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ne of the many delights of being Artistic Director of America’s
oldest continuously performing arts organisation, the Handel
and Haydn Society, is that I am given the opportunity to present most
of our concert season at Boston’s glorious Symphony Hall. Built in
1900, it is principally the home of the Boston Symphony Orchestra,
but it has been our primary performance home since 1900 as well, and
it is considered by many, with some justification I would add, to be
one of the finest concert halls in the world. It is that classic ‘shoebox
style’ reminiscent of the Musikverein in Vienna; the acoustics are
quite superb and, despite its size – c.2500 capacity – perfect for
playing on period instruments.
On this live recording, we present a programme devoted to our namesake, Haydn. Having
completed our cycle of his Paris symphonies (COR16104, COR16113, COR16139, COR16148,
COR16158 & COR16168), we are now focusing on some of his outstanding Masses but set
alongside a symphony reflecting the sentiments of the Mass. The ‘Theresienmesse’ is one
of Haydn’s last masses but completely different in character to either the ‘Harmoniemesse’
(COR16176) or the ‘Nelson Mass’ (COR16181); it is much more intimate and lyrical. The tone
is set right from the opening Kyrie with its subtle, tender discourse between the soloists, strings
and a hushed chorus. But, like all Haydn, there is invention and variety in abundance; we need
only look at the Credo and revel in its three contrasting movements, from the almost archaic
opening, to Haydn at his very best in the profound tranquillity of the Et incarnatus, before we
are plunged into the rhythmic buoyancy of the Et resurrexit culminating in a celebration of
youthful exuberance in an extraordinarily vivid fugue at ‘Et vitam venturi saeculi’. Unlike the
‘Nelson Mass’ , the soloists have parity and our quartet so enjoyed the pastoral quality of the
Benedictus punctuated with firm affirmations of faith by the chorus. Haydn is always full of
surprises and the Agnus Dei is the biggest surprise of them all. A loud unison opening verging
on the harsh; it’s powerful, it’s heartfelt and, even when a piano does arrive, the dramatic
energy is still maintained. Then the tension is released and, again, we have the genius of Haydn
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exploding in sheer brilliance with trumpet fanfares heralding in the Dona nobis pacem, only
to be punctuated by soft lyrical utterances from our quartet of soloists. The great man inspires
us at every juncture.
And he continues to surprise us with the aptly nicknamed ‘Drumroll’ Symphony No. 103. This is
one of Haydn’s 12 ‘London’ symphonies composed between 1791 and 1795 when London was the
indisputable musical capital of Europe. Its musical life fascinated Haydn and he clearly enjoyed
not only the fact that he was writing for a paying audience, but also the press and their daily
music criticism – something which didn’t happen on the continent. Symphony No. 103 is one of
the longest and its opening is distinctive and daring – it’s also unique, it opens with a drumroll.
I gave our timpanist, Jonathan Hess, free reign to be inventive and come up with something
dramatic to introduce the ominous Dies irae-like motif from the orchestra’s bass section. He
didn’t disappoint and when it returns later in the movement it is even more surprising. Haydn’s
love of Eastern European folk music is clearly evident in the second movement; I am constantly
astounded by Haydn’s textural variety and this set of variations is simply sublime. The woodwind
writing is exquisite and the violin solo is free and cheeky and, in the hands of Aisslinn Nosky,
made even more wistful. The Menuet and Trio are typically rustic, combining moments of
yodeling with singing clarinets, and then a finale of pure genius. Horn calls introduce a single
theme on which Haydn constructs a whole movement of ingenuity and brilliance.
I feel very privileged to have taken this august Society into its Bicentennial; yes, the Handel
and Haydn Society was founded in 1815. Handel was the old, Haydn the new (he had just
died in 1809), and what we can do is continue to perform the music of the past but strip away
the cobwebs and reveal it anew. This recording of music by Haydn was made possible by
individuals who are inspired by the work of the Handel and Haydn Society. Our sincere thanks
go to all of them.
This recording has been made possible
through the generous support of the following:
Peacewoods Charitable Fund
Peter G. Manson & Peter A. Durfee
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Joseph Haydn (1732–1809)
Symphony No. 103 in E flat major ‘Drumroll’, Hob.I:103
1 Adagio – Allegro con spirito		
10.09
2 Andante più tosto Allegretto		
10.27
3 Menuet & Trio
		 5.37
4 Finale: Allegro con spirito		
5.27
Mass in B flat major ‘Theresienmesse’, Hob.XXII:12
5 Kyrie 			
5.49
6 Gloria in excelsis deo		
2.37
7 Gratias agimus tibi 			
6.42
8 Quoniam tu solus sanctus
2.57
9 Credo in unum Deum		
1.51
bl Et incarnatus est 			
3.26
bm Et resurrexit 			
4.22
bn Sanctus 			
2.20
bo Benedictus 			
5.48
bp Agnus Dei qui tollis peccata mundi
2.38
bq Dona nobis pacem			
3.49
		

Total running time
4

74.02

Joseph Haydn (1732–1809)
Symphony No. 103 in E flat major ‘Drumroll’, Hob.I:103
Mass in B flat major ‘Theresienmesse’, Hob.XXII:12
The death of Prince Nikolaus Esterházy in
1790 brought an important change in the life
of his court music director, Joseph Haydn.
Haydn had served the Esterházys for nearly
30 years, and even now, as he approached his
sixties, had scarcely ventured outside the 50mile triangle between Vienna and the Prince’s
country palaces at Eisenstadt and Eszterháza.
Nikolaus’s successor Anton did not share his
father’s enthusiasm for music, however, and
disbanded the court music, retaining Haydn
only in a titular capacity. It was now, as public
eagerness to see the man acknowledged
as the greatest living composer grew ever
stronger, that the London-based impresario
and orchestra-leader Johann Peter Salomon
took the opportunity to engage Haydn for
a residency at his concert series in Hanover
Square. Haydn accepted, and by early 1791
he was in England, being fêted in a way that
he could never have imagined back home.

The concerts were hugely successful with the
public and critics alike, Haydn made friends
in all ranks of society, and was awarded an
honorary doctorate by Oxford University.
The personal reactions of this wheelwright’s
son to this celebrity status in a foreign land
can only be guessed – though he did admit
to feeling silly in the gown he had to wear to
receive the doctorate – but it is clear that the
whole adventure of this visit, which lasted
until the summer of 1792, and of a second
trip in 1794-5, had a rejuvenating effect that
was to fuel his creative powers not only while
he was there, but for the next decade as well.
Central to Haydn’s fame in England were
his 12 ‘London’ symphonies (Nos. 93-104),
state-of-the-art examples of the genre which
achieved a new gestural breadth and revelled
in the sonorities of Salomon’s large orchestra.
All were superb products of the sophisticated
symphonic thinking in which Haydn had no
5

rival at this time, but No. 103 (first performed
on 2 March 1795) is in many ways the most
striking of them; indeed its very opening, a
single ominous drumroll, must have shocked
and intrigued its first listeners, and no doubt
they would also have been surprised by the
sinisterly creeping slow introduction which
follows. Any misgivings would have been
dispelled, however, by the arrival of the main
body of the movement, not in the minor as
the introduction may have led us to believe,
but jauntily in the major. A sneaky reference
to material of this introduction, speeded up
as part of the second theme, may have passed
unnoticed, and so upbeat is the nature of the
music that even a more explicit statement of
it in the course of the central development
section could easily have been missed. Not
so, however, its final appearance towards the
end of the movement, this time returned to
its original tempo and heralded, as at the
start, by a sobering drumroll.

both being derived from Croatian folk tunes,
and this kinship, combined with the fact
that one is in the minor and the other in the
major, results in an effect like subtle shifts of
light. The Menuet is grandly laid out, though
not without pleasing rusticisms of its own,
and is complemented by a gently bucolic
central Trio warmly tinged by clarinets.
To end, there is one of Haydn’s finest finales,
a generously proportioned but thematically
economical sonata movement built
largely on developments and contrapuntal
combinations of a tiny opening theme
and the elegant five-note horn-call which
accompanies it, all carried out with a deftness,
vibrancy and resourcefulness that rivals the
finale of Mozart’s ‘Jupiter’ Symphony.
In the second half of the 1790s and early 1800s,
then, life for Haydn was good. The London
visits had made him a wealthy man, he had
taken a townhouse in Vienna for the first
time in decades, and was basking in the
esteem and recognition he had acquired
as Europe’s most famous and venerable
composer. In the light of all this, he could
have been forgiven if in his final years he

The second movement is in one of Haydn’s
most characteristic forms, the double
variation set, in which two themes are varied
in alternation. Here they are closely related,
6

had contented himself with composing a few
trifles, happy to live off the reputation he had
made for himself in an astonishingly vast
and varied corpus of works. Yet Haydn was
still full of adventure. While in London he
had heard Handel’s oratorios performed on a
giant scale in Westminster Abbey, and drawn
from them the inspiration to come home and
compose two rich and uplifting oratorios
of his own, The Creation and The Seasons.
And in his principal remaining duty for the
Esterházys – the apparently unpromising
one of composing a mass-setting to mark
the name-day each September of the
Prince Nicolaus II’s wife, Princess Marie
Hermenegild – he found a new vehicle for
his boundless creative energy. His London
symphonies were his last, but between 1796
and 1802 he produced six sacred choral
masterpieces of truly symphonic breadth
and vigour.

that it was actually composed for her. But
while there is no certain proof of it, there
seems little reason to think that this Mass
was not the one composed to be performed
before Marie Hermenegild and her husband
on the morning of 8 September 1799 in the
Bergkirche, the church in the grounds of the
Eisenstadt palace. That afternoon there were
further festivities: the Esterházy employee
Joseph Carl Rosenbaum recorded in his
diary that “at about 3 o’clock we looked in
on the banquet in the grand hall, 54 persons
strong. There were many healths drunk, each
announced by trumpets and drums from the
gallery and by the thunder of cannon in front
of the castle. The Prince also drank Haydn’s
health, to general concurrence… They were
at table until 5 o’clock, but real merriment
was lacking despite 80 items to eat and
all sorts of wines.” Perhaps the weather,
recorded as being unseasonably cold, had
got to them.

The so-called ‘Theresienmesse’ was the
fourth of these great masses. Its nickname
comes from the fact that a copy of it was
acquired for the library of the Empress Marie
Therese, thus giving rise to the supposition

The ‘Theresienmesse’ is set for four solo
singers, choir, and an orchestra boasting
clarinets – not at that time a regular presence
in the Esterházys’ orchestra – instead of the
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more customary oboes. They bring with
them a distinctive gunmetal sonority, and
indeed, within the strong contrasts that are
a feature of this Mass there is frequently
a sense of military noise. Its kinship to
the ‘London’ symphonies is also quickly
revealed, for the Kyrie begins with a slow
introduction of the sort that had opened
not just the ‘Drumroll’ but all but one of
the others as well. Like them, this Adagio
prologue delivers some striking dramatic
contrasts while also making anticipations
of some of the thematic material to come
in the Allegro section that follows straight
on from it. Here that material includes
a gentle hint at the subject that will drive
the fugue for the words ‘Kyrie eleison’ and
a more explicit preview of the jauntier
motif to be used for ‘Christe eleison’. In the
Allegro these appear as separate themes in
separate keys, just as in the first movement
of a sonata or symphony, but after the fugal
‘Kyrie’ has returned to power the music
forward, this compositionally sophisticated
movement – aptly described by Haydn
scholar H.C. Robbins Landon as “a fusion

of the symphonic style, sonata form, fugue
and overall tripartite form” – closes with a
dignified resumé of the introduction.
The Gloria is in three sections. The first, in
triple time, has the chorus singing over
a vigorously dancing accompaniment
interrupted only by the hushed minorkey music of ‘Et in terra pax’ and some
exuberantly
blasted-out
fanfares
at
‘benedicimus te’ and ‘adoramus te’. When this
music has wound itself down the soloists
begin a new section with a warmly relaxed
setting of ‘Gratias agimus tibi’. Tension
gradually builds, however, and when the
choir rejoins at ‘Qui tollis peccata mundi’,
worrisome violin triplets come with them to
lend the music a sternly penitent mood that
does not loosen its disquieting grip until the
return of celebrations at ‘Quoniam tu solus
sanctus’. There is time for a quick ‘Amen’
fugue (based on the first seven notes of the
‘Quoniam’ music) before the movement ends
in untroubled elation.
The Credo is more straightforward in
conception. It opens with a fast-running
8

song-like approach. The Benedictus, however,
opens out into music of beguiling lyrical
expansiveness and warmth, with the soloists
spinning their lines in intimate imitation of
each other, the strings elegantly filling the
gaps, and the choir lending fulsome and
loving support. There is a classic Haydnesque
inspiration, too: set in G major, this is the first
movement in the Mass not to be grounded
in B flat, but when, halfway through, it finds
its own way to the work’s home key, the
trumpets and drums are briefly allowed to
join in and mark the moment.

section in which, over a bustling
accompaniment, the text is swiftly declaimed
by the choir in almost breezy business-like
fashion. (Indeed, Haydn, probably setting
the text from memory, accidentally missed
out the words ‘et in unum Dominum Jesum
Christum filium Dei unigenitum’!). A
dramatic change comes at ‘Et incarnatus
est’: dealing as it does with the birth, death
and burial of Christ, this is traditionally the
expressive core of the Mass, and is set here
in the unusual key of B flat minor, with the
choir and the clarinets silenced and the
trumpets and drums only appearing briefly
towards the end, softly and sinisterly at the
words ‘passus et sepultus’. The ‘Et reurrexit’,
however, turns things round in an instant,
recalling the efficient manner of the first
section (though not without imparting
forceful emphasis to the words ‘iudicare vivos
et mortuos’ on the way) before culminating
in a delirious fugue.

Quick contrasts come again in the final
movement. The first part stays in G, though
this time in the minor for three severe
declamations of ‘Agnus Dei’, but in reality
this is another slow introduction, setting up
a return to B flat for the final section, ‘Dona
nobis pacem’. Here joy and exuberance rule
again, to the point of inviting some parting
tantaras from the trumpets and drums.
Perhaps Haydn was looking forward to the
afternoon’s cannon practice.

For the brief Sanctus, Haydn eschews the high
processional manner favoured by Mozart and
others, opting in the main for a gentler, more

© Lindsay Kemp
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HAYDN
Mass in B flat major ‘Theresienmesse’, Hob.XXII:12
Mary Bevan soprano, Catherine Wyn-Rogers mezzo-soprano,
Jeremy Budd tenor, Sumner Thompson baritone
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KYRIE

Kyrie eleison.
Christe eleison.
Kyrie eleison.

Lord, have mercy on us.
Christ, have mercy on us.
Lord, have mercy on us.

6 GLORIA in excelsis Deo

Gloria in excelsis Deo.
Et in terra pax hominibus bonae voluntatis.
Laudamus te, benedicimus te,
adoramus te, glorificamus te.

Glory be to God on high.
And on earth peace to men of good will.
We praise You, we bless You,
we worship You, we glorify You.

7 Gratias agimus tibi

Gratias agimus tibi
propter magnam gloriam tuam.
Domine Deus, rex caelestis,
Deus Pater omnipotens.
Domine Fili unigenite, Jesu Christe.
Domine Deus, Agnus Dei, Filius Patris.
Qui tollis peccata mundi,
miserere nobis.

We give thanks to You
for Your great glory.
Lord God, heavenly King,
God the Father almighty.
O Lord, the only-begotten Son, Jesus Christ.
Lord God, Lamb of God, Son of the Father.
You who takes away the sins of the world,
have mercy upon us.
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Qui tollis peccata mundi,
suscipe deprecationem nostram.
Qui sedes ad dexteram Patris,
miserere nobis.

You who take away the sins of the world,
receive our prayer.
You that sit at the right hand of the Father,
have mercy upon us.

8 Quoniam tu solus sanctus
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 most high, Jesus Christ.
With the Holy Spirit
in the glory of God the Father.
Amen.

9 CREDO in unum Deum
Credo in unum Deum
Patrem omnipotentem,
factorem caeli et terrae,
visibilium omnium et invisibilium.
Et ex Patre natum ante omnia saecula.
Deum de Deo, lumen de lumine,
Deum verum de Deo vero,
genitum, non factum,
consubstantialem Patri,
per quem omnia facta sunt.
Qui propter nos homines
et propter nostram salutem
descendit de caelis.

I believe in God
the Father almighty,
maker of heaven and earth,
and of all things visible and invisible.
Begotten of His Father before all worlds.
God of God, light of light,
very God of very God,
begotten, not made,
being of one substance with the Father,
by whom all things were made.
Who for us men
and for our salvation
came down from heaven.
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bl Et incarnatus est

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

bm Et resurrexit

Et resurrexit tertia die,
secundum scripturas,
et ascendit in caelum,
sedet ad dexteram Dei 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 saeculi.
Amen.

And was incarnate by the Holy Ghost
of the Virgin Mary and was made man.
And was crucified also for us
under Pontius Pilate;
He suffered and was buried.

And the third day He rose again
according to the scriptures;
and ascended into heaven
and is seated at the right hand of God the Father,
and He will come again with glory
to judge both the living and the dead;
whose kingdom shall have no end.
And I believe in the Holy Ghost,
the Lord and giver of life,
who proceeds from the Father and the Son;
who with the Father and Son together
is worshipped and glorified;
He has spoken through the Prophets.
And I believe in one holy, catholic
and apostolic church.
I acknowledge one baptism
for the remission of sins.
And I look for the resurrection of the dead,
and the life of the world to come.
Amen.
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bl SANCTUS

Sanctus, sanctus, sanctus
Dominus Deus Sabaoth.
Pleni sunt caeli et terra gloria tua.
Hosanna in excelsis.

Holy, holy, holy
Lord God of hosts.
Heaven and earth are full of Your glory.
Hosanna in the highest.

bm BENEDICTUS

Benedictus qui venit in nomine Domini.
Hosanna in excelsis.

Blessed is He that comes in the name of the Lord.
Hosanna in the highest.

bn AGNUS DEI qui tollis peccata mundi
Agnus Dei,
qui tollis peccata mundi,
miserere nobis.

bo Dona nobis pacem
Dona nobis pacem.

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

Grant us peace.
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Harry Christophers
Appointed Artistic Director of the Handel
and Haydn Society (H+H) in 2008, Harry
Christophers began his tenure with the 20092010 season and has conducted H+H each
season since September 2006, when he led
a sold-out performance in the Esterházy
Palace at the Haydn Festival in Eisenstadt,
Austria. Leading up to the organisation’s
2015 Bicentennial, Christophers and H+H
embarked on an ambitious artistic journey
with a showcase of works premiered in the
United States by H+H since 1815, education
programming, community outreach activities
and partnerships, and the release of a series of
recordings on the CORO label.

Sara Mohr-Pietsch to produce a book
published by Faber entitled A New Heaven:
Choral Conversations.

He is an Honorary Fellow of Magdalen
College, Oxford, as well as the Royal Welsh
College of Music and Drama, and has
Honorary Doctorates in Music from the
Universities of Leicester, Northumbria,
Canterbury Christ Church and Kent. He
was awarded a CBE in the 2012 Queen’s
Birthday Honours.

Harry Christophers is also Principal Guest
Conductor of the Granada Symphony
Orchestra and a regular guest conductor
with the Academy of St Martin in the Fields.

Handel and Haydn Society
Preise der Deutschen Schallplattenkritik
(German Record Critics Awards), the coveted
Gramophone Award for Early Music, and the
prestigious Classical Brit Award (2005) for his
disc entitled Renaissance. In 2009 he received
one of classical music’s highest accolades, the
Classic FM Gramophone Awards Artist of
the Year Award; The Sixteen also won the
Baroque Vocal Award for Handel Coronation
Anthems, a CD that in addition received a
2010 Grammy Award nomination.

Christophers is known internationally as
founder and conductor of the UK-based
choir and period-instrument orchestra,
The Sixteen. He has directed The Sixteen
throughout Europe, America, and the
Asia-Pacific region, gaining a distinguished
reputation for his work in renaissance,
baroque, and 20th- and 21st-century music.
In 2000 he instituted The Choral Pilgrimage,
a tour of British cathedrals from York to
Canterbury. He has recorded over 150 titles
for which he has won numerous awards,
including a Grand Prix du Disque, numerous

In 2018 with The Sixteen he won a Royal
Philharmonic Society Music Award. Away
from the concert hall, he has recently
collaborated with BBC Radio 3 presenter
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engaging, accessible, and broadly inclusive
music education to over 10,000 children each
year through in-school music instruction
and a Vocal Arts Program that includes six
youth choruses.

The Handel and Haydn Society (H+H)
is internationally acclaimed for its
performances of baroque and classical music.
Based in Boston, H+H’s Period Instrument
Orchestra and Chorus delight more than
50,000 listeners each year with a nineconcert subscription series at Symphony
Hall and other leading venues in addition
to a robust program of intimate events
in museums, schools, and community
centres. Under the leadership of Artistic
Director Harry Christophers, the ensemble
embraces historically informed performance,
bringing classical music to life with the same
immediacy it had the day it was written.
Through the Karen S. and George D. Levy
Education Program, H+H also provides

Founded in Boston in 1815, H+H is the oldest
continuously-performing arts organisation
in the United States, and is unique among
American ensembles for its longevity,
capacity for reinvention, and distinguished
history of premieres. H+H began as a choral
society founded by middleclass Bostonians
who aspired to improve the quality of
singing in their growing American city. They
named the organisation after two composers
– Handel and Haydn – to represent both the
old music of the 18th century and what was
then the new music of the 19th century. In
17
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Mary Bevan enjoys huge success in baroque,
classical, and contemporary repertoire, and
appears regularly with leading orchestras
and ensembles around the world. She was
awarded an MBE in the 2019 Queen’s
Birthday Honours. She is a winner of the
Royal Philharmonic Society’s Young Artist
Award and UK Critics’ Circle Award for
Exceptional Young Talent in Music.
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In addition to its subscription series, tours,
and broadcast performances, H+H reaches
a worldwide audience through ambitious
recordings including the critically acclaimed
Haydn The Creation, the best-selling Joy
to the World: An American Christmas, and
Handel Messiah, recorded live at Symphony
Hall under Christophers’ direction.

the first decades of its existence, H+H gave
the US premieres of Handel’s Messiah (1818),
Haydn’s The Creation (1819), Verdi’s Requiem
(1878), and Bach’s St Matthew Passion (1879).
Between 2014 and 2016, H+H celebrated
its Bicentennial with two seasons of special
concerts and initiatives to mark two centuries
of music making. Since its founding, H+H
has given more than 2,000 performances
before a total audience exceeding 2.8 million.

Mary Bevan soprano

She has performed roles such as Rose Maurrant
in Weill’s Street Scene, Zerlina in Mozart’s
Don Giovanni, Susanna and Barbarina in
Mozart’s Le nozze di Figaro, the title role
in Rossi’s Orpheus, Bellezza in Handel’s Il
Trionfo del Tempo e del Disinganno, Eurydice
in Offenbach’s Orpheus in the Underworld
for opera houses such as Teatro Real, Opéra
de Monte-Carlo, Royal Danish Opera, the
Royal Opera House, Covent Garden, English
National Opera, Garsington Opera Festival
and Adelaide Festival.

Mary’s recordings include her art song
albums The Divine Muse and Voyages
with pianist Joseph Middleton under
Signum Records, Handel’s Queens under
Signum Classics, Mendelssohn songs for
Champs Hill Records, Vaughan Williams
Symphony No.3 and Schubert Rosamunde
with the BBC Philharmonic.

On the concert platform, she has performed
with the BBC Symphony, BBC Concert
Orchestra at the Proms, CBSO, OAE and
AAM, among others.
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Jeremy Budd tenor

Catherine Wyn-Rogers has appeared
with the Three Choirs, Edinburgh, and
Aldeburgh festivals, and also at the BBC
Proms, where she was a memorable Last
Night soloist. She has performed in concert
with Leonard Slatkin, Bernard Haitink, Sir
Andrew Davis, Sir Colin Davis, Gennady
Rozhdestvensky, Sir Charles Mackerras, Sir
Roger Norrington, David Zinman, Peter
Oundjian, Edward Gardner, and Zubin
Mehta. She sang Erda (Das Rheingold and
Siegfried) and Waltraute (Götterdämmerung)
in Valencia and Florence with Zubin Mehta;
appeared at the Lyric Opera of Chicago
as Sosostris in The Midsummer Marriage,
and made her debut for the Teatro alla
Scala as Mrs Sedley in Peter Grimes. For
English National Opera, she has appeared
in Madama Butterfly, War and Peace,
La Gioconda, The Handmaid’s Tale, The
Rape of Lucretia, and Deborah Warner’s
productions of St John Passion and Messiah.
She has had a close relationship with the
Royal Opera House, Covent Garden, and
made her debut with the Metropolitan
Opera as Adelaide in Arabella. Recent

Born in Hertfordshire, Jeremy started
out as a chorister at St Paul’s Cathedral in
London before going on to study at the
Royal Academy of Music. Since finishing
his studies he has been much in demand
on the concert platform, predominantly for
his baroque repertoire. Jeremy has worked
with many of the foremost conductors in
this field including Sir John Eliot Gardiner,
Harry Christophers, Sir Roger Norrington,
Sir Charles Mackerras, Paul McCreesh, John
Butt, Bernard Labadie and Jeffrey Skidmore.
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Catherine Wyn-Rogers mezzo-soprano

concert engagements include Semele in
London and Vienna with Ivor Bolton, Sea
Pictures with the BBC National Orchestra of
Wales, and Das Lied von der Erde with the
Melbourne Symphony Orchestra.
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He is featured on the 2016 Grammynominated recording of Monteverdi’s
Vespers by Harry Christophers and The
Sixteen. Notable performances have
included a tour of Monteverdi’s Vespers
of 1610 with Harry Christophers and
The Sixteen, an abridged performance of
Bach’s St Matthew Passion in collaboration
with Streetwise Opera and The Sixteen,
Monteverdi madrigals with Jonathan
Cohen and Arcangelo in Wigmore Hall,
a tour of Bach’s Christmas Oratorio with
Masaaki Suzuki and the Orchestra of the

Age of Enlightenment, Bach’s St Matthew
Passion with Paul McCreesh and the
Gabrieli Consort, and Monteverdi Vespers
with the Handel and Haydn Society, both
in Boston and at the Metropolitan Museum
of Art in New York.
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Sumner Thompson baritone
Sumner Thompson has been hailed as “the
real thing” by The Cleveland Plain Dealer and
praised for his “elegant style” by The Boston
Globe. He has appeared on operatic stages
from Boston to Copenhagen, including the
Boston Early Music Festival’s productions
of Conradi’s Ariadne and Lully’s Psyche and
in the title role of Monteverdi’s Orfeo with
Contemporary Opera Denmark.
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He has performed as a concert soloist
with many leading ensembles, including
the Britten-Pears Orchestra, the National
Symphony, the Boston Early Music Festival,
Apollo’s Fire, Pacific Baroque Orchestra, Les
Boreades de Montreal, Mercury Baroque,
Les Voix Baroques, Boston Baroque, and
Tafelmusik, and is a soloist on Handel and
Haydn Society’s recordings of Handel’s
Messiah and Haydn’s Harmoniemesse and
Nelson Mass all on CORO.
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