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message, despite using biblical texts. There is 
no mention of the name of Christ in Brahms’s 
text, though his words are quoted. Indeed, 
this caused trouble with the music director 
at Bremen, Carl Martin Rheinthaler, when he 
first considered the Requiem for performance, 
writing to Brahms:

Already the second number indicates the prediction 
of the return of the Lord, and in the last number; but 
in the last number but one there is express reference 
to the mystery of the resurrection of the dead ‘we 
shall not all sleep’. For the Christian mind, however, 
there is lacking the point on which everything turns, 
namely the redeeming death of Jesus. 

Brahms’s response – as a religious sceptic, 
yet one who prided himself on his intimate 
knowledge not only of the Luther Bible, but 
also of what he called his ‘heathen texts’ of 
the Apocrypha – was blunt: he chose the 
particular texts ‘because I am a musician, 
because I needed them and because I cannot 
dispute or delete a “from henceforth” from 
my revered poets’. The texts, therefore, are as 
much of cultural significance – representing 
literary value and musical potential – as they 
are theological statements (something that 
has made the work especially suitable for 
interdenominational expressions of collective 
mourning and reflection).

Brahms took immense care with his text, 
which is a significant spiritual and literary 

‘An English Requiem’ was the name given by 
the composer and scholar George Alexander 
Macfarren in his notes to the first full British 
performance of Brahms’s Ein deutsches 
Requiem, sung in English on 2 April 1873 by the 
Philharmonic Society of London at St James’s 
Hall. (The Requiem had been premiered five 
years earlier at Bremen Cathedral with the 
composer conducting; the fifth movement with 
soprano solo was added subsequently, and the 
whole work was given its first full performance 
at the Leipzig Gewandhaus on 18 February 
1869 under Carl Reinecke.) Brahms’s text is in 
German; Macfarren states that:

To render the title of this work in analogous language 
would be to call it an English Requiem for the 
name signifies that the music is set to words in 
the vernacular of the country in which it was first 
performed; and, in like manner it is with an English 
version of these words that the composition is 
brought before an English public.

But Macfarren was also alluding indirectly to the 
work’s great individuality. Not only did Brahms 
set his work in German, but he also eschewed 
the usual Requiem Mass text, instead choosing 
passages from the Luther Bible that expressed 
his personal religious feelings. These texts 
would have been as familiar to English listeners 
as they were to their German contemporaries. 
Above all, they stress the comforting of the 
living, not the judgment of the dead. Nor 
does Brahms entirely embrace the Christian 
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Despite some initial critical reservation, 
the Requiem was soon eagerly sought out 
by choral societies, and there are records 
of its being given around thirty times 
between the full premiere in Leipzig and the 
1873 Philharmonic Society performance. 
Indeed, the Philharmonic’s was not the first 
performance in England: it had been sung 
two years earlier on 7 July 1871 in a private 
performance in London with reduced forces, 
using Brahms’s four-handed arrangement 
of the work in lieu of an orchestra, which 
suggests impatience at the tardiness of the 
Philharmonic Society.

Records show that the choir was of about 
30 voices; the piano duettists were the 
veteran English composer and pianist Cipriani 
Potter and Kate Loder, a prominent pianist 
at the Royal Academy of Music, who, with 
her husband, the leading surgeon Sir Henry 
Thompson, were the hosts of the evening at 
their home in Wimpole Street. The performance 
was conducted by Julius Stockhausen, who 
sang the baritone part, as he had at the 
premiere under Brahms, and the soprano was 
Anna Regan (later Anna Shimon Regan).*  

* The sources are identified and discussed by the 
present author in ‘The “London Version” of Ein 
deutsches Requiem: Further Perspectives’, The 
American Brahms Society Newsletter, Vol. XXXIII, 
No 2 (Fall 2015), pp. 1–6. 
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also referring to a first and the funeral march 
of the second movement. By the following 
summer, 1866, the composition was completed, 
records revealing intense work through the 
spring. The first three movements of the work 
were premiered in Vienna on 1 December 1867.

Such an original concept must have come about 
by stages. Indeed, Brahms’s youthful friend Albert 
Dietrich recalls that the second movement’s 
march originated in the second movement of 
a discarded sonata for two pianos that Brahms 
wrote in 1854 and then orchestrated, though it is 
not clear whether the choral melody yet existed 
in the instrumental original. Brahms also let slip 
to the choral conductor Siegfried Ochs that ‘the 
entire work was based on a chorale melody, 
present in the second movement and the 
opening of the first,’ which Ochs – not Brahms 
– identified as ‘Wer nur den lieben Gott lässt 
walten’ (‘If thou but suffer God to guide thee’ 
in Catherine Winkworth’s well-known English 
version). Since Brahms had written several works 
in the German Lutheran tradition of chorale 
variation and harmonisation in the intervening 
decade, it seems likely that the concept of the 
Requiem found its origin as a modern expression 
within this tradition. But it is not clear whether 
the work was a long-considered requiem 
for Brahms’s beloved mentor Schumann, or 
stimulated by the death of his mother in February 
1865, only shortly before the first mention of the 
work to Clara – or, ultimately, neither. 

with fugues, albeit Brahms utilises traditional 
fugal devices in entirely new and often dramatic 
ways, each quite different. And at a deeper 
level, the work is unified both by key relationship 
and thematic features. Its tonal scheme shows 
a systematic exploration of keys to reflect the 
textual contrasts, while the huge conclusion 
on the chord of C major at the end of the 
massive fugue of movement 6 gives shape 
to the work’s culmination by imposing a great 
sense of anticipation for the celebratory last 
movement. Here Brahms finally moves to the 
radiant key of A major – the upper mediant of 
the work’s F major tonality – to linger on the text 
‘that they rest from their labours, and that their 
works follow after them’ (by contrast earlier 
in the Requiem Brahms widely emphasises 
the lower mediant, as in movement 1, where 
‘They that sow in tears’ comes in D flat major). 
And the soprano figure at the very first choral 
passage ‘Blessed are they’ serves as a unifying 
motive throughout the work, present in many 
forms: indeed, it introduces the last movement, 
inverted into a new and commanding theme for 
‘Blessed are the dead’. 

Unfortunately, virtually nothing is known of 
the conception and growth of the Requiem. 
The first reference comes in a letter to Clara 
Schumann dated ‘April 1865’ in which Brahms 
encloses a choral movement from ‘a kind of 
German Requiem’ on which he is working, and 
he mentions it as the ‘fourth’ in a following letter, 

achievement in itself. He selected his texts 
from sixteen chapters in ten books from the 
Old and New Testaments, and two from the 
Apocryphal writings – texts of varying length, 
from single lines to extended passages; 
only the texts of movements 4 and 7 are 
taken entirely from one source. The theme 
of consolation dominates the opening and 
closing movements. The opening thought is 
one of the most familiar of all Christian texts, 
the second of the Beatitudes in St Matthew’s 
Gospel, almost at the beginning of the New 
Testament. This thought finds fulfilment in 
movement 7, ‘Blessed are they that die in 
the Lord from henceforth’ from the Book of 
Revelation. Nos 2, 3 and 6 are more complex 
sectional movements that contrast doubt 
and pessimism with affirmatory visions of 
confidence in the divine. Movements 4 and 5 
give the work a calm reflective centre: a vision 
of heavenly dwelling in No 4, and the promise 
of reunification with loved ones, symbolised 
in the love and comfort of a mother, set for 
soprano solo and chorus in No 5.

In turn, the textual structure enables musical 
unity. Most notably, Brahms returns at the close 
of No 7 to the music of the first movement, 
matching the two texts beginning ‘Selig’ 
(‘Blessed’). These internal textual links and 
contrasts are expressed musically in many 
ways in the various movements; for example 
the longest movements, Nos 2, 3 and 6, all end 
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ignored not only the literal translation of 
Luther’s (and Brahms’s) ‘des Herrn’ – ‘of the 
Lord’ – but also the same wording in the 
King James Bible, in favour of ‘of Christ’: 
a dogmatic liberty, but one that would not 
have surprised its first Victorian hearers. 
Nevertheless, this version still renders the 
German well, and any minor infelicities are 
justified by the immediacy that the vernacular 
brings for English-speaking listeners, an 
immediacy that would once have been taken 
for granted in a religious work, before such 
works became widely known to British 
audiences in their original versions, largely 
through broadcasting and recording.

© 2017 Michael Musgrave

Michael Musgrave’s study Brahms: A German 
Requiem was published by CUP in 1996; he 
is currently joint editor of the forthcoming 
edition of the work for the Johannes Brahms 
Gesamtausgabe (Henle Verlag).

the score has been edited by Joseph Fort and 
Michael Musgrave to achieve something closer 
to an effective realisation of the work through 
this medium. Perhaps most immediately 
noticeable to those familiar with Brahms’s 
four-handed arrangement is the deletion of 
the piano doubling of the chorus at the very 
opening entry ‘Blessed they … are they that 
mourn’; also of the lightly accompanied choral 
passage in movement 2 ‘Now therefore be 
patient O my brethren’; and of the baritone 
solo ‘Lord, make me to know the measure 
of my days’ at the opening of movement 3; 
elsewhere adaptations are less obvious, as in 
Brahms’s re-conception of the blending of the 
soprano solo in movement 5 with the magical 
orchestration he weaves around it, that must 
be simplified to avoid obscuring the beauty of 
the solo. Other parts of the orchestral score 
have also been inserted: for example, in the 
third movement, the continuation of the horn 
part from bar 19 after the entry of the choir 
‘Lord, make me to know’.

We also follow the example of Macfarren’s 
argument for performance in the vernacular, 
using the text he cites: that of the second 
English translation (‘New Edition’) of E.M. 
Traquair, revised by R.H. Benson, published by 
the original publishers of the work, Rieter-
Biedermann of Leipzig and Winterthur, and 
widely used until the early twentieth century. 
Interestingly, in movement 2,these translators 

Though this format – piano (four hands) with 
choir and soloists – has subsequently become 
known by association as the ‘London Version’, 
this title is purely informal and had no explicit 
authority from Brahms, who never made a 
four-handed transcription of the orchestral 
part, but only the independent piano duet 
arrangement of the whole work, published 
in 1869, and the piano reduction in the vocal 
score for rehearsal. Nor, apparently, was this 
‘version’ repeated in this form until recent 
times. Nonetheless, it has a certain authority 
in view of Stockhausen’s direction (he also 
notified Brahms of the performance) and the 
fact that Brahms had himself written various 
works combining piano duet with voices. Piano 
duet was a medium in which Brahms excelled 
(he made four-handed arrangements of many 
of his instrumental works) and was central 
to the culture of home music-making, where 
arrangements were the norm and expected; 
other performances with reduced forces are 
also mentioned at the time. 

However, the medium does pose challenges to 
performers. Since the four-handed arrangement 
is not a transcription of the orchestral parts 
– nor even an elaboration of the solo piano 
reduction in the vocal score – but a highly 
idiomatic reconception of the whole work, 
the arrangement has to be amended for 
performance with voices, something Brahms 
never undertook. For the present recording, 



 Selig sind, die da Leid tragen, denn sie sollen 
getröstet werden.

Die mit Tränen säen, werden mit Freuden 
ernten. 
Sie gehen hin und weinen und tragen edlen 
Samen, und kommen mit Freuden und 
bringen ihre Garben.

 
Denn alles Fleisch es ist wie Gras und alle 
Herrlichkeit des Menschen wie des Grases 
Blumen. 
Das Gras ist verdorret und die Blume 
abgefallen. 
 
 
So seid nun geduldig, lieben Brüder, bis auf 
die Zukunft des Herrn. 
Siehe ein Ackermann wartet auf die köstliche 
Frucht der Erde und ist geduldig darüber, 
bis er empfahe den Morgenregen und 
Abendregen. 
So seid geduldig.

 

Aber des Herrn Wort bleibet in Ewigkeit. 

 

Texts & translations

The redeemed of the Lord shall return 
again, and come rejoicing unto Zion; joy and 
gladness everlasting, these shall be their 
portion, and tears and sighing shall flee from 
them.

Isaiah 35:10

3 Lord, make me to know the measure of my
days on earth, to consider my frailty, that I 
must perish. 
Surely, all my days here are as an handbreadth 
to Thee, and my lifetime is as naught to Thee. 
Verily, mankind walketh in a vain show, and 
their best state is vanity.  
Man passeth away like a shadow; he is 
disquieted in vain; he heapeth up riches, and 
cannot tell who shall gather them. 
Now, Lord, O what do I wait for? My hope is 
in Thee. 

Psalm 39:4-7

But the righteous souls are in the hand of 
God, nor pain nor grief shall nigh them come.

Wisdom of Solomon 3:1

1 Blessed are they that mourn: for they shall
have comfort.

Matthew 5:4

They that sow in tears shall reap in joy. 
Who goeth forth and weepeth, and beareth 
precious seed, shall doubtless return with 
rejoicing, and bring his sheaves with him. 

Psalm 126:5-6

2 Behold, all flesh is as the grass, and all the
goodliness of man is as the flower of grass.  
For lo, the grass with’reth, and the flower 
thereof decayeth.

1 Peter 1:24

Now, therefore, be patient, O my brethren, 
unto the coming of Christ. 
See how the husbandman waiteth for the 
precious fruit of the earth, and hath long 
patience for it, until he receive the early rain 
and the latter rain. 
So be ye patient.

James 5:7

But yet the Lord’s word endureth for ever.

1 Peter 1:25

Die Erlöseten des Herrn werden wieder 
kommen, und gen Zion kommen mit 
Jauchzen; ewige Freude wird über ihrem 
Haupte sein; Freude und Wonne werden sie 
ergreifen, und Schmerz und Seufzen wird weg 
müssen.

 
Herr, lehre doch mich, daß ein Ende mit mir 
haben muß, und mein Leben ein Ziel hat, und 
ich davon muß. 
Siehe, meine Tage sind einer Hand breit vor 
dir, und mein Leben ist wie nichts vor dir. 
Ach wie gar nichts sind alle Menschen, die 
doch so sicher leben. 
Sie gehen daher wie ein Schemen, und machen 
ihnen viel vergebliche Unruhe; sie sammeln und 
wissen nicht wer es kriegen wird. 
Nun Herr, wes soll ich mich trösten? Ich hoffe 
auf dich. 

Der Gerechten Seelen sind in Gottes Hand 
und keine Qual rühret sie an.



Wie lieblich sind deine Wohnungen, Herr 
Zebaoth! 
Meine Seele verlanget und sehnet sich nach 
den Vorhöfen des Herrn; mein Leib und Seele 
freuen sich in dem lebendigen Gott. 
Wohl denen, die in deinem Hause wohnen, 
die loben dich immerdar.

Ihr habt nun Traurigkeit; aber ich will euch 
wieder sehen und euer Herz soll sich freuen, 
und eure Freude soll niemand von euch 
nehmen. 

 
Sehet mich an: Ich habe eine kleine Zeit Mühe 
und Arbeit gehabt und habe großen Trost 
funden. 

 
Ich will euch trösten, wie einen seine Mutter 
tröstet.

Denn wir haben hie keine bleibende Statt, 
sondern die zukünftige suchen wir. 

Texts & translations

Lo, I unfold unto you a mystery. 
We shall not all sleep when he cometh, but 
we shall all be changed in a moment, in 
the twinkling of an eye, at the sound of the 
trumpet.  
For the trumpet shall sound, and the dead 
shall be raised incorruptible, and all we shall 
be changed.  
Then, what of old was written, the same shall 
be brought to pass. 
For death shall be swallowed in victory!  
Grave, where is thy triumph?  
Death, O where is thy sting? 

1 Corinthians 15:51-52, 54-55

Worthy art Thou to be praised, Lord of honour 
and might, for Thou hast earth and heaven 
created, and for Thy good pleasure all things 
have their being, and were created.

Revelation 4:11

7 Blessed are the dead which die in the Lord
from henceforth.  
Saith the spirit, that they rest from their 
labours, and that their works follow after 
them. 

Revelation 14:13

4 How lovely is Thy dwelling place, O Lord of
Hosts! 
For my soul, it longeth, yea fainteth for the 
courts of the Lord; my soul and body crieth 
out, yea, for the living God. 
O blest are they that dwell within Thy house; 
they praise Thy name evermore.

Psalm 84:1-2, 4

5  Ye now are sorrowful; howbeit, ye shall again
behold me, and your heart shall be joyful, and 
your joy no man taketh from you.

John 16:22

Look upon me; ye know that for a little time 
labour and sorrow were mine, but at the last 
I have found comfort.

Ecclesiasticus 51:27

Yea, I will comfort you, as one whom his own 
mother comforteth.

Isaiah 66:13

6 Here on earth have we no continuing place;
howbeit, we seek one to come.

Hebrews 13:14

Siehe, ich sage euch ein Geheimnis.  
Wir werden nicht alle entschlafen, wir werden 
aber alle verwandelt werden; und dasselbige 
plötzlich, in einem Augenblick, zu der Zeit der 
letzten Posaune. 
Denn es wird die Posaune schallen, und die 
Toten werden auferstehen unverweslich, und 
wir werden verwandelt werden. 
Dann wird erfüllet werden das Wort, das 
geschrieben steht:  
Der Tod ist verschlungen in den Sieg.  
Tod, wo ist dein Stachel!  
Hölle, wo ist dein Sieg! 

 
Herr, du bist würdig zu nehmen Preis und 
Ehre und Kraft, denn du hast alle Dinge 
erschaffen, und durch deinen Willen haben sie 
das Wesen und sind geschaffen.

Selig sind die Toten, die in dem Herrn sterben, 
von nun an. 
Ja der Geist spricht, daß sie ruhen von ihrer 
Arbeit; denn ihre Werke folgen ihnen nach.

English text prepared by E.M. Traquair and revised by 
R.H. Benson



Joseph Fort is the College 
Organist & Director of the 
Chapel Choir, and Lecturer 
in Music at King’s College 
London. He took up this 
position in September 2015, 
upon completing his PhD at 
Harvard University, and is 
equally active as a conductor 

and musicologist. Joseph is responsible for 
chapel music at King’s, conducting the choir in 
the weekly Eucharist and Evensong services 
during term. He has broadcast as a conductor 
and organist on BBC Radio 3 and Radio 4, and 
on US radio. His conducting debut with Britten 
Sinfonia in 2017 met with acclaim from The 
Times. Festival conducting appearances across 
the world include the Festival de México, the 
White Nights Festival of St Petersburg, the 
Montreal Organ Festival, and the conventions of 
the American Guild of Organists and the Royal 
Canadian College of Organists. In demand as 
a chorus master, he has assisted John Eliot 
Gardiner and Roger Norrington, and enjoys a 
warm association with the Cambridge University 
Symphony Chorus, working with the choir in its 
2016–17 and 2017–18 seasons. During his time 
in America, Joseph conducted several choirs in 
the Boston area, and served for several years as 
the Resident Conductor of the Harvard-Radcliffe 
Collegium Musicum.

The Choir of King’s College London is one of 
the leading university choirs in England. Following 
the founding of King’s in 1829, the present 
chapel was added in 1864, designed by George 
Gilbert Scott. Under the guidance of the College 
Organist, William Henry Monk, the chapel was 
equipped with a new ‘Father Willis’ organ, and a 
choir established to lead the worship. From this 
point, choral music has formed an integral part of 
worship at the university. The choir has existed in 
its present form since 1945, and today consists 
of some thirty choral scholars reading a variety 
of subjects. 

The choir’s principal role at King’s is to provide 
music for chapel worship, with weekly Eucharist 
and Evensong offered during term, as well as 
various other services. Services from the chapel 
are frequently broadcast on BBC Radio; the 
Epiphany Carol Service was broadcast on Radio 
3 in January 2017. The choir also regularly sings 
for worship outside the university, including at 
Westminster Abbey and St Paul’s Cathedral. 

In addition, the choir gives many concert  
performances. Recent festival appearances  
in England include the Spitalfields Festival,  

Oundle International Festival, and the Christmas  
Festival at St John’s Smith Square. In June  
2017 it joined forces with Britten Sinfonia to  
give the UK premiere of Samuel Barber’s 
The Lovers (chamber version) at Kings 
Place. The choir tours widely, with recent 
destinations including Canada, France, 
Germany, Hong Kong, Italy, and the USA. In 
July 2017 it served as choir-in-residence for 
the northeast convention of American Guild 
of Organists and Royal Canadian College of 
Organists in Montreal.

The choir has made many recordings, and 
enjoys an ongoing relationship with Delphian 
Records. Following some twenty years under the 
leadership of David Trendell, the choir has been 
directed since 2015 by Joseph Fort.

© David Arruda

Joseph’s research focuses on music and dance 
in the eighteenth century; he is currently 
completing a monograph on Haydn and 
minuets, and has published in the journal 
Eighteenth-Century Music. He has given papers 
at numerous conferences, including those of 
the American Musicological Society, the Mozart 
Society of America and the North American 
Conference on Nineteenth-Century Music, and 
has presented research at universities including 
King’s College London, Cambridge and Oxford 
in the UK, and Harvard, Indiana and Yale in the 
US. He recently featured on a panel for the 
Mozart Society of America entitled ‘The Future 
of Mozart Studies’. 

A dedicated teacher, Joseph lectures on a variety 
of topics at King’s, where he serves the Music 
Department as Head of Performance. He also 
regularly gives talks for music societies and 
festivals. At Harvard, he was awarded the Oscar 
Schafer teaching prize (a year-long fellowship), 
and served the university as Senior Tutor of Eliot 
House. Prior to Harvard, he studied at Emmanuel 
College, Cambridge, where he was an organ 
scholar and academic scholar, and at the Royal 
Academy of Music, who in March 2017 elected 
him to their Associateship.
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Mary Bevan is a winner 
of the Royal Philharmonic 
Society’s Young Artist award 
and UK Critics’ Circle Award 
for Exceptional Young Talent 
in music. She is a former 
ENO Harewood Artist and 
an Associate of the Royal 

                               Academy of Music.

Recent engagements include Merab Saul 
for the Adelaide Festival, the title role in 
Rossi’s Orpheus for the Royal Opera House at 
Shakespeare’s Globe, Yum-Yum The Mikado, 
Zerlina Don Giovanni, and Susanna The Marriage 
of Figaro at English National Opera, Elvira 
L’italiana in Algeri at Garsington Opera, Barbarina 
Le nozze di Figaro at the Royal Opera, Despina 
Così fan tutte, Papagena The Magic Flute, and 
Rebecca in Nico Muhly’s Two Boys at English 
National Opera. 

In concert she recently made her Carnegie 
Hall debut with The English Concert and Harry 
Bicket in a performance of Handel’s Ariodante; 
performed baroque programs with the Academy 
of Ancient Music and the Orchestra of the 
Age of Enlightenment, the Fauré Requiem 
with the Philharmonia, Maxwell Davies’s 
Caroline Mathilde Suite at the BBC Proms, and 
Mendelssohn’s Symphony No. 2 with the City of 
Birmingham Symphony Orchestra. 

For Delphian she has recorded Handel Ode for St 
Cecilia’s Day (DCD34110) and The Triumph of Time 
and Truth (DCD34135) both with Ludus Baroque; 
other recordings include Mendelssohn songs, 
Vaughan Williams Symphony No. 3 and Schubert 
Rosamunde with the BBC Philharmonic. She 
recorded her debut solo disc in 2017.

Marcus Farnsworth 
graduated with a first 
class honours degree from 
Manchester University. He 
studied singing at the Royal 
Academy of Music where he 
is an Associate, and he is the 
founder and artistic director 

                               of the Southwell Music 
 Festival. He was awarded first prize in the 2009 
Wigmore Hall International Song Competition 
and the Song Prize at the 2011 Kathleen Ferrier 
Competition.

He has appeared in recital at the 
Concertgebouw, Amsterdam; La Monnaie, 
Brussels with Julius Drake; on a UK tour of 
Schubert’s Winterreise with James Baillieu; 
for Leeds Lieder with Graham Johnson and at 
Opéra de Lille with Simon Lepper. He has sung 
many times at the Wigmore Hall with Malcolm 
Martineau, Julius Drake and Graham Johnson, 
the Myrthen Ensemble and Joseph Middleton 
and with the Carducci Quartet.

The Choir of King’s College London is very grateful to the staff of the Dean’s Office at King’s College London 
(Richard Burridge, Tim Ditchfield, Clare Dowding and Natalie Frangos) for their support of this project; thanks are 
also due to Trinity School, Croydon and its staff (particularly Richard Evans, Robin McKinlay, Gill Rawlins and David 
Swinson) for the generous use of their concert hall and Steinway Model D piano for this recording.

This project was made possible by a Faculty Research Grant from King’s College London. 
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Alto
Caitlin Goreing Helen Hudson Choral Scholar
David Lee Gough Choral Scholar
Ruth Lovett 
Elizabeth Ng
Bethany Stone

Tenor
William Hester
Ambrose Li
Sharang Sharma
Alexander Yetman

Bass 
Todd Harris 
Joshua Kader
Thomas Noon
Alexander Pratley Ouseley Trust Choral Scholar
Paul Spies
Dominic Veall Glanfield Choral Scholar

Organ Scholar
James Orford E. H. Warrell Memorial Organ 
Scholar
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Outstanding Young Artist Award and the Chamber 
Music and Song Award. He is an International 
Tutor in Piano Accompaniment at the Royal 
Northern College of Music.

Richard Uttley is noted for 
the integrity and breadth of 
his musicianship as soloist, 
chamber musician and 
recording artist. He won the 
British Contemporary Piano 
Competition in 2006 and was 
represented by Young Classical 

                               Artists Trust from 2011 to 
2017. He has released three solo recital discs 
to critical acclaim and his playing has been 
broadcast on BBC Radio 3, BBC Two, BBC Four 
and Sky Arts. Recent highlights include recitals 
in Auditorium du Louvre, Bridgewater Hall, the 
Huddersfield Contemporary Music Festival, 
Klangspuren Festival, Konzerthaus Berlin and the 
Wigmore Hall, and tours of China and Colombia.

A committed chamber musician, Richard has 
attended Open Chamber Music at IMS Prussia 
Cove and his regular collaborators include Savitri 
Grier, Peter Moore, Mark Simpson and Callum 
Smart. His recent disc with Callum Smart, 
La voix, was a Recommended Recording in 
The Strad. Richard is a contributor to Edition 
Peters’ Piano Masterworks series, an innovative 
multimedia project released through the Tido 
Music iPad app.

Richard read Music at Clare College, Cambridge, 
graduating with a Double First in 2008, and then 
studied at the Guildhall School of Music & Drama 
with Martin Roscoe. He is on the teaching staff 
at City, University of London and the Guildhall 
School of Music & Drama.

Biographies

In the 2016/17 season and beyond, he will sing 
and record Vaughan Williams Sea Symphony 
conducted by Martyn Brabbins and Hubbard 
in Doctor Atomic conducted by John Adams, 
both with the BBC Symphony Orchestra. Other 
concerts include Ned Keene Peter Grimes at 
the Bergen Festival and Edinburgh International 
Festival with Edward Gardner, as well as 
return invitations for recitals at the Wigmore 
Hall with James Baillieu and the Amsterdam 
Concertgebouw with Joseph Middleton.

On the opera stage he will appear as Demetrius 
A Midsummer Night’s Dream on tour with the 
Aix en Provence Festival; Eddy in Turnage’s 
Greek for Boston Lyric Opera and Strephon in 
Iolanthe for English National Opera. Previously 
he has performed with English National Opera, 
Welsh National Opera and Bergen National 
Opera. He has sung with orchestras including 
Adelaide Symphony, Royal Scottish National, 
Royal Liverpool Philharmonic Orchestras; RTÉ 
National Symphony Orchestra, Dublin; BBC 
Symphony, Philharmonic and Scottish Symphony 
orchestras conducted by François-Xavier Roth, 
Paul McCreesh, Claus Peter Flor, Bernard 
Labadie and Edward Gardner.

Marcus is a strong supporter of contemporary 
composers; for the 2017 BBC Proms, he will 
perform Maxwell Davies’s Eight Songs for a Mad 
King with the Birmingham Contemporary Music 
Group, conducted by Sian Edwards. 

An accomplished chamber 
musician, soloist and 
accompanist, James Baillieu 
has partnered with many 
outstanding musicians 
including Lawrence Power, 
the Heath Quartet, Jamie 
Barton, Mark Padmore, Sir 
Thomas Allen, Dame Kiri 

Te Kanawa, Pumeza Matshikiza, Lise Davidsen 
and Marcus Farnsworth. He has performed in 
venues including the Wigmore Hall, Amsterdam 
Concertgebouw, Berlin Konzerthaus, Vienna 
Musikverein, Bridgewater Hall, National Concert 
Hall Dublin and at the Bergen, Spitalfields, 
Aldeburgh, Cheltenham, Bath, St Magnus, 
Norfolk & Norwich, Brighton, Verbier and Aix-en-
Provence festivals. As a soloist, he has appeared 
with the Ulster Orchestra, the English Chamber 
Orchestra and the Wiener Kammersymphonie. 

James has presented his own series at the 
Wigmore Hall with Adam Walker, Jonathan 
McGovern, Ailish Tynan, Tara Erraught, Henk 
Neven, Iestyn Davies, Allan Clayton and Mark 
Padmore, amongst others. He appeared with 
Benjamin Appl as part of the ECHO Rising 
Stars series.

Born in South Africa, James studied in Cape 
Town and London. He was a Borletti-Buitoni Trust 
and Young Classical Artists Trust artist and was 
shortlisted for the Royal Philharmonic Society 
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Rodion Shchedrin: The Sealed Angel
Choir of Gonville & Caius College, Cambridge; The Choir of King’s College London
Geoffrey Webber & David Trendell conductors, Clare Wills oboe
DCD34067

Two of Britain’s finest collegiate choirs join forces and cross a continent to 
take on the sublime expressiveness of Rodion Shchedrin’s ‘Russian liturgy’, 
an astonishing statement of faith composed in the early days of perestroika. 
Shchedrin’s choral tableaux juxtapose tenderness with bracing sonic 
impact, and are shadowed throughout by the plangent voice of a solo oboe 
representing the soul of the Russian people.

‘Caught here in fine sound, this is a splendid disc of a multifaceted, many-
layered modern masterpiece’

— Gramophone, June 2009, EDITOR’S CHOICE 

Deutsche Motette
Choir of Gonville & Caius College, Cambridge; The Choir of King’s College London
Geoffrey Webber & David Trendell conductors
DCD34124

Delphian’s superchoir reunites after its highly successful recording of The 
Sealed Angel, this time for a unique programme of German music from 
Schubert to Richard Strauss. Strauss’s sumptuous Deutsche Motette is the 
last word in late Romantic choral opulence, its teeming polyphony brought 
to thrilling life by this virtuoso cast of over sixty singers. The rest of the 
programme explores the vivid colours and shadowy half-lights of a distinctly 
German music that reached its culmination in Strauss’s extravagant 
masterpiece. The singing throughout combines a musical intensity and 
imagination with an understanding of period style, two qualities that are 
hallmarks of both choirs’ work.

‘Credit to conductor David Trendell for eliciting that sustained intensity 
of expression from his combined college choirs, whose youthful timbre 
imparts a freshness which … suits the imprecatory nature of Rückert’s 
poem perfectly’

— BBC Music Magazine, August 2013

Allegri: Missae In lectulo meo & Christus resurgens, Miserere, Motets
The Choir of King’s College London / David Trendell
DCD34103

Gregorio Allegri deserves better than for his reputation to rest on just one 
piece. Alongside his iconic Miserere, which never fails to cast its spell on 
listeners, The Choir of King’s College London presents premiere performances 
of two of his five surviving masses, richly wrought with consummate skill 
in Palestrina’s prima prattica, and of their originating motets. These radiant 
performances shed new light on a much-loved composer.

‘David Trendell’s fine choir glows with warmth and commitment’
— The Observer, May 2012

Desenclos / Poulenc / Villette: Sacred Choral Works
The Choir of King’s College London / David Trendell
DCD34136

Winner of the coveted Prix de Rome, Alfred Desenclos remains an almost 
unknown figure in twentieth-century music. His contribution to the 
distinguished French tradition of Requiem Mass settings dates from 1963; 
incorporating influences from Gregorian chant as well as rich harmonies 
based on added-note chords, this piece with its passionate outpourings is 
a revelation. It forms the centrestone of David Trendell’s programme, which 
also features music by Villette – who shared Desenclos’ interest in jazz – 
and Poulenc, whose return to Catholicism in 1936 initiated a line of pieces, 
beginning with the Litanies à la Vierge noire de Rocamadour, that represent 
some of the most significant religious choral music of the twentieth century. 
Trendell’s choir is on ravishing form, and the organ at his alma mater, Exeter 
College, Oxford, fits this music like a velvet glove.

‘spaciously dignified and meditative … [The choir] has a formidable musical 
unity under David Trendell’
— Sunday Times, March 2014

Also available on Delphian
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