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 1 Overture 3.39 
 2 Chorus. Oh the pleasure of the plains 5.58 
 3 Recitative. Ye verdant plains (Galatea) 0.56 
 4 Aria. Hush, ye pretty warbling choir (Galatea) 5.15 
 5 Aria. Where shall I seek the charming fair? (Acis) 2.21 
 6 Recitative. Stay, shepherd, stay (Damon) 0.27 
 7 Aria: Shepherd, what art thou pursuing? (Damon) 4.28 
 8 Recitative. Lo! Here my love! (Acis) 0.33 
 9 Aria. Love in her eyes sits playing (Acis) 3.08 
10 Recitative. Oh! Didst thou know the pains of absent love (Galatea) 0.20 
11 Duet & Chorus. Happy we (Galatea, Acis) 3.05 
12 Chorus. Wretched lovers! 3.47 
13 Recitative. I rage, I melt, I burn (Polyphemus) 1.27 
14 Aria. O ruddier than the cherry (Polyphemus) 3.01 
15 Recitative. Whither, fairest, art thou running (Polyphemus, Galatea) 1.30 
16 Aria. Cease to beauty to be suing (Polyphemus) 2.28 
17 Aria. Would you gain the tender creature? (Damon) 5.07 
18 Recitative. His hideous love provokes my rage (Acis) 0.30 
19 Aria. Love sounds th’alarm (Acis) 4.01 
20 Aria. Consider, fond shepherd (Damon) 3.03 
21 Recitative. Cease, O cease thou gentle youth (Galatea) 0.29 
22 Trio. The flocks shall leave the mountains (Galatea, Acis, Polyphemus) 2.41 
23 Recitative. Help! Galatea! (Acis) 1.25 
24 Chorus. Mourn, all ye muses! 3.34 
25 Chorus. Galatea, must I my Acis still bemoan (Galatea) 4.19 
26 Recitative. ‘Tis done (Galatea) 0.32 
27 Aria. Heart, the seat of soft delight (Galatea) 4.32 
28 Chorus. Galatea, dry thy tears (Galatea) 3.01

 Total playing time 75.36

Brindley Sherratt
Polyphemus - Bass

Brindley Sherratt studied at the Royal Academy of Music. His operatic 
engagements include Gremin (Eugene Onegin), Sparafucile (Rigoletto), Narbal 
(Les Troyens) and Ramfis (Aida) at the Royal Opera House; Balducci (Benvenuto 
Cellini), Hobson (Peter Grimes) and Bartolo (Le nozze di Figaro) at Salzburg 
Festival; Rocco (Fidelio) at Glyndebourne Festival and Seville; Sarastro (Die 
Zauberflöte) at English National Opera, Hamburg and Bordeaux; Pimen 
(Boris Godunov) at ENO and Opéra de Nice; Fiesco (Simon Boccanegra) at 
ENO; Banquo (Macbeth) at Bordeaux; Philip (Don Carlos) at Opera North; Il 
Commendatore (Don Giovanni) at Glyndebourne, Santa Fe; and Pognor (Die 
Meistersinger von Nürnberg) at Welsh National Opera. 

He has sung at the BBC Proms and at the Bregenz, Edinburgh, Lucerne, and Salzburg festivals. He regularly 
appears with leading orchestras and conductors including the Swedish Radio Orchestra with Harding, 
Rotterdam Philharmonic Orchestra with Bicket, Chamber Orchestra of Europe with Nelson, Orchestra 
of the Royal Opera House with Pappano, Scottish Chamber Orchestra with Nézet-Séguin, Deutsche 
Kammerphilharmonie Bremen with Langrée, Hallé Orchestra with Elder, and BBC Symphony Orchestra 
with Sir Andrew Davis. 
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Hogwood and Emmanuelle Haim. This season Benjamin Hulett sings the title role in J.C. Bach’s Lucio Silla 
for the Salzburg Mozartwoche, Tamino in concert with the Berlin Philharmonic and Sir Simon Rattle, and 
makes a return to the Baden-Baden Festival. 

Nathan Vale
Damon - Tenor
Winner of both First Prize and Audience Prize at the 2006 London Handel 
Singing Competition, Nathan was born in Stourbridge and attended the Royal 
College of Music, where he studied with Ryland Davies at the Benjamin Britten 
International Opera School. He was awarded an Independent Opera Scholarship 
to the National Opera Studio, where he was supported by English National 
Opera and the Nicholas John Trust. He continues his studies with Jeffrey Talbot.

In concert he has performed with the Aarhus Symphony Orchestra and Harry 
Christophers, the London Mozart Players, the Northern Sinfonia, the BBC Scottish Symphony Orchestra, 
the Philharmonia Orchestra, and the Odense Symphony Orchestra. Operatic engagements have included 
Lurcanio (Ariodante) and Oronte (Alcina) for English Touring Opera, Seneca Friend and cover Lurcano 
(Poppea) for English National Opera, and First Prisoner (Fidelio) and cover Evangelist (St Matthew Passion) 
for the Glyndebourne Festival.  

Current engagements include Belfiore (La Finta Giardiniera) in Luxemburg and Toulon, First Armed Man 
(The Magic Flute) for English National Opera, Evangelist (St Mathew Passion) for the London Handel Society, 
and Bach’s Magnificat with the Northern Sinfonia. 
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This recording of Mendelssohn’s arrangement of Handel’s Acis and Galatea is a true Oxford project. Not 
only are the performers (the Oxford Philomusica and the Choir of Christ Church) central in the musical 
life of the city, but Mendelssohn’s original score is here in the Bodleian Library. Add to that the fact that 
Handel conducted the work in the Great Hall in Christ Church in 1743 and it is easy to see why I was 
so excited to be performing it in this new edition of the Oxford manuscript.  I set out to view this score 
through the lens of the early 19th century. It runs counter to the spirit of our own age to take an iconic 
work from the past and translate it into a contemporary culture, but this was not so in Mendelssohn’s day.  
His achievement is not only to pay homage to the dramatic and musical skill of Handel but also to stamp 
his arrangement with his own identity.  The result is compelling and has an integrity of its own, providing a 
fascinating insight into Mendelssohn’s imagination as a composer. 

Stephen Darlington, 2012

Handel first engaged with the subject of Acis and Galatea during his stay in Italy, where in 1708 he 
composed a serenata, Aci, Galatea e Polifemo, for three solo voices and orchestra. Ten years later in England, 
while in the employ of the Duke of Chandos at Cannons, he revisited the theme and wrote Acis and 
Galatea, with an English text mainly by John Gay and completely new music. Handel called the one-act 
work a ‘masque’, and it was for four singers (who, with a fifth singer, also formed the chorus) and a small 
orchestra of two oboes (doubling recorders), two violins and continuo. Handel himself revived the work 
between 1731 and 1742 in various revised forms and using a multi-voiced chorus – sometimes in a 
bi-lingual version incorporating parts of the 1708 work (and other music). In 1743 a complete score of a 
purely English version divided into two acts was published, and in this definitive form it became the most 
popular of Handel’s secular works in Britain, retaining its appeal throughout the 18th century and beyond.

The simple story derives from Ovid’s Metamorphoses, and concerns the mutual longings of a sea-nymph, 
Galatea, and the shepherd Acis, while his fellow shepherd, Damon, warns him about neglecting his flock. 
The lovers are united, only for the jealous Cyclops, Polypheme, to intervene, desiring Galatea for himself. 
Challenged by Acis, Polypheme slays him, whereupon Galatea is prevailed upon to use her divine powers 
to turn him into a fountain, ‘murmuring still his gentle love’.

Jeni Bern
Galatea - Soprano
Jeni Bern is a graduate of the Royal Scottish Academy of Music and Drama and 
the Royal College of Music where she was the winner of many major awards 
and prizes, including the prestigious President Emerita Award.
 
Accomplished as a performer on the operatic stage, Jeni is also in demand as 
an oratorio and concert artist, performing throughout the UK and Europe. 
Highlights include Teixeira’s Te Deum at Macau International Music Festival with 
Harry Christophers and The Sixteen; Cupid in Purcell’s King Arthur with Paul 

McCreesh and the Gabrieli Consort at the Bergen Festival; Mozart Requiem with The Academy of St 
Martin in the Fields and Sir Neville Marriner ; Haydn’s Creation for The Three Cultures International Festival 
Murcia, Spain; Messiah with Sir David Willcocks and the Bach Choir ; Messiah and Finzi’s Dies Natalies with 
the St Gallen Bachchor; with the Royal Scottish National Orchestra Carmina Burana and Mozart’s Exsultate 
Jubilate.

Benjamin Hulett
Acis - Tenor
Benjamin Hulett studies with David Pollard and trained on the Opera course 
at the Guildhall School of Music and Drama. He was a principal tenor at the 
Hamburg State Opera, where roles included Tamino (Die Zauberflöte) and 
Ferrando (Così fan tutte), and he returned as a guest for Narraboth (Salome). 
He made his debuts with the Bayerische Staatsoper, Theater an der Wien and 
Deutsche Staatsoper Berlin, with the Edinburgh, Salzburg and Baden-Baden 
Festivals, and for the BBC Proms. He has also appeared in concert with Europa 
Galante and Fabio Biondi, Sir Andrew Davis and the BBC Symphony Orchestra, 

the Orchestre des Champs-Élysées, the MDR (Leipzig Gewandhaus), the Orchestra of the Age of 
Enlightenment (Rome), the Academy of Ancient Music, NDR Hannover, Jeffrey Tate in Turin, the Gergiev 
Festival in Rotterdam, for VARA Radio at the Amsterdam Concertgebouw, at the Vienna Musikverein 
with Ivor Bolton, and with Harry Bicket, Frans Brüggen, Peter Oundjian, Thomas Zehetmair, Christopher 
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Although a certain number of Handel’s choral works began to be performed on the Continent towards 
the end of the 18th century, Acis remained virtually unknown. Mozart, it is true, produced a re-
orchestrated version in 1788 at the behest of Gottfried van Swieten (who had encountered the work in 
England), but this remained unpublished and little known outside Vienna. The young Felix Mendelssohn’s 
acquaintance with Acis and Galatea was due to Carl Friedrich Zelter, his composition teacher and 
conductor of the Berlin Singakademie. This choral society, founded in 1791 by C.F.C. Fasch, met primarily 
to practise sacred music, particularly that of the past. Its membership, which grew to several hundred, was 
rooted in the upper bourgeoisie, and included many leading Berlin intellectual and artistic figures. They sang 
for their own edification and enjoyment; public performances were given from time to time, but were not 
the focus of its activity. Under Zelter, Fasch’s successor, its repertoire soon included many works of Bach 
and Handel, composers Zelter esteemed above all others. In this activity he was aided by the publication 
in London of Samuel Arnold’s supposedly ‘complete’ edition of Handel’s works (1787-97) which acted as 
an important catalyst in spreading knowledge of his works in Germany. Mendelssohn had been admitted 
to the Singakademie in 1819, aged 10, together with his 13-year-old sister, Fanny. In 1828 Zelter asked 
Mendelssohn, by then a student at Berlin’s university, to produce rescored versions of both Acis and 
Galatea and the Dettingen Te Deum for the use of the Singakademie. Mendelssohn evidently worked on 
Acis towards the end of 1828, the completed score being dated 3 January 1829; the Te Deum orchestration 
was produced over the following months. According to Fanny these orchestrations were a quid pro quo 
for obtaining Zelter’s blessing on Felix’s proposed revival of Bach’s St. Matthew Passion and securing the 
cooperation of the Singakademie in the venture, which came to fruition on 11 March 1829.

Although we know that Zelter performed the Te Deum in 1831, there is no evidence that he actually made 
use of Acis, and the score was returned to Fanny in March 1831 while Felix was away in Italy. Felix himself 
considered performing it when he was music director in Düsseldorf (1833-35), but did not in the end do 
so. In 1835, after moving to Leipzig to take charge of the Gewandhaus orchestra, he obtained a manuscript 
copy of Mozart’s arrangement, and performed excerpts the following year. Curiously it was left to England 
to give the first recorded performance of Mendelssohn’s version, long after his death. By 1869 the score 
was in the hands of his eldest daughter Marie, who had married an Englishman, C.V. Benecke, and on 
8 December that year Joseph Barnby used that score to conduct a performance in London. Novello’s 
subsequently made copies of the score and parts available, but it seems that Mozart’s arrangement was 
more generally favoured, and the only other documented performance of Mendelssohn’s version before 
the 21st century is one by N. Kilburn in 1901.

Waterside Theatre, and its Thames Valley presence is being further consolidated by new ventures in 
Reading, Bristol, Cheltenham, Northampton, Bath and Malvern. Beyond its home region, the Orchestra 
is rapidly developing a national and international profile with regular appearances in London and an 
international touring programme with appearances in France, Switzerland, Greece, Denmark, Belgium and 
Sweden. 



718

The reason behind Mendelssohn’s re-orchestration, as for that of Mozart, lay in the complete change of 
orchestral texture that occurred between the first and second halves of the 18th century in the transition 
from the Baroque to the Classical era. Handel’s texture was typically that of one or two upper parts 
supported by a bass, with a keyboard instrument to fill in and complete the harmony. This was especially 
true of Acis and Galatea with its chamber-scale origins at Cannons, when Handel included no viola part. 
(The chorus ‘Happy we’, added in 1740, does include a viola part). With the gradual abandonment of 
the keyboard continuo in the second half of the 18th century, its filling-in role was taken over by the 
wind and brass as well as by a fuller string texture. Both Mozart and Mendelssohn rescored Handel for a 
typical orchestra of their time. Mozart contented himself with double woodwind, two horns and strings, 
whereas Mendelssohn also included two trumpets and timpani. In addition he wrote a part for a ‘corno 
inglese di basso’ – a type of upright serpent made of brass, which appears only in three numbers featuring 
Polypheme. The instrument was mainly used in military bands in the early 19th century, but Mendelssohn 
had already called for it in 1826 in the original score of the Midsummer Night’s Dream overture (it was 
replaced in the published score by an ophicleide). Mendelssohn’s friend A.B. Marx associated it there 
particularly with Bottom. In Acis Mendelssohn clearly saw it reflecting the comic grotesque nature of 
Polypheme; in this recording a contrabassoon is used.

Judging by Mendelssohn’s score, its preparation was a fairly hurried affair in which he called upon 
the assistance of two copyists. A copy of Arnold’s edition served as the source. For most numbers 
Mendelssohn first wrote out the new material for viola, wind and brass separately, and this was then 
incorporated with Handel’s original parts into a new score prepared by the copyists, into which 
Mendelssohn then made further amendments. In the case of the Overture, the air ‘Hush, ye pretty warbling 
choir’ and the duet ‘Happy we’, where more radical rescoring occurred, Mendelssohn himself wrote 
out complete new scores. Handel’s recitatives were a mixture of accompagnato (with two violins and 
continuo) and secco (continuo only). Mendelssohn scores them all for strings (also adding a viola part to 
Handel’s accompagnato ones). Two short recitatives (‘His hideous love’ and ‘Cease, o cease’) appear to have 
overlooked until the last moment, when Mendelssohn found he had room in the score to squeeze them 
onto the page with figured bass only. He undoubtedly intended these also to have string accompaniment, 
and this has been realised in the recording.

Having already composed masterly orchestral works such as the Midsummer Night’s Dream and Calm Sea 
and Prosperous Voyage overtures, as well as the colourfully orchestrated opera Die Hochzeit des Camacho, 
it is not surprising that Mendelssohn employs considerable variety in his handling of his forces. Although 
he normally adds a viola part (occasionally using it to replace Handel’s original bass line), in ‘Love in her 

Oxford Philomusica
In little more than a decade Oxford’s professional symphony orchestra has become one of the leading 
orchestras in the UK. Praised as ‘excellent’ by Gramophone Magazine and ‘thoroughly impressive’ by BBC 
Music Magazine, Oxford Philomusica’s reputation is based on the uncompromising artistic standards of its 
Founder and Music Director, Marios Papadopoulos, and maintained by some of the very best orchestral 
musicians in London, Oxford and the Thames Valley. In October 2002 the Philomusica was appointed the 
first-ever Orchestra in Residence at the University of Oxford, and its year-round programme of concerts 
at the Sheldonian Theatre has attracted consistent critical praise and loyal public support. 

From the start Oxford Philomusica has enjoyed endorsement of its mission from a remarkable roster 
of distinguished artists. In their 2011/12 season alone the Orchestra collaborated with musicians such as 
András Schiff, Hélène Grimaud, John Lill, Stephen Kovacevich, Julian Lloyd Webber, Natalie Clein, Craig 
Ogden, Benjamin Grosvenor, Mahan Esfahani, Menahem Pressler and Lang Lang. Oxford Philomusica and 
Christ Church Cathedral Choir have enjoyed many years of collaboration, including performances of 
Mozart’s Requiem Mass and, most recently, a special performance of Haydn’s ‘Nelson’ Mass conducted by 
András Schiff.

Amongst the Orchestra’s achievements are its outstanding recording of Haydn’s Creation with New 
College Choir, which was CD of the Month in BBC Music Magazine; major celebrations of Mozart, 
Beethoven and Haydn; and its annual International Piano Festival and Summer Academy. To these successes 
should be added the establishment of the hugely popular FUNomusica Family Concerts, as well as the 
Orchestra’s annual Summer Baroque Season and Chamber Music Series, both showcasing what The Times 
recognised as the Orchestra’s ‘glorious individual players’.

Since its inception the Orchestra has been firmly committed to education and community work, bringing 
music to the widest possible range of audiences – often outside the traditional concert venue – to schools, 
hospitals, community centres and retirement homes. As part of its University Residency, the Orchestra 
collaborates with the Faculty of Music in educational programmes for the student community. The 
Orchestra’s partnerships with Oxford City Council and Oxfordshire County Council provide performance 
opportunities and tuition to hundreds of talented young musicians.

Oxford Philomusica enthusiastically embraces its role of filling what Arts Council England defined as ‘an 
identifiable regional need’ for a professional symphony orchestra based in the area between Birmingham 
and Bournemouth. The Philomusica has been appointed Orchestra in Association at the new Aylesbury 
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eyes sits playing’ he sticks to Handel’s string parts, employing two bassoons to supply the middle texture. In 
‘Must I my Acis’, where Handel has the solo voice accompanied by just oboe and continuo, Mendelssohn 
uses two solo cellos to fulfil the role of the keyboard instrument. Where Handel wrote for the two violin 
parts in unison, such as ‘Shepherd, what art thou pursuing’, Mendelssohn often writes an independent part 
for the 2nd violins, though in the work as a whole he does not create additional prominent obbligato parts 
as Mozart did for example in the second part of ‘O ruddier than the cherry’.

Apart from the orchestration, a number of other changes from Handel’s score were made. The most 
radical occurs in ‘Hush, ye pretty warbling choir’, where not only is the scoring changed from Handel’s 
‘flauto piccolo’ (sopranino recorder or flageolet), two violins and continuo, to flutes, clarinets, bassoons, 
horns and strings, but the whole figuration is altered, Handel’s demisemiquavers being replaced by simpler 
patterns. It seems likely that this decision was Zelter’s rather than Mendelssohn’s, for it corresponds with 
the sort of simplification that Zelter is known to have made in other Baroque period works. Zelter too 
may have been responsible for other changes. The air ‘As when the dove’ is omitted completely, and most 
of the da capo movements either have their middle sections omitted, or the first section abbreviated on 
the repeat – a treatment accorded to Baroque works almost universally from the 19th century until quite 
recently. Other changes in which Zelter may have had a hand include the chorus ‘Happy we’, which is 
given a slightly extended ending, and ‘Wretched lovers’, where various silences in the passage describing 
Polypheme’s gait and shaking power are either filled in with notes or the rests contracted. Either Zelter 
or Mendelssohn seems not to have fully appreciated Handel’s dramatic use of silence here. On the other 
hand Mendelssohn shows his dramatic instinct at the end of the trio ‘The flocks shall leave the mountains’, 
where, having introduced trumpets and timpani as Polypheme attacks Acis, he then employs a timpani 
roll to connect the trio to Acis’s dying cries in the following recitative, where he also mixes staccato 
and legato effects. Throughout the work Mendelssohn added copious dynamic markings and phrasing, 
supplementing or modifying the original. These are in accordance with the style of his own time, complete 
with Mendelssohn’s own characteristic ‘squeezed’ short crescendo and diminuendo.

In addition to all the musical changes, the English text also had to be translated into German for the 
Singakademie. Mendelssohn’s sister, Fanny, played some part in this – at this time her knowledge of English 
was better than Felix’s – and some of the words are entered into the score in her hand. Who else was 
involved remains unknown. For this recording, however, the original English text has been used. This is quite 
in keeping with what Mendelssohn would have expected – all his works were performed in England in his 
lifetime in English, and he would have found it incomprehensible for anyone to have done otherwise.

Stephen Darlington
Dr Stephen Darlington is one of the country’s leading choral conductors. 
He has been Director of Music and Tutor in Music at Christ Church since 
1985. Previously he was Master of the Music at St. Alban’s Abbey and artistic 
director of the world-famous International Organ Festival. He has established 
Christ Church as an acknowledged centre of academic musical excellence, 
and maintained the highest choral traditions of the Church of England in the 
Cathedral. He is renowned for his direction of choral music with an extensive 
discography including several award-winning recordings. Stephen has travelled 
worldwide with the choir, performing with many famous artists including Plácido 

Domingo and José Carreras and a number of great orchestras. He has collaborated with distinguished 
contemporary composers such as Judith Weir, John Tavener and Howard Goodall.  Until recently Stephen 
was President of the Royal College of Organists and he is currently Choragus of the University of Oxford 
and the holder of a Lambeth Doctorate in Music.

Stephen Darlington and the Choir are represented by Val Fancourt Music Management  
www.valfancourt.com.
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Mendelssohn’s ‘additional accompaniments’ to Acis and Galatea were thus part of a tradition of 
modernising Handel’s works going back to the 1770s, and one which was continued by many others 
throughout the 19th century. In Mendelssohn’s case it was very much born out of his upbringing through 
Zelter and the Singakademie. But it was an approach which he was to gradually reject later when he came 
to perform Handel’s choral works himself, reintroducing the organ as continuo instrument, and making only 
such changes to the orchestration as necessity demanded (such as rewriting high trumpet parts, unplayable 
by early 19th century players). When he came to edit Israel in Egypt for the Handel Society in London 
(1844-5), he even insisted that no additional dynamics be included in the main score. Although we should 
be wary of seeing Mendelssohn as a precursor of today’s historically informed performance practice, he 
did later take a very different attitude towards Handel than that displayed in this youthful rescoring of Acis 
and Galatea.
 

© Peter Ward Jones, 2012

continues frequent radio broadcasting of Evensong and other key concerts and services. And of course, 
the choir is heard regularly singing the Mr Bean and Vicar of Dibley theme tunes on TV, in addition to other 
incidental music for TV dramas and films. More information can be found on the choir’s website:  
www.chchchoir.com.
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Part One 

1. Overture

2. Chorus
Oh, the pleasure of the plains,
Happy nymphs and happy swains,
Harmless, merry, free and gay,
Dance and sport the hours away.
For us the zephyr blows,
For us distils the dew,
For us unfolds the rose,
And flow’rs display their hue.
For us the winters rain,
For us the summers shine,
Spring swells for us the grain,
And autumn bleeds the vine.

3. Recitative
Galatea
Ye verdant plains and woody mountains,
Purling streams and bubbling fountains,
Ye painted glories of the field,
Vain are the pleasures which ye yield;
Too thin the shadow of the grove,
Too faint the gales, to cool my love.

4. Aria
Galatea
Hush, ye pretty warbling choir ;
Your thrilling strains
Awake my pains,

And kindle fierce desire.
Cease your song, and take your flight,
Bring back my Acis to my sight!

5. Aria
Acis
Where shall I seek the charming fair?
Direct the way, kind Genius of the mountains!
O tell me, if you saw my dear!
Seeks she the groves, or bathes in crystal fountains?

6. Recitative
Damon
Stay, shepherd, stay;
See, how thy flocks in yonder valley stray!
What means this melancholy air?
No more thy tuneful pipe we hear.

7. Aria
Damon
Shepherd, what art thou pursuing?
Heedless running to thy ruin;
Share our joy, our pleasure share,
Leave thy passion till tomorrow,
Let the day be free from sorrow,
Free from love, and free from care!

8. Recitative
Acis
Lo, here my love! Turn, Galatea, hither turn thy eyes,
See, at thy feet the longing Acis lies.

Christ Church Cathedral Choir
The Choir of Christ Church, Oxford was founded nearly 500 years ago and has a special and distinctive 
place within the great English choral tradition. Historically it is set apart from all other collegiate and 
cathedral choirs since it serves both an Oxford college and a diocese at once, as a unique and celebrated 
dual foundation. Musically it has become revered for the vibrancy of its collective sound and its artistic 
flexibility.

Under the direction of Stephen Darlington, the choir’s tonal quality has been praised and admired 
throughout the world from Sydney to Rio de Janeiro, from Tokyo to New York, from Helsinki to Paris. Over 
the years the choir has provided a perfect platform for singers to progress to other award-winning choral 
groups such as the BBC Singers, The Sixteen, King’s Singers, Tallis Scholars and Cardinall’s Musick as well as 
to solo careers in oratorio, opera and musical theatre.

Director of Music, Stephen Darlington, also engages the choir in challenging collaborative initiatives in 
the UK and internationally. On recent tours, in addition to performing its own programmes, the choir 
has worked intensively alongside local community choirs in Portugal, Jamaica, Bermuda and the USA, 
culminating in successful and memorable joint concerts.  In 2008 the choir opened the Leipzig Bach 
Festival. In 2010, the choir performed Haydn’s Creation in Germany with the Duisburg Philharmonic 
Orchestra, and in 2011 it undertook a sell-out tour to the USA and Canada.  Concerts were broadcast 
by seventeen radio stations across the USA. The choir has just returned from its first tour to China, giving 
the opening concert in the prestigious annual choral festival in the National Centre for Performing Arts in 
Beijing. As well as tours further afield, the choir gives concerts throughout the year around the UK. It has 
worked with a large number of orchestras including several performances with Oxford Philomusica.
Christ Church Cathedral Choir also boasts a lasting legacy of ground-breaking recordings which have 
excited the critics and the listening public over the last thirty years. Amongst many awards for its 
recordings under Stephen Darlington’s direction, the choir secured a Grammy nomination for An Oxford 
Elegy by Vaughan Williams and, more recently, More Divine than Human: Music from The Eton Choirbook 
(Avie) was voted CD of the year and nominated for a 2010 Gramophone Award, and Howard Goodall’s 
Eternal Light: A Requiem with London Musici (EMI Classics) won a Classical Brit Award. The Treasures of Christ 
Church (Avie) was the highest new entry in the classical CD charts, as well as being Radio 3 CD of the 
week. 

The astonishing versatility of this choir has given them a strong media profile, featuring in more than fifteen 
documentaries in the last ten years including Howard Goodall’s BAFTA winning Big Bangs. The Cathedral 
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9. Aria
Acis
Love in her eyes sits playing,
And sheds delicious death; 
Love on her lips is straying,
And warbling in her breath.

10. Recitative
Galatea
Oh, didst thou know the pains of absent love,
Acis would ne’er from Galatea rove.

11. Duet & Chorus
Galatea, Acis
Happy we,
What joys I feel,
What charms I see,
Of all youth thou dearest boy!
Of all nymphs thou brightest fair!
Thou all my bliss, thou all my joy!

Part Two

12. Chorus
Wretched lovers! Fate has past
This sad decree: no joy shall last.
Wretched lovers, quit your dream!
Behold the monster Polypheme!
See what ample strides he takes!
The mountain nods, the forest shakes,
The waves run frighten’d to the shores!
Hark, how the thund’ring giant roars!

13. Recitative
Polyphemus
I rage — I melt — I burn!
The feeble god has stabb’d me to the heart.
Thou trusty pine,
Prop of my godlike steps, I lay thee by!
Bring me a hundred reeds of decent growth
To make a pipe for my capacious mouth;
In soft enchanting accents let me breathe
Sweet Galatea’s beauty, and my love.

14. Aria
Polyphemus
O ruddier than the cherry,
O sweeter than the berry,
O nymph more bright
Than moonshine night,
Like kidlings blithe and merry.
Ripe as the melting cluster, 
No lily has such lustre;
Yet hard to tame
As raging flame,
And fierce as storms that bluster!

15. Recitative
Polyphemus
Whither, fairest, art thou running,
Still my warm embraces shunning?

27. Aria
Galatea
Heart, the seat of soft delight,
Be thou now a fountain bright!
Purple be no more thy blood,
Glide thou like a crystal flood.
Rock, thy hollow womb disclose!
The bubbling fountain, lo! it flows;
Through the plains he joys to rove,
Murm’ring still his gentle love.

28. Chorus
Galatea, dry thy tears,
Acis now a god appears!
See how he rears him from his bed,
See the wreath that binds his head.
Hail! thou gentle murm’ring stream,
Shepherds’ pleasure, muses’ theme,
Through the plains still joy to rove,
Murm’ring still thy gentle love.
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Galatea
The lion calls not to his prey,
Nor bids the wolf the lambkin stay.

Polyphemus
Thee, Polyphemus, great as Jove,
Calls to empire and to love,
To his palace in the rock,
To his dairy, to his flock,
To the grape of purple hue,
To the plum of glossy blue,
Wildings, which expecting stand,
Proud to be gather’d by thy hand.

Galatea
Of infant limbs to make my food,
And swill full draughts of human blood!
Go, monster, bid some other guest!
I loathe the host, I loathe the feast.

16. Aria
Polyphemus
Cease to beauty to be suing,
Ever whining love disdaining.

17. Aria
Damon
Would you gain the tender creature?
Softly, gently, kindly treat her,
Suff ’ring is the lover’s part.
Beauty by constraint possessing
You enjoy but half the blessing,
Lifeless charms without the heart.

18. Recitative
Acis
His hideous love provokes my rage.
Weak as I am, I must engage!
Inspir’d with thy victorious charms,
The god of love will lend his arms.

19. Aria
Acis
Love sounds th’alarm,
And fear is a-flying!
When beauty’s the prize,
What mortal fears dying?
In defence of my treasure,
I’d bleed at each vein;
Without her no pleasure,
For life is a pain.

20. Aria
Damon
Consider, fond shepherd,
How fleeting’s the pleasure,
That flatters our hope
In pursuit of the fair!

21. Recitative
Galatea
Cease, oh cease, thou gentle youth,
Trust my constancy and truth,
Trust my truth and pow’rs above,
The pow’rs propitious still to love!

22. Trio
Galatea & Acis
The flocks shall leave the mountains,
The woods the turtle dove,
The nymphs forsake the fountains,
Ere I forsake my love.

Polyphemus
Torture! fury! rage! despair!
I cannot, cannot bear!

Galatea & Acis
Not show’rs to larks so pleasing,
Nor sunshine to the bee,
Not sleep to toil so easing,
As these dear smiles to me.

Polyphemus
Fly swift, thou massy ruin, fly!
Die, presumptuous Acis, die!

23. Recitative
Acis
Help, Galatea! Help, ye parent gods!
And take me dying to your deep abodes.

24. Chorus
Mourn, all ye muses! Weep, all ye swains!
Tune, tune your reeds to doleful strains!
Groans, cries and howlings fill the neighb’ring shore:
Ah, the gentle Acis is no more.

25. Aria & Chorus
Galatea
Must I my Acis still bemoan,
Inglorious crush’d beneath that stone?

Chorus
Cease, Galatea, cease to grieve!
Bewail not when thou canst relieve.

Galatea
Must the lovely charming youth
Die for his constancy and truth?

Chorus
Cease, Galatea, cease to grieve!
Bewail not when thou canst relieve;
Call forth thy pow’r, employ thy art,
The goddess soon can heal the smart.

Galatea
Say what comfort can you find?
For dark despair o’erclouds my mind.

Chorus
To kindred gods the youth return,
Through verdant plains to roll his urn.

26. Recitative
Galatea
‘Tis done! Thus I exert my pow’r divine;
Be thou immortal, though thou art not mine!
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 Acis & Galatea

 1 Overture 3.39
 2 Chorus. Oh the pleasure of the plains 5.58
 3 Recitative. Ye verdant plains (Galatea) 0.56
 4 Aria. Hush, ye pretty warbling choir (Galatea) 5.15
 5 Aria. Where shall I seek the charming fair? (Acis) 2.21
 6 Recitative. Stay, shepherd, stay (Damon) 0.27
 7 Aria: Shepherd what art thou pursuing? (Damon) 4.28
 8 Recitative. Lo! Here my love! (Acis) 0.33
 9 Aria. Love in her eyes sits playing (Acis) 3.08
10 Recitative. Oh! Didst thou know the pains of absent love (Galatea) 0.20
11 Duet & Chorus. Happy we (Galatea, Acis) 3.05
12 Chorus. Wretched lovers! 3.47
13 Recitative. I rage, I melt, I burn (Polyphemus) 1.27
14 Aria. O ruddier than the cherry (Polyphemus) 3.01
15 Recitative. Whither, fairest, art thou running (Polyphemus, Galatea) 1.30
16 Aria. Cease to beauty to be suing (Polyphemus) 2.28
17 Aria. Would you gain the tender creature? (Damon) 5.07
18 Recitative. His hideous love provokes my rage (Acis) 0.30
19 Aria. Love sounds th’alarm (Acis) 4.01
20 Aria. Consider, fond shepherd (Damon) 3.03
21 Recitative. Cease, O cease thou gentle youth (Galatea) 0.29
22 Trio. The fl ocks shall leave the mountains (Galatea, Acis, Polyphemus) 2.41
23 Recitative. Help! Galatea! (Acis) 1.25
24 Chorus. Mourn, all ye muses! 3.34
25 Chorus. Galatea, must I my Acis still bemoan (Galatea) 4.19
26 Recitative. ‘Tis done (Galatea) 0.32
27 Aria. Heart, the seat of soft delight (Galatea) 4.32
28 Chorus. Galatea, dry thy tears (Galatea) 3.01

 Total playing time 75.36
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