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LENNOX BERKELEY (1903-1989)
Sacred Choral Music

(1947)
 For six solo voices, and chamber orchestra of 12 players
1   I.  Stabat Mater dolorosa (5’01”)
2   II.  O quam tristis et afflicta (3’38”)
3   III.  Quis est homo qui non fleret / IV. Pro peccatis suæ gentis (4’50”)
4   V.  Eia Mater, fons amoris (3’33”)
5   VI.  Sancta Mater, istud agas / VII. Fac me tecum, pie, flere (4’24”)
6   VIII.  Virgo virginum præclara / IX. Fac me plagis vulnerari (5’33”)
7   X.  Christe, cum sit hinc exire (5’58”)

 Mary Thomas (soprano)  Barbara Elsy (soprano)  Maureen Lehane (contralto)
 Nigel Rogers (tenor)  Christopher Keyte (baritone)  Michael Rippon (bass)
 Ambrosian Singers, chorus-master, John McCarthy
 Members of the English Chamber Orchestra, leader, Emanuel Hurwitz
 Conducted by Norman Del Mar
 From Friends' House, London during the St Pancras Arts Festival
 BBC Broadcast 1 March 1965
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‘Being a Catholic has meant that I feel at home with the Roman liturgy … I felt attracted
to these texts because I believed what they were about’.1  This statement by Lennox
Berkeley (1903-1989), taken from an interview with his biographer Peter Dickinson in
1978, helps to account for the passionate commitment and inner strength of the
composer’s religious choral writing.  Several of his sacred works, including two major
examples presented here, are set to Latin texts despite being written for the concert hall
and not intended for inclusion in the Liturgy.  Regardless of their specific context,
Berkeley’s religious pieces have a conviction and intensity not always encountered in his
secular works with their generally urbane and relaxed musical style.

Berkeley became a Roman Catholic in 1928, a decision often attributed solely to the
influence of Nadia Boulanger, with whom he was studying in Paris at the time.
However, an entry in the diary of his mother, an Anglo-Catholic, notes that she
attended Mass with Lennox four years prior to his conversion, 2  so he may already have
been inclined towards the Roman Catholic Church before he met Boulanger.  Having
fully embraced the faith, Berkeley remained devout for the rest of his life, attending
Mass every Sunday.  In 1973, a year before his royal ennoblement, he received a Papal
Knighthood of St Gregory for his work for the Church.  His funeral, on 4 January 1990,
took the form of a Latin Requiem Mass held at his parish church, Our Lady, Lisson
Grove, London, celebrated by Father Michael Hollings.  On 20 March 1990 his death
was commemorated in a memorial Requiem Mass, conducted mostly in Latin, in
Westminster Cathedral celebrated by Cardinal Basil Hume, Archbishop of Westminster.

In one of his radio talks the composer acknowledged the crucial role of religious belief
in his work as a creative artist: ‘Music does not speak to the intellect alone.  Its most
important contact with the listener is of another order for it belongs first and foremost
to the spiritual world and the best music is that which communicates the most strongly
and the most urgently on that level.’3   One of his former pupils, the composer John

1  Interview with Peter Dickinson, published in The Musical Times, May 1978, featured in ed. Peter Dickinson,
 (Woodbridge: Boydell Press, 2012), p.174.

2  As stated by Roger Nichols during BBC Radio 3’s ‘Lennox Berkeley Evening’, 21 May 2003.
3  Quoted in: Peter Dickinson,  (Woodbridge: Boydell Press, 2003), p.101.
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8 (1962)
 For soprano, chorus, oboe, horn, cellos, double-bass and organ

 Felicity Harrison (soprano)  Donald Hunt (organ)
 BBC Northern Singers & Members of the BBC Northern Orchestra
 Conducted by Lennox Berkeley,
 BBC Broadcast 29 October 1963, UK Premiere

 (1967-68)
 For large mixed choir, orchestra and organ
9   I.  Magnificat anima mea Dominum (5’33”)
10   II.  Et misericordia eius / III. Fecit potentiam (6’03”)
11   IV.  Esurientes implevit bonis / V. Suscepit Israel (7’28”)
12   VI.  Sicut locutus est / VII. Gloria Patri (6’37”)

 Choirs of St Paul’s Cathedral, Westminster Abbey & Westminster Cathedral
 London Symphony Orchestra, leader John Georgiadis
 Conducted by Lennox Berkeley
 From St Paul’s Cathedral, London during the City of London Festival.
 BBC Broadcast 8 July 1968, Premiere

Total playing time 72’03”

Tape transfer and restoration by Mike Clements and Norman White
cover image : William-Adolphe Bouguereau (1825-1905),
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Lennox Berkeley conducting at a Lyrita recording session in the 1970s
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Tavener (1944-2013), noted, ‘… it seems to me that Lennox Berkeley’s greatest music
is his religious music’.4

Berkeley’s sacred compositions form a significant proportion of his output.  Notable
works for use within a liturgical context include the Missa brevis, for choir and organ
(1960); the Mass for Five Voices (1964); Three Latin Motets (1972); the short anthem The
Lord is my Shepherd (1975); the unaccompanied motet Judica me (1978), and the
Magnificat and Nunc dimittis, for choir and organ (1980).  He also wrote substantial
pieces on Biblical or devotional texts for the concert hall and the theatre, such as the
oratorio Jonah (1935); the psalm Domini est terra, for chorus and orchestra (1938); the
cycle of Four Poems of St Teresa of Avila for mezzo-soprano and strings, and the one-act
opera Ruth.  His last composition, completed with the assistance of his son, the
composer Michael Berkeley, was the simple carol In Wintertime, Op.103, commissioned
for the Festival of Nine Lessons and Carols at King’s College, Cambridge, in 1983.

There also settings of liturgical texts intended for use in concerts rather than as part of
a service.  This release features two of the composer’s finest examples, written two
decades apart.  The first, an austerely beautiful setting of a 13th-century Catholic hymn
to Mary, is impelled by the candour of his faith whilst the second is a lavishly scored
and primarily exuberant treatment of the Blessed Virgin Mary's hymn of praise to the
Lord, taken from Luke's Gospel.

Berkeley’s Stabat Mater (1947) was the result of a request from Benjamin Britten for
a work to be taken on tour by the soloists and ensemble of the English Opera Group.
Dedicated to Britten, it is scored for six solo voices (two sopranos, contralto, tenor,
baritone and bass) and a chamber orchestra consisting of flute, oboe, clarinet / bass
clarinet, bassoon, horn, harp, percussion, two violins, viola, cello and bass.  Berkeley
himself conducted the world premiere at the Kleiner Saal of the Tonhalle in Zurich on
19 August 1947, whilst Britten conducted the UK premiere for the BBC in
Broadcasting House on 27 September 1947 and the first British concert performance
at the Aldeburgh Festival on 22 June 1953.  When Berkeley sent him a copy of the score,
4  John Tavener, ‘Lennox Berkeley at 70’, , 10 May 1973, p.625.
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Britten wrote: ‘I am so glad that Chesters5 have done you proud, with such a lovely
cover.  The piece really deserves it too.  I hope it will have lots & lots of performances
& bring you the fame that it merits’.6

Berkeley divides the text into ten sections of two three-line stanzas each.  Only the two
outer sections deploy all the resources, whilst the inner eight consist of five solos, a duet
and two pieces for vocal quartet.

At the outset Berkeley establishes the sombre mood and predominantly measured pace
of the piece with a regular pulse in the harp as a subdued background for string chords
and falling woodwind phrases.  Imogen Holst, in 1954, wrote of this haunting opening
processional with its gentle but piquant dissonances:

‘The greatness of the Stabat Mater depends not only on the skill of its craftsmanship but
also on the deeply-felt conviction that underlies the whole conception of the work.  At
the beginning, the silence is broken by the relentless repetition of the slow stoke of a
pizzicato E.  The bare fourths and fifths of the introduction bring with them a
recollection of the thirteenth century; but while moving to and from their chromatic
passing notes add an intensity to the harmonies; it is the twentieth century’s own
contribution to that early austere framework’.7

After the arresting entry of the voices with ‘Stabat Mater’, the music gradually builds to
a climax on the words ‘Pertransivit gladius’.  In the aftermath the horn in a high register
repeats a stabbing motif consisting mainly of two notes a semitone apart.  This interval
pervades the whole of the opening section from the softly clashing harp and string
chords to the vertiginous cello line in the final stages and the closing flute phrase which
drops from F sharp to F natural.

5  Music publishing company J & W Chester Ltd., established in 1860.
6  B. Britten, letter to Berkeley, 11 January 1950.
7  Imogen Holst, ‘Lennox Berkeley’s Stabat Mater’,  24, Spring 1954, pp.8-9.
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My soul doth magnify the Lord
and my spirit hath rejoiced in God my Saviour
For He hath regarded the low estate of his handmaiden
For behold from henceforth all generations shall call me blessed
For He that is mighty hath done to me great things
and Holy is His Name

And His mercy is on them that fear Him
from generation to generation.

He hath showed strength with His arm,
He hath scattered the proud in the imagination of their hearts
He hath put down the mighty from their seats
And exalted them of low degree

He hath filled the hungry with good things
And the rich He hath sent Empty away.

he hath holpen his servant Israel
in remembrance of His mercy,

As he promised to our fathers
to Abraham and to his seed forever.

Glory to the Father, and to the Son, and to the Holy Spirit,
As it was in the beginning, and now, and always,
and into ages of ages. Amen
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Magnificat
Magnificat anima mea Dominum,
et exsultavit spiritus meus in Deo salvatore meo,
quia respexit humilitatem ancillae suae.
Ecce enim ex hoc beatam me dicent omnes generationes,
quia fecit mihi magna, qui potens est,
et sanctum nomen eius,

et misericordia eius in progenies et progenies
timentibus eum.

Fecit potentiam in brachio suo,
dispersit superbos mente cordis sui;
deposuit potentes de sede
et exaltavit humiles;

esurientes implevit bonis
et divites dimisit inanes.

Suscepit Israel puerum suum,
recordatus misericordiae,

sicut locutus est ad patres nostros,
Abraham et semini eius in saecula.

Gloria Patri, et Filio, et Spiritui Sancto,
Sicut erat in principio, et nunc, et semper,
et in saecula saeculorum. Amen.
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The following Andante con moto is a graceful duet for two sopranos in a lilting 6/8 whose
lines proceed variously in canon and in unison.  The delicate string writing is especially
inventive, with a brief tremolando passage bowed over the fingerboard for violin and viola.

Another processional, marked Adagio, is distinguished by eloquent falling and rising
two-bar phrases in the cello.  The baritone vocal line is wide-ranging and descends
expressively in the final question, ‘Quis est homo?’

The fourth section begins as a fleet-footed quartet for soprano, contralto, tenor and bass.
Berkeley heightens the drama with his pointed use of harp, timpani and cymbals.  After
a short pause, the tempo slackens at ‘Vidit suum dulcem natum’ as first strings and then
woodwind deploy a grave ostinato.

At the heart of the work lies the gloriously lyrical ‘Eia Mater’.  Its florid and melismatic
melody for tenor looks forward to the operatic works which were soon to occupy a
primary position in Berkeley’s output.

The following section is framed by a tiny chordal episode featuring wind instruments in
high register, which has a grotesquely theatrical flourish.  The bass then enters,
unaccompanied, with ‘Sancta Maria ist ud agas’, beginning with a falling phrase that
recalls the opening of the work.

The seventh section is written for contralto with predominantly string accompaniment.
Nicholas Maw once remarked that Berkeley had ‘an affinity with a most unlikely
character such as Bruckner’.8  In this section the flowing 6/8 eventually turns into an
insistent rhythmic pattern, first heard on the cello, echoing the pulsating ‘Bruckner
rhythm’ which launches the first movement of the Austrian master’s Sixth Symphony
(1879-1881).  This section is succeeded by another quartet for soprano, contralto,
tenor and bass which begins a cappella.  Only the central eight bars are accompanied
and then the final four.

8  Interview with Peter Dickinson, quoted in: Peter Dickinson, The Music of , 2nd ed., (Wood-
bridge: Boydell Press, 2003), p.101.
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The Allegro moderato ninth section contains the score’s most dramatic pages.  Its
elaborate coloratura soprano solo is operatic in its intensity and the driving string and
wind lines are punctuated by rolls on tenor drum, bass drum and cymbal.  Accented
high horn semitones recall the second section.  After a powerful climax precipitating the
soloist’s high B flat, the tension ebbs out of the music which slows to a halt.

At the start of the finale the bass clarinet makes a belated appearance with an extended
recitative.  The full ensemble appears for the first time since the work’s opening section
and eventually, in a poignant use of traditional cyclical form, the score’s gently clashing
semitones from the opening bars return.  In the words of Imogen Holst: ‘At the very
end of the work, the falling semitone of the minor second is transformed to a major
second with a gesture that banishes all desolation; while the strings’ high-held
harmonics on the chord of E major shine with an unwavering serenity’.9

Writing in 1956, Colin Mason found the Stabat Mater ‘one of the most beautiful of all
his [Berkeley’s] works … and worthy of its creator in every way’.10  It is quintessential
Berkeley.  One wonders if the composer’s friend and erstwhile musical collaborator
Benjamin Britten11, under whose baton the score first came to life, remembered
something of its economy of means, spiritual poise and ritualistic formality when he
wrote Curlew River, the first of his three Parables for Church Performance in 1964.
Perhaps one may also hear in the profound mysticism of Berkeley’s Stabat Mater a
progenitor of the hieratic and primordial utterances of his pupil John Tavener.
However wide-ranging the influence of this compelling and purposeful piece, it remains
sui generis.  Here may be found some of the most distinctive and memorable ideas
Berkeley ever penned.

Though its instrumentation is both idiomatic and convincing, several arrangements of
Berkeley’s Stabat Mater exist.  The composer and musicologist Christopher Headington,

9  Imogen Holst, ‘Lennox Berkeley’s ’,  24, Spring 1954, pp.8-9.
10  Colin Mason, ‘The Progress of Lennox Berkeley’, , 27 September 1956, p.485.
11  Both composers wrote  (1937), a four-movement orchestral suite based on Catalan folk-tunes,
which was recorded by the London Philharmonic Orchestra under Berkeley on Lyrita SRCD226.
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Batter My Heart, Three Person’d God
Choir
Batter my heart, three-person'd God, for you
As yet but knock, breathe, shine, and seek to mend;
That I may rise and stand, o'erthrow me, and bend
Your force to break, blow, burn, and make me new.

Soprano
I, like an usurp'd town to another due,
Labor to admit you, but oh, to no end;

Choir
Reason, your viceroy in me, me should defend,
But is captiv'd, and proves weak or untrue.
Yet dearly I love you, and would be lov'd fain,
But am betroth'd unto your enemy;
Divorce me, untie or break that knot again,
Take me to you, imprison me, for I,
Except you enthrall me, never shall be free,
Nor ever chaste, except you ravish me.

John Donne (1572-1631) from the Holy Sonnets, No. 14, pub.1633
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8 – soprano, contralto, tenor, bass
Virgo virginum præclara,
Mihi iam non sis amara
Fac me tecum plangere

Fac, ut portem Christi mortem
Passionis fac consortem,
Et plagas recolere.

9 – soprano
Fac me plagis vulnerari,
Fac me cruce inebriari,
Et cruore Filii

Flammis ne urar succensus
Per Te Virgo, sim defensus
In die iudicii

10 – all soloists
Christe, cum sit hinc exire,
Da per Matrem me venire
Ad palmam victoriae

Quando corpus morietur,
Fac, ut animæ donetur
Paradisi gloria

Virgin of all virgins blest!,
Listen to my fond request:
let me share thy grief divine;

Let me, to my latest breath,
in my body bear the death
of that dying Son of thine.

Wounded with His every wound,
steep my soul till it hath swooned,
in His very Blood away;

Be to me, O Virgin, nigh,
lest in flames I burn and die,
in His awful Judgment Day.

Christ, when Thou shalt call me hence,
be Thy Mother my defense,
be Thy Cross my victory;

While my body here decays,
may my soul Thy goodness praise,
Safe in Paradise with Thee.
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who studied with Berkeley at the Royal Academy of Music, made a full orchestral
version and Michael Berkeley expanded the string quintet into string orchestra, in
which form it was first played at the Queen Elizabeth Hall on 12 May 1978 in a Park
Lane Group concert to celebrate Lennox Berkeley’s seventy-fifth birthday.

The cantata Batter my Heart, Three Person’d God (1962) is a setting of one of the
most celebrated of the Holy Sonnets by John Donne.  It was premiered in New York by
the Riverside Church Choir and its director Richard Weagley, who commissioned the
piece and to whom the score is dedicated.12  The UK premiere took place on 19
October 1963 in the Great Hall of Leeds University, with soprano Felicity Harrison,
the BBC Northern Singers and members of the BBC Northern Orchestra13 conducted
by the composer. 14  John Minchinton directed the London Bach Group and the
Collegium Musicum Londini in the London premiere on 14 November 1963 at Holy
Trinity, Prince Consort Road as part of a 60th birthday tribute concert for Berkeley.

In his treatment of the same religious poem in the 1945 song cycle The Holy Sonnets of
John Donne, Britten focused on the note of urgency and despair in the text.  His song
lasts just over a minute in performance and the solo voice is underpinned throughout
by a restless rhythmic pattern of triplet semiquavers on the piano, presto agitato.
Berkeley, on the other hand, sets the fourteen-line sonnet as an extended cantata lasting
around twelve minutes and falling into four contrasting main sections.

A short instrumental introduction for organ, horn and strings outlines the work’s main
material.  After a series of trenchant four-note phrases has spelt out rhythmically the
title of the poem, the music becomes more lyrical and fluent, preparing the way for the
arrival of the choir who offer an expansive development of lines 1-4 of Donne’s sonnet.
The second section is a gentle Allegretto for soprano solo accompanied with delicacy by
oboe, organ and strings (lines 5-6).  After a pause, the third section (lines 7-11) begins
with a declamatory passage for unaccompanied choir followed by a short instrumental

12  The details of the premiere performance are unrecorded.
13  Forerunner of the current BBC Philharmonic.
14  Richard Itter’s recording of the BBC broadcast of that performance is presented here.
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linking passage to another choral episode, this time accompanied by a gently rocking
organ ostinato.  The variegated final Allegro molto section (lines 12-14) begins with a
driving tutti with fugato elements, climaxes in a largamente treatment of ‘Take mee to
you, imprison mee’, followed by a distinctly Bachian Andante setting of ‘Except you
enthrall mee’ and ends with a short instrumental coda graced by tiny oboe and horn
cantilenas.

Berkeley’s cantata is emotionally charged and entirely at the service of the text.  The
score is texturally diversified by the use of a solo soprano as well as accompanied and
unaccompanied choirs and instrumental interludes.  The unusual instrumental forces
were stipulated by the original commission, yet Berkeley turns that unconventional
line-up to good account, exploiting their sombre, dark-hued sonorities and making
effective use of the minatory rasp of the horn in high register.

Of the UK premiere performance presented here the Times’ critic wrote that, ‘Berkeley
has responded keenly to every change of tone in the text, the command, the confession,
the plea, without any sacrifice of the rough-hewn strength that lies at the heart of
Donne’s utterance.15  Reviewing the London premiere of the work, composer and critic
Anthony Payne observed that, ‘[t]he turbulent nature of Donne’s verse would not, on
the face of it, appear the ideal catalyst for Berkeley’s musical imagination, yet this work
seemed a just setting within the composer’s essentially civilised and gentle world of
feeling’.16

Contrasting gloriously with the austere, finely honed textures of the Stabat Mater and
the Donne setting, Berkeley’s Magnificat for large mixed choir, full orchestra and
organ (1967-68) seems much closer to the English choral tradition.  Dedicated to
Michael Berkeley, it was commissioned by the City Arts Trust for the opening concert
on 8 July of the 1968 City of London Festival in St Paul’s Cathedral, at which it was
premiered by the combined choirs of St Paul’s Cathedral, Westminster Abbey and
Westminster Cathedral, with the London Symphony Orchestra conducted by the

15  ‘New Cantata by Berkeley’, , 30 October 1963, p.14.
16  Anthony Payne, ‘Birthday for Berkeley’, , 12, January 1964, p.37.
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Vidit suum dulcem natum
Moriendo desolatum
Dum emisit spiritum

5 – tenor
Eia Mater, fons amoris
Me sentire vim doloris
Fac, ut tecum lugeam

Fac, ut ardeat cor meum
In amando Christum Deum
Ut sibi complaceam.

6 – bass
Sancta Mater, istud agas,
Crucifixi fige plagas
Cordi meo valide.

Tui nati vulnerati,
Tam dignati pro me pati,
Pœnas mecum divide.

7 – contralto
Fac me tecum, pie, flere,
Crucifixo condolere,
Donec ego vixero.

Iuxta crucem tecum stare,
Et me tibi sociare
In planctu desidero

She beheld her tender Child,
Saw Him hang in desolation,
Till His spirit forth He sent.

O thou Mother! fount of love!
Touch my spirit from above,
make my heart with thine accord:

Make me feel as thou hast felt;
make my soul to glow and melt
with the love of Christ my Lord.

Holy Mother! pierce me through,
in my heart each wound renew
of my Savior crucified:

Let me share with thee His pain,
who for all my sins was slain,
who for me in torments died.

Let me mingle tears with thee,
mourning Him who mourned for me,
all the days that I may live:

By the Cross with thee to stay,
there with thee to weep and pray,
is all I ask of thee to give.
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Stabat Mater
1 – all soloists
Stabat Mater dolorosa
Iuxta crucem lacrimosa
Dum pendebat Filius

Cuius animam gementem
Contristatam et dolentem
Pertransivit gladius.

2 – sopranos
O quam tristis et afflicta
Fuit illa benedicta
Mater unigeniti!

Quæ mœrebat et dolebat,
Pia Mater dum videbat
Nati pœnas incliti

3 – baritone
Quis est homo qui non fleret,
Matrem Christi si videret
In tanto supplicio?

Quis non posset contristari,
Christi Matrem contemplari
Dolentem cum Filio?

4 – soprano, contralto, tenor, bass
Pro peccatis suæ gentis
Vidit lesum in tormentis
Et flagellis subditum.

At the Cross her station keeping,
stood the mournful Mother weeping,
close to her Son to the last.

Through her heart, His sorrow sharing,
all His bitter anguish bearing,
now at length the sword has passed.

O how sad and sore distressed
was that Mother, highly blest,
of the sole-begotten One.

Christ above in torment hangs,
she beneath beholds the pangs
of her dying glorious Son.

Is there one who would not weep,
whelmed in miseries so deep,
Christ's dear Mother to behold?

Can the human heart refrain
from partaking in her pain,
in that Mother's pain untold?

For the sins of His own nation,
She saw Jesus wracked with torment,
All with scourges rent:
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composer.  It was played at the Proms on 4 August 1969 by the BBC Singers, BBC
Symphony Chorus and the London Philharmonic Orchestra under the baton of Sir
Adrian Boult.17  Later significant performances took place at the Three Choirs Festival
on 31 August 1978, with the Festival Chorus and BBC Northern Symphony Orchestra
under Donald Hunt, and at the Proms on 5 September 2003, when combined choirs of
St Paul’s Cathedral, Westminster Abbey and Westminster Cathedral joined forces with
the BBC National Orchestral of Wales directed by Richard Hickox.

Berkeley calls for uncharacteristically substantial orchestral forces:  piccolo, two flutes,
two oboes, cor anglais, two clarinets, bass clarinet, two bassoons, double bassoon, four
horns, three trumpets, three trombones, tuba, harp, organ, timpani, percussion and
strings.  His next large-scale piece, the one-movement Third Symphony of 1969,18

retained the choral work’s large orchestra and some of the dramatic instrumental
gestures such as an effective use of the xylophone.

Though Berkeley’s spacious setting of the Magnificat is continuous, it may be divided
into seven smaller movements, some of which are linked by expressive orchestral
interludes.  The first four verses of the canticle are contained in a spirited opening
Allegro.  Launched by a four-note brass fanfare suggesting the four syllables of the title,
the substantial and expectant orchestral introduction provides a considerable build-up
to the entry of the voices.  In a superbly theatrical stroke, the sopranos enter on their
own, forte, but are soon joined by the full choir who go on to explore further a vibrant
theme foreshadowed by violins and violas in the orchestral preface.  At ‘Quia respexit
humilitatem’ the tempo slackens for the more measured central portion before a return
to the initial tempo and material at ‘Quia fecit mihi magna’.

The Andante second movement is an elaborate setting of ‘Et misericordia ejus’ for
unaccompanied eight-part chorus.  It is linked by an initially shadowy but gradually
defiant orchestral interlude to the quicker third movement, ‘Fecit potentiam’.  At the
verse ‘Deposuit potentes de sede’, the men’s voices accompanied by low woodwind and

17  Released on the Intaglio label (INCD 7451).
18  Recorded by Berkeley with the LPO on Lyrita SRCD226.
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tuba symbolise the mighty, whilst the boys’ voices and strings depict the humble who
shall be exalted.

The fourth movement opens with a beguilingly serene Lento setting of ‘Esurientes
Implevit Bonis’ for sopranos in three parts accompanied quietly by the organ.  This is
disrupted by the disquieting ‘Et Divites’ set within a tense orchestral scherzo, but
tranquillity is restored by an exquisite, unerringly placed modulation back to the
simplicity of ‘Esurientes’.

The following ‘Suscepit Israel’ fifth movement is a formal fugue in which the exposition
is sung by choir and the theme is later adopted by the strings.  In the sixth movement,
a recitative-like orchestral introduction paves the way for the unaccompanied choral

‘Sicut locutus est’, after which the orchestra joins the chorus’s gently undulating phrases.

The synoptic closing ‘Gloria Patri’ begins with a vital exaltation from the voices
punctuated by harp and xylophone.  At the words ‘Sicut erat in principio’ (‘as it was in
the beginning’), the opening theme and tempo of the work are recalled by the orchestra
in a short recapitulation.  This is followed by an extended and ecstatic coda which
embraces the ‘Amen’, working it up to a powerful climax crowned by an emphatic final
cadence.

So ends a carefully balanced and richly textured piece whose ebullient and uninhibited
style suggests affinities with William Walton’s major choral works.  There is a directness
and universality in the writing which is entirely apt for a text which, as the composer
observed, goes ‘straight to the point’.19  One of Berkeley’s boldest and most public
statements, the Magnificat suggests he would have made an ideal Master of the Queen’s
Music, a role seemingly ready-made for this composer’s dedication to service, flexible
idiom, sense of occasion and acute sensitivity to precise commissions.

Writing in the Times Literary Supplement in 1966, Lennox Berkeley addressed directly
the issue of producing sacred works: ‘How, it may be asked, does a composer approach
19  Ibid, p.129.
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the task of writing religious music?  Does he adopt a different tone of voice, or use a
special idiom?  I would say that in the case of music that is religious in subject matter
but intended for the concert platform there is no problem.  I cannot imagine that any
composer in these circumstances would want to modify his ordinary musical idiom’.20

Berkeley’s distinctive voice is indeed utterly recognisable throughout the three religious
concert pieces considered here, but in a heightened and intensified form.  The palpable
fervour and sincerity of these scores secures them a place amongst the very finest
examples of his art.

Paul Conway, 2016

20  Lennox Berkeley, ‘Truth in Music’, , 3 March 1966, Issue 3340, p.158.

THE LYRITA RECORDED EDITION TRUST

ITTER BROADCAST COLLECTION

Richard Itter had a life-long fascination with recording and he
habitually acquired professional equipment for disc and tape recording
even for solely private use. From his home in Burnham he was able to
receive a good signal from the BBC Wrotham transmitter, which was
constructed in 1951 and began broadcasting VHF/FM on 2 May 1955.
His domestic recordings from BBC transmissions (including Proms,
premieres, operas, symphonies and chamber music – more than 1500
works in total), date from 1952-1996. Everything was initially recorded
on magnetic tape, but up to 1955 particularly important performances
were transferred to acetate disc. These fragile discs were never played
and have remained in excellent condition, as have the majority of the
tapes which make up the bulk of the collection. In 2014 the Lyrita
Recorded Edition Trust begun to transfer this priceless archive and has
put in place formal agreements with the BBC and the Musicians Union
to enable the release of items from it to the public.
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LENNOX BERKELEY (1903-1989)
Sacred Choral Music

1-7 (1947)
 For six solo voices, and chamber orchestra of 12 players
 Mary Thomas, Barbara Elsy, Maureen Lehane, Nigel Rogers, Christopher Keyte, Michael Rippon
  Ambrosian Singers, Members of the English Chamber Orchestra
 Conducted by Norman Del Mar.  BBC Broadcast 1 March 1965

8 (1962)
 For soprano, chorus, oboe, horn, cellos, double-bass and organ
 Felicity Harrison, Donald Hunt
 BBC Northern Singers & Members of the BBC Northern Orchestra
 Conducted by Lennox Berkeley.  BBC Broadcast 29 October 1963, UK Premiere

9-12  (1967-68)
 For large mixed choir, orchestra and organ
 Choirs of St Paul’s Cathedral, Westminster Abbey & Westminster Cathedral
 London Symphony Orchestra
 Conducted by Lennox Berkeley.  BBC Broadcast 8 July 1968, Premiere

Total playing time (72’30”)
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