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NOTICES

Please ensure that your mobile phone is switched off for the duration of the concert

Please take note of the nearest emergency exits to your seats

Smoking is not permitted in the Cathedral

WINCHESTER MUSIC CLUB welcomes you to this concert featuring the BACH Mass in B Minor.  The
club, now in its 86th season, was founded by George Dyson shortly after he became Master of Music
at Winchester College a position which he held from 1924 to 1937. Tonight's conductor, Nicholas
Wilks is not only our Musical Director, but also the College's present Master of Music.

Sir George founded the club with the express wish that stronger links should be forged between
the College and the City of Winchester.

Those links remain strong to this day as is evidenced by the fact that the College's Quiristers and
Glee Club join us once again – as they have done many times - in Winchester's magnificent Cathe-
dral for a performance of one of the world's greatest and most profound choral works. Winchester
Music Club, with the Quiristers and Glee Club, has been fortunate in that in 2008, and again 2009,
it was able to present Celebrity Charity concerts which have contributed nearly £80,000 to local
charities, namely the Rose Road Association, Emmaus Hampshire and Trinity Winchester.

I like to think that Sir George would be proud of the club's achievements over the years.

Christopher Green (Chairman)
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Bach - The Mass in B minor

In July of 1733 Bach wrote to the new Elector of Saxony, Friedrich August II, asking for a position under his auspices that would have
upgraded his status in Leipzig.

"...... For some years up to the present day I have had the Directorship of the Music at the two principal churches in
Leipzig, but have also had to suffer one slight or another quite undeservedly, and sometimes also a diminution of fees
connected with this function: all of which could cease if your Royal Highness showed me the favour of conferring upon
me a Predicate in your Hoff-Capelle, and thus let your high command be given to the appropriate authority for the
bestowal of a Decree; this most gracious fulfilment of my most humble petition will compel me to unending
adoration, and I offer myself in most dutiful obedience ever to show, at your Royal Highness's most gracious desire,
my indefatigable diligence in the composition of Musique for Church as well as for Orchestra, and will devote all my
powers to your service, remaining in unceasing loyalty.

Your Royal Highness's most humble and most obedient servant

Johann Sebastian Bach

Dresden 27 July 1733."

Enclosed with this petition was "a trifling product" - a setting of the opening movements of a Mass. These were the Kyrie and Gloria
of what is now known as the Mass in B minor. To call these movements "trifling" demonstrates an exaggerated modesty on Bach's
part, for together they last about an hour, and include a variety and quality of music that his contemporaries never surpassed.

When and why Bach completed the rest of the Mass are questions which are not easily answered. Certainly, it is known that he
compiled and completed the other movements at the very end of his life - the handwriting of parts of the manuscript of the final
half of the Mass, for example, post-date that even of the Art of Fugue,  which is traditionally considered to be his final work - but
several sections are reworkings of material that had been used in earlier compositions.  Nevertheless Bach gave this work in
particular a great deal of attention in the final years of his life, even to the extent of neglecting works such as the St. John Passion,
which never underwent the full revision that was intended.

Why Bach wrote a setting of the Latin Mass of this magnitude is potentially puzzling, as the sheer size of the work would have
prohibited it from being performed in a church service. Not only this, but some of the movements would not have been allowed in
the Protestant liturgy, within which Bach worked in Leipzig, and it could not have been performed in the Catholic Church as there
are movements which depart from the usual prescriptive Latin text. Nonetheless Bach wrote a complete mass cycle in accordance
with historical precedents, and it may be that the answer to why he wrote the whole mass lies in his personal desire to put his own
stamp on what had been the central genre of vocal music since the fourteenth century. The fact that this work meant such a great
deal to the ageing Bach is no more evident than in the unprecedented intensity that is poured into every movement.

The Mass in B minor is divided into more sections than any other work of its kind with each movement being subdivided into even
smaller sections each of which has its own individual character. The wide variety of styles that Bach incorporates range from the
concerto-like opening of the Gloria to the archaic fugue of the second Kyrie and the strict canonic design of the Confiteor.

The Mass received its first performance in England in 1876 and since then it has been one of the great challenges for choral societies
in this country who are bold enough to attempt a work of such size and complexity.

© Neil Chippington 2010
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Johann Sebastian Bach 1685-1750
Dates Life Main Works

1685 - 1703 Born Eisenbach. Orphaned at 10. At 14
is a choral scholar in Lüneberg

1703 - 1708 Organist at Armstadt.Walks 500mile
round trip to hear Buxtehude playing
the organ in Lübeck.  Marries second
cousin Maria Barbara Bach, with whom
he has seven children including Wilhelm
Friedemann & Carl Philipp Emanuel.

1708 - 1717 Becomes Kapellmeister (Musical
Director) & court organist for Duke of
Weimar. Begins composing. Eventually
quarrels with employer & is dismissed

*The Well-tempered Keyboard
*The Little Organ book

1717 - 1723 Appointed Kapellmeister to Prince
Leopold in Köthen. Maria dies. Marries
Anna Magdalena Wilcke, with whom
he has 13 children, including Johann
Christoph Friedrich & Johann Christian.

*Orchestral & solo cello suites
*Brandenburg concertos

1723 - 1750 Employed by Leipzig town council as
Kapellmeister to the two principal
churches and as teacher at
theThomasschule . Produces five
annual cantata cycles for weekly
services & teaches singing. Becomes
Director of Collegium Musicum in 1729
& writes many keyboard & violin pieces
for performance. Writes Kyrie & Gloria
(of B Minor Mass) in an attempt to
become court comploser to The Elector
of Saxony (see p 4). Impresses Frederick
II of Prussia with The Musical Offering
(improvsation on the king’s theme).
Becomes blind near the end; may have
died from a stroke or an operation to
correct his sight.

* Cantata cycles

* Harpsichord concertos

*The Musical Offering

*The Art of Fugue

*St Matthew Passion

* St John Passion

*The Christmas Oratorio

*Magnificat

*Mass in B Minor
 -composed over several years; never
performed as a complete entity in Bach's
lifetime

Images are from Wikipedia
Commons
http://commons.wikimedia.org/



“Our aim is to create a Community where all,
feeling free and respected,

can meet their own needs and support one another
through work and the life of the Community,
serving first those whose need is greatest."

EMMAUS HAMPSHIRE is delighted to continue last year's collaboration
with the WINCHESTER MUSIC CLUB by supporting this performance of
Bach's Mass in B Minor: “this trifling work” as the composer described
it! There is nothing trifling about this sublime work just as there is nothing
trifling about the Emmaus response to homelessness.
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How not to get Bach’s B Minor Mass Wrong by Nicholas Wilks

The thing all musicians most dread is getting a piece of music completely and utterly wrong. By this I do not mean in the sense of
playing or singing wrong notes, although of course this can happen. It is finding yourself unable to make sense of the music, and
consequently choosing the wrong tempi, unconvincing phrasing, and poorly-judged articulation which gets in the way of the music
instead of enabling it to take wing. Sometimes this is extremely difficult to avoid, especially when you are doing a piece which
common sense tells you not to do. The B Minor Mass has more pitfalls than most, so I hope that what follows will be entertaining as
well as informative.

Reasons for Doing and not Doing

I have avoided the B Minor Mass until now, because there are so many compelling reasons for not doing it. Most of the choral writing
is in five parts instead of the standard four – it exposes everyone,  but especially trebles and sopranos, who are divided into two
parts, and it extends the rehearsal time you need for a four-part work enormously. It is extremely demanding, being both long and
very difficult to sing. It requires unusual stamina and concentration.  It was not written with large forces in mind – a performance
by a huge choir and orchestra is arguably inauthentic.

In spite of all this, there are compelling reasons for performing it in a context such as this evening’s concert. It is probably the
greatest work by the Baroque’s greatest composer, and has something of an iconic status (although this status can be a distraction).
It is in real danger of being left to the preserve of Bach specialists, taking it out of public ownership and into arcane and esoteric
territory, something I am suspicious of. Bach’s music is resilient – it not only withstands a variety of approaches - it thrives on it.
Last but certainly not least, everyone should have the opportunity to sing the B Minor Mass at some stage in their lives, and to hear
it live.

Some Background
One way to avoid pitfalls is to find out as much as you can about a piece before you start rehearsing it. I don’t believe that you
need to know everything about the circumstances which gave rise to a composition in order to understand it. Sometimes we feel
that music which reflects too directly the personal preoccupations of a composer can be limited in scope. It can even be
embarrassing. Richard Strauss’s Sinfonia Domestica is an example - a tone poem which shamelessly depicts such things as his infant
children crying and his frequent rows with his wife.
Like most Baroque music, Bach’s music is invariably functional – there is usually a clear purpose behind each composition, whether
it is a cantata written for a particular day or a series of preludes and fugues written to demonstrate a particular kind of
temperament or tuning. But the B Minor Mass immediately poses some serious questions. Why did a devoutly Lutheran composer set
a Latin Mass? Why did he abandon his revision of the St John Passion in order to complete it? And why write a setting so vast that it
could never be performed as part of a liturgy?
There have been some ingenious answers to these questions. It has even been suggested that Bach became a Roman Catholic at the
end of his life. Such speculation is unnecessary. Luther himself had no objection to parts of the mass being sung in Latin, provided
the congregation understood it. What mattered was that the mass should be intelligible, not the language it was celebrated in.
 Why did Bach abandon his revision of the St John Passion in order to complete the B Minor Mass? We will never know,  but we can
only conclude that towards the end of his career he felt that the Mass was a greater priority than the Passion – even though it had
less prospect of a performance. Clearly the project was close to Bach’s heart, and he set an exceptionally high value on it.

The title Mass in B Minor only came into existence in the 19th century, and there is much debate about whether Bach ever intended
it as a unified whole. Certainly the care Bach took over key relationships, with a perfect balance between B minor and D major, is
enough evidence to demonstrate that the work as it stands is coherent and unified. However,  Bach originally conceived it in four
separate sections, each volume separately bound and numbered.  The first volume is as long as the other three put together, and is
what Bach called the Missa – the settings of the Kyrie and the Gloria, and dated 1733. The next section he called the Symbolum
Nicenum (Nicene Creed). Next was the Sanctus (an independent manuscript and a reworking of an earlier setting from 1724 which
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was actually performed under Bach’s direction in Leipzig – the only part of the B Minor Mass we know to have been performed
during his lifetime). The fourth and final volume consists of the rest of the mass, from the Benedictus to the Dona nobis pacem. On
the face of it, we know why Bach wrote the Missa – the Kyrie and Gloria. Its origins are rather endearingly earthly and banal. Bach’s
son Wilhelm Friedemann had just been appointed as a church organist at the Sophienkirche in Dresden, and Bach decided to go with
him to help him settle into his new appointment. One can’t help feeling sorry for Wilhelm Friedemann, being followed by his father
just at the point when he was asserting his independent life as an adult. But Bach had an ulterior motive. He was feeling seriously
undervalued at home in Leipzig. He felt this way most of the time, even finding himself in prison at one stage because of a
disagreement with the church authorities. Bach was hoping to gain an honorary title as a court composer from the Catholic Elector
of Saxony, both as a way of raising his status at home, and in the hope of getting some commissions from the Dresden court. The
music he produced for this petition was clearly designed for Dresden tastes – five-part writing, virtuoso vocal and instrumental
parts, not least for the solo horn which plays in only one movement. It was perfect for Dresden in all but one rather crucial respect
– the single word altissime in the Domine Deus. This word followed the Lutheran text for when the Gloria was sung in Latin in a
Lutheran church, but its inclusion would almost certainly have made the Gloria un-performable in Catholic Dresden. It is a
bewildering anomaly, and forces us to ask more questions. Why did Bach adhere to a tiny detail of Lutheran text when he must have
known that it would undermine his entire project? Whatever the reason, the parts remained unused in Dresden until Mendelssohn
consulted them in 1846.
The mystery surrounding the remainder of the mass is even greater than the unanswered questions surrounding the Gloria. Bach
re-used his own existing material for most of it, but we know nothing of any performance during Bach’s lifetime apart from the
early Sanctus. Aside from this one movement, the first performance of any part of the mass was of the Symbolum Nicenum, and this
was given under the direction of C.P.E. Bach, Bach’s son. The mass was not heard in its entirety until 1828 – when the young
Richard Wagner was already 14 years old.
The inescapable conclusion must be that Bach collated the mass as a summation of his musical styles, and with no intention of a
specific performance. There is an objection to this view. The notion of an autonomous work of art – one conceived for its own sake –
is anachronistic.  One thinks of Schubert’s late works like the ninth symphony lying unperformed at the time of his death, but this
romantic notion of the doomed idealist artist is a world away from the pragmatic Bach. It belongs to a later age. But Bach seems to
have written the Art of Fugue in the same way – a work of art for its own sake. And the mass shows so many varieties of style – from
incorporating plainchant in the Credo to the most modern galant style in the Christe Eleison – that one can’t but accept that this
work almost amounts to a kind of musical summary, not just of Bach’s music but of the high Baroque style itself. In any case, the
fact that Bach did not envisage a performance during his lifetime does not necessarily mean that he actively did not want it to be
performed.
All this history and speculation is intriguing, but the fact that it throws up so many questions is rather liberating for a performer.
There is no definitive template for a performance. To a certain extent, we have only the dots on the page to answer to. But there
are other historical ways into the music which are helpful, in particular spending time looking at Bach’s re-workings.

Bach’s re-workings
One of the most interesting and enlightening aspects of the B Minor Mass is the way in which Bach used his own previous
compositions and reworked them to stand as newly-conceived movements in an entirely different context. For a performer coming
to the work for the first time these re-workings are of much more than academic value, because they show what Bach's intentions
were. It is a bit like looking at two versions of a novel or studying a painter's second thoughts. The two together tell you much more
than either can by itself - you get a perspective.  The practice of recycling the same material in two separate works might be
frowned upon today – we would assume that a composer had run out of steam - but it was entirely accepted in the 18th century.
Given how much Bach was contractually obliged to write he had little option but to borrow extensively from his own music. I find
something rather heartening in this practice. It suggests to me that we should not treat the B Minor Mass as something hallowed and
remote, immaculately conceived and pure, some kind of super work of art which inhabits a different world. It is, on the contrary,
the work of a completely practical composer who wanted to make the most of his material, and found all kinds of ingenious ways of
doing so. It is the product of a certain kind of rough magic.



9

At least eight movements of the B Minor Mass are re-workings, but it is certain that many more are based on music which has now
been lost. There are all sorts of indications of this in Bach’s manuscripts – places where he has added a fifth voice to what was
originally a four-part texture, the odd wrong clef suggesting a hurried adaptation of music which was originally differently scored,
cramped insertions of additional lines, and so on. It also explains why, although most of the choruses (if that is what they are) are
in five parts, some are in four. The second Kyrie, written in four parts not five, is almost certainly an arrangement of an earlier
piece. The term given for pieces reworked is parody – but it is a neutral description. It does not carry the satirical overtones we
would normally associate with the word. Before looking in detail at some of these parodies,  it might be helpful if I explained how I
first came to the B Minor Mass.

My early encounters with the work
My first experience of the B Minor Mass was when I sung it in Winchester Cathedral as a Quirister under Angus Watson. My most vivid
impression was not of its difficulty (it seems incredible to me now that it didn’t appear difficult, and I can only surmise that my 11-
year-old self was so traumatised by its complexity that I all but erased the experience from my mind), but of my astonishment when
the tenor soloist stood up at the start of the Credo and intoned a phrase of medieval plainchant.  I was curious. Why sing something
which was not written in the score? I became aware of the possibility that what was on the page did not necessarily tell you all you
needed to know to perform a piece of music, a realization which was both alarming and exciting.
My second encounter was as a student at the Royal Academy of Music when Sir Roger Norrington spent a morning with the
conducting students. He spoke about different ways in which you could prepare a score. One was to take a view of a masterpiece
which was from what he called “an Olympian height” – citing as an example the work of the great maestros such as Karajan, who at
that stage (the mid 1980s) had a reputation (unfairly, I feel) for aloofness and the pursuit of beauty above everything else. This
approach can be alluring – you are treated to a performance marked by a religious reverence which is not entirely inappropriate to
a mass. The problem with it is that in the end it does not really engage the audience – or indeed the performers. You are aware of a
great work of art, but it is self-conscious. You are forced to be remote from it, admiring it from a distance. It is as though you were
standing by a great sculpture but told that as a mere mortal you can’t walk round it, let alone touch it.
Roger Norrington’s approach is quite different. In his memorable phrase that morning, he told us that he likes to get his hands dirty.
He gave us as an example the opening of the Crucifixus in the B Minor Mass. The movement is a useful example of how Bach’s
music  demands to be approached from a number of different angles. Is this music to be approached reverentially, shrouded in
incense and laden with tragedy? On the face of it, it should be – there is no question of the mood set by the chromatic bass line,
and the stark harmonies. But you have to make some practical choices, of which the two most important are tempo (speed) and
dynamics (volume).
How fast should the music be? No tempo is indicated, only the 3/2 metre is given. Roger Norrington pointed out that if it is taken at
a funereal pace we overlook an important clue. The cello and bass parts show a slur over each whole bar. This indicates that the six
repeated notes need to be taken in a single bow-stroke,  which is impossible to do if the speed is too slow. Baroque bows were also
shorter than their modern counterparts. Taken at this speed, the music is properly frightening, capturing the cruelty of the moment
as well as its tragedy.
How loud should it be? There is no dynamic marking at the start – the mp in the excellent New Novello edition we are using this
evening is editorial. The last five bars do have a piano marking, but that is all. It would clearly be perverse to read the piano as
meaning louder than the start, so it must be softer. But by how much?
Fortunately, Karajan made two recordings of the B Minor Mass, so it is possible to see what results the Olympian approach yields.
Contrary to expectation,  Karajan’s speed for the Crucifixus is not slow,  and easily allows for his low strings to take each bar in a
single bow. The forte for the singers captures the drama, and is certainly arresting. But the scoring is for flutes, strings and
continuo, and could not support such an approach from the singers in the concert hall. The sound engineers have helped matters
here, but the effect is artificial. So we must conclude that the editorial mp is certainly right, but immediately we lose a valuable
resource for musical expression – the element of dynamic contrast. We cannot let the music sound pallid, but there is a real danger
of this, not least because the same bass line is repeated every four bars except at the very end. Having said that, Baroque music
generally expresses a single mood or affekt in any given movement, so we should not look to achieve variety so much as subtlety of
variation and inflection. And Bach lifts the oppressive mood at the very end by settling in the relative major – a coup whose impact
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would be lost if we were to try and alter the mood any earlier. The key to realising this movement is to focus on phrasing and
articulation. The use of pairs of notes suggests sighing and lamenting, but the music does not emote in a romantic fashion. What
impresses me about the music is its stark objectivity – the crucifixion as an inescapable fact. There seems to be something pre-
ordained about it. Each voice in turn baldly states the word crucifixus to a descending phrase twice before the sopranos express the
realisation that the crucifixion is etiam pro nobis – for us. Here the music begins to claw its way painfully upwards – but not for
long. The overall trajectory of the music is inexorably downwards towards burial. Until, that is, the final few bars which
miraculously anticipate the resurrection with a resolution in the relative major of G. The other thing to note about phrasing is the
way in which the phrases increase in length as the movement goes on. One has the sensation of numbed horror giving way to some
kind of understanding of a larger purpose, as yet unrealised.
I can’t help feeling that the key is significant. It is cast in E minor in a sequence which is dominated by D major. Another composer
would have written the Crucifixus in A minor, with a neat Tierce de Picardie (ending in A major), and used this to launch the
triumphant D major resurrection. Bach’s approach is more radical. We lurch straight from this uneasy G major into D, the impact of
which is miraculous.
Another way into this movement is to listen to Bach’s original version of this movesetting of the words Weinen, Klagen, Sorgen,
Zagen, composed in Weimar in 1714, and revived by him a decade later in his first season in Leipzig. In the diary he kept during the
Monteverdi  Choir’s Bach Cantata Pilgrimage in 2000 John Eliot Gardiner wrote:
“Coming at it backwards, from long familiarity with the Crucifixus of the B minor Mass (which is what this movement later
became), one is struck by its greater starkness and its searing pathos. In place of the four syllables cru-ci-fix-us – four hammer
blows nailing Christ’s flesh to the wood of the cross – Bach inscribes the title of his cantata through four distinct vocal lines
(‘Weeping... wailing... fretting.... fearing’). Each word, a heart-rending sob, is stretched over the bar-line and the four-bar
passacaglia bass. These words, we learn in the motet-like sequel, are the ‘signs of Jesus’s suffering’ with which the believer is
branded. Even when conducting the Crucifixus version I cannot rid my mind of the thrice-articulated ‘Angst... und... Not’ (which
later became ‘passus est’). If this is the nadir, the point, according to the scholar Eric Chafe, ‘where the individual has already
been brought by consciousness of sin to extreme torment’, then rarely, if ever, have these sentiments been so harrowingly
portrayed in music. Our time in Weimar at the outset of the pilgrimage also brought home to me that this music was composed –
and first performed – less than three kilometres’ distance from the beech woods where Goethe and Liszt used to ramble, the site
of what was later to become one of the bleakest places on earth, Buchenwald.”
The extra intensity of this earlier version is partly due to the way that singing on long vowels gives the harmony greater clarity. The
musical line is less broken up by consonants. As John Eliot Gardiner points out, ‘the hammer blows of the word cru-ci-fix-us have
their own unique intensity, and when this is combined with a maximum awareness of the vowels the music has an unforgettable
impact.’
Bach’s re-workings are not confined to his own music, and in the Credo Bach uses medieval plainchant to weave  a contrapuntal
tour de force. The key signature at the start of the Credo is shared by 18 of the mass’s 26 movements, that of B minor or its relative
major D. Nominally, this Credo is in D. But by using medieval plainchant as the principal melodic idea, the effect is modal in feel,
and the music hovers somewhere between D and A. Bach seems to be setting up the whole movement as a dominant preparation for
the Patrem Omnipotentem which is about to follow. But the effect is of postponement, partly because the music just keeps going,
veering off in all sorts of unexpected ways, and partly because the music only really arrives at the start of the next movement.
The Credo feels deliberately old-fashioned. Most commentators agree that Bach was consciously adopting the Stile antico. Stile
antico usually includes ‘old-fashioned’ features that we associate with music written well before Bach such as alla breve metre (a
minim beat), an avoidance of dance rhythms, voices imitating each other, scoring for full choir (as opposed to solo voices and/or
reduced forces) and the kind of balanced melodic style we find in the motets and masses of Palestrina. It also suggests that Bach
wanted to make a connection with the musical past. The way that the Patrem omnipotentem bursts out of this old wine skin of the
Credo is rather remarkable, and gives the mass something of a timeless quality. Bach seems to stress the old style as a way of
demonstrating his own sense of continuity with the past, as well as suggesting the transcendent nature of the creator.
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The Madrigal and the Magisterial
Most standard choral works indicate which passages are to be sung by soloists and which are to be taken by the choir. The B Minor
Mass does not. Looking at it without this information, performances up until 20 years ago sensibly assumed that all the sections
scored for 4 or more voices together would be taken by the choir, and everything else would be sung by solo voices. But in the
1980s this assumption was challenged by the scholar Joshua Rifkin. He argued that the entire mass should be sung by one singer per
part, and recorded it to prove it was possible. The effect of this recording is extraordinary because the music sounds almost like a
madrigal – intimate and beautifully clear. You hear everything. Although this option is simply not available to a choral society (let
alone two choirs), it is invaluable as an alternative model, and not merely on academic grounds. The clarity of such an approach is
unquestionably desirable, and the one-to-a-part recordings are ironically extremely useful for members of large choirs learning their
individual lines. The singers get to hear what is really going on around them – or what should be going on around them but perhaps
isn’t while their fellow singers attempt to grapple with the notes. There is also the benefit that they can follow their own part
clearly, without it becoming lost in a fog of vibrato.
The other value of these recordings is that they open your ears to possibilities for solo passages within a number of the choruses. An
example is in the Et resurrexit, where the bass part has a florid series of runs which cause many a choir to shipwreck themselves in
treacherous semiquavers, rapid triplets and accidentals. But if you single just this passage out for solo treatment in what is
otherwise a chorus it sounds odd – the reason for giving it to the solo bass is embarrassingly obvious to the audience. Neil Jenkins’s
new Novello edition suggest giving the previous section (and other sections in the mass) to the solo quintet. Not only does this have
the practical advantage of lessening the load on the choir, it also varies the texture and makes the most of the different treatment
of the same material later in the movement
Sometimes such purely practical decisions can lead to imaginative choices. Quite early on in my learning of the B Minor Mass I
decided to give the Confiteor, one of the movements composed in a deliberately old style, to the solo quintet. This was mainly
because the end of the Confiteor contains some of the most extraordinary music Bach ever wrote, and it is almost impossible for a
large choir to sing it in tune. The harmony is completely unpredictable at the words “et expecto resurrectionem mortuorum”, and
the music seems to grope its way in the dark for some kind of certainty. When I discussed this idea with a friend who has conducted
the B Minor Mass many times, Nicholas Kraemer, he suggested that the choir could sing the fragments of plainchant which Bach
interpolated just before this section. At a stroke this solves a difficulty created whether you choose to sing this movement one to a
part or with the full choir because either way the plainchant can get lost. There is one other advantage – you can bring the full
choir in at the start of the Et expecto and provided they are alert to the dramatic impact of their entry the effect should be
electrifying.
The success of any performance of the B Minor Mass depends upon two things – being prepared to look at the work from different
angles, and keeping an open mind. A piece of music is only a piece of music when it is sung and played. This involves real people,
not imaginary ideals, with all their idiosyncracies, strengths and weaknesses. It also involves a real building. I don’t think Bach
would have approved of the idea that the B Minor Mass should only be performed under ideal circumstances. Even if he did, we have
little certainty about what those ideal circumstances would be. Such rarefied conditions detract from the universality of this piece,
which for me is one of its greatest strengths. Whether he would have approved of this evening’s performance is impossible to say. I
am certain he would have approved of the performers’ months of hard work, and it is with this degree of dedication that we will do
our best to capture the spirit of this extraordinary masterpiece tonight.
I am enormously grateful to the conductor Nicholas Kraemer for the use of his bowed set of orchestral parts, and for his many
suggestions in the preparation of this evening’s performance.

© Nicholas Wilks 2010
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Mass in B Minor - J S Bach (1685 - 1750)
KYRIE

Kyrie eleison. Lord, have mercy upon us.    Chorus
Christe eleison. Christ, have mercy upon us.    Soprano and Countertenor
Kyrie eleison. Lord, have mercy upon us.    Chorus

GLORIA
Gloria in excelsis Deo, Glory to God on high,    Chorus
et in terra pax hominibus and in earth peace to men
bonae voluntatis. of good will.

Laudamus te, benedicimus te, We praise Thee, we bless Thee,   Soprano
adoramus te, glorificamus te. we adore Thee, we glorify Thee.

Gratias agimus tibi We give thanks to Thee    Chorus
propter magnam gloriam tuam. for Thy great glory.

Doming Deus, Rex coelestis, Deus Lord God, King of Heaven,   Soprano and Tenor
Pater omnipotens, God the Father Almighty,
Domine Fili unigenite, O Lord, only-begotten Son,
Jesu Christe, Domine Deus, Jesus Christ, Lord God,
Agnus Dei, Filius Patris. Lamb of God, Son of the Father.

Qui tollis peccata mundi, Thou that takest away the sins of the world Chorus
miserere nobis; Have mercy upon us,
qui tollis peccata mundi, Thou that takest away the sins of the world
suscipe deprecationem nostram. receive our prayer.

Qui sedes ad dexteram Patris, Thou that sittest at the right hand of the Father Countertenor
miserere nobis. have mercy upon us.

Quoniam tu solus sanctus, For Thou alone art holy,    Bass
tu solus Dominus, Thou alone art the Lord,
tu solus Altissimus, Jesu Christe. Thou alone art most high, Jesus Christ.

Cum Sancto Spiritu With the Holy Ghost    Chorus
in gloria Dei Patris. Amen. in the glory of God the Father. Amen.

INTERVAL
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CREDO
Credo in unum Deum. I believe in one God.    Chorus

Patrem omnipotentem, The Father Almighty,    Chorus
factorem coeli et terrae, Maker of heaven and earth,
visibilium omnium and all things visible
et invisibilium. and invisible.

Et in unum Dominum And in one Lord,     Soprano and Countertenor
Jesum Christum, Jesus Christ,
filium Dei unigenitum, only-begotten Son of God,
et ex Patre natum and begotten of the Father
ante omnia saecula, before all worlds,
Deum de Deo, God of God,
lumen de lumine, Light of Light,
Deum verum de Deo vero, true God of true God,
genitum, non factum, begotten, not made,
consubstantialem Patri, of one substance with the Father,
per quem omnia facta sunt; by whom all things were made;
Qui propter nos homines Who for us men
et propter nostram salutem and for our salvation
descendit de coelis. came down from heaven.

Et incarnatus est And was incarnate    Chorus
de Spiritu Sancto by the Holy Ghost
ex Maria Virgine, of the Virgin Mary
et homo factus est. and was made man.

Crucifixus etiam pro nobis, He was crucified also for us,   Chorus
sub Pontio Pilato passus, He suffered under Pontius Pilate
et sepultus est. and was buried.

Et resurrexit tertia die And He rose again on the third day  Chorus
secundum Scripturas. according to the Scriptures.
Et ascendit in coelum; And ascended into heaven;
sedet ad dexteram Patris, He sits on the right hand of the Father
et iterum venturus est cum gloria and He shall come again with glory
judicare vivos et mortuos, to judge the quick and the dead,
cujus regni non erit finis. whose kingdom shall have no end
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Et in Spiritum Sanctum, And in the Holy Ghost,    Bass
Dominum et vivificatem, The Lord and giver of Life,
qui ex Patre Filioque procedit, who proceeds from the Father and the Son,
qui cum Patre et Filio who with the Father and Son
simul adoratur et conglorificatur, together is worshipped and glorified
qui locutus est per Prophetas, who spoke through the prophets;
Et unam sanctam catholicam And in one holy Catholic
et apostolicam Ecclesiam. and Apostolic Church.

Confiteor unum baptisma I acknowledge one baptism   Chorus
in remissionem peccatorum, for the remission of sins,

et expecto resurrectionem mortuorum, and I look for the resurrection of the dead, Chorus
Et vitam venturi saeculi. Amen. And life in the world to come. Amen

SANCTUS
Sanctus, sanctus, sanctus, Holy, holy, holy, Chorus
Dominus Deus Sabaoth! Lord God of hosts!
Pleni sunt coeli et terra Heaven and earth are full
gloria tua. of Thy glory.

Hosanna in excelsis. Hosanna in the highest.    Chorus

Benedictus qui venit Blessed is He that cometh Tenor
in nomine Domini. in the name of the Lord.

Hosanna in excelsis. Hosanna in the highest.    Chorus

AGNUS DEI
Agnus Dei, qui tollis Lamb of God, who takest away Countertenor
peccata mundi, the sins of the world,
miserere nobis. have mercy on us.

Dona nobis pacem. Give us peace.     Chorus



Andover Choral Society
St Mary's Church Andover SP10 1DP

CHRISTMAS CONCERT
7.30pm Saturday 11 Dec 2010

Dyson - Three Songs of Praise
Finzi - In Terra Pax
Bach - Magnificat

Tickets £10 and £8 concessions
at the door or from

Waterstone's Bookshop,
Chantry Centre, Andover
Enquires: 01264 354305

SPRING CONCERT
7.30pm Saturday 7 May 2011

Brahms
Ein deutsches Requiem

Tickets £12 and £10 concessions
at the door or from

Waterstone's Bookshop
Chantry Centre, Andover
Enquires: 01264 354305

St Lawrence House
Dental Practice

A Long Established Private Practice Providing Quality Individual Care

Our philosophy of care, competence and continuing education ensures we
provide up to date treatment in all aspects of dentistry

• Cosmetic dentistry   • Crown & bridge work
• Implants  • Root canal treatment

• Anxious patients welcome  • Dental hygienist
• Private parking

For a Brochure or Consultation Without Obligation Call

Winchester 01962 853489
St Lawrence House, Barnes Close, St Cross, Winchester SO23  9QX

S. Larcombe BDS DGDP(UK)
R. Norton LDS RCS
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Anna Dennis   soprano
Anna studied at the Royal Academy of Music in London with Noelle Barker.  Performances include Britten's War
Requiem at the Berlin Philharmonie, Mozart’s Mass in C minor and Beethoven’s Mass in C for the Clarion Music
Society in New York, and Shostakovich’s Seven Blok Lyrics at St. John’s Smith Square.  Anna’s performances
of Berio’s Folksongs (Britten Sinfonia), George Crumb song cycles (Galliard Ensemble), and Schoenberg's
Pierrot Lunaire (Psappha), were all broadcast on BBC Radio 3.  She has recently given duet recitals in Lille and
Strasbourg Opera houses with Concert d’Astrée, appeared at the BBC Proms with the City of Birmingham
Symphony Orchestra under Thomas Ades, sung the premiere of a new Michael Berkely piece at the Cheltenham
Festival, and appeared in concert with the Britten Sinfonia in the BBC Proms, Aldeburgh Festival and in Krakow.
Anna has twice created title roles in operatic premieres at the Almeida Theatre - The Girl of Sand and Ariadne,
both composed by Elena Langer.
Other recent opera roles include: Ilia in Mozart’s Idomeneo and l'Ingrata in Monteverdi's Ballo delle Ingrate, both
directed by Graham Vick (Birmingham Opera Company), Emira in Handel’s Siroe  (Oper der Zeit, Austria), Ninfa
in Monteverdi’s Orfeo (ENO), Flora in Jonathan Dove’s The Enchanted Pig (Young Vic), Francesca in Edward
Rushton’s The Shops (Bregenz Festival and ROH Linbury), Tormentilla in Vaughan Williams’ The Poisoned Kiss (New Sussex Opera),
Kyoto in Yannis Kyriakides’ An Ocean of Rain (Aldeburgh Festival/Almeida/Amsterdam Muziekgebouw/Rotterdam Shouwburg) and
Strawberry Seller/Strolling Player in Britten’s Death in Venice (ENO/ La Monnaie).
Anna was the winner of the Hampshire Singer of the Year competition in 2002.

Katherine Watson soprano
Katherine Watson graduated in 2008 from Cambridge University where she was a choral scholar at Trinity
College under Richard Marlow and Stephen Layton.  Whilst at university she studied Anglo-Saxon History and
Literature at Trinity College, Cambridge and in addition to solo work she sang with the Charpentier Consort,
the Cambridge Clerkes and the Cambridge University Baroque Ensemble.
In 2008 Katherine won a place in Le Jardin des Voix, and in Spring 2009 performed with Les Arts Florissants
under the direction of William Christie at the Barbican in London, Alice Tully Hall in New York, Auditorio
Nacional, Madrid, Cité de la Musique, Paris, and elsewhere across Europe and America.  Operatic roles include
Phani Les Incas du Pérou, Lauretta Gianni Schicchi, and Anna Maurrant Street Scene. Her repertoire includes
Mozart's Exsultate Jubilate (Westminster Abbey), Handel Solomon (under Stephen Cleobury in Kings College
Chapel), the Requiems of Brahms, Mozart and Fauré, Bach St John and St Matthew Passions, Poulenc Gloria,
and Elgar Spirit of England. She has also performed as a soloist in recordings of Britten Ceremony of Carols
with Stephen Layton, and Brahms Sechs Lieder und Romanzen with the Consortium Choir, London.
Recent engagements in 2009/2010 include 2nd Woman Dido and Aeneas and Diana Actéon with Les Arts Florissants in New York, and
Virtue/Damigella L’incoronazione di Poppea at the Teatro Real, Madrid with William Christie. She also sang in Haydn's Nelson Mass
conducted by Stephen Layton at Trinity College.

William Towers countertenor
William Towers studied at Cambridge University and the Royal Academy of Music.
Opera engagements have included Medoro (Handel Orlando) and Farnace (Mozart Mitridate Re di Ponto) for
the Royal Opera House, Oberon (Britten A Midsummer Night’s Dream) for Teatro La Fenice Venice with John
Eliot Gardiner and David Pountney, for Teatro Petruzzelli Bari & Teatro Municipale Valli Reggio Emilia with
Daniele Abbado, for the Royal Opera at the Linbury with Richard Hickox, and for the Aldeburgh Festival,
Apollo (Britten Death in Venice) for La Monnaie Brussels, Prague State Opera, Aldeburgh Festival, Frankfurt
Opera and the Bregenz Festival, the title role in Handel’s Giulio Cesare for Gothenburg Opera, the title role
in Handel’s Poro (Göttingen Handel Festival) and the title role in Handel’s Orlando (Göttingen, Drottningholm,
San Francisco, Ireland, Buxton Festival), Ottone (Handel Agripinna) and Ruggiero (Vivaldi Orlando Furioso) for
Frankfurt Opera, Ottone (Handel Ottone) in Porto and Orfeo (Gluck Orfeo) in Monte-Carlo. Concerts include
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Bach Christmas Oratorio with Harry Christophers, Handel Belshazzar with Nicholas McGegan and Bach St Matthew Passion with the
Netherlands Bach Choir.
Future plans include the premiere of Harrison Birtwistle’s Angel Fighter in the Leipzig Bach Festival and Death in Venice in Toronto.
Lynton Atkinson tenor
Lynton received his early musical training under George Guest while at Cambridge University and studied with
David Mason and Gita Denise.  He won the Richard Tauber Competition, and was a prizewinner in the Alfredo
Kraus International Singing Competition. Lynton's concert career has taken him to many major centres and
European Festivals with such conductors as Sir Neville Marriner, Libor Pesek, Helmut Rilling and Gustav
Sjökvist. He has recorded for Harmonia Mundi, Virgin Classics, Meridian, Telarc, BBC TV and Radio and
Channel 4 with conductors including Richard Hickox, Rene Jacobs and Richard Bonynge.  In 1990 Lynton made
his debut at the Royal Opera House, Covent Garden where he became a contract artist.
Since then he has sung the principal roles in L'Elisir d'Amore, La Traviata, Pearl Fishers, Don Giovanni,
Zauberflöte, Entführung, and The Merry Widow, throughout the UK and Europe, including Strasbourg,
Amsterdam, Berlin, Turin, Trieste, Boston, Dublin and Maastricht. He sang Tamino in the highly successful
'Zauberflöte im Zirkus' in Berlin.
Concerts include Haydn's The Seasons in the Stresa Festival with the Freiburg Bach Orchestra, and the Christmas Oratorio in Oslo for
Norwegian Radio, Bach's Matthew Passion in Stockholm and Frankfurt, Britten's St Nicholas in Berlin's Konzerthaus, and Verdi's
Requiem with the Brighton Festival Chorus and also the Harrogate Choral Society.  Lynton appears regularly in Sweden, and sang
there on New Years Day 2000. Other recent engagements have included concerts in the Three Choirs Festival, his debut with the
Bach Choir in the Royal Festival Hall, Bach's B Minor Mass and Mozart's Requiem with the Israel Camerata, and performances in the
new concert halls of Oviedo and Bilbao. He has recorded Entführung with Sir Charles Mackerras together with a documentary film of
the opera set in Istanbul and directed by Elijah Moshinsky. This was shown on BBC television in December 2000. He performs
regularly in the USA, notably in Monteverdi's Orfeo and Il Ritorno d'Ulisse with Boston Baroque. 2004 saw his acclaimed debuts in the
Tanglewood and Ravinia festivals as well as the new Disney Hall in Los Angeles.
Lynton is in great demand as a singing teacher and vocal coach, drawing on both his experience as a performer and also his pianistic
abilities. Amongst his pupils are professional singers, aspiring professionals and enthusiastic amateur singers of all ages and abilities

Jimmy Holliday bass
Jimmy Holliday is currently studying at The National Opera Studio, London where he is supported by British
American Tobacco and The Friends of Covent Garden. He graduated from the Royal College of Music's
International Opera School with distinction as the Martin Harris scholar supported by a Douglas & Kyra Downie
Award. He was also supported by a Toeman Weinberger Opera Scholarship. In his last year at the RCM Jimmy
won the McCulloch Prize for Opera, was awarded the inaugural Richard Van Allan Award administered by the
Musician's Benevolent Fund, and won the Hampshire Singer of the Year competition, the 10th anniversary of
the competition.
Jimmy is a regular oratorio performer with recent highlights including Monteverdi 1610 Vespers, J.S. Bach St
John Passion, Haydn Creation, Brahms Requiem with David Hill, The Bach Choir and Bournemouth Symphony
Orchestra to open the Winchester Festival, Mahler Symphony No 8 at The Sage, Gateshead, Walford-Davies'
The Pied Piper with Tenebrae at The Gregynog Festival and Stravinsky's Threni and The Flood with the CBSO
in Symphony Hall, Birmingham. Jimmy won the RCM's Lieder competition in 2007 and regularly gives recitals
around the country, most recently at the Winchester Festival.
Jimmy's first operatic role was Father Truelove in Stravinsky's The Rake's Progress at The Dartington International Summer School.
Since then roles include King Saul in a new opera David and Goliath by Sam Hogarth for New Chamber Opera, Monteverdi's L'Orfeo
Caronte for the Suffolk Villages Festival, Britten's Noye's Fludde Noye at Romsey Abbey, Handel's Acis & Galatea Polyphemus for
Woodhouse Opera and Sleep in Purcell's Fairy Queen with Harry Bicket and The English Concert.  At the RCM scenes included Mo-
zart's Cosi fan tutte Don Alfonso, Donizetti's Anna Bolena Enrico and Gounod's Faust Mephistopheles.  He also performed in RCM pro-
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ductions the roles of Dr Bartolo in Mozart's Le Nozze di Figaro, Badger/Parson in Janacek's Cunning little Vixen, Bottom in Britten's A
Midsummer Night's Dream, Sarastro in Mozart's Die Zauberflöte and Kecal in Smetana's The Bartered Bride.  Jimmy is taught by
Graeme Broadbent.

Nicholas Wilks conductor
Nicholas Wilks has been Musical Director of Winchester Music Club since 2003, making his debut with a performance of Elgar’s The
Kingdom. Now Master of Music at Winchester College, from 1996-2004 Nicholas was Musical Director of the Hampshire County Youth
Orchestra. His musical education began as a Quirister at Pilgrims’ School, Winchester and continued as a music scholar at Cranleigh
School. While reading English at Christ Church, Oxford, Nicholas founded and conducted the Oxford Philharmonia. He subsequently
spent three years studying conducting and clarinet at the Royal Academy of Music, London, where he was supported by generous
funding from the Drapers’ Company. After leaving the Academy, he specialised in working with young musicians as Musical Director
of the Finchley Children’s Music Group, conducting youth orchestras in London and the Channel Islands, and as Musical Director of
New Youth Opera. He has conducted in Europe, South Africa (leading the first tour by a British youth orchestra since the fall of
apartheid) and Chile, and has broadcast on BBC2, 3 and 4, Classic FM and the BBC World Service. Nicholas’s choral repertoire is
extensive, with recent performances including Mendelssohn’s Elijah with Bryn Terfel, Walton’s Belshazzar’s Feast, Britten’s St
Nicolas, Elgar’s The Apostles, Dvořák’s Stabat Mater, Haydn’s Nelson Mass, The Seasons and The Creation, Handel’s Messiah with
Emma Kirkby and Peter Harvey, the Brahms German Requiem with Dame Kiri Te Kanawa in Winchester Cathedral, and the requiems
of Mozart, Verdi, Fauré, and Duruflé. Nicholas has also conducted concertos with Alison Balsom, Lionel Handy, Adrian Adlam, Julian
Poore and Roger Owens. His opera credits include Eugene Onegin, Noye’s Fludde, Der Freischütz, La Belle Hélène and The Bartered
Bride. Nicholas conducted the premiere of Alec Roth’s Earth and Sky at the BBC Proms in 2000 with Joanna MacGregor and
Ensemble Bash, and was elected an Associate of the Royal Academy of Music for professional distinction in 2001. His recordings
include Britten’s Noye’s Fludde and A Ceremony of Carols (a Sunday Telegraph Critic’s Choice), and a Naxos recording of music by
Charles Davidson as part of the Milken Archive series of American Jewish music. Nicholas is also Musical Director of the Winchester
Symphony Orchestra, appearing most recently with soloist Alexander Sitovetsky in a performance of Elgar’s Violin Concerto.

© Michael Wilks



The new Rose Road Children’s Appeal is directing monies raised to those young people who are in
most need of care and support. Caring for a child with disabilities can be exhausting and place a
huge strain on parents, brothers and sisters and other family members. We have been supporting
local children for over 50 years, but in these challenging times the support we receive from the local
community is more important than ever.

With the 11 bedrooms we have at Rose Road in Southampton we can provide 4,200 overnight stays
a year for children and young people. At the moment we can only provide 3,400 of those linked to
the funding we have available. There are many families who are in desperate need of a little rest and
support who we could be helping and this is one of the reasons why the Appeal is so important.

Having joined Rose Road just under a year ago I have been overwhelmed by the support and good
will from everyone I have met. We are currently looking for people who would like to join our
fundraising committee who are enthusiastic, passionate and have a fun sense of humour! If that
could be you or if you would like to arrange an event and support the Appeal please get in touch.
Thank you!

Naomi Lush
Head of Fundraising
naomilush@roseroad.org.uk
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autumn
2010

lectures & events for adults …

8 Dec Infra-red Astronomy

6:30pm Dr Paul Roche

Astronomers use many wavelengths of light when studying

the Universe. Discover the power and possibilities of the

infrared light that lies just beyond the limits of our eyes.

24 Nov Sand Mysteries

6:30pm Michael Welland

This talk will look at ten things we don’t know about sand,

including exactly what it is and why it behaves so strangely,

why some sand dunes sing, the incredible variety of

creatures that live between grains of sand, and sand in the

solar system and beyond.

5 Dec
10am - 4:30pm Astronomy Day

Events for adults with an interest in astronomy.

Lectures,workshops, displays and planetarium shows.

Winchester and County
Music Festival - 2011

90th Season

Saturday 7th May 2011
ROMSEY ABBEY
Conductor:   John Sutton

J S Bach
St John Passion

Saturday 14th May 2011
WINCHESTER CATHEDRAL

Conductor:   Derek Beck

Haydn - Creation

Events in 2011
Sat. 2 April   Winchester Cathedral

Haydn The Seasons
(see back cover)

-----------
Sat. 21 May   Winchester College Music School

‘Come & Sing’ Haydn Nelson Mass
–----------

Thurs. 17 November   Winchester Cathedral
William Cole WMC commissioned work

Verdi Requiem

www.winchestermusicclub.org.uk
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VIOLIN 1
Brian Howells (leader)

David Amos
David Blunt

Emily Corbett
Tom Dutton
Peter Marsh

Melinda Samms
Lucy Shorter

Richard Shorter

VIOLIN 2
Patricia Elkington

John Falconer
Bernard Green

Paul Jeffery
Ursula Payne
John Sargent

Joanna Selborne
Prue Skinner

VIOLA
Simon Clothier
Richard Daniel

Tim Griffiths
Margy Jeffery

Libby Merriman
Philly Sargent

Amanda Wilson
Louise Woods

CELLO
Jane Austin
Steve Clarke

Angie Janssen
Fannie Leigh

Catherine Mitchell
Fiona Smith
Anne Stow

Spike Wilson

BASS
Barry Glynn
Andy Baker

FLUTE
Jo Kidman
Karen Wills

OBOE
Geoffrey Bridge

Andrew King
Rebecca Kozan

BASSOON
Ali Anderson

Anna Meadows

TRUMPET
Julian Poore

Jock McKenzie
Matt Wells

HORN
Peter Widgery

CONTINUO
Spike Wilson

TIMPANI
Paul Lovegrove

Winchester Music Club Orchestra

Winchester Music Club Choir

SOPRANOS
Elaine Biddle

Sarah Carruthers
Liz Hake

Sarah Hard
Jean Hart

Winifred Hubbard
Mary Jackson

Jennifer Jenkins
Rosaleen Little
Janette Lloyd

Mettelise Lloyd
Elizabeth Lynn
Gabi McKeown
Hilary Otter
Lydia Parry

Miranda Passey
Pamela Sargent

Christine Targett
Helen Webb
Sue Webb

Heather Willson

Caroline Andrews
Anne Bray

Maggie Clarke
Anna Dale-Harris

Shirley Firth
Lizzie Gilbert
Welly Green
Mandy Haas

Romy Halliwell
Gillian Harris
Jane Jessop
Anne Johns

Alison Latcham
Katie Mydlarz

Debby Richardson
Jan Royston-Smith

Barbara Shaw
Di Threllfall

Viv Toll
Alison Wood

ALTOS
Pat Carruthers

Sue Clark
Valerie Cork

Madeleine de Lorme
Sarah Ede

Isabel Elton
Angela Garrett
Janet Goodman

Jan Gwynne-Howell
Lea Holmes

Grace Honeysett
Maureen Jackson

Nichola Keene
Carol Leighton-Davies

Barbara Longlands
Lizzie Lowe

Rosemary Merchant
Sian Morphet

Ros Nell
Celia Parkes
Pat Pearce

Jan Rowland-White
Angela Ryde-Weller

Liza Slinn
Henriette Whitworth-

Stanley

Jillian Andrews
Fiona Bennett
Anna Bennetts
Georgie Busher

Jill Curtis
Alison Deveson
Elizabeth Duff
Pamela Jones

Alex Pugh
Anne Sharpe
Lucia Taylor
Anne Tubbs

Francine Weller

TENORS
Brian Bullock
David Clarke
Michael Elton

William Gubbins
Julian Harvey

Nicholas Menges
John Parry-Jones

Brian Purkiss
David Rees

Jim Sampson
Edward Spratt
Len Tatham

Steve Hynard
David Innes

Andrew  Thomson
Jack Walters

BASSES
Geoff Bennetts
Stuart Cowan

Bob Frost
John Hart

Robert Little
David Morgan
Hugh Peers

Arnold Renwick
Bruce Ryde-Weller
Guy Stephenson
Ewan Davidson

Peter Albertini
Andrew Carruthers

Robin Cork
Jeremy Daniel

David Firth
Ian Lowe

Alan Matheson
Paul Newman

Michael Palette
John Satchell
John Stanning

Ian Taylor
Roy Weller
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SOPRANOS
James Anderson

Jack Bolton
Jane Boyles

Eleanor Bream
Marilyn Clegg

Edward Cunningham
Rebecca Cunningham

Charmian Devas
Emma Docherty

Annabel Hervey-Bathurst
Henry Hole

Grete Iddeson
Alyson Lownie

Katharine Mendelsohn
Lot Ooi

Isobel Pinder
Carol Pusey

Victoria Ramsay
Vicky Rutherford
Jackie Shipster
Louise Thackray

Sarah Wigley
Iseabail Wilks

ALTOS
Sophie Armstrong

Tony Ayres
Kerry Baldwin
Brigid Brett

Daphne Burgess
Gill Darvill

Eleanor Fane
Paula Ferguson
Rowan Ferguson
Ann Gildersleve

Tom James
Jo Lloyd

Charles Maxtone-Smith
Sarah McWhirter

Susan Morris
Coralie Ovenden

Di Pugh
Rebecca Ridley
Tom Rothwell

Judy Sever
Ryan Shum

Alex Simpson
Clare Talks

Valerie Wallis
Katy Waterfield

Sally Wesley
Richard Wess

William Winning
Sue Woodward

TENORS
William Ashford

Duncan Bath
Archie Bott

Jamie Caldwell
Kas Costello

Sholto Dugdale
Jon English

Tom Howard
Hugo Jennings
Nicholas Keay

Sean Kerr
Thomas Peet

William Rasmussen
Richard Rowntree

Arthur Stern
Chris Stern

BASSES
Will Andrews

Andrew Bentley
Christopher Burgess
Jack Butterworth

Jerold Chu
James Coulson

Ben Cunningham
Clive Cunningham

Will Docherty
Jeremy Douglas

Harry Ferguson
Andrew Fraser-Urquhart

Sam Groom
Laurie Harris
Tom Herring

Edward Horrocks
Alex Irvine-Fortescue

Will Keen
Gregory Law
Nicholas Law

Douglas Mackie
William Maj
Dan Mercer

T W Ooi
Tom Ooi

Boris Redfern
Nicholas Religa
Caspar Ridley
Hugo Sever
David Smith

Max Thackray
John Wesley

Bas Wess
Crispin White
M Woodman

Winchester College Glee Club

Winchester College Quiristers
Winchester College Quiristers belong to a 600 year-old choir renowned for its excellence.  They perform a wide variety of music at
home and abroad.  They enjoy generous scholarships, a first rate all-round education and a particularly broad musical training which
builds confidence, teamwork and a commitment to the highest standards.  For a boy with musical gifts, a Quiristership at
Winchester College offers a special opportunity.

Boys usually become Quiristers in years 4, 5 or 6.  Enquiries are welcome from year 2 onwards.

Please contact the Registrar for further information at The Pilgrims’ School, 3, The Close, Winchester SO23 9LT
Telephone 01962 854189; email  info@pilgrims-school.co.uk;  website  www.thepilgrims-school.co.uk
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Committee

Welly Green
Liz Hake
Rodger Hake
Gillian Harris
Angela Ryde-Weller
Joanna Selborne
Ian Taylor
Alison Wood

Friends of Winchester Music Club

Winchester Music Club has a strong base of over 100 singing members which is often augmented by Winchester College Glee
Club and Quiristers. But WMC also benefits from the support of non-performing, music loving members - our Friends.
In addition to the knowledge that they are helping to support the artistic activity of the Club, which provides a major
contribution to the programme of music available in the Winchester area, Friends receive the additional benefits of
w Preferential booking for WMC concerts
w Complimentary programme for each concert
w Regular newsletter covering WMC activity
w Invitation to all WMC social events

The Friends annual subscription is currently £25 and there is a discount if two people from the same household become Friends
in which case the combined annual subscription is £45.

Friends are also encouraged to pay their subscriptions as a Gift Aid contribution since the Club can benefit from the associated
reclaim of tax.
For more information contact Liz Hake, Friends’ Secretary, 72 St Cross Road, Winchester, SO23 9PS;
friends@winchestermusicclub.org.uk

Rehearsals for the Choir are held weekly during term time from September to March on Fridays at 7:30pm in Winchester College
Music School, Culver Road. If you would like to audition for the Choir or receive any further information, please contact the
Secretary, Mrs Janette Lloyd, 6 Oliver’s Battery Gardens, Winchester SO22 4HF telephone 01962 851915 or email
mrsjanettelloyd@hotmail.com, or visit our website www.winchestermusicclub.org.uk

Winchester Music Club is affiliated to Making Music, which represents and supports amateur
choirs, orchestras and music promoters throughout the United Kingdom

Winchester Music Club is a registered charity No. 1095619

Vice Presidents:
The Dean of Winchester: The Very
Reverend James Atwell

The Headmaster of Winchester
College: Dr Ralph Townsend

The Right Worshipful, the Mayor of
Winchester: Cllr Richard Izard

Chairman: Christopher Green

Hon. Secretary: Janette Lloyd

Hon. Treasurer: Andrew
Carruthers



Forthcoming Concert
Winchester Music Club and Orchestra

Saturday 2 April 2011
Winchester Cathedral

7:30pm

Haydn
The Seasons

Anna Dennis: soprano
Jeremy Budd: tenor
Ashley Riches: bass

Brian Howells: orchestra leader
Nicholas Wilks: conductor

Tickets £28, £14 and £5

www.winchestermusicclub.org.uk


