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Bournemouth Symphony Chorus, The Bournemouth Symphony Youth

Chorus and The Bournemouth Symphony Orchestra, conducted by Gavin
Carr. The soloists were Jennifer Johnston, Stephen Gadd and Amy Dickson.
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Choral Works by Richard Blackford

Mirror of Perfection   “Blackford takes the delightful, little-
known poetry of St Francis of Assisi and builds a powerful cantata
of great lyrical beauty, enhanced here by Ying Huang and Bo
Skovhus, who exploit his ravishing solo melodies to the full.”
Stephen Pritchard,

“Blackford’s music is technically accomplished, tuneful, very
accessible and makes an immediate impression on the listener.”
John Quinn, 

Not In Our Time   “Fiercely paced and vividly dramatic, it's
a huge sing and a grateful one. It's perfectly designed to stretch
the chorus without asking the impossible. …..Out of this melting-
pot comes something that speaks for itself, and with tremendous
force” Michael White, 

“This is a paean of and to hope, a proclamation of shared humanity
and, above all, a great oratorio for the peacemakers. This is a
serious piece, but infinitely rewarding. Frankly, the more people
who listen to it, the better, happier and more at peace with itself
the world will be."  Michael McManus, 

Voices of Exile   “This is a fine choral work that deserves to
be heard often. The tragedy that underlies  is, if
anything, more prevalent in the world today that ever, making this
such an apposite work. 

"Starry forces combine to give a concentrated performance of
Blackford's brooding meditation on the refugee experience,
setting texts in 13 languages." 
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With much appreciation to the following people for their
support for this recording:

For Stephen Feltham & Chorali Fiscus

Colin Bacchus, Bridget Baines, Sally Beaton, Andrew & Penny Bellars,
Clare Blackford, Dr. John Bone, Christopher Clarke, Dr. Paul Clements,

Colin Colston, Judy & Richard Coplan, William Cousin, Diana Cubberley,
Sandrey & Carolyn Date, In memoriam Geoffrey Dunstan, John Edwards,
Colin Feltham, Stephen Feltham, John Finnamore, Michael Fletcher,

Clifford Frisby, Patricia Fry, John Gardner, Jacqui Garrett, Dawn Goodson,
Sue Gosling, Derek Green, Edward Grimsdale, Judith Hall, Jean Harvey,

Rosie Hawkyard, Ingrid Hooker, Colin Howard, Andy Howieson,
Sandie Hull, Norbert Hülsmann, Elizabeth Iles, Roderick Kennedy,

Sandra Kernohan, David & Wendy Lewis, The Locke Family,
Caryl Longland, Annie Longstaff, Graham Luker, Anthony Macaulay,

D. Macaulay-Compernolle, Rodney Mahon, John Martindale, Musicalous,
Christine Nicholson, Susan Oakes, Louie Parete ACP Builders,

Noreena & Stephen Parker, Colin Patrick DL, John Pattison, David Pow,
Bonnie Randall, Rosalind Randle, Michael D. Read, Lorna Saunders,
Robin Scott, Paul Sepping, Donald Sheppard, Dr Alastair & Sally Smith,

Philip Soar, Richard Stamp, Sandra Sturdy, Dilys Thomas,
Canon John Turpin, Doug Tweddle, Julie & Garry Vidler,

Heather Waldsax, Jim Washington, Patricia Williams, Sally Woodgate,
Tim Wright
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For Mezzo-Soprano and baritone Soli, Soprano Saxophone
Mixed Chorus, Children’s Chorus and String Orchestra

1 I  Stabat mater dolorosa 4.40

2 II Quis es homo 3.55

3 III Pro peccatis suae gentis 2.34

4 IV  Eia mater, fons amoris 3.59

5 V Sancta mater, istud agas 3.45

6 VI Weeks fly swiftly by (Akhmatova ) 3.38

7 VII A chorus of angels sang (Akhmatova ) 3.55

8 VIII Face me tecum pie flere 7.29

9 IX Flammis ne urar succensus 6.27

10 Canticle of Winter
 for Soprano Saxophone and String Orchestra 6.28
 Amy Dickson, Soprano Saxophone
 Bournemouth Symphony Orchestra Strings
 Conducted by Gavin Carr
   Total playing time 47.30
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When I mentioned to a friend that I was setting the r he replied that one of the
inherent dangers of that famous Latin text is the composer being faced with writing up to
six slow movements in succession. Not an unreasonable point – but then the ,
when used liturgically, was intended as a meditation on the grief and loss of Mary, mother
of Jesus, as she cradles the body of her crucified Son. Furthermore, it was intended as a
means to contemplate how, through Mary’s suffering and Jesus’ sacrifice, we too might be
redeemed and attain Paradise. Many of the 250 or so settings from the 15th-21st centuries
are indeed predominantly slow, contemplative music. It was only when I came across
four poems of Anna Akhmatova in her cycle  that a completely different
approach occurred to me. Akhmatova’s husband was taken and “disappeared” by Stalin’s
KGB, then her son was also arrested, and she was convinced she would never see him
again. In her  she writes: “For seventeen months I’ve pleaded, pleaded that you
come home, flung myself at the hangman’s feet for you, my son - for you, my horror.” This
seemed less like the contemplation of the grieving mother, but more like an expression of
her rage, and it lent an entirely new dimension to the  theme. In another
poem Akhmatova imagines the moment of Christ’s death: “A chorus of angels sang in that
momentous hour, and all the heavens dissolved into fire.” This did not feel like the
saccharine angelic chorus associated with Hollywood epics, but rather an utter cataclysm
of choral sound. Were the angels of Akhmatova’s poem perhaps avenging angels, or
ambiguous celestial beings, like the terrifying Angel in Tony Kushner’s play 

? Was their chorus more of a howl of anguish at the sight of God’s Son on the
Cross? In my setting of Akhmatova’s , the wordless chorus accompanies the
baritone  throughout, starting softly but rising to a triple fortissimo cry, with
sopranos rising straight up to top B-flats. The Akhmatova poems fundamentally changed
my approach to setting the  text. From the choral outburst in the first
movement, “O quam tristis,” I wanted to grab the listener by the throat, to not let up on
the intensity and drama of this incredible, timeless poem. My setting does indeed contain
a great deal of fast music: the , the graphic description of Christ’s
flagellation, is marked the first Akhmatova poem is marked ; the

 is marked , then . Even the 
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studied at the Royal College of Music London, where he was
awarded the Tagore Gold Medal and the Mendelssohn Scholarship, then in Italy, on a
Leverhulme Award, with Hans Werner Henze. He was subsequently first Composer-in-
Residence at Balliol College Oxford and later with the Brno Philharmonic. He completed
his Doctorate at Bristol University, where he has also been Lecturer in Advanced
Orchestration. His music, which includes three operas, two ballets and many works for
orchestra, chorus and chamber ensembles, has been performed and broadcast all over
the world and has been recorded on Sony Classical, Warner Classics, Decca, Signum and
Nimbus labels. Festivals that have featured his music include: Cheltenham, Berlin,
Montepulciano, Adelaide, Long Island, Presteigne, Aberystwyth and the BBC Proms. In
2000 his four-hour choral and orchestral score for CNN/BBC  won an Emmy
Award for Best Title Sequence and for which Richard was nominated for Outstanding
Achievement in Music. His three critically acclaimed choral works ,

 and  were all subjects of television documentaries and
have been frequently broadcast and performed around the world. In 2014 

 was premiered to great acclaim at the Cheltenham Festival and
broadcast live on BBC Radio 3 before being successfully released on Nimbus Records.
Multiple performances followed in the UK, USA and Germany, and a ballet version

, choreographed by Alonzo King for LINES ballet, premiered in San Francisco
in 2015. In July 2015 Richard, along with Placido Domingo, was awarded Die Goldene
Deutschland for services to music in Germany. His , a Czech Philharmonic
commission for solo violin and orchestra, was given a great ovation at its premiere in the
Rudolfinum, Prague in 2016, and was released on Signum Classics. In 2018 his ,
for string quartet and string orchestra, another Cheltenham Festival commission, was
premiered by BBC National Orchestra of Wales under Martyn Brabbins. , a joint
commission from The Bournemouth Symphony Chorus and St Alban's Choral Society,
received a standing ovation at its premiere at The Lighthouse, Poole in June 2019 and
multiple performances are scheduled for 2019/2020. Richard Blackford is a Trustee of
Music For Youth, the Aberystwyth MusicFest and The Bach Choir, Chair of the English
Music Festival, and is President of the Bournemouth Symphony Chorus. He is published
by Novello and Nimbus Publishing.   
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 has been performing the great choral works
regularly with the Bournemouth Symphony Orchestra for well over a hundred years
under many great conductors from Sir Dan Godfrey (founder of the BSO) onwards,
including Sir Malcolm Sargent, Sir Charles Groves, Constantin Silvestri, Andrew Litton,
Marin Alsop, Kirill Karabits and others.  As well as regular concerts in Bournemouth and
Poole, they have also performed frequently in London and throughout Britain. They have
toured extensively abroad, including America, Italy, Germany, the Czech Republic, Israel
and India. They have made many acclaimed CDs, and have commissioned and
premièred a number of important works, including three cantatas by Richard Blackford.

started life in 1997 as the Dorset Youth
Choir. In September 2004, it was renamed the Bournemouth Symphony Youth Chorus
(under the aegis of the BSC).  Since its inception the BSYC has performed most of the
choral orchestral repertoire with the BSC and the BSO. A number of new works have
been written for the BSYC and any work commissioned by the BSC will normally include
a part for children’s voices. The BSYC Director is Victoria Gray who was appointed as
Director in April 2016.

was founded as the Bournemouth Municipal
Orchestra in 1893 by Dan Godfrey, who remained its conductor until his retirement in
1934. Today, the Orchestra has an international reputation, and serves communities
across the South and West of England, performing annually some 140 concerts. It is one
of Britain’s most dynamic and innovative orchestras, taking music beyond the concert
hall in numerous community projects, tea dances for the elderly, work with people living
with dementia and with 18 music hubs across the region. Its Principal Conductor is Kirill
Karabits, who follows in the distinguished footsteps of Sir Charles Groves, Constantin
Silvestri, Andrew Litton, Marin Alsop and others.  The Orchestra has a catalogue of over
300 recordings, beginning in 1914. It has toured extensively, including the USA, Hong
Kong and the principal concert halls in Europe.
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movements contain rapid accelerandi and huge choral climaxes, such as the unison cry
of “Eia” at the end of .”

I chose the title after re-visiting Michelangelo’s incomparable, eponymous statue in
St Peter’s, Rome in 2017 with my wife Clare. Although I had seen it many times when I
had lived in Rome, it was the luminescent beauty of the marble that struck me this time.
How could something so sad, so poignant in its expression of a mother’s grief for her son,
be at the same time so beautiful, so inspiring of hope? Returning to the composition, I
concentrated on the lyrical, tender moments in the poem that are like oases in the
scorching desert of grief. I thought not only about bereaved mothers, but the children of
those mothers. In all three of my large-scale choral works I incorporated parts for
children’s choruses, and in the voices of innocents, often the victims of warfare and
strife, deserved a place. Children’s voices are featured in the opening of Part II: 

 and the sonority of their voices augments the main chorus in the 
 “chorus of angels” movement as well as the closing moments of the work. In that

final movement, which starts with a tumultuous evocation of The Last Judgement (the
 equivalent of the  of the the entire vocal forces,

including both soloists, join in a sustained rhythmic fugato over pedal bass in a passionate,
determined plea to be admitted to Paradise. It felt to me, re-reading the poem, that if the
content of the  is faced unflinchingly, the vision of Paradise is earned.  The
closing bars are finally soft and consonant, with the soprano saxophone, which is given
an obligato role in several of the movements, gently soaring over the hushed choral and
string texture. The saxophone, as the third soloist, represents for me the wordless voice of
Mary, like an ancient musical shawm in its upper register, but also creating a modern
instrumental dimension, very close to the sound of the human voice.

I divided the combined and Akhmatova texts into three main parts, preceded
by an intense string prelude that sets the tone for what is to come. The predominantly dark
tone of Part I is contrasted with the gentler children’s chorus that opens Part II and the four
Akhmatova poems that follow.  The turning point, at which light and hope begin to suffuse
the work, occurs in Part III, in the middle of Mov. VIII , where the
saxophone introduces a soft melisma that is taken up contrapuntally by the choir with
added solo violin and solo cello parts interweaving with the saxophone, strings and
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singers.  When I started composing the  I realised how hard it is to set, and
that the material is not for the faint-hearted. The poem is tough, the images are raw, it is
unrelenting in its evocation of grief. Yet the poem offers moments of great tenderness and
beauty. It is the delicate balance of emotional extremes, of crisis and the hope of salvation,
that I tried to reconcile in the course of the composition.

I am indebted to Carolyn and Sandrey Date and the Bournemouth Symphony Chorus,
who co-commissioned , George Vass, my wife Clare, my publishers Antony Smith
and Adrian Farmer at Nimbus Music Publishing, the Nimbus Foundation and the
conductor Gavin Carr, to whom Pietà is dedicated, for their belief in this project and for
their friendship, kindness, encouragement and support.

was written in the village of Blewbury, Oxfordshire,
where I live, during the winter of 2019, and was inspired by the last stanza of Robert
Frost’s poem 

The sense of restlessness, of something unresolved, despite the beauty of the winter
landscape, permeates the music. It is written in rondo form, and the first theme, soft,
sustained and melancholic, is contrasted with rhythmic string writing against which the
saxophone plays exuberant flurries of notes, as if improvised. The dynamic range of the
entire piece is from to barely more than , and it is the soft, plangent sound of the
soprano saxophone that evokes the stillness of the winter night and the traveler’s journey
through it. was first performed on October 19th 2019 by the
Bournemouth Symphony Orchestra at Cadogan Hall, London, conducted by Gavin Carr.
The soloist was Amy Dickson, to whom the work is dedicated.

Richard Blackford 2019
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Twice nominated for a Grammy™ award, British-
Australian Amy Dickson has been acknowledged by
BBC Music Magazine as one of the world’s six best
classical saxophonists ever. Dickson has recorded
eight solo albums for Sony Music. Recognised for her
remarkable, distinctive tone and exceptional
musicality, she made history by becoming the first
saxophonist to win a Classic BRIT Award, for
Breakthrough Artist of the Year and in 2016 she was
named the UK’s Young Australian of the Year.

became Chorus Master, and later
Director, of the Bournemouth Symphony Chorus in
2009. A former choral scholar at King’s College,
Cambridge, he became a notable international
singer in opera and concerts, singing major roles
around the world from Chile to China. He now
specialises in choral conducting and training, and
apart from directing the BSC, he is Director of the
Philharmonia Chorus in London and the Bath
Minerva Choir, and also teaches singing at the Royal
Academy of Music.
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A former BBC New Generation Artist, and a graduate
of Cambridge University and the Royal College of
Music. She is particularly associated with the
Bayerische Staatsoper and its distinguished musical
director Kirill Petrenko, where her roles have
included Second Norn, Roßweise, Floßhilde,
Hedwige and La Ciesca. She has appeared in opera
at the Teatro alla Scala as Mrs Grose, 

(Britten), and Gaia, (Batistelli), the
Salzburg Festival Carmi, L (Mozart),
Lady de Hautdesert, Birtwistle) and Leda,

(Strauss). She sang the title role
in Purcell’s for the Festival
d’Aix-en-Provence.         Ph
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Born in Berkshire, Stephen Gadd won the Kathleen
Ferrier Memorial Scholarship, and was a finalist in
the inaugural Plácido  Domingo Operalia
Competition. His operatic appearances include the
Glyndebourne, Lucerne and Salzburg Festivals, the
Royal Opera, ENO, Glyndebourne,  and major
houses in the USA, Finland, the Netherlands and
France. He sings regularly in concert, and his
recordings include Richard Blackford’s 

, Mahler with the
Bamberg Symphony Orchestra and Mahler

with the Philharmonia Orchestra.
TV appearances include 

for the BBC.     
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Stabat mater dolorosa
Iuxta crucem lacrimosa
Dum pendebat Filius.

Cuius animam gementem
Contristatam et dolentem
Pertransivit gladius

O quam tristis et afflicta
Fuit illa benedicta
Mater unigeniti

Quae moerebat et dolebat
Pia mater, dum videbat
Nati poenas inclyti

An instrumental prelude sets the desolate tone, with repeated D-minor first inversion
chords in 3/8 alternating with a solemn rising cello theme in 3/4 and 4/4. The
uncertainty of the cello theme grows quickly into a impassioned variation,
with all strings playing intensely in their extreme upper registers. Over the hushed
low string theme the chorus enters softly, hesitantly, almost not daring to speak of
the experience of Mary, Mother of Jesus. As the movement gathers pace the choral
intensity grows to a climactic “O quam tristis” (”Oh, how sad”). The momentum then
drives on unrelentingly to its  end.
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Over a dotted rhythm string accompaniment the soprano saxophone plays a soft,
keening melody, evocative of the mezzo soprano's opening line “who would not
weep?” The ternary-form aria introduces a contrasting middle section in which the
voice and saxophone interweave and climax on the repeated word “dolentem”. In
its final section, the saxophone takes over the reprise of the vocal melody, with the
voice declaiming the reprised words on monotones until it rises unexpectedly to a
top G climax.

Marked ; the strings play a tumultuous introduction to the baritone's description
of  Jesus’ torment. The double basses play “snap” pizzicati as the singer describes Christ's
flagellation, and the word “flagellis” is given a long melisma as the outrage of Christ's
humiliation is communicated by the baritone.  A softer central section, in which the voice
sings gently over discordant  moving  string progressions, leads to a reprise with a greatly
extended end section that leads directly into the next movement.

Quis est homo, qui non fleret,
Matrem Christi si videret
In tanto supplicio

Quis non posset contristari
Christi matrem contemplari
Dolentem cum Filio?

Pro peccatis suae gentis
Vidit Jesum in tormentis,
Et flagellis subditum.

Vidit suum dulcem natum
Moriendo desolatum
Dum emisit Spiritum.

NI 6396 13

enters for the final time, reprising the gentle melody of Movement VIII above the soft
choral “Amen”. The unresolved second inversion chord finally resolves in D flat major.

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

Christe, cum sit hinc exire,
Da per matrem me venire
Ad palmam victoriae.

Quando corpus morietur,
Fac ut animae donetur
Paradisi Gloria.

Amen

Recorded at The Lighthouse, Poole, UK on 23/24 June 2019
Producer & Editor, Andrew Walton. Sound Engineer, Deborah Spanton

Front cover title design by Gavin Carr

c 2020 Wyastone Estate Limited © 2020 Wyastone Estate Limited
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Fac me tecum pie flere,
Crucifixo condolere,
Donec ego vixero.

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

Virgo virginum praeclara,
Mihi iam non sis amara:
Fac me tecum plangere.

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

Fac me plagis vulnerari,
Fac me cruce inebriari,
Et cruore Filii.

After a short, turbulent orchestral  introduction marked , the basses
thunder out the imprecation to the Virgin to be saved from the flames of the Last
Judgement. After a fearful, melting  sequence from the sopranos and altos the orchestra
erupts in a storm  of  octave  unison  quavers. The chorus joins in rhythmic,

 choral outbursts, rising to top soprano Bs at the description of the Day of
Judgement.  This first climax  leads to  a powerful, driving   over  a  pedal  bass to
the words “Christe, cum sit hinc exire”. The two soloists enter softly to pray that we may
all enter Paradise, their phrase being then echoed by the chorus. Their little interlude
once more leads to the strong , now even more determined, which grows to the
work's  final  climax  on  an  unresolved chord. Softly, the saxophone, like an intercessor,

NI 6396 9

A soft, rising soprano theme is punctuated by an alto countersubject, and these two
elements form the musical basis for the first extended choral movement. Basses enter
with a strong, descending, chromatic second motif, followed by tenors and the upper
parts in agonised, chromatic counterpoint. At the words “me sentire vim doloris”
(”make me feel the power of sorrow”) the music grows in intensity, with the opening
theme now in the upper limits of sopranos and tenors. The mezzo-soprano solo
enters with a transformed version of the descending chromatic line before the chorus
re-enters to build the first of the work's climaxes. Here the word “Eia” is sung in triple

, stark unison by choir and soloist s. At this moment of crisis the saxophone
answers the singers' cry with a sustained, descending lament.

Eia mater, fons amoris,
Me sentire vim doloris
Fac, ut tecum lugeam.

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

Like the calm after a storm, the childrens' chorus introduces an innocent modal
melody with rich string accompaniment. Also in ternary form, the central section is
a soft reflection on the earnest hope of the singers to share the pain of Mary's Son.
As the modal melody returns, re-harmonised and more confident, the children's
voices are joined by the chorus altos in a moment of sweetness and gentleness in the
otherwise desolate landscape.
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Sancta mater, istud agas,
Crucifixi fige plagas
Cordi meo valide

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

 (from Anna Akhmatova Requiem, part 1)  
The first of the Akhmatova poems begins with a restless, syncopated string
introduction. The entire material for the movement is derived from the opening motif
on violins. The aria is in two halves, the first setting the scene for the more sustained
second. Over a  string progression based on the opening melody the mezzo
cries, “For seventeen months I've pleaded, pleaded that you come home”. The music
becomes more jagged and fragmented as the poet describes her confusion at not
knowing what is real and what is not. The final section builds to a vocal and
orchestral climax on the word “an enormous star”.

NI 6396 11

(from Anna Akhmatova Requiem, part 2)

The baritone and chorus sing this entire movement . A soft choral
vocalisation rises to a great  cry, with sopranos on top B-flats. Over the
ensuing choral accompaniment the baritone declaims Akhmatova's description of
the chorus of angels that sang the moment that Christ died.

A gentle orchestral theme turns into an impassioned, descending sequence with rapidly
changing enharmonic harmony, as if the music cannot  find its harmonic destination.  The
chorus  likewise, from a soft entry, quickly builds to a cry with the words “luxta crucem
tecum st are” (”to stand by the Cross with you”). Suddenly the music changes mood: over
a single violin tone the saxophone introduces a wholly new theme of calm and
tenderness, as if for the first time light is penetrating the darkness of the scene of the
Crucifixion. The chorus weaves counterpoint around the new theme, like a new
beginning. Mezzo and baritone soloists respond in a tender  duet,  before  the  saxophone
theme  returns, climbing  ever higher into the ether.
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Over a dotted rhythm string accompaniment the soprano saxophone plays a soft,
keening melody, evocative of the mezzo soprano's opening line “who would not
weep?” The ternary-form aria introduces a contrasting middle section in which the
voice and saxophone interweave and climax on the repeated word “dolentem”. In
its final section, the saxophone takes over the reprise of the vocal melody, with the
voice declaiming the reprised words on monotones until it rises unexpectedly to a
top G climax.

Marked ; the strings play a tumultuous introduction to the baritone's description
of  Jesus’ torment. The double basses play “snap” pizzicati as the singer describes Christ's
flagellation, and the word “flagellis” is given a long melisma as the outrage of Christ's
humiliation is communicated by the baritone.  A softer central section, in which the voice
sings gently over discordant  moving  string progressions, leads to a reprise with a greatly
extended end section that leads directly into the next movement.

Quis est homo, qui non fleret,
Matrem Christi si videret
In tanto supplicio

Quis non posset contristari
Christi matrem contemplari
Dolentem cum Filio?

Pro peccatis suae gentis
Vidit Jesum in tormentis,
Et flagellis subditum.

Vidit suum dulcem natum
Moriendo desolatum
Dum emisit Spiritum.

NI 6396 13

enters for the final time, reprising the gentle melody of Movement VIII above the soft
choral “Amen”. The unresolved second inversion chord finally resolves in D flat major.

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

Christe, cum sit hinc exire,
Da per matrem me venire
Ad palmam victoriae.

Quando corpus morietur,
Fac ut animae donetur
Paradisi Gloria.

Amen

Recorded at The Lighthouse, Poole, UK on 23/24 June 2019
Producer & Editor, Andrew Walton. Sound Engineer, Deborah Spanton

Front cover title design by Gavin Carr

c 2020 Wyastone Estate Limited © 2020 Wyastone Estate Limited
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A former BBC New Generation Artist, and a graduate
of Cambridge University and the Royal College of
Music. She is particularly associated with the
Bayerische Staatsoper and its distinguished musical
director Kirill Petrenko, where her roles have
included Second Norn, Roßweise, Floßhilde,
Hedwige and La Ciesca. She has appeared in opera
at the Teatro alla Scala as Mrs Grose, 

(Britten), and Gaia, (Batistelli), the
Salzburg Festival Carmi, L (Mozart),
Lady de Hautdesert, Birtwistle) and Leda,

(Strauss). She sang the title role
in Purcell’s for the Festival
d’Aix-en-Provence.         Ph
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Born in Berkshire, Stephen Gadd won the Kathleen
Ferrier Memorial Scholarship, and was a finalist in
the inaugural Plácido  Domingo Operalia
Competition. His operatic appearances include the
Glyndebourne, Lucerne and Salzburg Festivals, the
Royal Opera, ENO, Glyndebourne,  and major
houses in the USA, Finland, the Netherlands and
France. He sings regularly in concert, and his
recordings include Richard Blackford’s 

, Mahler with the
Bamberg Symphony Orchestra and Mahler

with the Philharmonia Orchestra.
TV appearances include 

for the BBC.     
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Stabat mater dolorosa
Iuxta crucem lacrimosa
Dum pendebat Filius.

Cuius animam gementem
Contristatam et dolentem
Pertransivit gladius

O quam tristis et afflicta
Fuit illa benedicta
Mater unigeniti

Quae moerebat et dolebat
Pia mater, dum videbat
Nati poenas inclyti

An instrumental prelude sets the desolate tone, with repeated D-minor first inversion
chords in 3/8 alternating with a solemn rising cello theme in 3/4 and 4/4. The
uncertainty of the cello theme grows quickly into a impassioned variation,
with all strings playing intensely in their extreme upper registers. Over the hushed
low string theme the chorus enters softly, hesitantly, almost not daring to speak of
the experience of Mary, Mother of Jesus. As the movement gathers pace the choral
intensity grows to a climactic “O quam tristis” (”Oh, how sad”). The momentum then
drives on unrelentingly to its  end.
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singers.  When I started composing the  I realised how hard it is to set, and
that the material is not for the faint-hearted. The poem is tough, the images are raw, it is
unrelenting in its evocation of grief. Yet the poem offers moments of great tenderness and
beauty. It is the delicate balance of emotional extremes, of crisis and the hope of salvation,
that I tried to reconcile in the course of the composition.

I am indebted to Carolyn and Sandrey Date and the Bournemouth Symphony Chorus,
who co-commissioned , George Vass, my wife Clare, my publishers Antony Smith
and Adrian Farmer at Nimbus Music Publishing, the Nimbus Foundation and the
conductor Gavin Carr, to whom Pietà is dedicated, for their belief in this project and for
their friendship, kindness, encouragement and support.

was written in the village of Blewbury, Oxfordshire,
where I live, during the winter of 2019, and was inspired by the last stanza of Robert
Frost’s poem 

The sense of restlessness, of something unresolved, despite the beauty of the winter
landscape, permeates the music. It is written in rondo form, and the first theme, soft,
sustained and melancholic, is contrasted with rhythmic string writing against which the
saxophone plays exuberant flurries of notes, as if improvised. The dynamic range of the
entire piece is from to barely more than , and it is the soft, plangent sound of the
soprano saxophone that evokes the stillness of the winter night and the traveler’s journey
through it. was first performed on October 19th 2019 by the
Bournemouth Symphony Orchestra at Cadogan Hall, London, conducted by Gavin Carr.
The soloist was Amy Dickson, to whom the work is dedicated.

Richard Blackford 2019

NI 6396 15

Twice nominated for a Grammy™ award, British-
Australian Amy Dickson has been acknowledged by
BBC Music Magazine as one of the world’s six best
classical saxophonists ever. Dickson has recorded
eight solo albums for Sony Music. Recognised for her
remarkable, distinctive tone and exceptional
musicality, she made history by becoming the first
saxophonist to win a Classic BRIT Award, for
Breakthrough Artist of the Year and in 2016 she was
named the UK’s Young Australian of the Year.

became Chorus Master, and later
Director, of the Bournemouth Symphony Chorus in
2009. A former choral scholar at King’s College,
Cambridge, he became a notable international
singer in opera and concerts, singing major roles
around the world from Chile to China. He now
specialises in choral conducting and training, and
apart from directing the BSC, he is Director of the
Philharmonia Chorus in London and the Bath
Minerva Choir, and also teaches singing at the Royal
Academy of Music.
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 has been performing the great choral works
regularly with the Bournemouth Symphony Orchestra for well over a hundred years
under many great conductors from Sir Dan Godfrey (founder of the BSO) onwards,
including Sir Malcolm Sargent, Sir Charles Groves, Constantin Silvestri, Andrew Litton,
Marin Alsop, Kirill Karabits and others.  As well as regular concerts in Bournemouth and
Poole, they have also performed frequently in London and throughout Britain. They have
toured extensively abroad, including America, Italy, Germany, the Czech Republic, Israel
and India. They have made many acclaimed CDs, and have commissioned and
premièred a number of important works, including three cantatas by Richard Blackford.

started life in 1997 as the Dorset Youth
Choir. In September 2004, it was renamed the Bournemouth Symphony Youth Chorus
(under the aegis of the BSC).  Since its inception the BSYC has performed most of the
choral orchestral repertoire with the BSC and the BSO. A number of new works have
been written for the BSYC and any work commissioned by the BSC will normally include
a part for children’s voices. The BSYC Director is Victoria Gray who was appointed as
Director in April 2016.

was founded as the Bournemouth Municipal
Orchestra in 1893 by Dan Godfrey, who remained its conductor until his retirement in
1934. Today, the Orchestra has an international reputation, and serves communities
across the South and West of England, performing annually some 140 concerts. It is one
of Britain’s most dynamic and innovative orchestras, taking music beyond the concert
hall in numerous community projects, tea dances for the elderly, work with people living
with dementia and with 18 music hubs across the region. Its Principal Conductor is Kirill
Karabits, who follows in the distinguished footsteps of Sir Charles Groves, Constantin
Silvestri, Andrew Litton, Marin Alsop and others.  The Orchestra has a catalogue of over
300 recordings, beginning in 1914. It has toured extensively, including the USA, Hong
Kong and the principal concert halls in Europe.
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movements contain rapid accelerandi and huge choral climaxes, such as the unison cry
of “Eia” at the end of .”

I chose the title after re-visiting Michelangelo’s incomparable, eponymous statue in
St Peter’s, Rome in 2017 with my wife Clare. Although I had seen it many times when I
had lived in Rome, it was the luminescent beauty of the marble that struck me this time.
How could something so sad, so poignant in its expression of a mother’s grief for her son,
be at the same time so beautiful, so inspiring of hope? Returning to the composition, I
concentrated on the lyrical, tender moments in the poem that are like oases in the
scorching desert of grief. I thought not only about bereaved mothers, but the children of
those mothers. In all three of my large-scale choral works I incorporated parts for
children’s choruses, and in the voices of innocents, often the victims of warfare and
strife, deserved a place. Children’s voices are featured in the opening of Part II: 

 and the sonority of their voices augments the main chorus in the 
 “chorus of angels” movement as well as the closing moments of the work. In that

final movement, which starts with a tumultuous evocation of The Last Judgement (the
 equivalent of the  of the the entire vocal forces,

including both soloists, join in a sustained rhythmic fugato over pedal bass in a passionate,
determined plea to be admitted to Paradise. It felt to me, re-reading the poem, that if the
content of the  is faced unflinchingly, the vision of Paradise is earned.  The
closing bars are finally soft and consonant, with the soprano saxophone, which is given
an obligato role in several of the movements, gently soaring over the hushed choral and
string texture. The saxophone, as the third soloist, represents for me the wordless voice of
Mary, like an ancient musical shawm in its upper register, but also creating a modern
instrumental dimension, very close to the sound of the human voice.

I divided the combined and Akhmatova texts into three main parts, preceded
by an intense string prelude that sets the tone for what is to come. The predominantly dark
tone of Part I is contrasted with the gentler children’s chorus that opens Part II and the four
Akhmatova poems that follow.  The turning point, at which light and hope begin to suffuse
the work, occurs in Part III, in the middle of Mov. VIII , where the
saxophone introduces a soft melisma that is taken up contrapuntally by the choir with
added solo violin and solo cello parts interweaving with the saxophone, strings and
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When I mentioned to a friend that I was setting the r he replied that one of the
inherent dangers of that famous Latin text is the composer being faced with writing up to
six slow movements in succession. Not an unreasonable point – but then the ,
when used liturgically, was intended as a meditation on the grief and loss of Mary, mother
of Jesus, as she cradles the body of her crucified Son. Furthermore, it was intended as a
means to contemplate how, through Mary’s suffering and Jesus’ sacrifice, we too might be
redeemed and attain Paradise. Many of the 250 or so settings from the 15th-21st centuries
are indeed predominantly slow, contemplative music. It was only when I came across
four poems of Anna Akhmatova in her cycle  that a completely different
approach occurred to me. Akhmatova’s husband was taken and “disappeared” by Stalin’s
KGB, then her son was also arrested, and she was convinced she would never see him
again. In her  she writes: “For seventeen months I’ve pleaded, pleaded that you
come home, flung myself at the hangman’s feet for you, my son - for you, my horror.” This
seemed less like the contemplation of the grieving mother, but more like an expression of
her rage, and it lent an entirely new dimension to the  theme. In another
poem Akhmatova imagines the moment of Christ’s death: “A chorus of angels sang in that
momentous hour, and all the heavens dissolved into fire.” This did not feel like the
saccharine angelic chorus associated with Hollywood epics, but rather an utter cataclysm
of choral sound. Were the angels of Akhmatova’s poem perhaps avenging angels, or
ambiguous celestial beings, like the terrifying Angel in Tony Kushner’s play 

? Was their chorus more of a howl of anguish at the sight of God’s Son on the
Cross? In my setting of Akhmatova’s , the wordless chorus accompanies the
baritone  throughout, starting softly but rising to a triple fortissimo cry, with
sopranos rising straight up to top B-flats. The Akhmatova poems fundamentally changed
my approach to setting the  text. From the choral outburst in the first
movement, “O quam tristis,” I wanted to grab the listener by the throat, to not let up on
the intensity and drama of this incredible, timeless poem. My setting does indeed contain
a great deal of fast music: the , the graphic description of Christ’s
flagellation, is marked the first Akhmatova poem is marked ; the

 is marked , then . Even the 
NI 6396 17

studied at the Royal College of Music London, where he was
awarded the Tagore Gold Medal and the Mendelssohn Scholarship, then in Italy, on a
Leverhulme Award, with Hans Werner Henze. He was subsequently first Composer-in-
Residence at Balliol College Oxford and later with the Brno Philharmonic. He completed
his Doctorate at Bristol University, where he has also been Lecturer in Advanced
Orchestration. His music, which includes three operas, two ballets and many works for
orchestra, chorus and chamber ensembles, has been performed and broadcast all over
the world and has been recorded on Sony Classical, Warner Classics, Decca, Signum and
Nimbus labels. Festivals that have featured his music include: Cheltenham, Berlin,
Montepulciano, Adelaide, Long Island, Presteigne, Aberystwyth and the BBC Proms. In
2000 his four-hour choral and orchestral score for CNN/BBC  won an Emmy
Award for Best Title Sequence and for which Richard was nominated for Outstanding
Achievement in Music. His three critically acclaimed choral works ,

 and  were all subjects of television documentaries and
have been frequently broadcast and performed around the world. In 2014 

 was premiered to great acclaim at the Cheltenham Festival and
broadcast live on BBC Radio 3 before being successfully released on Nimbus Records.
Multiple performances followed in the UK, USA and Germany, and a ballet version

, choreographed by Alonzo King for LINES ballet, premiered in San Francisco
in 2015. In July 2015 Richard, along with Placido Domingo, was awarded Die Goldene
Deutschland for services to music in Germany. His , a Czech Philharmonic
commission for solo violin and orchestra, was given a great ovation at its premiere in the
Rudolfinum, Prague in 2016, and was released on Signum Classics. In 2018 his ,
for string quartet and string orchestra, another Cheltenham Festival commission, was
premiered by BBC National Orchestra of Wales under Martyn Brabbins. , a joint
commission from The Bournemouth Symphony Chorus and St Alban's Choral Society,
received a standing ovation at its premiere at The Lighthouse, Poole in June 2019 and
multiple performances are scheduled for 2019/2020. Richard Blackford is a Trustee of
Music For Youth, the Aberystwyth MusicFest and The Bach Choir, Chair of the English
Music Festival, and is President of the Bournemouth Symphony Chorus. He is published
by Novello and Nimbus Publishing.   
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With much appreciation to the following people for their
support for this recording:

For Stephen Feltham & Chorali Fiscus

Colin Bacchus, Bridget Baines, Sally Beaton, Andrew & Penny Bellars,
Clare Blackford, Dr. John Bone, Christopher Clarke, Dr. Paul Clements,

Colin Colston, Judy & Richard Coplan, William Cousin, Diana Cubberley,
Sandrey & Carolyn Date, In memoriam Geoffrey Dunstan, John Edwards,
Colin Feltham, Stephen Feltham, John Finnamore, Michael Fletcher,

Clifford Frisby, Patricia Fry, John Gardner, Jacqui Garrett, Dawn Goodson,
Sue Gosling, Derek Green, Edward Grimsdale, Judith Hall, Jean Harvey,

Rosie Hawkyard, Ingrid Hooker, Colin Howard, Andy Howieson,
Sandie Hull, Norbert Hülsmann, Elizabeth Iles, Roderick Kennedy,

Sandra Kernohan, David & Wendy Lewis, The Locke Family,
Caryl Longland, Annie Longstaff, Graham Luker, Anthony Macaulay,

D. Macaulay-Compernolle, Rodney Mahon, John Martindale, Musicalous,
Christine Nicholson, Susan Oakes, Louie Parete ACP Builders,

Noreena & Stephen Parker, Colin Patrick DL, John Pattison, David Pow,
Bonnie Randall, Rosalind Randle, Michael D. Read, Lorna Saunders,
Robin Scott, Paul Sepping, Donald Sheppard, Dr Alastair & Sally Smith,

Philip Soar, Richard Stamp, Sandra Sturdy, Dilys Thomas,
Canon John Turpin, Doug Tweddle, Julie & Garry Vidler,

Heather Waldsax, Jim Washington, Patricia Williams, Sally Woodgate,
Tim Wright
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For Mezzo-Soprano and baritone Soli, Soprano Saxophone
Mixed Chorus, Children’s Chorus and String Orchestra

1 I  Stabat mater dolorosa 4.40

2 II Quis es homo 3.55

3 III Pro peccatis suae gentis 2.34

4 IV  Eia mater, fons amoris 3.59

5 V Sancta mater, istud agas 3.45

6 VI Weeks fly swiftly by (Akhmatova ) 3.38

7 VII A chorus of angels sang (Akhmatova ) 3.55

8 VIII Face me tecum pie flere 7.29

9 IX Flammis ne urar succensus 6.27

10 Canticle of Winter
 for Soprano Saxophone and String Orchestra 6.28
 Amy Dickson, Soprano Saxophone
 Bournemouth Symphony Orchestra Strings
 Conducted by Gavin Carr
   Total playing time 47.30
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Richard Blackford

Jennifer Johnston, Mezzo-Soprano
Stephen Gadd, Baritone

Amy Dickson, Soprano Saxophone

The Bournemouth Symphony Chorus
The Bournemouth Symphony Youth Chorus

The Bournemouth Symphony Orchestra

Conducted by Gavin Carr

 was commissioned by the Bournemouth Symphony Chorus
and St Albans Choral Society (conductor George Vass) with support from

the Nimbus Foundation (Registered Charity Number 802708).

It was first performed on June 22nd 2019 at The Lighthouse, Poole by The
Bournemouth Symphony Chorus, The Bournemouth Symphony Youth

Chorus and The Bournemouth Symphony Orchestra, conducted by Gavin
Carr. The soloists were Jennifer Johnston, Stephen Gadd and Amy Dickson.
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Choral Works by Richard Blackford

Mirror of Perfection   “Blackford takes the delightful, little-
known poetry of St Francis of Assisi and builds a powerful cantata
of great lyrical beauty, enhanced here by Ying Huang and Bo
Skovhus, who exploit his ravishing solo melodies to the full.”
Stephen Pritchard,

“Blackford’s music is technically accomplished, tuneful, very
accessible and makes an immediate impression on the listener.”
John Quinn, 

Not In Our Time   “Fiercely paced and vividly dramatic, it's
a huge sing and a grateful one. It's perfectly designed to stretch
the chorus without asking the impossible. …..Out of this melting-
pot comes something that speaks for itself, and with tremendous
force” Michael White, 

“This is a paean of and to hope, a proclamation of shared humanity
and, above all, a great oratorio for the peacemakers. This is a
serious piece, but infinitely rewarding. Frankly, the more people
who listen to it, the better, happier and more at peace with itself
the world will be."  Michael McManus, 

Voices of Exile   “This is a fine choral work that deserves to
be heard often. The tragedy that underlies  is, if
anything, more prevalent in the world today that ever, making this
such an apposite work. 

"Starry forces combine to give a concentrated performance of
Blackford's brooding meditation on the refugee experience,
setting texts in 13 languages." 
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Richard Blackford
NI 6396 1

R I C H A R D   B L A C K F O R D

Bournemouth Symphony Chorus
Bournemouth Symphony Youth Chorus

Bournemouth Symphony Orchestra

Jennifer Johnston
Stephen Gadd
Amy Dickson

Conducted by Gavin Carr




