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Purcell's meteoric career was one for which his home background prepared 
him well. He grew up surrounded by music: his father was choirmaster of 
Westminster Abbey, and Matthew Locke, a senior composer at court, was a 
family friend. At seven or eight years old the boy became a chorister at the 
Chapel Royal, the most glittering musical establishment in the land, lately re- 
established at the Restoration, and enjoying enthusiastic personal support 
from Charles 11. Even before the young Purcell's voice broke, in 1673, he had 
been appointed assistant to John Hingeston, keeper of the royal instruments. 

Soon after leaving the choir Purcell began studying composition with John 
Blow, who combined the posts of royal choirmaster and organist of 
Westrninster Abbey. By 1677 he had been appointed on Lockers death to a post 
as composer for the royal violin band, and in 1679 he succeeded Blow, who 
had resigned in his favour, as organist of Westminster. His standing as one of 
the leading church musicians of the age was confirmed in 1682, when he was 
appointed a Gentleman of the Chapel Royal and one of its three organists. 

During the early 1680s Purcell poured out a steady stream of music. For the 
Chapel choir he composed elaborate anthems exploiting the brilliant solo 
voices available there, and featuring instrumental symphonies and 
accompaniments played by the royal violin consort. For Chapel Royal and 
Abbey alike he composed more modest anthems with organ accompaniment, 
including works for full choir in the dignified old English style dating back to 



Tallis, Byrd and Gibbons, composers whose music had remained in the regular 
repertoire. For an important annual occasion in the court calendar, the formal 
welcoming of the king back to London after his summer stay at Windsor, he 
wrote a new choral and orchestral ode each year. He busied himself also with 
composing chamber music, not only for violins but also for the old-fashioned 
viols; turned out numerous songs, both secular and sacred; and eagerly seized 
the few opportunities that were offered him to work in the theatre, writing 
music for plays. 

In 1685, however, things took an unexpected turn. Charles II died suddenly, 
to be succeeded by his brother James, a Roman Catholic. James ignored the 
Anglican Chapel Royal, and set up a parallel establishment of his own, which 
quickly became far more fashionable ("Much crowding: little devotion", as the 
diarist John Evelyn tartly noted). By 1688 the king's devotion to Catholicism, 
combined with a drive to centralise administrative power, had created 
sufficiently widespread resentment among an influential sector of the 
establishment to bring about the so-called Glorious Revolution, in which King 
James was supplanted by his Dutch son-in-law, William of Orange. 

William of Orange, a dour soldier locked in combat with the France of Louis 
MV, had little interest in music other than that of military bands. After he and 
his wife Mary were crowned joint sovereigns of England in 1689, the royal 
musical establishment, in Chapel and chamber alike, fell into a slow decline. 
Thereafter Purcell devoted more and more of his energies to the theatre, 
writing music for dozens of plays, and a string of semi-operas which, though 
so expensive to mount that they eventually crippled London's only theatre 
company, were smash hits with the public. 

Purcell's death in 1695, at the age of only thirty-six, was universally 
lamented among English music-lovers, but in some ways he was fortunate to 
die when he did. The theatre was in crisis, from which it never fully recovered, 
and the royal music was on the brink of terminal decline. Among these ruins 
his own posthumous reputation, in contrast, remained intact. He was 



especially celebrated for his vocal compositions, which are uniquely 
responsive to the natural rhythms of his native tongue: "the English Orpheus", 
his publisher shrewdly dubbed him in 1698. Three centuries later, his renown 
remains undimmed. 

In 1683 Purcell, together with a group of other professional musicians and 
wealthy amateurs, set up a Musical Society to promote an annual Cecilian 
festival in emulation of a long-established continental custom which for some 
reason had never become established in England. The London celebrations 
were threefold: a choral service, including a sermon in praise of music, a 
concert, including the first performance of an ode commissioned for the 
occasion, and a grand dinner with table music. 

For the inaugural festival Purcell himself contributed the ode, Welconze to nll 
the plensttres, to a text by Christopher Fishburn, a somewhat obscure poet and 
dramatist. Purcell modelled the work, a succession of short solos, vocal 
ensembles and choruses, set off by string movements, on his court odes, but he 
took pains to produce an unusually elaborate and polished piece of work. Its 
highlights include the splendid counter-tenor air Here the deifies npprove, 
ingeniously constructed over a reiterated ground bass, and repeated, richly 
harmonized, by the strings; the lovely lyrical air for tenor, Music, f l ~ o u  scene of 
love, and the concluding chorus - a fine piece of counterpoint, its brilliance 
enhanced by two independent violin parts, and written in the then exotic key 
of E major. Purcell proudly had the piece printed in full score, something 
almost unheard-of in those days, one of his first important ventures into the 
embryonic but rapidly growing business of music publishing. 

Once established, the Cecilian festival flourished, but London also mounted 
more informal celebrations of the art of music. On these lesser occasions there 
was no choral service, and specially-commissioned odes, if any, were more 
modest affairs. One of the latter is Purcell's Rnise, rnise the voice, composed in 
about 1685. In some ways it resembles Welcolne to all the plensztres, not least in 
including a superb ground-bass number, Mnrk horo rendily eacll plinnt string, but it 



is shorter, and scored for smaller forces. These would still have been enough, 
however, to sound rich and impressive in the tiny venues of the period. The 
work was probably performed in the "musick house" at York Buildings, just off 
the Strand, a room only about thirty feet square by twenty high. 

Uze noise of foreign roars is a battered yet imposing musical torso. It consists 
of the first half or thereabouts of a court ode, but lacks most of the overture, 
probably because the first page of the autograph manuscript became detached 
at some time and was then lost. The work is now preserved only in a single 
later source, a large volume copied towards the end of the eighteenth century 
by Philip Hayes, Professor of Music at Oxford and one of the first systematic 
musical antiquarians. The volume is one of a set of four now in the library of 
Tatton Park, Cheshire, and devoted almost exclusively to music by Purcell. 

The Tatton manuscripts were first investigated by the distinguished Purcell 
scholar Nigel Fortune some thirty years ago. He dated The noise offoreigll wars 
between 1688 and 1694, and suggested that its music was probably by Purcell. 
It is now possible for several reasons to be both more specific about the date 
and more confident of the attribution. First, the text clearly points to 1688, a 
period when "the noise of foreign wars" formed a disturbing background to 
English affairs, whilst "the whispering of home jealousies and fears" was 
busily undermining the throne of James 11. Second, every court ode belonging 
to the years 1680-1695 has survived in some form or other, but a solitary gap 
occurs in the autumn of 1688, when formal celebrations of the king's birthday, 
coinciding with the court's return to London after the summer stay in 
Windsor, were hastily cancelled because of political unrest. Third, the 
composition of the autumn court ode was a fixed responsibility, that of Purcell, 
who had composed such a work every year since 1680. He probably 
abandoned the 1688 ode the moment the celebrations were called off, since as 
an occasional piece it had no alternative use. 

The music bears enough Purcellian fingerprints to remove any lingering 
doubts as to its authorship. A sturdily contrapuntal opening chorus with 



orchestral accompaniment, an expressive ground-bass air for counter-tenor, an 
antiphonal sextet pitting high voices against low, a rousing bass solo 
elaborately accompanied by the strings. Such numbers are the common 
currency of Purcell's later odes for the Stuart court, and are clearly his work 
and not that of Blow. Surprisingly, The noise of foreign w r s ,  incomplete though 
it is (and it ends, a shade disconcertingly, not in the home key but in the 
subdominant) has never previously been recorded. 

Purcell's Sonata for Trumpef and Strirzgs is sometimes said to be the overture 
to an otherwise lost New Year ode for 1694, entitled Light of the World, but the 
evidence that Purcell ever composed such a work is flimsy in the extreme. In 
fact, the sonata was probably written for one of the public concerts which 
began to burgeon in London as the royal musical establishment declined in 
importance. Such a work would have served as a splendid showpiece for one 
or other of Purcell's favourite trumpeters, Mathias and John Shore, father and 
son. Predictably enough, the outer movements of Purcell's sonata are made of 
stirring stuff, giving the soloist ample opportunity to demonstrate his 
command of the instrument (though not by brash technical display: English 
trumpeters were noted above all for the purity and clarity of their tone, and for 
playing precisely in tune, not for vulgar pyrotechnics). The central Adagio, 
however, creates a strikingly effective contrast with the brilliance and the busy 
counterpoint that flank it. Scored for strings and continuo alone, it features 
grave chordal writing laced with piquant chromaticisms and melting 
dissonances. 

By the 1690s the Cecilian festival had grown into one of the biggest events in 
London's musical year. The 1692 ode was a particularly memorable one, 
Purcell's Hail, bright Cecilia, one of his grandest and most elaborate scores, and 
in 1694 the celebrations took on yet more opulence: a new setting of the Te 
Deum and Jubilate was commissioned for the choral service. Once again the 
music was by Purcell, and he responded with a highly innovative score. As if 
the usual array of star soloists and the combined choirs of the Chapel Royal, 



Westminster Abbey and St Paul's Cathedral, were not impressive enough, 
Purcell added orchestral as well as organ accompaniment: not merely a full 
body of strings, a feature of coronation services since the Restoration, but also 
a pair of trumpets, never previously used in English church music. The 
performance caused a sensation, and within a few years the work, for all its 
genesis as an occasional piece, gained a regular place in the repertoire. 
Nowadays it has lost some of the gilt, appearing a little short-winded in 
comparison with the two settings by Handel, whose individual movements 
have a bigger span, but it is impressive all the same. It is full of telling 
contrasts: the brilliance of some of the solo numbers, the solid dignity of the 
contrapuntal choruses, and the poignancy of the more reflective passages, 
most notably the hauntingly eloquent counter-tenor solo Vouclzsnfe, 0 Lord, 
towards the end of the Te Del~lii. 

The 1694 festival proved to be one of the high-points of the entire Cecilian 
series, which seems to have gone into a steep decline after 1695. In that year 
Blow provided both a splendid new ode and a setting of the Te Dei~ilz and 
ll~bilnte worthy to stand alongside Purcell's; but alas, the festival was blighted. 
The previous day, with bitter untimeliness, Purcell had died. He was buried in 
Westminster Abbey, close by the organ he had played for sixteen years, and his 
tombstone bears an epitaph that sums up his greatness with moving 
simplicity: "He is gone to that blessed place where only his harmony can be 
exceeded". 

O 1995 Bruce Wood 



Susan Bisatt 

The soprano Susan Bisatt works regularly with English National Opera and 
Opera North, where she has appeared most recently as Papagena in their 
Magic Flute. She sang the title rBle in the acclaimed production of Strauss's 
Salorne at the Edinbugh Festival and appears regularly at the Almeida Festival 
where she created the r6les of Jane Eyre in Vigeland's False Love, True Love and 
Isabelle Rimbeaud in Volan's The Man zuho strides the Wind. 

Jeni Bern 
The soprano Jeni Bern studied at the Royal Scottish Academy of Music and 

the Royal College of Music. On the concert platform, she has performed in all 
the major London venues and in her native Scotland and she has also sung 
Messiah in Zurich and Geneva. She has recently sung the title r61e in Handel's 
Deidamia and toured with The Sixteen in the Teixeira Te Deunz. 

Christopher Robson 

The counter-tenor Christopher Robson is widely recognised as one of the 
foremost exponents of the counter-tenor voice with a repertoire ranging from 
medieval music to the avant-garde. He has in recent years made a particular 
impact in the field of opera, but has also appeared in festivals all over the 
world and recorded extensively. Performances include Handel's Xerxes in 
Chicago and Britten's A Midsllininer Niglzt's Drenri~ for English National Opera. 

William Purefoy 

The counter-tenor William Purefoy was a choral scholar at Magdalen 
College, Oxford, and since graduating in 1989 has worked as a soloist and 
concert session singer. He is now studying on the Opera Course at the 



Guildhall School of Music and Drama, while continuing his work as a soloist. 
He was a finalist in the 1995 Kathleen Ferrier Awards and a winner of the 
British National Federations of Music Societies Young Concert Artists Award 
in the same year. His concert engagements have included concerts and 
recording with the New London Consort, the Orchestra of the Age of 
Enlightenment and Florilegium. 

Ian Honeyman 
The tenor Ian Honeyman studied music at Cambridge and also sang in the 

choir of King's College. Since moving to France in 1981, he has sung with Le 
Groupe Vocnl de Frnnce and Les Arts Florissants, and performed a number of 
operatic rbles, including Hyppolite in the Paris Opera 1985 production of 
Rameau's Hyppolite ef  Aricie and, at the La Fenice theatre, Venice, took part in 
Sacrati's Ln Fintn Pnzzn and Monteverdi's I1 Xitorno d'ulisse. He has also sung 
three Britten rbles and in the United Kingdom, performs both early and new 
music with Red Byrd. 

Thomas Guthrie 

Thomas Guthrie studied classics at Cambridge before winning a scholarship 
to study singing at the Royal Northern College of Music. He is fast gaining a 
reputation as a recitalist and concert singer of distinction and recent highlights 
include a televised production of the St Mnfthezo Pnssion, recitals in France and 
in the United Kingdom and solo performances at the Malvern, Gregynog and 
Ribchester Festivals. In addition to his singing career, Thomas Guthrie is also 
an actor and recently played the Devil in a radio production of Stravinsky's A 
Soldier's Tnle. 



David Staff 
David Staff, who plays natural trumpet in the present recording, studied at 

the Guildhall School of Music and now specialises in performing Renaissance, 
baroque and classical music on period instruments. He is a founder member 
of His Majesty's Sagbutts and Cornetts, principal trumpet of the Orchestra of 
the Eighteenth Century and a frequent soloist with many ensembles, including 
the Orchestra of the Golden Age. 

The Choir of the Golden Age 
The Choir of the Golden Age was formed by Christopher Stokes, Sub- 

Organist at Manchester Cathedral, in association with the Orchestra of the 
Golden Age and is made up of young professionals from the North West area 
of England. The Choir has appeared with the Orchestra of the Golden Age at 
the Gregynog Festival and has given concerts of music by Purcell and Bach at 
the Royal Northern College of Music in Manchester. 

The Orchestra of the Golden Age 
Founded by Robert Glenton, the Orchestra of the Golden Age is one of the 

few fully-fledged period instrument orchestras based outside London and has 
had many successes in its short career. These have included being resident 
orchestra at the Buxton Opera Festival and regular appearances in the 
Gregynog, Greenwich and Manchester Festivals. The orchestra promotes an 
annual series of concerts in Manchester as well as performing around the 
country and will shortly be recording the complete Tnfelmusik by Telemann for 
Naxos Records. 



Robert Glenton 
Robert Glenton's musical career ranges from leading his own jazz band (on 

trumpet) to performing chamber music at Windsor Castle, from appearing on 
stage with Frank Sinatra to soloist in Elgar's Cello Concerto. He studied cello at 
the Royal Academy of Music, where he won all the major prizes, and 
subsequently spent several years working in New Zealand. On returning to 
the United Kingdom, he founded the Orchestra of the Golden Age and, in 
addition to his r6e as Artistic Director of the Orchestra, he is much in demand 
as a baroque music specialist. 



Te Deum 

We praise thee, 0 God, we acknowledge thee to be the Lord. 
All the earth doth worship thee, the Father everlasting. 
To thee all angels cry aloud, the heavens and all the powers there-in. 
To thee Cherubim and Seraphim continually do cry, 
Holy, holy, holy Lord God of Sabaoth: 
Heaven and earth are full of the majesty of thy glory. 
The glorious company of the apostles praise thee; the goodly fellowship of the 
prophets praise thee; 
The noble army of martyrs praise thee; the holy Church throughout all the 
world doth acknowledge thee, 
The Father of an infinite majesty, thine honourable true and only Son; also the 
Holy Ghost the Comforter. 
Thou art the King of Glory, 0 Christ, thou art the everlasting Son of the 
Father. 
When thou tookest upon thee to deliver man, thou didst not abhor the 
Virgin's womb. 
When thou hadst overcome the sharpness of death, thou didst open the 
Kingdom of Heaven to all believers. 
Thou sittest at the right hand of God, in the glory of the Father. 
We believe that thou shalt come to be our Judge. 
We therefore pray thee help thy servants whom thou hast redeemed with thy 
precious blood. 
Make them to be numbered with thy saints in glory everlasting. 
0 Lord save thy people and bless thine heritage, govern them and lift them up 
for ever. 
Day by day we magnify thee and we worship thy name ever world without 
end. 
Vouchsafe 0 Lord to keep us this day without sin. 
0 Lord have mercy upon us, have mercy upon us. 



0 Lord let thy mercy lighten upon us, as our trust is in thee. 
0 Lord in thee have I trusted, let me never be confounded. 

Raise, Raise the Voice 
Raise, raise the voice! All instruments obey. 
Let the lute its softest notes display. 
For this is sacred Music's holy day. 
The god himself says he'll be present here, 
Dress'd in his brightest beams he will appear, 
Not to the eye, but to the ravish'd ear. 

'Crown the day with harmony', 
Hark! I hear Apollo cry, 
'And let every generous heart 
In the chorus bear a part.' 
Mark, mark how readily each pliant string 
Prepares itself, and as an off'ring 
The tribute of some gentle sound does bring. 

Then all together in harmonious lays 
To the sublimest pitch themselves they raise, 
And loudly celebrate their Master's praise. 

Come raise up your voices, and let us dispute 
For melodious notes with the viol and lute. 
Apollo's delighted with what we have done, 
And clapping his hands cries, '16, go on.' 
With a smile he does all our endeavours approve, 
And vows he ne'er heard such a consort above. 



The Noise of Foreign Wars (edited by Bruce Wood) 
The noise of foreign wars, 
The whisp'ring of home jealousies and fears, 
Domestic wrangles, civil jars, 
Has reach'd th'harmonious spheres. 
And now Apollo and the sacred Nine, 
In long allegiance with this Court, 
Command their envoys to complain, 
And with soft music to incline 
The Hero royal and his Heroine 
The troubles of crowns to allay. 
Nor have we touch'd the lyre in vain: 
There is a truce, a glad cessation for a day. 
This day is our own, and our wishes are crown'd; 
we cannot allow any martial sound, 
Not the clangour of trumpets and rattling of drums, 
Not a sound of battalions or fleets, 
Nor of mortars or bombs; 
No complaining be heard in our streets. 

Ode for St Cecilia's Day 
Welcome to all the pleasures that delight 
Of every sense the grateful appetite! 
Hail, great assembly of Apollo's race! 
Hail to this happy place, 
This musical assembly that seems to be 
The ark of universal harmony! 
Here, here the deities approve, 
The god of music and of love, 
All the talents they have lent you, 



Pleas'd to see what they bestow 
Live and thrive so well below, 
While joys celestial their bright souls invade, 
To find what great improvements you have made. 

Then lift up your voices, those organs of nature, 
Those charms to the troubled and amorous creature. 
The pow'r shall divert us a pleasanter way, 
For sorrow and grief 
Find from music relief, 
And love its soft charms must obey. 
Beauty, thou scene of love, 
And virtue, thou innocent fire, 
Made by the powers above 
To temper the heat of desire: 
Music that fancy employs 
In rapture of innocent flame, 
We offer with lute and with voice 
To Cecilia, Cecilia's bright name. 
In a consort of voices, while instruments play, 
With music we celebrate this holy day. 
I6 Cecilia, Cecilia, Cecilia! 



Jubilate Deo 
0 be joyful in the Lord all ye lands; serve the Lord with gladness and come 
before his presence with a song. 
Be ye sure that the Lord he is God; it is he that hath made us and not we 
ourselves; we are his people and the sheep of his pasture. 
0 go your way into his gates with thanksgiving, and into his courts with 
praise; be thankful unto him and speak good of his name. 
For the Lord is gracious, his mercy is everlasting, and his truth endureth from 
generation to generation. 
Glory be to the Father, and to the Son, and to the Holy Ghost; 
As it was in the beginning, is now and ever shall be: world without end. 
Amen. 



Henry 
PURCELL 

Ode for St. Cecilia's Day Te Deum 
Time: 
62'51" 

Jeni Bern, Soprano Susan Bisatt, Soprano Christopher Robson, Counter tenor 
William Parefoy, Counter tenor Ian Honeyman, Tenor Thomas Guthrie, Bass 

David Staff, Natural Trumpet 
Choir and Orchestra of the Golden Age (on authentic instr~~ments) 

Robert Glenton 

@I The Noise of Foreign Wars (prdhre recording) 

@I Raise, Raise the Voice 

Trumpet Sonata No, 1 
@I Allegro 

Adagio 
El Megro 

[TI Ode fop St. Ceeilia'a Day 

1311 Jubilate Deo in D 

Recorded st Mancliester Gms~mnr Scliool. Eoaliuld. 
on 13th and l4 l1  May, 1995. 
Producer: Chris Crr~her 
Engineer: Dave Harries 
Mubic Notes: Bruce Wood 

Cover Painting: St. Cccilin in conversation with an r~ngel 
by Bartolo~neo Schedoni 

.- 


