first public performance with orchestra did not take place until 1869, a 
year after his death. 
	 Nonetheless, he was very specific about how the Mass should be performed 
in 1864. The accompaniment comprised a harmonium (a feature of many 
private Parisian residences in the mid-nineteenth century) and two pianos, the 
second reinforcing the first as 
needed – pianos of this period 
being softer and less percussive 
than modern instruments. 
On the original score, Rossini 
specified that there would be 
two singers for each choral part, 
plus four soloists: the soprano 
and alto parts were written for 
the Marchisio sisters (see inset, 
in opera costumes), two of the 
leading singers in Parisian salons 
and operas. One detail that may 
surprise modern audiences: 
the twelve singers were to be of 
‘three sexes, men, women and 
castrati’! While Italian Catholic 
tradition continued to recruit 



castrati for religious music until the ban set in motion by the Pope in 1870 
(finally confirmed in 1903), in post-Enlightenment France, the practice of 
castrating boys was viewed as unnatural, and castrati had accordingly fallen 
from popularity in both operas and devotional music. 
	 Opinions are divided on whether the Petite Messe, a work of amazing 
creativity, was conceived as an elaborate musical joke – from the man who once 
quipped ‘Show me a laundry list and I will set it to music!’ -, or as a sincere act 
of devotion. Probably only Rossini (and God) could know for sure, but here 
are his final thoughts when his composition was complete, in 1863:

‘Dear God, there, it’s finished, this poor little mass. Is it sacred 
music that I have written or damned music? I was born for opera 
buffa [comic opera], as you know well! Scant learning, a little of 
the heart, that’s all there is. Be blessed then, and grant me Paradise.’



Listening to the Petite Messe solennelle this evening

Part (or Act) I of the Petite Messe
With his ingrained training in the structure of operas, Rossini effortlessly 
arranges his Mass so that those listening follow the structure on the level of the 
whole work, and also of each movement. Most build noticeably in intensity – 
rhythmically or harmonically or dynamically, or through a combination of 
all three. The first half of our concert is structured like Act I of a magnificent 
opera. It begins and ends with the full choir ‘on stage’; the middle movements, 
in contrast, use the soloists’ voices to bring out the full range of emotions in 
the unfolding drama. The harmonium provides a liturgical underpinning, 
its distinctively reedy vocal timbre supporting the singers. In contrast, the 
piano accompaniment functions separately: like the orchestra in an opera, it 
introduces, comments on, and concludes movements; and where the choir’s 
parts are smoothly legato, the piano often offsets them with punchy, off-beat 
staccato. However, when the soloists take centre stage, and Rossini gives full 
rein to his operatic lyricism, the piano can weave a supportive partnership 
with the singer. 
	 The Kyrie – a plea to 
God for mercy – starts 
with a dignified, slightly 
plangent introduction in 
A minor, first from the 
piano, its walking bass 
then overlaid by choir and 
harmonium. The choir’s 
notably hushed dynamics 
suggest contemplative 
prayer, a tone sustained 
in the gently soaring lines 
of the Christe eleison. 
Borrowed from a section 
of the Messe solennelle of 
1849 by Rossini’s late friend 

a French harmonium



Louis Niedermayer, this central section uses a Renaissance form, beloved of 
Palestrina: two pairs of voices exactly imitate each other at two bars’ distance 
in a perfect cannon. The return to the Kyrie allows us just to glimpse new 
tunes as the piano leads the conclusion in a new direction – heralding the 
triumphant Gloria. Here, the choir, in largely homophonic blocks of sound, 
proclaim God’s glory fortissimo, before the individual voices of the four soloists 
expand the hymn of praise, moving from duple time into lilting triplets, with 
the choir concluding the movement ‘sotto voce’, in reverential wonder.
	 The next four movements expand the drama. Each soloist – introduced then 
finally escorted away by the piano - brings the operatic beauty of bel canto 
to religious devotion. The Gratias is introduced by the baritone, soon joined 
by the other two lower voices, their poised trio gaining in insistence as each 
voice moves into semi-quaver runs. The operatic Domine Deus features the 
tenor alone. As his embellishments movingly celebrate God’s divine powers, 
the piano’s role is to act as a foil, its dancing triplets highlighting the soloist’s 
sustained confidence that God will hear his worship. The soprano’s and mezzo-
soprano’s shared Qui tollis is poignant, perhaps reminiscent of these voices’ 
duet in Pergolesi’s Stabat Mater. The wrenching harmony of their opening 
slow melody over the piano’s flowing broken arpeggios portrays the sinner’s 
plea for mercy, pleadingly ascending, before quietened, it descends through 
a taut chromatic path to the reassurance of a cadence in F major. Finally, we 
return to the baritone for the Quoniam, which requires the soloist to range 
expansively over nearly two octaves, combining a sense of both intimate prayer 
and public celebration of Christ.
	 How would an opera close such a first act? With a triumphant full chorus – 
and here the first part of the Mass ends with the first of the two great fugues in 
this Mass. Rossini has great fun extracting the maximum musical drama from 
setting the simple 7-word phrase (Cum sancto spiritu in gloria Dei Patris) and 
the concluding Amen. Each voice part joins in with the phrase sequentially, 
twice at 7-bar intervals (an unexpected shortening of the more usual 8-bar 
interval, as the entries dovetail), and then a third and final time (perhaps 
a nod to Trinitarian symbolism?) at a compressed, urgent 4-bar interval. 
And when not singing the phrase, each part sings contrapuntal variations on 
Amen – with the Amen more expansive than the preceding phrase! We are 
literally on tenterhooks for a conclusion, which could have simply followed 



the third (compressed) iteration, but Rosini has a final twist for us: a return 
to a resounding, homophonic Gloria, before a polyphonic flourish of Amens, 
and a short piano coda – the curtain may fall for the interval.

�• Interval •

Piano solo : Rossini’s ‘Première communion’
Before we return to the Petite 
Messe, as a curtain-raiser 
we hear one of Rossini’s 
compositions for piano, 
probably intended for one of 
his Saturday ‘soirées’. In mid-
nineteenth-century France, the 
First Communion, at around 
age 10–12, was a key Catholic 
rite of passage, for which children were prepared spiritually. The girls usually 
wore white gloves, and long white dresses and a veil; the boys either a surplice or 
a dark suit with a white armband. After the Mass, the families would celebrate 
with a lengthy meal. Rossini captures the two phases of the day in this short 
piano piece: first the solemn, dignified atmosphere of the Mass, then a lively 
transition to the festivities, conjured up by a fast waltz! Both written around the 
same time at the end of Rossini’s life, this work shares many stylistic features 
and musical ideas with the Petite Messe, 

Part (or Act II) of the Petite Messe
What can the second Act – the remaining sequence of the Petite Messe – offer? 
A different structure now brings choir and soloists closer together, as both 
alternate in their firm affirmations of the Credo, sung in a tempo unique to this 
work, Allegro Cristiano (!). It is fast and as joyful as the home key of E major. 
The long text of the Creed is given dramatic life by a sequence of alternations: 
successive voices sing, the choir almost chanting liturgically, the soloists 



blending in intricate harmony, while the dynamics range from the softest 
stage whisper to full fortissimo. To sing pianissimo of God the all-powerful 
Father might seem counterintuitive, but it brings a new reverence; and the 
unexpected repetition of ‘Credo’ punctuates the statements, not allowing us 
to forget the movement’s purpose in the Mass. For one phrase, the crucifixion 
and burial, Rossini returns briefly to solo writing, the haunting purity of the 
soprano’s quiet, operatic line punctuated by dotted semi-quavers, as though 
she weeps to recount the moment of supreme sadness. A brief pause, and the 
resurrection is announced triumphantly by all the voices in a swell of sound, 
underscored by a B major chord, before the remainder of the Creed is again 
shared between choir and soloists. Rossini reserves a spectacular conclusion – 
the second fugue of the Mass – for the affirmation of the belief in eternal life. 
He reprises exactly the three-section structure of the ‘Cum sancto’ fugue, too 
good not to repeat, with the most dazzling cascade of fireworks reserved for 
the multiple iterations of Amen. 
	 While singers and audience catch their breath, the piano plays the offertory, 
a late addition to the Mass, borrowed from Rossini’s ‘Album de chaumière’ 
(Cottage Album). It wanders rather introspectively, before the harmonium, 
through a brief ritournelle, brings us back to the singers. The lilting 6/8 rhythm 
and simple unaccompanied melody of the Sanctus convey a calming sense of 
confidence. When the soprano soloist returns for the O salutaris hostia, a hymn 
in praise of the Blessed Sacrament, we are still initially in this same emotional 
territory, but in an operatic setting, for which Rossini again repurposes one 
of his slightly earlier compositions. However, the development of urgency 
towards the end of the solo prepares us for the final movement, the Agnus 
Dei, which opens in a dark, brooding E minor. Initially the writing returns to 
a liturgical alternation, repeated three times, between mezzo-soprano soloist 
and choir: the soloist leads, driving the emotion forward, the choir responds. 
But suddenly, at the Qui tollis, as in an opera, the dramatic intensity rises so 
that the choir, together with the soloist and piano, contributes to the propulsive 
energy of the counterpoint, leading to a stunning modulation to the luminosity 
of E major – the vocal parts marked tutta forza (at maximum volume!). The 
piano concludes, like an orchestra’s final chords, underlining the triumphant 
ending. No wonder that the audience at the first performance was reported 
to have been completely overwhelmed.
� Valerie Worth-Stylianou



Rossini’s Petite Messe solennelle
The Petite Messe solennelle follows the form of the Solemn Mass (i.e. including 
the Credo), usually sung on Sundays and Feast Days, with two additions: the 
Preludio Religioso (Offertory), played on the piano before the Sanctus, and 
the Latin hymn ‘O Salutaris’ for soprano solo after the Sanctus. The words 
of ‘O Salutaris’ use the last two verses of a hymn composed by St Thomas 
Aquinas in the thirteenth century for the Feast of Corpus Christi, honouring 
the Blessed Sacrament. In mid-nineteenth-century French Solemn Masses it 
became conventional to include it. 

1. Kyrie (Soloists and Choir)
Kyrie eleison, 
Christe eleison,  
Kyrie eleison

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

2. Gloria (Soloists and Choir)
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.

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

3. Gratias (Mezzo-Soprano, Tenor and Baritone soloists)
Gratias agimus tibi  
propter magnam gloriam tuam.

We acknowledge you  
for your great glory.

4. Domine Deus (Tenor soloist)
Domine Deus,  
Rex coelestis,  
Deus Pater omnipotens,
Domine fili unigenite Jesu Christe,
Domine Deus, Agnus Dei, Filius Patris,

Lord God,  
Heavenly King,  
Almighty God and Father,
Lord Jesus Christ the only-begotten Son,
Lord God, Lamb of God, Son of the Father,



5. Qui tollis (Soprano and Mezzo-Soprano soloists)
Qui tollis peccata mundi,  
miserere nobis.
Qui tollis peccata mundi,  
suscipe deprecationem nostram.
Qui sedes ad dexteram patris,
Miserere nobis.

You who take 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.

6. Quoniam (Baritone soloist)
Quoniam tu solus sanctus,  
Tu solus Dominus,
Tu solus altissimus, Jesu Christe.

For you alone are holy,  
You alone are Lord,
You alone are the Highest, Jesus Christ.

7. Cum sancto spiritu (Soloists and Choir)
Cum Sancto Spiritu,  
in gloria Dei Patris,  
Amen.

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

8. Credo (Soloists and Choir)
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.
Et incarnatus est  
de Spiritu Sancto ex Maria Virgine,  
et homo factus est.

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

9. Crucifixus (Soprano soloist)
Crucifixus etiam pro nobis sub Pontio 
Pilato; 
Passus, et sepultus est.

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



10. Et resurrexit (Soloists and Choir)
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,
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.
Et expecto 
resurrectionem mortuorum,
Et vitam venturi sæculi. Amen.

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

11. Preludio Religioso (Offertory) – piano; Ritornello - harmonium

12. Sanctus and Benedictus (Soloists and Choir)
Sanctus, sanctus, sanctus,  
Dominus Sabaoth.
Pleni sunt coeli et terra gloria tua.
Hosanna in excelsis.
Benedictus qui venit in nomine Domini.
Hosanna in excelsis.

Holy, holy, holy,  
Lord God of Hosts.
The heavens and earth are filled with your glory.
Hosanna in the highest.
Blessed is he who comes in the name of the Lord.
Hosanna in the highest.

13. O Salutaris (Soprano soloist)
O salutaris Hostia,
Quae coeli pandis ostium: 
Bella premunt hostilia,
Da robur, fer auxilium.

O saving Victim, 
Who opens the door of heaven,
Hostile wars press,
Give strength, bring help.

14. Agnus Dei (Mezzo-Soprano soloist and Choir)
Agnus Dei,  
qui tollis peccata mundi, 
Miserere nobis,
Dona nobis pacem. 

Lamb of God,  
who takes away the sins of the world, 
Have pity on us.
Give us peace.
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Summertown Choral Societyconducted by  Duncan Saunderson

A Celebration of English Melody
Music by Ralph Vaughan Williams,his friends Holst & Finzi, and his teachers Parry, Stanford & Wood

Duncan Saunderson (conductor)
Duncan graduated from the Guildhall School of Music and Drama as a countertenor in 1985. 
Since then, he has sung under some of the finest choral conductors in the world.
In 1990, Duncan was appointed Countertenor Lay Clerk in the Choir of New College, Oxford, 
before retraining as a bass. For almost twenty-five years he sang six evenings a week during 
term under Professor Edward Higginbottom, Oxford University’s first Professor of Choral 
Music and internationally renowned trainer of boys’ voices. With this choir he recorded more 
than fifty discs, including Best Selling Classical disc and Best Early Music disc (International 
Gramophone Awards 1998/2008), and toured the USA, Japan, Australia and most of Europe.
	 Duncan has conducted SCS since 1996. He combines singing and conducting with singing 
teaching in London and Oxfordshire, where he has taught one of the ‘Olivers’ for the West 
End. In September 2022, Duncan was appointed Director of Music in the wonderful acoustic 
of St. Michael and All Angels, Summertown, Oxford.
	 Duncan’s musical experience has been rich and diverse. He has arranged Cuban jazz for 
voices; provided music for a Saracens rugby match interval; sung Beatles arrangements in 
the English Music Festival, Palestrina in The Sistine Chapel, and Coronation Anthems to 
Queen Elizabeth II; and sung the role of Pilate with the Hilliard Ensemble in Bach’s St. John 
Passion. He has performed to the Pope and the Archbishop of Canterbury and sung on film 
soundtracks. Since 2014 Duncan has conducted the Nicaraguan Misa Campesina or ‘Peasant 
Mass’ each year in Oxford for the Oxford/León (Nicaragua) town twinning association. 
With the ensemble Liedertafel, he has given regular and critically acclaimed concerts with 
the world-famous countertenor James Bowman, members of Stile Antico, and the author/
reader Colin Dexter, creator of Inspector Morse, in Oxford and London. 
	 Conducting SCS since 1996, highlights and treasured memories are too numerous to 
mention! Duncan is always interested in new members joining SCS and is looking forward to 
next year’s exciting programmes of Mozart, Handel and Vivaldi, with SCS and Instruments 
of Time and Truth. 

Summertown Choral Society

8pm, Saturday 2nd February

St Barnabas Church

Jericho, Oxford

£12 (under-16s free)

www.ticketsoxford.co.uk

www.summertownchoral.org.uk

Duncan Saunderson, conductor

Emma Kirkby, soprano    

Christopher Watson, tenor    Stephen Burrows, countertenor     

David Lea, tenor    Tom Edwards, bass    George Coltart, bass

with the Summertown Players, on period instruments (leader Simon Jones)

J. S. Bach
St John Passion

Murder, Morse  
& Mozart

8pm, Saturday 15th June
St Barnabas Church
Jericho, Oxford

£12 (under-16s free)
www.ticketsoxford.co.uk

www.summertownchoral.org.uk

Mozart Requiem
and works by Schubert, George Dyson, 
Charles Wood, Geoffrey Bush  
and Bruce Montgomery 
(alias Edmund Crispin)

Summertown Choral Society
conducted by 
Duncan Saunderson
Sarah Dacey, soprano
Daniel Laking, countertenor
David Lee, tenor
Tom Edwards, bass
Julian Littlewood, piano & organ

with 
The Summertown Players

Choral music from Oxford detective fiction

SCS - June 2013 poster (Murder, Morse & Mozart).indd   1 13/05/2013   22:14:28

Summertown Choral Societyconductor: Duncan Saunderson

Liszt Missa Choralis 

Dvořák   Six Moravian Songs
and works by 
Brahms 

Tchaikovsky Clara Schumann

piano: 
Julian Littlewood

Sat 20th May, 7.30pmSt Andrew’s ChurchLinton Road, Oxford, ox2 6ug
£15 (under-16s free)www.ticketsoxford.co.ukwww.summertownchoral.org.uk

Helen Ashby, soprano 

Stephen Taylor, counter-tenor

Alastair Putt, tenor 

Tom Edwards, bass

8.00 p.m.

Saturday 19th May

St Barnabas Church

Cardigan St, Jericho

 Tickets £10 (£8)

tickets@summertownchoral.org.uk 

Wine will be served during the interval

Stravinsky: Mass

Pearsall: Requiem

Tavener: Funeral Ikos

Mozart: Laudate Dominum, Ave Verum Corpus

Pitoni: Cantate Domino

with the 

Summertown Players

Summertown Choral Society

directed by Duncan Saunderson



Soloists

Louise Wayman (soprano)
Louise Wayman, originally from Dorset, studied at the 
Wales International Academy of Voice with Dennis 
O’Neill and Nuccia Focile. Previously she studied at 
Birmingham Conservatoire with Christine Cairns, 
winning prizes for Oratorio, English Song, Lieder, 
Opera and Recitals. She has many solo opera credits 
with Birmingham Conservatoire, Birmingham Opera, 
Midland Opera, Northern Opera Group and Manchester 
Opera Ensemble, as well as singing with the choruses of 
Wexford Festival Opera and Opera North. She has sung across Europe with ensembles such 
as Polyphony, Ex Cathedra, Collegium Vocale Gent and the BBC Singers.
	 Solo engagements have included Handel’s Messiah, Mozart’s C Minor Mass and Exsultate 
Jubilate, Haydn’s Creation and Nelson Mass, Bach’s St John Passion, St Matthew Passion and 
Mass in B Minor, Bach’s cantatas including 199 Mein Herz Schwimmt im Blut and 51 Jachzet 
Gott in Allen Landen, Poulenc’s Gloria, Vaughan Williams’ Sea Symphony and modern works 
including the recent London premiere of Rick Birley’s Advent Carol Succession.
	 Louise also works as an administrator and fundraiser for Diocese of Leeds Music, helping 
ensure the continuation of singing and keyboard provision for over 6,000 children a week. 
She is represented for oratorio work by Ann Ferrier Artists.

Ruby Bak (mezzo-soprano)
Mezzo-soprano Ruby Bak is a recent graduate from the 
Royal Academy of Music under the tutelage of Marcus 
van den Akker and Joseph Middleton. Ruby was gratefully 
supported by ABRSM as one of their scholars for her studies, 
and is a trusted Josephine Baker artist. Whilst completing 
her undergraduate music degree at King’s College London, 
Ruby actively contributed to the Chapel Choir, performing 
in prominent British performance venues and festivals, 
including St John’s Smith Square, St Paul’s Cathedral and 
the English Music Festival. 
	 As an oratorio soloist, Ruby has performed the alto solos in Bach’s St Matthew Passion 
under the baton of Jonathan Willcocks, Bach’s St John Passion in Bath Abbey, Handel’s 
Messiah, Rachmaninov’s All Night Vigil, sung the Angel in The Dream of Gerontius, and 
the alto solo in the chamber premiere of Holst’s The Cloud Messenger, accompanied by 
the English Chamber Orchestra. Beyond choral works, Ruby is deeply involved in opera, 
embodying roles such as Miss Jessel in The Turn of the Screw (Britten), L’Enfant in L’Enfant 
et les Sortilèges (Ravel) and toured the role of Hänsel in Hänsel and Gretel (Humperdinck) in 



Venice and neighbouring cities alongside the King’s College London Symphony Orchestra. 
Her most recent opera endeavours saw her portray the role of Fox in Janacek’s The Cunning 
Little Vixen and the title role in Carmen in opera scenes at the Royal Academy.

Samuel Rose (tenor)
Sam Rose is a British tenor, described as having a ‘soaring 
tenor voice’, currently studying with Andrew Heggie at the 
Royal Northern College of Music. He began singing at the 
age of seven as a chorister, later becoming Head Chorister 
at Radley College, where he received several awards and 
performed in cathedrals across England. He went on to join 
Oxfordshire Youth Musical Theatre, performing leading 
roles including Judas (Jesus Christ Superstar) and Curly 
(Oklahoma!). 
	 Now based in Manchester, Sam regularly sings as a soloist and ensemble member in 
cathedrals and churches across England. His operatic roles and highlights include Bastien 
(Bastien und Bastienne), Lechmere (Owen Wingrave), Trouffaldino (L’Amour des trois 
oranges), Chorus (Krishna, Grange Park Opera), and Tamino in a scene from The Magic 
Flute. His concert repertoire includes Handel’s Messiah, Mozart’s Requiem, Michael Haydn’s 
Requiem, Mendelssohn’s St Paul and J. S. Bach’s Matthew Passion.

Harrison Robb (baritone)
British Baritone Harrison Robb is a graduate of the Royal 
Academy of Music, where he received his MA in Vocal 
Studies. He also has a BA in Music with first-class honours 
from the University of Bristol. Harrison is currently part 
of the Royal Academy Opera School, learning with Alex 
Ashworth and Anna Tilbrook. His studies are generously 
supported by the Norman Ayrton Award, the Champniss 
Foundation, and the Sybil Tutton Award from Help 
Musicians UK.
	 Harrison most recently performed the role of Escamillo in Bizet’s Carmen with Royal 
Academy Opera, previously performing as Ananias in Britten’s Burning Fiery Furnace. 
In Opera Scenes he has presented the roles of Germont in La Traviata, Rangoni in Boris 
Godunov, Sam in Trouble in Tahiti, Eddie in Greek, Nardo in La Finta Giardiniera and 
Masetto in Don Giovanni. As a soloist, Harrison has performed a wide range of oratorio 
nationwide, including Handel’s Messiah, Verdi’s Requiem and Vaughan-William’s Five 
Mystical Songs. In 2024 he received the Audience Prize at both the Ashburnham English 
Song Awards and the Dean and Chadlington Summer Music Festival. You can keep up to 
date with Harrison’s news and upcoming performances on Instagram and Facebook at 
HarrisonRobbBaritone.



The Choir

Soprano
Gillian Atkinson, Judith Atkinson, Nicky Boughton, Margrit Campbell, Lindsey 
Charles, Sue Cloke, Fiona Crosse, Tilly Dearden, Jane Foster, Sarah Goodman, 
De Grant, Debbie Hamilton, Phillipa Hardman, Angela Hassall, Laurie Hedges, 
Alison Hill, Jo Lucas, Anna Marshall, Gillian Morriss-Kay, Jung Pack, Rumi 
Ringshall, Moira Robinson, Bernadette Ross, Maria Scott, Ulrike Tillmann, 
Miriam Tillmann-Morris, Rachel Turney, Ailsa White, Julia Wigg, Debbie Wilson, 
Helen Woodward Davies, Valerie Worth

Alto
Stuart Archard, Anna Ballance, Clare Balme, Diane Benfield, Caroline Best, 
Louise Bradbury, Claire Bray, Marie Bridge, Emma Britton, Alison Broadbent, 
Vicky Bullard, Sue Cavanna, Diana Chandler, Gilly Chapman, Alison Crowther, 
Elizabeth Dale, Mary Easton, Karin Eldredge, Rosemary Foot, Mary Fox, Caroline 
Higginbottom, Kate Howles, Manda Joyce, Mary Kinnear, Rosie Lodwick, Helen 
McShane, Meg Movshon, Diana O’Meara, Frances Pattman, Rosalind Philps, 
Helen Pooley, Jo Poulton, Felicity Record, Amanda Saville, Angela Seger, Kirsten 
Smith, Louise Talbot, Jackie Weaver, Suzanne Williams

Tenor
Alastair Dent, Sam Hill, William James, Peter Jennings, Julia Miles, Sue Palmer, 
John Paramore, Richard Stone, Sean Wilson

Bass
Matt Bannerman, Clive Booth, Charles Bridge, Chris Bunch, Nigel Champness, 
Anthony Comfort, Jonathan Crawshaw, Jonathan Crowther, Tony Gillman, Nigel 
Howells, Simon Hunt, Tom Kempton, Iain McLean, Jean-Louis Metzger, Patrick 
O’Meara, Roger Sears, Tim Stevenson, Alun Thomas, Robin Wilson, Simon 
Wratten



Accompanists
Julian Littlewood (piano)
Julian combines interests in academic and practical music. He was organ scholar at St Peter’s 
College, Oxford, before completing a PhD in Music Analysis which was later published as The 
Variations of Johannes Brahms. He has been active on the Oxford musical scene and beyond 
for some 30 years as pianist, organist and conductor. As well as having been accompanist at 
Summertown Choral Society for more than 25 years now, he is organist at Wadham College, 
Oxford. He is also a graphic designer for Oxford University Press, and has regularly designed 
the posters and concert programmes for the choir.

Peter Lynan (harmonium)
Peter Lynan began his musical life as a cathedral chorister and organ scholar in Liverpool, 
studying with Ian Tracey. He read music at Oxford, specialising in the music of eighteenth-
century Britain. He is General Editor of the distinguished scholarly edition Musica Britannica. 
His publications include two volumes for that series, and essays in Studies in English Organ 
Music (Routledge, 2018), and in British Music, Musicians and Institutions, c.1630–1800 (Boydell, 
2021) of which he is co-editor. His edition of Maurice Greene’s oratorio Jephtha, made for a 
BBC performance of the work – the first since the composer’s 1737 premiere – was recorded by 
the Early Opera Company and released by Chandos in 2025. His history of the huge Willis III 
organ in Liverpool Cathedral will be published in October 2026 to mark the centenary of 
that instrument.
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