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1 Lift up your heads, O ye gates [4:07]

2 Awake my glory  Finn Hart-Brown treble [11:31]

3 Wassail all over the town Traditional Gloucestershire wassail, arr. Leighton  
Carlo Massimo treble

[2:44]

Crucifixus Pro Nobis  Samuel Jenkins tenor

4 1. Christ in the Cradle [4:02]

5 2. Christ in the Garden [4:31]

6 3. Christ in his Passion [8:37]

7 4. Hymn (Drop, drop, slow tears) [3:18]

8 Lully, lulla, thou little tiny child Olivia Massimo treble [3:20]

9 What love is this of thine? Nora Trew-Rae treble 
Mark Wood bass

[6:46]

10 Of a rose is all my song Nora Trew-Rae treble [6:24]

11 O sacrum convivium  Thomas Eddleston treble [4:03]

Missa Sancti Petri  Finn Hart-Brown treble 
Samuel Jenkins tenor 
Alan Rowland bass

12 Kyrie eleison [3:14]

13 Gloria in excelsis Deo [6:16]

14 Sanctus & Benedictus [4:05]

15 Agnus Dei [6:31]

Total playing time [79:36]

Tracks 1, 3 and 12–15 are premiere recordings
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This collection of choral music by 
Kenneth Leighton reflects his outstanding 
accomplishments in this genre across his 
entire composing career: it includes his earliest 
and last pieces for unaccompanied choir, three 
Christmas carols, two significant, extended 
masterpieces, and, appropriately, two works 
composed for the Choir of St Mary’s Cathedral, 
Edinburgh. 

Despite Leighton’s talents as both composer 
and pianist being evident from an early age, 
it was to read Classics that he went up to 
Oxford in 1947; from his second year onwards, 
he studied concurrently for a BMus. His 
composition tutor, Bernard Rose, showed 
Leighton’s work to Gerald Finzi, who offered 
advice and, more importantly, encouragement 
through performances of his Symphony for 
Strings (1948–9) and Veris Gratia, a suite for 
oboe, cello and strings (1949–50). Having 
been awarded the Mendelssohn Scholarship in 
1951, he completed his studies with Goffredo 
Petrassi in Rome that year. 

Thereafter, he rapidly established his name, 
composing in all genres, including an opera, 
symphonies, concertos, choral, chamber, 
and instrumental works. Sacred choral music, 
though, was in Leighton’s DNA. Born in 
Wakefield, he sang in the choir of Holy Trinity 
Church before becoming a chorister at 
Wakefield Cathedral at the age of nine; while 

studying at Oxford he sang in Queen’s College 
Chapel Choir. As he explained, ‘Some of my 
first great experiences of music took place in 
the Cathedral choir stalls – through singing a 
wide range of church music from Palestrina 
to what were the latest examples of English 
church music – Warlock, Britten, Ireland, and 
of course Howells – one of my heroes. And 
so, with this kind of background the writing of 
church music has really been a natural activity.’ 

Later, he expanded on this aspect of his work: 
‘I have certainly written a large amount of 
church music, in response to commissions for 
the most part. I think that this has something 
to do with my upbringing and my boyhood as 
a Cathedral Chorister. This is perhaps why 
I respond emotionally to Christian subjects and 
texts. […] it is the instinctive and emotional 
aspects which matters most and I don’t think 
one has to be an intellectually convinced 
Christian in order to write good church music.’ 

The anthem Lift up your heads, O ye gates 
was commissioned by Christ’s Hospital, 
Horsham, for a Service of Thanksgiving held in 
Westminster Abbey on 7 October 1966 when 
the first performance was given by the choir 
of Christ’s Hospital. It aptly reflects Leighton’s 
view that ‘My whole attitude has always been 
very much that of a craftsman, and […] I always 
enjoy writing for particular performers.’ The 
text comprises the last two verses of Psalm 24 

Notes on the music

and the anthem opens with a sprightly 
accented idea with the hint of a march. A fast, 
dance-like scherzo follows, itself replaced 
by a lively passage with a distinct swing, the 
voices tumbling over each other joyously, 
before the anthem concludes in a mood of 
affirmation. 

Dennis Townhill, Organist and Master of the 
Choristers of St Mary’s Cathedral, Edinburgh 
from 1961 to 1991, became a close friend 
of Leighton when the composer held posts 
at Edinburgh University, latterly as Reid 
Professor of Music. He commissioned four 
liturgical choral works from him, all bar one for 
St Mary’s. When Townhill requested a work 
to mark the cathedral’s centenary, Leighton 
responded with Awake my glory, a festival 
anthem setting words by Christopher Smart. 
The premiere, on 3 October 1979, must have 
been a particularly enjoyable occasion, with 
Townhill playing the organ and the composer 
conducting. That year, Leighton wrote that 
‘my music has become more concerned with 
the expressive possibilities of harmony. But 
my counterpoint is always lyrical – all the lines 
sing’. Both aspects are apparent in this, his 
longest anthem. 

During the slow opening, the organ depicts 
the mysterious darkness before dawn; the 
gathering half-light is matched by a melody 
reflecting Leighton’s penchant for major 

seventh intervals, until the solo soprano’s 
clarion call ‘Awake my glory’ sheds shards of 
glimmering light. A staccatissimo chirruping 
on the organ suggests awakening birds as 
the tempo quickens, this section concluding 
with a decorative cadence that fades away 
in calm quietude. A fast tempo and change 
of metre, with the organ part marked ‘very 
dry, birdlike’, launches the second section, 
as the choir takes wing in a sequence 
of imitative flights that pass swiftly by, 
attaining moments of ecstasy. In animated 
music such as this, Leighton would insist 
during rehearsals that it needed to ‘dance’. 
A further variation of time signature heralds 
a section underpinned by a flowing, repeated 
accompanying figure on the organ, until 
the music’s momentum culminates in a 
sonorous outpouring in praise of the Creator. 
Finally, with the varied return of the opening, 
the anthem comes full circle in music of 
rapt beauty. 

Wassail all over the town is the least 
known of Leighton’s Christmas works on this 
recording, surprisingly so, since it displays 
a scintillating palette of choral colours 
in this arrangement using the traditional 
melody and words of a Gloucestershire 
wassail collected by Vaughan Williams. 
Commissioned by Novello for inclusion in the 
collection Sir Cristemas! (1964), the date and 
place of its premiere are unknown.



It was with Crucifixus Pro Nobis that 
Leighton established his name as a major 
contributor to post-war British church music, 
attaining by the end of his life a significance 
equal to that of Herbert Howells. It was 
commissioned by David Lumsden and the 
Choir of New College, Oxford, and first 
performed by them in 1961, with Richard 
Popplewell as organist. Although described as 
a cantata, in effect the work is a taut, miniature 
Passion in four movements, with words by 
two seventeenth-century poets: Patrick Carey 
for the first three, and Phineas Fletcher for 
the last. Overall, the predominantly austere 
character of the work reflects the composer’s 
comment that ‘Much of what I wrote in 
my thirties and forties was very intense, 
a question of building up tension and not 
relaxing it until the very end.’

Leighton described Christ in the Cradle as 
a ‘reverie for soloist and organ’; the latter’s 
sinewy motif at the opening, like the bare 
branches of winter trees, serves to bind the 
work as a whole, while emphasising the 
images of the text – the Christ child who 
‘shakes with cold’ and is ‘frozen everywhere’; 
this is music that chills to the bone. Christ 
in the Garden is ‘built on strong, often 
homophonic writing for the choir […] the agony 
of Christ’s time of doubt’ presented in agitated 
music aflame in its response to the poetry, 
as at the unison cry ‘Through every pore/His 

blood runs o’er’, the movement’s dissonant 
climax, and in the conclusion’s poignant 
phrase ascending through the voices from 
the basses at ‘and weeps a tear’. 

In Christ in his Passion, Leighton’s response 
to the horrors of the Crucifixion ‘is never 
over-dramatic’. The tenor’s angular, chromatic 
melody mirrors the ignominies the suffering 
Christ endures; the voices join, creating an 
‘accumulation of choral sound’, that rises to 
a searing climax, the words ‘stripes’, ‘bonds’ 
and ‘taunts’ starkly separated. As the music 
‘subsides to a pianissimo’, the tenor concludes 
with a heart-rending phrase at ‘weep down 
a melting tear’. Leighton maintained that the 
unaccompanied Hymn, Drop, drop, slow tears, 
‘has something of the same effect as the final 
chorale in a Bach cantata, summing up the 
response of all to the events which have just 
been meditated upon’. Its consoling harmonies 
radiate balm and assurance. 

Lully, lulla, thou little tiny child (1948) 
was composed as one of a group of three 
a capella carols when Leighton was 19. 
Published in 1956 (with two entirely new 
companions), it has become not only a staple 
part of the Christmas choral repertoire, but 
also his most popular work. The probably 
fifteenth-century text is taken from The 
Pageant of the Shearman and Tailors, part 
of the cycle of Coventry mystery plays and 
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traditionally performed on Corpus Christi. 
Describing the Massacre of the Innocents, 
it has passed down the ages as The Coventry 
Carol. The earliest known performance of 
Leighton’s setting took place in Wakefield 
Cathedral on 16 December 1957, sung by 
members of Queen Elizabeth Grammar 
School. The carol bears witness to Leighton’s 
view that ‘I think all my music, instrumental 
as well as vocal, is lyrical and that’s rather due 
to my upbringing as a chorister.’ It also reveals 
characteristics that were to become hallmarks 
of Leighton’s vocal music: the contrasting 
of a solo voice (in particular soprano) with the 
choral forces; its spontaneous lyricism; and 
its response to words in imaginative ways – 
here the lilting, lullaby rhythm, which belies 
Herod’s murderous intent, vividly imagined 
in a threatening unison phrase that thrusts 
upwards, as if synonymous with the slashing 
swords of his henchmen, and emphasised 
by dissonance on the word ‘slay’.

The motet What love is this of thine? (1985) 
was not only Leighton’s last composition 
for St Mary’s, but was also his final sacred 
work for unaccompanied choir. Dedicated to 
Dennis Townhill, it was commissioned by the 
cathedral’s Provost to celebrate 25 years of 
the organist’s distinguished tenure. Leighton 
conducted the cathedral choir at the first 
performance on 5 October 1986. Setting a 
text by the dissenting priest and poet Edward 

Taylor, the music focuses primarily on the 
full choral forces, although Leighton uses 
a treble soloist towards the end, and even 
more tellingly, a solo baritone in the final bars. 
Overall the piece exemplifies his compositional 
approach in his fifties when he felt that his 
music had ‘become increasingly concerned 
with religious or visionary subjects’, well 
revealed, for instance, in his inspired reaction 
to the section beginning at ‘Oh, matchless 
love’, where the music, florid and impassioned, 
leads to the motet’s main emphatic climax.

Of a rose is all my song, subtitled 
‘A Christmas Carol’ (1970), once more features 
Leighton’s favourite combination of a solo 
soprano offsetting mixed voices. It was 
commissioned by Oxford University Press; 
no details are known of the first performance. 
Leighton’s setting of the fifteenth-century 
text, which compares the Virgin Mary to the 
beauty of a rose, creates a variety of beguiling 
choral textures for each verse. He begins and 
concludes with the solo voice, which at times 
rides high above the choir in soaring jubilation. 

O sacrum convivium is a motet written 
in 1975 for the boys of Ampleforth School, 
though the date of its premiere is unknown. 
A setting of words in honour of the Blessed 
Sacrament attributed to St Thomas Aquinas, it 
demonstrates again the care Leighton lavished 
in responding to his commissioning briefs, 



the result being a short gem, as the two-part 
sonority of the first section is enhanced by the 
addition of a solo voice for the alleluias that 
magically echo and overlap in the second. 

Leighton composed eight published masses, 
in both English and Latin. Missa Sancti Petri 
is his penultimate setting, the title referring 
to Peterborough Cathedral’s principal patron 
saint. It was commissioned by the cathedral for 
its 750th anniversary and was first performed 
by the cathedral choir on 4 October 1987, 
conducted by Christopher Gower. In this 
masterly setting (using the Anglican Rite B), 
Leighton uses three soloists – treble, tenor and 
bass – and overall the work reflects Leighton’s 
ambition at this time to compose simpler 
music that was ‘more static, but perhaps more 
varied and relaxed, with greater emphasis on 
colour and harmony’. 

Initially the Kyrie eleison has an intensity 
wrought from finely imagined linear 
counterpoint, with pleading outbursts at 
‘Christe eleison’. It concludes in a calmer frame 
of mind, aided by the tenor soloist’s gentle 
melismatic phrases, the last one hovering over 
the choir’s final plea.

From the trebles’ vibrant opening theme 
incorporating a sequence of rising thirds, 
the Gloria bounds along with energy and 
exultation, its sections knitted together by 

close thematic entwining in both the vocal 
and organ parts. The extended prayer at 
‘have mercy upon us’ is heightened by edgy 
dissonance, before the last section is launched 
by the imitative entries of first and second 
trebles at ‘For thou only art holy’, with the 
tenor soloist reappearing to lead the resolute 
Amen. Underlying the movement is a quality 
of rhythmic buoyancy, another example of 
Leighton’s music demanding to ‘dance’.

Leighton conflates the Sanctus and 
Benedictus, the former beginning with 
oscillating organ chords over which a variant 
of the Gloria’s opening idea ascends with 
a radiant swing. As both vocal lines and 
organ accompaniment become increasingly 
exuberant, they forge ahead at ‘Glory be to 
thee, O Lord most high’, culminating in a 
piquant dissonant chord. The bass soloist 
announces the Benedictus, the tenor adds 
further vocal decoration until the choir’s 
flowing hosannas in warm six-part harmony 
bring a hushed close. 

Sombre organ chords preface the threefold 
prayer of the Agnus Dei. The solo treble’s 
tender phrase adds weight to the choir’s 
soft imitative intoning, while in the repeat of 
the plea the choir, unaccompanied, brings 
the music to a dramatic climax. On the third, 
tranquil, intercession, however, it is the treble 
who asks for peace, followed by the intense 
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contours of the tenor’s melody, as if urging the 
choir’s final unison appeal.  

© 2019 Andrew Burn

Alongside a career in theatre and orchestral 
management, Andrew Burn has written 
numerous articles, programme and CD liner 
notes about twentieth- and twenty-first-century 
British composers, including contributions 
to The New Grove Dictionary of Music and 
Musicians. 



Texts and translations

His very Heart 
Burns in each part; 
A fire his breast doth sear: 
For all this flame, 
To cool the same 
He only breathes a sigh, and weeps a tear. 

Patrick Carey

 6 3. Christ in his Passion        

What bruises do I see! 
What hideous stripes are those!
Could any cruel be 
Enough to give such blows? 

Look, how they bind his arms 
And vex his soul with scorns; 
Upon his hair, 
They make him wear 
A crown of piercing thorns. 

Through hands and feet 
Sharp nails they beat: 
And now the cross they rear: 
Many look on; 
But only John 
Stands by to sigh, Mary to shed a tear. 

Why did he shake for cold? 
Why did he glow for heat? 
Dissolve that frost he could; 
He could call back that sweat. 

  Crucifixus Pro Nobis 

 4 1. Christ in the Cradle       

Look, how he shakes for cold: 
How pale his lips are grown: 
Wherein his limbs to fold 
Yet mantle has he none. 

His pretty feet and hands  
(Of late more pure and white 
Than is the snow 
That pains them so) 
Have lost their candour quite. 

His lips are blue 
(Where roses grew) 
He’s frozen everywhere: 
All th’ heat he has, 
Joseph, alas, 
Gives in a groan; or Mary in a tear. 

Patrick Carey or Cary (c.1623–1657)

 5 2. Christ in the Garden 

Look, how he glows for heat!
What flames come from his eyes! 
’Tis blood that he does sweat, 
Blood his bright forehead dyes: 

See, see! it trickles down; 
Look, how it showers amain! 
Through every pore 
His Blood runs o’er, 
And empty leaves each vein. 

 1 Lift up your heads, O ye gates          

Lift up your heads, O ye gates, and be ye lift 
up, ye everlasting doors: and the King of 
glory shall come in. Who is the King of 
glory? Even the Lord of hosts. He is the King 
of glory.

Psalm 24: 9–10 (Book of Common Prayer)

 2 Awake my glory        

Awake my glory, 
My lute and harp myself shall wake, 
Soon as the stately night-exploding bird 
In lively lay sings welcome to the dawn. 

List ye! how nature with ten thousand 
tongues 

Begins the grand thanksgiving. All hail! 
Ye tenants of the forest and the field! 
My fellow-subjects of the eternal King, 
I gladly join your matins, and with you 
Confess his presence, and report his praise. 

Christopher Smart (1722–1771), slightly adapted from On the 
Immensity of the Supreme Being (1751)

 3 Wassail all over the town        

Wassail, wassail! all over the town,
Our toast it is white and our ale it is brown;
Our bowl it is made of the white maple tree;
With the wassailing bowl, we’ll drink 

to thee.

So here is to Cherry and to his right cheek
Pray God send our master a good piece 

of beef
And a good piece of beef that may we 

all see;
With the wassailing bowl, we’ll drink 

to thee.

And here is to Dobbin and to his right eye,
Pray God send our master a good 

Christmas pie,
And a good Christmas pie that we may 

all see;
With our wassailing bowl we’ll drink to thee.

And here is to Colly and to her long tail,
God send our master he never may fail
A cup of strong beer; I pray you draw near,
And our jolly wassail it’s then you shall hear.

Come butler, come fill us a bowl of the best,
Then we hope that your soul in heaven 

may rest;
But if you do draw us a bowl of the small,
May the devil take butler, bowl, and all.

Then here’s to the maid in the lily-white 
smock,

Who tripped to the door and slipped back 
the lock!

Who tripped to the door and pulled back 
the pin,

For to let these jolly wassailers in.

Traditional Gloucestershire wassail, collected by  
Ralph Vaughan Williams (1872–1958)



The angel came from heaven’s tower
To honour Mary in her bower,
And said that she should bear the flower
To break the Devil’s chain of woe.

In Bethlehem that flower was seen,
A lovely blossom bright of sheen;
The rose is Mary, heaven’s Queen;
Out of her womb that blossom rose.

The first branch is full of might,
That sprouted on the Christmas night
When star of Bethlehem shone bright,
For far and wide its lustre shows.

The second branch sprang forth to hell,
The Devil’s fearful pow’r to quell;
And there henceforth no soul could dwell;
Blessed the coming of that rose!

To heaven sprang the third shoot,
Sweet and fair, both stem and root,
To dwell therein and bring us good;
In priestly hands it daily shows.

Let us then with honour pray
To her who is our help and stay.
And turns us from the Devil’s way;
From her that holy bloom a rose.

Anon., fifteenth century

What! hath thy godhead, as not satisfied,
Married our manhood, making it its bride?

Oh, matchless love! filling heaven to 
the brim!

O’errunning it: all running o’er beside
This world! Nay, overflowing hell, wherein
For thine elect there rose a mighty tide,
That there our veins might through thy 

person bleed,
To quench those flames that else would on 

us feed!

Oh, that thy love might overflow my heart,
To fire the same with love! for love I would.
But oh, my straitened breast! my 

lifeless spark!
My fireless flame! What, chilly, love, and cold?
In measure small? In manner chilly? See!
Lord, blow the coal! Thy love inflame in me.

Edward Taylor (c.1642–1729), ‘Meditation I’ from Preparatory 
Meditations, First Series

 10 Of a rose is all my song        

Of a rose, a lovely rose,
Of a rose is all my song.

Listen, nobles, old and young,
How this rose at outset sprung;
In all this world I know of none
I so desire as that fair rose.

 8 Lully, lulla, thou little tiny child        

Lully, lulla, thou little tiny child,
By, by, lully, lullay,
Lully, thou little tiny child, lully, lulla, lullay.

O sisters too, 
How may we do,
For to preserve this day?
This poor youngling 
For whom we sing,
By, by, lully, lullay!

Herod the king, 
In his raging,
Charg’d he hath this day
His men of might, 
In his own sight,
All children young to slay,

That woe is me, 
Poor child, for thee!
And ever morn and may,
For thy parting 
Nor say nor sing,
By, by, lully, lullay.

From the Pageant of the Shearmen and Tailors, Coventry; 
first written down in 1534

 9 What love is this of thine?        

What love is this of thine that cannot be
In thine infinity, O Lord, confined,
Unless it in thy very person see
Infinity and finity conjoined?

Those bruises, stripes, bonds, taunts, 
Those thorns, which thou didst see, 
Those nails, that cross, 
His own life’s loss, 
Why, oh why, suffered he? 

’Twas for thy sake. 
Thou, thou didst make 
Him all those torments bear: 
If then his love 
Do thy soul move, 
Sigh out a groan, weep down a melting tear. 

Patrick Carey

 7 4. Hymn

Drop, drop, slow tears,
And bathe those beauteous feet
Which brought from Heaven
The news and Prince of Peace.

Cease not, wet eyes,
His mercy to entreat;
To cry for vengeance
Sin doth never cease.

In your deep floods
Drown all my faults and fears;
Nor let His eye
See sin, but through my tears.

Phineas Fletcher (1582–1650)

Texts and translations



that takest away the sins of the world,
have mercy upon us.
Thou that takest away the sins of the world,
have mercy upon us.
Thou that takest away the sins of the world,
receive our prayer.
Thou that sittest at the right hand of God 

the Father,
have mercy upon us.
For thou only art holy; thou only art the Lord;
thou only, O Christ, with the Holy Ghost,
art most high in the glory of God the Father.
Amen.

 14 Sanctus & Benedictus          

Holy, holy, holy, Lord God of hosts,
heaven and earth are full of thy glory.
Glory be to thee, O Lord most high.

Blessed is he that cometh in the name 
of the Lord.

Hosanna in the highest.

 15 Agnus Dei        

O Lamb of God, that takest away the sins  
of the world, have mercy upon us.

O Lamb of God, that takest away the sins  
of the world, have mercy upon us.

O Lamb of God, that takest away the sins of 
the world, grant us thy peace.

 11 O sacrum convivium        

O sacrum convivium, in quo Christus sumitur.
Recolitur memoria passionis eius, mens
impletur gratia et futurae gloriae nobis pignus
datur. Alleluia.

Antiphon for Corpus Christi; words attr. to St Thomas Aquinas 
(1225–1274)

O sacred banquet in which Christ is eaten: 
the memory of his passion is recalled, 
the mind is filled with grace, and a promise 
is given us of the glory to come. Alleluia.

  Missa Sancti Petri 

 12 Kyrie eleison        

Kyrie eleison. Christe eleison. Kyrie eleison.

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

 13 Gloria in excelsis Deo        

Glory be to God on high
And in earth peace, goodwill towards men.
We praise thee, we bless thee,
we worship thee, we glorify thee,
we give thanks to thee, for thy great glory,
O Lord God, heavenly King,
God the Father Almighty.
O Lord, the only-begotten Son, Jesu Christ;
O Lord God, Lamb of God, Son of the Father,

Biographies

Duncan Ferguson was 
appointed Organist and 
Master of the Music at St 
Mary’s Cathedral in 2008, 
becoming the UK’s youngest 
cathedral director of music at 
the time. Described by The 
Times as ‘plainly a wizard’, his 

responsibilities include the recruiting, training, 
rehearsing, and conducting the choristers and 
lay clerks, and organising the Cathedral’s 
extensive music programme throughout the 
year. A former Organ Scholar at Magdalen 
College, Oxford, he followed his 
undergraduate studies with a Master of 
Studies degree, gaining a Distinction, with 
particular research interest in the place of 
music within the writing of English 
Reformation history. After his studies in 
Oxford, Duncan became Organ Scholar at St 
Paul’s Cathedral, London, where he worked 
daily with the cathedral choir under John Scott 
and Malcolm Archer, with duties including 
playing the organ at diocesan and national 
services. He was also Assistant Director of 
Music at St Michael’s, Cornhill, a tutor at King’s 
College, London, and a busy recitalist through 
the city. He studied organ with Kevin Bowyer 
and Thomas Trotter, and has given solo 
performances in the US, the Caribbean, and 
Europe. He is the organ teacher at St Mary’s 
Music School and has worked as accompanist 
or director with numerous ensembles and 

choruses including the Scottish Chamber 
Orchestra and Ludus Baroque. He recorded 
the St Mary’s organ for Delphian’s Organs of 
Edinburgh project and then a solo disc of music 
by the relatively unknown English composer, 
William Faulkes (DCD34148: ‘Faulkes could  
wish for no more persuasive an advocate than  
Duncan Ferguson’ – Gramophone), and was  
President of the Edinburgh Society of 
Organists  in its centenary year.  

Described by Gramophone as ‘one of 
Scotland’s (indeed the UK’s) musical jewels’, 
the Choir of St Mary’s Cathedral, Edinburgh 
enjoys an international reputation through its 
critically acclaimed recordings, broadcasts, 
tours, and concerts. Uniquely in Scotland, the 
choir sings daily services in the Anglican 
tradition, with the choristers aged 9 to 13 
attending the country’s only choir school, St 
Mary’s Music School. In 1978 the choir 
became the first to allow girls to sing alongside 
the boys and then, in 2006, to admit a female 
alto choral scholar. In the choir’s day-to-day 
work the choristers rehearse each morning 
during term time in the Cathedral Song School 
and are joined by the lay clerks for a service of 
Choral Evensong or Eucharist. The repertoire is 
vast, encompassing music from the fifteenth 
to the twenty-first centuries. Over the past 
decade the choir has become known for its 
performance of music from sixteenth-century 
England with releases of music on Delphian  
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by John Taverner (DCD34023, earning an 
‘Outstanding’ accolade from International 
Record Review), John Sheppard (DCD34123;  
Gramophone Editor’s Choice) and William  
Mundy (DCD34204; Five Stars, Early  Music 
Review). The choir has a long-standing 
commitment to contemporary music, having 
commissioned major works from Kenneth 
Leighton, Francis Jackson, Arvo Pärt, Sir 
James MacMillan, Sir Peter Maxwell Davies 
and, more recently, Cecilia McDowall and 
Daniel Saleeb. The choir has recorded two 
discs of music by Gabriel Jackson (DCD34027 
and 34106, the latter gaining Five Stars from 
BBC Music Magazine), while its Bruckner disc 
from 2011 is Gramophone’s Recommended 
Recording of Bruckner motets (DCD34071). 
In 2016 the choir recorded Stravinsky’s Mass, 
Cantata and other works alongside the 
Scottish Chamber Orchestra (DCD34164), 
again enjoying outstanding reviews.  

The choir has travelled widely including to 
the USA and Canada, Hong Kong, Taiwan (at 
the International Choral Festival) and Japan 
(singing to sell-out audiences in Suntory Hall, 
Tokyo), and across Europe. Radio broadcasts 
are regularly made on BBC Radio Three, 
Radio Four, and Radio Scotland; the choir has 
also sung Christmas concerts and services 
on Classic FM and BBC One. In the past few 
years the choir has worked with a number of 
leading orchestras and ensembles, including 

performances of Haydn with the SCO, Berg 
and Walton with BBC Scottish Symphony 
Orchestra, and Suor Angelica with Opera 
North. The choir has a busy programme during 
the Edinburgh Festival each August, singing 
services, broadcasts and concerts. 

Joseph Beech is Assistant Master of the 
Music at St Mary’s Cathedral, Edinburgh, 
where he takes primary responsibility for 
accompanying the acclaimed cathedral 
choir in seven sung services each week, 
in addition to its busy schedule of concerts, 
recordings and tours. He was previously 
Organ Scholar at St Paul’s Cathedral, having 
held similar positions at the London Oratory 
and St George’s Chapel, Windsor Castle. 
Joseph studied at the Royal Academy of Music 
where he won all of the organ prizes and was 
a scholarship student of David Titterington. 
Upon graduating with a First Class degree, 
he was presented with one of the Academy’s 
coveted Regency Awards for ‘notable 
achievement’.   

Choir of St Mary’s Cathedral, Edinburgh

Trebles
Freddy Beeston 
Thomas Eddleston 
Finn Hart-Brown 
Carlo Massimo 
Olivia Massimo 
Beata McGhee Doyle
Sam McLaughlin
Roshan Naren
Milla Sajnaga
Terence O’Neill
Beau Taneus-Miller
Dashiell Taneus-Miller
Nora Trew-Rae 

Altos
Huatai Cui
David Lewis
James Parsons
Michael Wood 

Tenors
Alasdair Bisset
Samuel Jenkins 
Daniel Kozma-Percy
David Lee
Freddie White
Euan Williamson

Basses
Matthew Davies
Alan Rowland 
Benjamin Weiland 
Mark Wood  

Duncan Ferguson Organist and  
Master of the Music
Joseph Beech Assistant Master  
of the Music
William Briant Organ Scholar
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William Mundy: Sacred Choral Music 
Choir of St Mary’s Cathedral, Edinburgh / Duncan Ferguson 
DCD34204

William Mundy’s music was at the heart of the Marian Catholic revival and 
then, just a few years later, made a vital contribution to the development 
of the Elizabethan motet. The choir’s programme centres on Mundy’s 
two most extended festal compositions, possibly sung to Queen Mary 
on the eve of her coronation in 1553 – the celebrated Vox patris caelestis 
and, newly reconstructed, the little-known Maria virgo sanctissima. Two 
further premiere recordings feature alongside the remarkable collaboration 
of Mundy, Sheppard and a young William Byrd on music for the Easter 
procession to the font, In exitu Israel. Combining powerful music on a 
ceremonial scale with shorter liturgical works, this recording conveys the 
choir’s sheer joy as ambassadors of sixteenth-century polyphony.

 ‘Performances are of a uniformly high level’  
— Early Music Review, May 2018, FIVE STARS 

Ascension 
Choir of St Mary’s Cathedral, Edinburgh / Matthew Owens 
DCD34017

For the turn of the millennium, the Provost of St Mary’s Cathedral, 
Edinburgh commissioned a new window from the artist Sir Eduardo 
Paolozzi, challenging him to create ‘something visionary’. Taking inspiration 
from Paolozzi’s impassioned contemplation of Christ’s Ascension and its 
meaning in our time, Matthew Owens and the Cathedral’s choir crafted an 
Ascensiontide Evensong of contemporary music, much of it associated 
with St Mary’s. Premiere recordings of pieces by Sir James MacMillan and 
Richard Allain lead up to another visionary masterpiece, Messiaen’s radiant 
and meditative organ work L’Ascension.

 ‘There can be few more stunning sounds than that of a top-notch choral 
evensong cathedral choir in full cry … The choir of St Mary’s Cathedral 
must be one of the best’ — Choir & Organ, March/April 2004

Also available on Delphian

Stravinsky: Choral Works 
Choir of St Mary’s Cathedral, Edinburgh / Duncan Ferguson; Scottish 
Chamber Orchestra Soloists; Ruby Hughes soprano; Nicholas Mulroy tenor 
DCD34164

In Duncan Ferguson’s most ambitious recording project to date, the 
St Mary’s choir are joined by instrumentalists and soloists in major works 
by the twentieth century’s most influential composer. The choir rarely get 
to perform Stravinsky’s Mass in its full version with wind instruments, 
while a performance of the Cantata with cathedral choristers rather than 
an adult choir is rare indeed. Also included are Stravinsky’s ‘completions’ 
of three cantiones sacrae by Gesualdo; their weird contrapuntal twists 
and turns are relished by this intelligent, committed choir, and provide a 
stark contrast to the austere simplicity of Stravinsky’s own short sacred 
choruses. Gabriel Jackson provides the illuminating accompanying essay.

 ‘Beautifully sung and blessed with outstandingly vivid recorded sound’ 
— Gramophone, October 2016 

Kenneth Leighton: Complete solo piano works 
Angela Brownridge 
DCD34301 (3 CDs)

Leighton’s complete solo piano music is presented for the first time, 
on three discs containing many world premiere recordings. Written for the 
composer’s own instrument, and played here by his distinguished pupil 
Angela Brownridge, these works span Leighton’s entire compositional 
career.

 ‘Brownridge plays superbly throughout – at all times, she is fully up to the 
technical, intellectual and characterizing demands of this music, and the 
recording quality of her instrument is consistently excellent … very strongly 
recommended.’ — International Record Review, June 2005
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