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space proper to a Mass with monastic chanting 
beneath another plainsong-like melody of close, 
stepwise motion. The Agnus Dei develops this 
idea at greater length, with steadily moving 
crotchet chords in the lower choir to accompany 
ever more impassioned pleas for mercy before 
sinking to a simple and luminous close. 

Having kept the Mass to himself for almost 
four decades, Martin finally released it for 
performance to Franz Brunnert, director of the 
Bugenhagen Kantorei of Hamburg, who duly 
gave the premiere in November 1963. In autumn 
of the following year, Kenneth Leighton began 
work on his own Mass, Op. 44 for double choir, 
and dedicated it to the Edinburgh University 
Singers and their conductor Herrick Bunney. The 
city’s Cathedral of St Giles was the venue for 
the first performance in February 1966, before 
the choir took it south for a London premiere 
at the Church of St Clement Danes in May the 
same year, when The Daily Telegraph praised the 
‘controlled eclecticism’ of Leighton’s voice, to be 
appreciated in ‘a certain tartness of utterance and 
the ability to clothe his exploratory harmonies 
in effective sonorities’. Writing in The Musical 
Times, the composer Anthony Payne noted 
that ‘the superb use of choral sonority made it 
an attractive and compelling work’. In August, 
Bunney and his singers revived it for another 
concert back in Edinburgh, where it was warmly 
reviewed by the Edinburgh Evening News under 
the headline ‘Gay touch divides the Masses’. 

of 1933 and the oratorio Le Vin herbé from later 
the same decade, Martin developed what he 
considered a technique of his own – one that 
left him free to become ‘the master of total 
chromaticism’. 

Only towards the end of his life, with the choral-
orchestral Requiem of 1972, and the Poèmes de la 
mort (1969–71) setting poems of Francois Villon for 
trios of male voices and electric guitars, did Martin 
effect a partial return to the lyrical idiom of the 
Mass. As his sole contribution to the heritage of 
a cappella music for Christian liturgy, and formed 
by radiant tonal harmonies, a supple contrapuntal 
technique and a freely melismatic treatment 
of text that he later rejected in favour of more 
austerely syllabic word-setting, it stands like a sea 
stack, quite apart from his oeuvre as a whole. 

Time and again Martin takes the path less 
travelled on his route across the landscape of 
the Mass. It is possible to imagine a serviceable 
setting of the Kyrie which would proceed 
smoothly and directly from the sinuous, 
plainsong-inflected opening paragraph to a more 
flowing Christe, and then symmetrically back 
to the Kyrie in apple-pie fashion. Instead, Martin 
renews the Kyrie after the first double bar with a 
more urgent petition – marked ‘like a cry’ – and 
then a yet more insistent plea in dotted rhythm 
that rises to a thrilling top B for the sopranos. 
Only now, with the movement more than 
halfway done, does the Christe begin, without 

a pause and presenting not contrasting material 
but a varied repetition of the opening ‘Kyrie’ idea. 
When the second Kyrie enters, it leaps to safer 
harmonic ground from a dissonant rock-face and 
winds down to a low chord of E major. 

The soft sunrise of the Gloria’s opening brings 
the most renowned instance of Martin’s 
original and thoroughly integrated approach 
to the Ordinary text. Calvinist by upbringing, 
Martin abstains from the kind of sumptuous 
cori spezzati effects afforded by his chosen 
double-choir disposition and reserves antiphony 
for moments of sudden illumination and 
exclamations of praise (‘Domine Deus’). 
The second choir is deployed as a pedal on 
open fifths for the Gloria’s central prayer of 
supplication, over which the text is chanted in 
unison. An effective recourse to the conventions 
of the genre brings a quickening of tempo 
through the ‘Quoniam’ and into an intricate but 
still transparently textured fugal treatment of 
‘Cum sancto spiritu’. 

Lightness of touch keeps the doctrinal pieties 
of the Credo on the move, but Martin builds the 
movement as a distinctively Roman Catholic 
arch, placing at its apex not the agony of the 
crucifixion but the wonder of the incarnation, 
‘et homo factus est’. The Sanctus imitates a 
peal of bells and in the Benedictus – joined to 
the Sanctus as a single movement – Martin 
continues to embody the implied architectural 

Both Mass settings on this recording start on the 
note A in the alto voice. Underlying similarities 
begin and do not end there. Composed forty 
years apart, they nonetheless received first 
performances within three years of each other, at 
a time – the mid 1960s – when wider European 
culture seemingly had less need than ever for 
renewed assertions of one of its foundational 
rituals, the Ordinary of the Christian Mass. 

Frank Martin shared what Kenneth Leighton 
once described as an attraction towards 
‘religious/mystical/visionary ideas’ as affording 
‘the most exciting stimulus for composition’. Nor 
were these men alone even in the supposedly 
godless world of mid twentieth-century 
music, with the exemplars of Schoenberg and 
Stravinsky before them. 

Even so, when Martin began to write his Mass 
for double choir he did so without commission 
or expectation of performance. ‘I considered it to 
be a matter between God and myself. I felt that 
a personal expression of religious belief should 
remain secret and hidden from public opinion.’ 
Such a conviction need not be confused with 
the self-critical reticence that frequently caused 
the composer to withhold completed works 
from performance. The first five movements 
were written between 1922 and 1924, and 
then shelved. Four years later Martin added the 
Agnus Dei and returned the Mass to the bottom 
drawer. At length, in the First Piano Concerto 

Notes on the music



Prompted perhaps by the combination of 
Leighton’s church-music education as a chorister 
at Wakefield Cathedral and his later studies 
with Goffredo Petrassi in Rome, writings 
about his work have embraced the apparently 
self-contradictory notion of a tonal serialist 
(Martin has been susceptible to similar analysis). 
Leighton himself was impatient with labels: 
‘We use our terms like “original”, “individual”, 
“academic”, “progressive” etc without thinking 
of the ambiguities and the paradoxes which lie 
behind them.’ In contrast to Martin, however, 
Leighton tended to speak of his considerable 
output in the service of Christian liturgy in 
functional rather than private, spiritual terms: ‘A 
composer needs above all a sense of purpose 
within society, and this can in my experience 
be found in the field of church music and in the 
field of music for young people and for amateurs. 
Here certain limitations are necessarily imposed, 
but music thrives on limitations, and the rewards 
more than compensate for the restrictions.’

In my own experience as a chorister, then a 
choral singer, Leighton’s name on a church or 
cathedral music sheet raises the spirits with the 
expectation that one will be given something 
interesting to sing without the insecurity of 
wondering at the beginning of a phrase which 
(if any) key it will end in. Studies with Bernard 
Rose at Magdalen College, Oxford schooled 
him in the ways of Palestrina, and his own 
decades of experience as a teacher and then 

professor of counterpoint, most of them spent in 
Edinburgh, bore fruit not only in the musicianship 
of students such as Sir James MacMillan and 
Donald Runnicles, but in his own music, which, 
on a purely technical level, unfailingly works. 
He shared qualities of personal modesty and 
fastidious craftsmanship with Martin, and he 
took particular pride in the construction of this 
Mass, writing to a student of his music that 
most musicians who know his work consider it 
to be his ‘best effort in the field of church music’. 

The Kyrie opens with a grave unfolding of a theme, 
compressed around four contiguous pitches in 
the upper voices like a Lenten altar-cloth being 
prepared for service. The theme is inverted and 
slightly varied but the austerity abides. Lower 
voices take over the same idea in the Christe and 
at length – almost three minutes, though only 15 
bars, in – the texture has thickened to admit all 
eight parts, the full impact of whose simultaneous 
entry is reserved for the second ‘Kyrie’. A 
homophonic coda modulates into brighter 
harmonic regions, a luminous E major, before 
settling ambiguously back on a unison E.

Typical of Leighton’s ingenious economy of 
invention is the eruption of joy that opens the 
Gloria – at exactly three times the speed of the 
Kyrie, and again using a theme built around 
four contiguous pitches. A canon on the fifth 
for ‘et in terra pax’ leads into more florid cries 
of ‘Laudamus te’ before the soloists paint a 

melody of arpeggiated rainbows over a cantus 
firmus in the lower voices for ‘Benedicimus te’. 
The energetic counterpoint of ‘Gratias agimus’ 
brings a climax coloured by Leighton’s harmonic 
signature of alternating whole-tone and 
semitone dissonances, familiar from well-used 
church anthems such as Solus ad victimam. 
A soprano solo floats the ‘Domine Deus’ over 
choral punctuations before canonic entries of 
soloists and choir at ‘Quoniam’ rise towards the 
flying ribbons of ‘tu solus altissimus’ and into a 
sequence of ecstatic melismas derived from the 
‘Laudamus te’ sequences.

Set within an Anglican tradition stretching back 
to the Communion Service of John Merbecke 
for Cranmer’s 1550 Book of Common Prayer, 
the Credo is chanted syllabically to an organ 
accompaniment. A two-part canon begins 
at ‘filium Dei unigenitum’, and the harmony 
expands to four voices for ‘Et resurrexit’. There 
is a moment of word-painting at ‘caelis’, where 
repeated chords in the organ’s top register depict 
both the skies above and the Holy Spirit, before 
descending to ‘Et incarnatus’.

The Sanctus is set in timeless, gently rocking 
thirds (more arpeggiated rainbows): one of a very 
few points where Leighton’s setting coincidentally 
resembles Martin’s. After a brief, contrapuntal 
‘Pleni sunt caeli’, Leighton defies convention with 
a swung ‘Hosanna’ sung in a hushed staccato. 
Both the Benedictus and Agnus Dei open softly, 

the former reaching a blazing fff at ‘Hosanna 
in excelsis’. The Agnus Dei is a highly wrought 
fugue on a variant of the Kyrie theme, initially 
for soloists, reaching a dramatic climax at each 
iteration of ‘miserere nobis’. Led by the solo 
soprano, the word ‘pacem’ is eventually attained 
on a major chord in a context of B minor: a 
harmonic masterstroke.

The album’s concluding work fulfils a quasi-
liturgical purpose, like a voluntary to conclude 
the liturgy of the Mass. The 19-year-old Jehan 
Alain wrote this Postlude pour l’office 
de Complies (Postlude for the Office of 
Compline) in 1930, while on a retreat at the 
Cistercian Abbey of Valloires in the Picardy 
region of northern France. Like bells heard 
from afar, softly shifting chords accompany a 
sinuous melody that takes its fluid contours 
and meditative character from the plainchant 
provided for Compline, the concluding rite of 
the daily Divine Office.

© 2019 Peter Quantrill

A former Choral Scholar at Magdalene College, 
Cambridge, Peter Quantrill writes about music for 
journals, festivals, record companies and performing 
ensembles. His work on the intersection of music and 
faith has been published by The Catholic Herald, The 
Tablet and the Royal Academy of Music’s annual series 
of Bach cantata concerts.
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 3/9 Credo
Credo in unum Deum, Patrem omnipotentem,
factorem caeli et terrae, visibilium omnium
et invisibilium. Et in unum Dominum Jesum
Christum, filium Dei unigenitum, 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. Et incarnatus est de
Spiritu Sancto, ex Maria Virgine; et homo
factus est. Crucifixus etiam pro nobis sub
Pontio Pilato, passus et sepultus est.
Et resurrexit tertia die secundum scripturas,
et ascendit in caelum, 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
saeculi. Amen.

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,
only-begotten Son of God, begotten of the
Father before all ages. God of God, light of light,
true God of true God; begotten, not made;
consubstantial with the Father, by whom all
things were made. Who for us men, and for
our salvation, came down from heaven, and
was incarnate by the Holy Ghost of the Virgin
Mary, and was made man. He was crucified
also for us, suffered under Pontius Pilate, and
was buried. On the third day he rose again
according to the Scriptures, and ascended into
heaven. He sits at the right hand of the Father,
and shall come again with glory to judge the
living and the dead. And his Kingdom shall
have no end. I believe in the Holy Ghost, Lord
and giver of life, who proceeds from the Father
and the Son, who together with the Father and
the Son is worshipped and glorified, who spoke
through the prophets. I believe in one holy
catholic and apostolic Church. I confess one
baptism for the remission of sins. And I await
the resurrection of the dead, and the life of the
world to come. Amen.

 1/7 Kyrie 
Kyrie eleison. 
Christe eleison. 
Kyrie eleison. 

 2/8 Gloria
Gloria in excelsis Deo
   et in terra pax hominibus bonae voluntatis.
Laudamus te. Benedicimus te.
Adoramus te. Glorificamus te.
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.
Qui tollis peccata mundi,
   suscipe deprecationem nostram.
Qui sedes ad dexteram Patris,
   miserere nobis.
Quoniam tu solus Sanctus, tu solus Dominus,
   tu solus Altissimus, Jesu Christe.
Cum Sancto Spiritu in gloria
   Dei Patris. Amen.

 

Texts and translations

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

Glory to God in the highest,
   and on earth peace to men of good will.
We praise you. We bless you.
We worship you. We glorify you.
We give you thanks for
   your great glory.
Lord God, heavenly King,
God the Father Almighty.
Lord, the only-begotten Son, Jesus Christ;
Lord God, Lamb of God, Son of the Father:
Who take away the sins of the world,
   have mercy upon us.
Who take away the sins of the world,
   receive our prayer.
Who sit at the right hand of the Father,
   have mercy upon us.
For only you are Holy, only you are Lord,
   only you are Most High, Jesus Christ.
With the Holy Spirit in the glory of
God the Father. Amen.





Texts and translations

 4-5/10 Sanctus & Benedictus 
Sanctus, Sanctus, Sanctus. 
Dominus Deus Sabaoth: 
Pleni sunt caeli et terra gloria tua. 
Benedictus qui venit
   in nomine Domini:
Hosanna in excelsis.

 6/11 Agnus Dei
Agnus Dei, qui tollis peccata mundi, 
   miserere nobis. 
Agnus Dei, qui tollis peccata mundi, 
   miserere nobis. 
Agnus Dei, qui tollis peccata mundi, 
   dona nobis pacem. 

Holy, Holy, Holy, 
Lord God of Sabaoth. 
Heaven and earth are full of your glory. 
Blessed is he that comes  
   in the name of the Lord:
Hosanna in the highest. 

Lamb of God, who take away the sins 
   of the world, have mercy upon us. 
Lamb of God, who take away the sins 
   of the world, have mercy upon us. 
Lamb of God, who take away the sins 
   of the world, grant us peace.



The Choir of King’s College London is one 
of the leading university choirs in England, and 
has existed since the middle of the nineteenth 
century. Following the founding of King’s 
College London 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 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 Carols 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 London Handel Festival, 
Oundle International Festival, Spitalfields Festival, 
and the Christmas and Holy Week Festivals 
at St John’s Smith Square. In June 2017 the 
choir joined forces with Britten Sinfonia to 
give the UK premiere of Samuel Barber’s The 

Biographies

Lovers (Chamber Version) at Kings Place, the 
performance described in The Times as ‘sung 
beautifully, the voices judiciously blended’. The 
choir tours widely, with recent destinations 
including Canada, France, Germany, Hong 
Kong, Italy, Nigeria 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. 
Recent recordings have attracted favourable 
reviews, described in BBC Music Magazine as 
‘astonishing’ and ‘a choir as passionate as it is 
disciplined’, featuring as the Editor’s Choice in 
Gramophone, and receiving five stars from Choir 
and Organ. 2017 saw a collaboration with Mary 
Bevan, Marcus Farnsworth, James Baillieu and 
Richard Uttley to record the German Requiem of 
Johannes Brahms in its 1872 English-language 
setting for Delphian Records (DCD34195), 
praised as ‘utterly uplifting’ (Norman Lebrecht, 
La Scena Musicale), ‘an intimate, highly charged 
performance’ (Stephen Pritchard, The Observer) 
and ‘English choral singing at its best’ (Brian 
Morton, Choir and Organ). 

Following some twenty years under the 
leadership of David Trendell, the choir has 
been directed since 2015 by Joseph Fort. 

Joseph Fort is the College 
Organist and Director of 
the Chapel Choir and also 
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 active as a conductor and musicologist. 
He 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 was met with acclaim from The Times, 
and his recording of the Brahms Requiem 
(London Version) released the same year on 
Delphian (DCD34195) was praised widely in 
the national press. 

Festival conducting appearances across the 
world include the Festival de México, the 
White Nights Festival of St Petersburg, the 
Montreal Organ Festival, the London Handel 
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 works frequently 
with various choral societies. 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. 
Upcoming conducting engagements include 
the St Albans International Organ Festival, 
a debut with the Academy of St Martin in 
the Fields, and repeat performances for the 
London Handel Festival.

Joseph’s research focuses on music and 
dance in the eighteenth century, and he is 
currently completing a monograph on Haydn 
and minuets. He has published in the journal 
Eighteenth-Century Music, and has forthcoming 
chapters in books with Cambridge University 
Press and Leipzig University Press. He recently 
featured on a panel for the Mozart Society of 
America entitled ‘The Future of Mozart Studies’, 
and in November 2017 returned to Harvard as 
Artist in Residence with the Harvard Choruses.

A dedicated teacher, Joseph lectures on a 
variety of topics at King’s, where he also 
serves as the Music Department’s Director of 
Performance. At Harvard, he was awarded the 
Oscar Schafer teaching prize, and served the 
university as Senior Tutor of Eliot House. In 2018 
Joseph’s teaching was recognised with the 
Fellowship of the Higher Education Academy. 
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 2017 elected him to 
their Associateship. 
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Soprano 
Madeleine Alabaster 
   Helen Hudson Choral Scholar
Sapphire Armitage
Josie Ashdown 
   Harrow Choral Scholar
Kerensa Briggs
Sabrina Curwen 
Georgia Entwisle 
   Helen Hudson Choral Scholar
Lucy Green
Saskia Jamieson Bibb 
   Eileen Lineham Choral Scholar
Alva Muris
Sofia Robinson
Anna Rodrigues Harrow Choral Scholar

Alto
Miriam Briggs
Megan Holch
Claudia Lau
Hafren Park
Bethany Stone

Tenor
Connor Collerton
William Hester Gough Choral Scholar
Alexander Jasper 
   Ouseley Trust Choral Scholar
Ben Turner

The Choir of King’s College London

Bass 
Frederick Benedict 
   Trendell Memorial Choral Scholar
Todd Harris Glanfield Choral Scholar
Sebastian Johnson
Thomas Noon
Paul Spies

Organ Scholar
James Orford  
   E.H. Warrell Memorial Organ Scholar

Soloists
Mimi Doulton (choral scholar 2013–2015) 
   soprano (tracks 2, 4, 5, 6)
Caitlin Goreing (choral scholar 2014–17) 
   alto (tracks 2, 5, 6)
William Hester (choral scholar 2016–present) 
   tenor (tracks 2, 5, 6)
Joseph Edwards (choral scholar 2013–16) 
   bass (tracks 2, 6)



Brahms: An English Requiem 
Mary Bevan, Marcus Farnsworth, The Choir of King’s College London / 
Joseph Fort; James Baillieu & Richard Uttley (piano four hands) 
DCD34195

Since its London premiere in 1871, Brahms’s German Requiem has enjoyed 
immense popularity in the UK, in both its orchestral and chamber versions. 
But the setting we know today is not the one that nineteenth-century British 
audiences knew and loved. The work was rarely performed here in German; 
rather, it was almost always sung in English translation, with the writer G.A. 
Macfarren proposing in a widely read text that it should be called An English 
Requiem. In its sixth Delphian recording, The Choir of King’s College London 
revives the nineteenth-century English setting in which Brahms’s masterpiece 
established itself as a favourite among its earliest British audiences. Under its 
new director Joseph Fort, the choir is joined by pianists James Baillieu and 
Richard Uttley, and soloists Mary Bevan and Marcus Farnsworth.

‘utterly uplifting’ — Norman Lebrecht, La Scena Musicale, November 2017

In Memoriam 
The Choir of King’s College London / Gareth Wilson 
DCD34146

The choir which David Trendell directed for twenty-two years pays tribute 
in a collection of specially chosen pieces by David’s colleagues, friends 
and former students, interspersed with the Renaissance polyphony which 
was Trendell’s area of scholarly expertise. His deep love for the Song of 
Songs has inspired many of the inclusions, and its nature imagery threads 
through the disc, adding a suggestion of renewal and rebirth to the memorial 
tone of works written in the difficult months after his untimely death. 
The composers’ affection for David and gratitude for his life and musical 
achievements is matched by the intelligence and deep musicality of the choir 
which he raised to an international reputation, and which here takes on a 
sophisticated and challenging programme in his memory.

‘The choir sings with assured intonation and a controlled vibrancy … For 
quality of performance and diversity of repertoire, this is an outstanding disc’ 
— Choir & Organ, March/April 2016, *****

Desenclos/Poulenc/Villette: Requiem; Motets; Litanies à la Vierge noire 
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

Allegri: Miserere; Masses & 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 recordings 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 

Also available on Delphian
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