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St John’s Smith Square is a redundant
church in the centre of Smith Square,
Westminster, London. Sold to a
charitable trust as a ruin following
firebombing in the Second World War,
it was restored as a concert hall.
This Grade I listed church was designed
by Thomas Archer and was completed
in 1728 as one of the so-called Fifty
New Churches. It is regarded as one
of the finest works of English Baroque
architecture, and features four corner
towers and monumental broken
pediments. St John’s famous nickname
‘Queen Anne’s Footstool’ was coined
early in its history. According to legend,
Archer consulted the ailing Queen Anne
about his designs for the new church.
The Queen, not noted for her interest in
architecture, petulantly kicked over her
footstool, pointed at its upturned shape
and snapped “Like that!” The towers
were, in fact, added to stabilise the
building against subsidence.

Written for the birthday of Queen Mary
in 1694 and containing the ebullient
duet ‘Sound the trumpet’, Purcell’s
ode Come, ye sons of art is one of the
composer’s most celebrated works.
Drawing on the latest musicological
research by Professor Rebecca Herissone
at the University of Manchester, this
performance presents the premiere
of a newly restored and uncorrupted
version of the ode, as well as a recently
discovered devotional song for two high
tenors, performed by Anthony Gregory
and Hugo Hymas.
We would like to acknowledge with
grateful thanks Professor Rebecca
Herissone for her assistance in the
preparation of this programme.

The building was saved by the
determination of Lady Parker of
Waddington. She formed the Friends
of St John’s in 1962 to raise money
and restore the church to its former
splendour and to Thomas Archer’s
original design for use as a concert hall.
Work began in 1965 and the inaugural
recital was given on 6 October 1969 by
Dame Joan Sutherland and Richard
Bonynge.
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PURCELL: ODES FOR A
QUEEN
Tonight’s programme brings together

in cementing the homosocial relationships

two parts of Purcell’s vocal oeuvre that

between close companions among the

could scarcely be more different. The

musically educated classes in 17th-century

programme begins and ends with two of

England. These groups brought together

the six court odes he wrote to celebrate the

not only professionals – such as cathedral

birthday of Queen Mary on 30 April, from

singing men, household instrumentalists

the time of her accession as joint monarch

and teachers – but also musically talented

with her husband William of Orange in

members of the nobility and gentlemanly

1689 to her death from smallpox in 1694.

classes, such as Samuel Pepys and Roger

Both Love’s Goddess Sure was Blind,

North, who took equal pleasure in realising

from 1692, and the more famous Come

the complex contrapuntal intricacy and

ye Sons of Art, from 1694, make use of

compositional erudition of this private

the royal household’s combined vocal

devotional music.

and instrumental ensembles. While a
round of institutional cost-cutting shortly

Joining together these two contrasting

after the Glorious Revolution ensured

genres are a set of circumstances arising

that these forces were not exceptionally

from the haphazard survival of Purcell’s

large – the size of tonight’s ensemble is

autograph manuscripts after his death,

probably representative – and the 1692

which has had a profound impact on

ode in particular is more reflective than

the way in which the pieces have come

the others, these are still grand ceremonial

down to us today: one of them was lost

pieces, designed to emphasise the court’s

for almost 240 years until its rediscovery

power and splendour through the skill

in 2018, while another has been known

and virtuosity of its resident musicians. In

in modern times only in a highly corrupt

contrast, between these two large-scale

version made some 70 years after Purcell’s

works lie a pair of Purcell’s devotional

death. That piece is one of Purcell’s most

partsongs for male voices. Dating from

popular today: Come ye Sons of Art, and

the earliest part of his career in the late

the corrupted manuscript in question is

1670s, they demonstrate some of his most

the earliest extant source for the ode, a

intimate and personal writing for small

score now held in the Royal College of

vocal ensemble accompanied by continuo

Music in London, copied and signed by

alone, and illustrate the important role

one ‘Rob[er]t Pindar’, and dated 1765.

that ensemble music-making could play

Thanks to research carried out by Prof.

Michael Talbot, we now know that Pindar

The tantalising discrepancy prompted

was born in 1739 in north Lincolnshire

Prof. Rebecca Herissone (University of

and apparently studied theology at King’s

Manchester) to undertake a detailed

College, Cambridge, since he was later

investigation of Pindar’s copying in the

referred to as ‘reverend’, and he obtained

Royal College manuscript. As well as Come

his BA in the very year he dated this score.

ye Sons of Art, Pindar included three other

While it is therefore likely that he copied

Purcellian odes in the score: Welcome

the manuscript in Cambridge, there are

to all the Pleasures, the Yorkshire Feast

no performances of Come ye Sons of Art

Song and Hail! Bright Cecilia. Since these

recorded there at this time, so it is unclear

pieces all survive in 17th-century sources

whether the score was prepared with a

with close links to Purcell, it was possible

hoped-for performance in mind that never

to compare Pindar’s versions of the music

took place, or whether it was more of a

against Purcell’s originals. The results of the

private collection Pindar made for himself.

analysis were quite dramatic: Pindar had
replaced an entire opening symphony with

Despite its late date and its lack of direct

a piece from one of Purcell’s other works;

connection to Purcell, Pindar’s copy has

he added instrumental parts in every single

necessarily formed the basis for all modern

chorus and virtually all the instrumental

editions of the ode: there were simply no

movements; he changed the scoring and

other sources available. Yet musicians

arrangement of parts in repeated sections

have long-since doubted its reliability,

of music; he altered the text setting; and

not least because of its strange scoring:

he made many minor changes to Purcell’s

the opening symphony includes just one

harmony and continuo parts. Given that he

trumpet and one oboe, while two of each

carried out these ‘improvements’ in all three

are required in several later movements.

odes, it was extremely unlikely that he had

These suspicions were confirmed in 2003,

left Come ye Sons of Art untouched.

when Prof. Peter Holman identified a
small fragment of the ode within a set of

The alterations Pindar made to Welcome to

‘Fac Similes of Celebrated Composers’

all the Pleasures, the Yorkshire Feast Song

published in a 19th-century book called

and Hail! Bright Cecilia demonstrate quite

Concert Room and Orchestra Anecdotes,

clearly that he was no great musician: not

which had clearly been traced from

only did he have quite predictable habits,

Purcell’s lost autograph. The few bars

he also made frequent mistakes in his

reproduced there do indicate that Purcell’s

harmonic writing and musical ‘grammar’,

instrumental ensemble was rather smaller

and adopted a kind of ‘cut-and-paste’

than Pindar’s, since Pindar’s score contains

approach, making it easy to identify most

three additional parts.

of his alterations. Working on the basis
of these patterns, Prof. Herissone was

able to reconstruct a version of Come

was a highly significant figure in 18th-

ye Sons of Art that removes as many of

century British music-making. Successor

these ‘Pindarisms’ as possible. Some of

to his father, William, as Professor of

the differences in relation to Pindar’s

Music at the University of Oxford, he was

score are on a large scale: the opening

influential as a composer, conductor,

symphony, for example, now has an

concert promoter and practical musician,

additional final section, which is how

and also shared with his father an

the piece appears in its complete form

unusually strong appreciation of and

in Purcell’s The Indian Queen. There are

reverence for the music of the past. Both

also major alterations to the scoring of

men were avid collectors of ‘ancient’

instrumental and choral movements:

music manuscripts and publications,

Pindar had a habit of changing the

and, by the time of Philip’s sudden

scoring in repeated instrumental phrases

death in March 1797 at the age of

where Purcell merely used repeat

58, had accumulated between them

markings, so these alterations have been

a huge library: the ensuing sale of the

removed from both the introduction to

complete collection was catalogued in

‘Come ye sons of art’ and the ritornello at

an impressive 543 lots, many containing

the end of ‘Strike the viol’, which in their

multiple items. While the core of William’s

simplified forms are played respectively

library was music by Handel, Philip’s

on a pair of oboes and for strings alone.

collecting focused on Purcell, on whom

There are also a good many smaller

he was regarded as a leading expert

alterations to harmony, part-writing and

by the end of his life. Not only are there

text-setting: in all, the ode now sounds

are 89 lots (125 items) in the catalogue

quite different from the version based on

containing Purcell’s music and that of

Pindar’s manuscript that has been heard

his Restoration contemporaries, but

in modern performances until recently,

Philip’s habit of adding annotations and

and is almost certainly much closer to the

comments to the sources he came across

form in which Purcell originally composed

also reveals that he borrowed sources

this superb piece.

extensively from musical colleagues. The
sum of this evidence indicates that Hayes

A very different type of Purcell enthusiast

was closely involved in the preservation

lies behind the rediscovery of Oh that my

and identification of approximately half

grief was throughly weigh’d – a three-

the Purcell autographs extant today.

part devotional partsong, set mainly as
a duet for high tenor and tenor with bass

Hayes’s importance to the survival of

added for its repeated refrain – which

the primary sources of Purcell’s music

receives its first modern performance in

cannot therefore be overestimated,

tonight’s concert. Philip Hayes (1738–97)

but the significance of his own copying

activities in this respect has not previously

The volumes of Hayes’s copying listed in

been fully appreciated. Alongside the original

Lot 2 are much less well known to modern

manuscript and printed sources included in

scholars, but comprise two large books now

the auction sales catalogue were six volumes

in the library of the Royal College of Music

presented as Lots 1 and 2 of the collection,

in London, which were evidently companion

under the heading ‘Purcell’s Works’, which

volumes to the Tatton Park set, copied in

preserve the bulk of Hayes’s own copying of

exactly the same manner by Hayes in the

Purcell’s music from the sources he knew and

same period in the mid 1780s, according

owned. The first four scores survive today

to his annotations. Some of the pieces

in the library of Tatton Park in Cheshire.

comprised material left over from the sources

Hayes’s annotations within the manuscripts

he used for the Tatton set, and the bulk was

identify many of his source materials: the

in fact transcribed from the same British

whole of the first two volumes, for example,

Library autograph that he had used to copy

were copied from Purcell’s ‘great’ autograph

the fantazias, incorporating all the devotional

of his symphony anthems, symphony songs,

partsongs Purcell entered complete into

court odes and welcome songs for the royal

that manuscript, as well as several of the

household, which Hayes clearly owned at

incomplete items.

the time, since he wrote at the beginning of
vol. 2 of the Tatton set ‘The greatest part

Hayes was highly resourceful in searching

of the Odes &c &C contain’d in this Book

out reliable sources of Purcell’s music, and

were carefully transcrib’d from Heny Purcels

– while his attributions are partly reliant

original Score, which I presented to my Royal

on his exemplars, so are not infallible – his

Master King George the third In June 1781

identifications are otherwise extremely

at the Queen’s House at Windsor. Phil Hayes’.

accurate, and he was not inclined towards

Volumes 3 and 4 of the Tatton set have more

wishful thinking in this respect. This argument

miscellaneous origins. They include fantazias

was an important part of the convincing

copied from another of Purcell’s ‘great’

case made by Dr Nigel Fortune in 1964 for

autographs, now held in the British Library,

attributing to Purcell the incomplete ode The

and anthems copied from the large collection

Noise of Foreign Wars, which Hayes copied

of scores owned by the Canterbury bookseller

into vol. 3 of the Tatton Park set. It is by the

William Flackton – which Hayes notes he

same logic that Prof. Herissone was able

borrowed when he went to inaugurate the

to establish that Oh that my grief is almost

new organ at Canterbury Cathedral in 1784

certainly another lost work by Purcell. Hayes

– and from the huge score copied by the

entered it at the end of vol. 1 of the Royal

Windsor organist William Isaack, which bears

College set, and it is the only other piece in

the inscription ‘E. Libris P. Hayes’ on its front

these six volumes attributed by Hayes to

flyleaf.

Purcell for which no other primary source is
extant. This led Franklin B. Zimmerman to

classify the piece as ‘doubtful’ in his 1963

to Purcell, although the argument here is

catalogue of Purcell’s works: Hayes’s copy

rather complicated. The song does not

was by definition an unreliable source in

survive in the British Library autograph,

Zimmerman’s view, due to its late date.

but it can be found in a contemporary

Correspondingly the piece has never

manuscript copied by Windsor musician

been included in the Purcell Society’s

John Walter, where it was entered

complete edition of Purcell’s works, nor

incomplete at the end of a sequence

any other modern edition, and it is not

of eleven of the devotional songs that

listed among Purcell’s works in New

were included in Purcell’s autograph.

Grove.

Robert Shay and Robert Thompson have
demonstrated convincingly that Walter’s

Hayes, however, evidently believed it to

copies of these other songs were made

be by Purcell and identified him as its

directly from Purcell’s autograph. In fact,

composer quite clearly. In the context of

they use Walter’s manuscript to help

these manuscripts, this is likely to mean

unravel a complex mess that was created

that he copied it from a reliable source

when the British Library manuscript

in which there was either a positive

underwent a botched rebinding in the

attribution or an implied one, due, say,

19th century, during which the gatherings

to its inclusion in an autograph collection

were muddled so that page order in

like the British Library manuscript. He

the autograph as it is preserved today

did not in this case leave any clues as

is severely distorted. Hayes could have

to the identity of his source, but there

used Walter’s manuscript as the source

are elements of the notation that

for his own copy of O happy man, but

suggest a 17th-century origin, such as

differences between the two copies

the characteristically phrased rubric at

make this unlikely, and an alternative

the end, ‘Chorus as before so conclude’.

hypothesis seems much more plausible:

Indeed, it is relevant here that he did

both O happy man and O that my grief

not identify the source for any of the

might have formed part of Purcell’s

fourteen devotional songs we know he

collection of devotional songs in the

definitely copied from the British Library

British Library autograph as originally

autograph, and the same is also true of

copied, but their leaves were lost during

his incomplete copy of O happy man,

(or even prior to) the 19th-century

which is the only other devotional song of

rebinding fiasco. Since Walter’s and

the same style copied by Hayes into his

Hayes’s copies predate that rebinding,

six manuscripts.

it is likely that they were both able to use
Purcell’s autograph as their exemplar

The survival of O happy man in fact

for O happy man, and that Hayes also

provides further evidence to reinforce

used it for O that my grief. While this

Hayes’s attribution of Oh that my grief

theory cannot be proven, O that my grief

is stylistically entirely consonant with

This suggests that he was not primarily

Purcell’s other works in this genre in the

interested in copying out the music for

British Library manuscript, including

performance purposes, but rather that he

Since God so tender a regard, which we

wanted to preserve the text intact. In this

will hear tonight, as well as Plung’d in

sense his transcriptions represent some of

the confines of despair, O, I’m sick of life,

the earliest examples of genuinely critical

and When on my sickbed I languish, all of

editing of ‘ancient’ music and show Hayes

which have similar scoring. There is good

to be a far more important scribe than

reason, therefore, to consider it as an

is generally acknowledged today. In its

addition to Purcell’s output of devotional

approach to notational presentation,

songs.

Hayes’s transcription of Oh that my grief
is entirely consistent with the surrounding

Although Hayes’s collecting habits

devotional songs that we know he copied

identify him as an antiquarian, he was not

from Purcell’s autograph in the British

typical in this respect, because he does

Library. There is therefore no reason to

not seem to have regarded the Purcell

think that the original source he used was

sources he collected purely as ‘artefacts’

any different from that autograph or that

or ‘monuments’ to the composer: once

his approach to transcribing it was any

he had transcribed their contents,

different. Thanks to Hayes’s enthusiastic

he allowed even the ‘great’ Purcell

efforts to preserve Purcell’s music and

autographs to pass out of his hands. In

his exceptional care in reproducing it

copying out large quantities of the music

accurately, we can be confident that the

they contained he demonstrated instead

musical content of this song is a faithful

a full and detailed engagement with

reproduction of his source, and that he

Purcell’s music as music. In these copying

has enabled us to discover a partsong by

activities he was also unusual for his time:

Purcell that would otherwise have been

most 18th-century copyists of Purcell’s

lost forever.

music followed the principle used by
Pindar for Come ye Sons of Art, believing
that it had to be updated and ‘improved’
to make it acceptable to modern
audiences and performers. In these six
scores, however, Hayes took a noninterventionist approach: while he made
superficial adjustments to update the
notational presentation of his sources,
he did not change the musical content.

© Rebecca Herissone, 2020

TEXTS
Henry Purcell
(1659-95)

Love’s Goddess Sure was Blind

Alto solo: ritornello
Love’s goddess sure was blind this day
Thus to adorn her greatest foe,
And Love’s artillery betray
To one that would her realm o’erthrow.
Bass solo
Those eyes, that form, that lofty mien,
Who could for virtue’s camp design?
Defensive arms should there be seen,
No sharp, no pointed weapons shine.
Duet

May her hero bring us peace,
Won with honour in the field,
And our home-bred factions cease,
He still our sword and she our shield.
Duet: ritornello
Many such days may she behold,
Like the glad sun without decay,
May Time, that tears where he lays hold,
Only salute her in his way.
Chorus: quartet: chorus
May she to Heaven late return
And choirs of angels there rejoice.
As much as we below shall mourn
Our short, but their eternal choice.

Chorus
Oh that my grief was thoroughly weigh’d,
And my calamities laid in the balances
together.
Verse à 2 voc
Oh! That I might have my request,
That God would grant me the thing that I
long for,
Ev’n that it would please God to destroy
me,
That he would let loose his hand to cut me
off.
Solus
What is my strength that I should hope?
Or mine end that I should prolong my life?

Oh that my grief was thoroughly

À 2 voc

High pow’r with equal goodness join’d,

weigh’d

Oh that my grief was thoroughly weigh’d,

In this fair paradise are met,

Book of Job, chapters 6:2–4, 3:23,

Sweetness of Nature and true wit,

The joy and wonder of mankind.

6:8–9 and 6: 11

Lov’d and ador’d in foreign parts;
But gentle Pallas shield awhile
From her bright charms our single hearts.
Soprano solo: ritornello
May her blest example chase
Vice in troops out of the land,
Flying from her awful face,
Like trembling ghosts when day’s at hand.

together.
Chorus as before so conclude

Soprano solo: chorus
Long may she reign over this Isle,

And my calamities laid in the balances

Oh that my grief was thoroughly weigh’d,
Oh that my grief was thoroughly weigh’d,

And my calamities laid in the balances

And my calamities laid in the balances together.

together.

For now it would be heavier then the sand of the sea.
For the arrows of the Almighty are within me,
And the terrors of God do set themselves in array
against me.
Verse à 2 voc.
Why is light giv’n to the man whose way is hid
And whom God hath hedged in?

Since God so Tender:
Psalm CXVI
Since God so tender a regard
To all my poor requests did give,
My best affections he shall have
And best devotions whilst I live.
Assail’d with grief and pain,
That seem’d the sad forerunners of the
grave,
To thee I made my request: O Lord,
My life from threat’ning danger save.
Nor did I cry to God in vain,
Nor did his mercy come too late;
But when my skill was at a loss,
His kindness rais’d my low estate.
God and thyself, my soul, enjoy
In quiet rest, freed from all fears;
Who sav’d thy life, upheld thy steps,
And dried up all thy falling tears.
The solemn payment of the vows I made
to God shall be my care;
Who sav’d me from approaching death,

Attributed to Henry Purcell.
Edited by Rebecca Herissone

And show’d my life to him was dear.

Used by permission of the Purcell Society Trust and
Stainer & Bell Ltd, London, www.stainer.co.uk

By all engagements, Lord, I’m thine,
Thy servant whom thou hast set free.
The very bonds which thou hast loos’d
Shall tie me faster unto thee.

Come ye sons of art

soprano solo
Bid the virtues, bid the Graces,
To the sacred shrine repair,

Symphony
Largo – Allegro – Adagio
alto solo: chorus
Come ye sons of Art, away,
Tune all your voices and instruments play.
To celebrate this triumphant day.
alto duet: chorus
Sound the trumpet, ‘til around
You make the list’ning shores resound.
On the sprightly hautboy play,
All the instruments of joy
That skilful numbers can employ,
To celebrate the glories of this day.
Come ye sons of Art, away,
Tune all your voices and instruments play,
To celebrate this triumphant day.
alto solo: ritornello
Strike the viol, touch the lute,
Wake the harp, inspire the flute.
Sing your patroness’s praise,
In cheerful and harmonious lays.
bass solo
The day that such a blessing gave
No common festival should be.
What it justly seems to crave,
Grant, oh grant, and let it have
The honour of a jubilee.

Round the altar take their places,
Blessing with returns of pray’r
Their great defender’s care,
While Maria’s royal zeal
Best instructs you how to pray,
Hourly from her own
Conversing with the Eternal Throne.
bass solo
These are the sacred charms that shield
Her daring hero in the field,
Thus she supports his righteous cause,
To his aid immortal pow’r she draws.
duet:chorus
See Nature, rejoicing, has shown us the way,
With innocent revels to welcome the day.
The tuneful grove, and talking rill,
The laughing vale, replying hill,
With charming harmony unite,
The happy season to invite.
What the graces require,
And the Muses inspire,
Is at once our delight
And our duty to pay.
Reconstructed by Rebecca Herissone.
Used by permission of Stainer & Bell Ltd, London,
www.stainer.co.uk
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Rowan has appeared on the concert platform throughout

Enlightenment, Koninklijk Concertgebouworkest, Chicago

Europe and in South America and performs regularly

Symphony Orchestra and the Leipzig Gewandhausorchester;

with ensembles including the Academy of Ancient

and has guest-directed (from the keyboard) the Orchestra of

Music, Gabrieli Consort, Scottish Chamber Orchestra,

the Eighteenth Century, Tafelmusik, Collegium Vocale, Juilliard

BBC Scottish Symphony Orchestra, City of Birmingham

415, Kammerakademie Potsdam and Dunedin Consort (St

Symphony Orchestra, Florilegium and Royal Northern

Matthew Passion).

Sinfonia. In 2017 Rowan made her BBC Proms debut
at the Royal Albert Hall and Wigmore Hall. Recent and

He has performed with celebrated artists including John

future highlights include performances with the Rotterdam

Eliot Gardiner, Philippe Herreweghe, Frans Brüggen, Trevor

Philharmonic and the Early Opera Company at the

Pinnock, Giovanni Antonini, Jean-Guihen Queyras, Isabelle

Concertgebouw, the Academy of Ancient Music, Gabrieli

Faust, Alina Ibragimova, Carolyn Sampson, Anne Sofie von

Consort, BBC Scottish Symphony, Scottish Chamber

Otter, Mark Padmore & Matthias Goerne.

Orchestra, Polyphony, La Nuova Musica, a tour of the US
with the Orchestra of the Age of Enlightenment, her début

Kristian’s rich and award-winning discography on Harmonia

at the Edinburgh Festival, concerts with the Royal Liverpool

Mundi includes the complete keyboard music of Mozart.

Philharmonic Orchestra, Freiburg Baroque Orchestra

Recent releases include Winterreisse with Mark Padmore,

and a return to the BBC Proms in 2019 in a performance

Bach sonatas for violin and harpsichord with Isabelle Faust

of Handel Jephtha with the Scottish Chamber Orchestra

and a recording of Haydn piano sonatas.

under Richard Egarr.

In the 20/21 season, Kristian appears as a soloist with Essener
Philharmoniker/Richard Egarr, Les Arts Florissants/William
Christie, Kammerorchester Basel/Giovanni Antonini, Orchestre
National de France/Emmanuel Krivine and Oslo Philharmonic
Orchestra/Klaus Makela. His play-direct visits include
Orchestra of the Eighteenth-Century, Concerto Copenhagen,
Scottish Chamber Orchestra, Freiburger Barockorchester and
English Concert.

JAMES LAING

ANTHONY GREGORY

COUNTERTENOR

TENOR

James Laing studied at Uppingham School and was a choral

Hailed by Hugh Canning as the “Mozart tenor to watch”,

scholar at Trinity College, Cambridge. He furthered his studies

Anthony Gregory has been acclaimed for his unique

at the Royal College of Music with Robin Blaze. He was selected

timbre, stage presence and musicality. He was featured

by OPERA NOW as amongst ‘Who’s Hot’ for his performance as

by esteemed critic Rupert Christiansen as one of the future

Nerone Agrippina at the London Handel Festival. His broadcast

operatic stars and was the 2015 winner of the Breakthrough

work includes Sports Personality of the Year for BBC TV, In Tune

Artists category by What’s On Stage when he starred

for Radio 3 and Midweek for Radio 4.

as Peter Quint & Prologue in The Turn of the Screw for

Concert engagements have included performances with the

Glyndebourne on Tour.

Academy of Ancient Music, the Bournemouth Symphony
Orchestra, the Britten Sinfonia, the Dunedin Consort, the Hallé
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Tafelmusik, Toronto, the Estonian Philharmonic Chamber Choir,

John Passion with the Oxford Bach Choir, Handel Messiah

Les Agrémens, Les Arts Florissants, the Irish Chamber Orchestra,

at Cadogan Hall, Wells Cathedral and with the Royal

the Israel Camerata, the Netherlands Bach Society and the

Scottish National Orchestra, Schubert Rosamunde with

Royal Concertgebouw Orchestra.

the BBC Philharmonic Orchestra, Haydn St Nicholas Mass

HUGH CUTTING
COUNTERTENOR
Hugh Cutting is a young British countertenor based in London,
currently in his second year of the Master of Performance
course at the Royal College of Music where he is a Leverhulme
Arts Scholar.
Some upcoming projects include Purcell’s Welcome Songs
with Solomon’s Knot (October 2020), an appearance on
recording with Iestyn Davies and Fretwork of German
baroque duets, Opera Scenes (Benjamin’s Written on Skin)
with the Royal College of Music’s Opera Studio (autumn of
2020), and Handel’s Messiah at the Barbican with Britten
Sinfonia (December 2021). In 2019 Hugh was taken on by the
Josephine Baker trust as a soloist for the next two years. He is
generously supported by the Leverhulme Arts Scholarship at
the Royal College of Music, Ms Jill McMahon and Mr Bradley
Upham. He currently learns with Sally Burgess, and is coached
by Simon Lepper and James Gilchrist.

and Britten St Nicholas for the St Luke’s Music Society,
Monteverdi Vespers with the Armonico Consort, and has
performed a solo recital at the Lufthansa Baroque Festival.
A former Harewood Artist at English National Opera, his
roles for the company included Nanki-poo The Mikado,
Young Sailor Julietta, 1st Armed Man Die Zauberflöte,
Borsa Rigoletto and Haemon Thebans. Gregory was also
previously a Jerwood Young Artist at Glyndebourne, a
student of the National Opera Studio and a member of
the Verbier Festival Academy where he performed the
roles of Almaviva Il barbiere di Siviglia, and Roderigo
Otello, alongside Anna Netrebko under the baton of Valery
Gergiev, and also appeared as a soloist in Beethoven Choral
Fantasy under Charles Dutoit.

HUGO HYMAS
TENOR
Hugo Hymas enjoys a varied career signing frequently in Europe,
USA and Asia. He recently made his first trip to Australia to
perform the tenor solos in Purcell’s King Arthur with Gabrieli
Consort (Paul McCreesh).
Past concert performances include a German tour of Purcell
and Handel with Freiburg Baroque Orchestra (Kristian
Bezuidenhout), Handel’s Messiah in Helsinki with The English
Concert (Harry Bicket), Monteverdi’s Vespers and Bach’s
St Matthew Passion with Dunedin Consort (John Butt),
and Handel’s Semele with Monteverdi Choir (Sir John Eliot
Gardiner) directed by Thomas Guthrie as a semi-staged concert
performance for a tour which brought about his debut at Teatro
alla Scala in Milan.
He has also performed the lead tenor roles in Monteverdi’s
Il Combatimento di Tancredi e Clorinda, Purcell’s Dido and
Aeneas (Aeneas), and Handel’s Acis and Galatea. In 2017 he
toured Monteverdi’s three operas - Il ritorno d’Ulisse in patria,
L’incoronazione di Poppea and L’Orfeo - with English Baroque
Soloists, which culminated in performances in the Lincoln Centre,
New York. Hugo is a keen song recitalist, a former Britten-Pears
young artist, and is currently on the ‘Rising Stars’ scheme with
the Orchestra of the Age of Enlightenment, with whom he has
collaborated many times.
Hugo grew up in Cambridge where he sang as a chorister in
Great St Mary’s Church Choir. He then studied the clarinet
through school after which he joined the Choir of Clare College,
Cambridge as a tenor. In 2014 he graduated with an honours
degree in Music from the University of Durham.

ASHLEY RICHES
BASS
British bass-baritone Ashley Riches read English at the
University of Cambridge where he was a member of the
King’s College Choir under Stephen Cleobury. He went on
to study at the Guildhall School of Music and Drama and is
rapidly emerging as one of today’s finest young singers.
Highlights on the concert platform include Bernardino
Benvenuto Cellini, Berlioz Lelio and Verdi’s Requiem
with the Monteverdi Choir and Orchestra under Sir John
Eliot Gardiner; The Silver Tassie with the BBC Symphony
Orchestra and Ryan Wigglesworth; Bernstein’s Wonderful
Town with the London Symphony Orchestra and Sir Simon
Rattle recorded for LSO Live; a European tour of Giulio
Cesare & Agrippina under Christophe Rousset with Les
Talens Lyriques; recordings and tours of The Fairy Queen
and King Arthur with the Gabrieli Consort under Paul
McCreesh; Sonmus/Cadmus Semele with the Orchestra of
the Age of Enlightenment under Rousset; Mozart and Delius
Requiems with the MDR Mitteldeutscher Rundfunk under
McCreesh; and Handel’s Messiah with the Freiburg Baroque
Orchestra under Trevor Pinnock.
A keen recitalist, and former BBC New Generation Artist
(2016-2018), Ashley is a regular soloist at London’s
Wigmore Hall. His other recitals this season take him to
the Concertgebouw Amsterdam with Julius Drake; the
International Lied Festival in Zeist and Oxford Lieder
Festival with Sholto Kynoch; and the Two Moors Festival
and Wiltshire Music Centre for BBC Radio 3 with Joseph
Middleton.

THE ENGLISH CONCERT

The English Concert is an outstanding

continue to help us shape the way we perform.
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orchestra: exceptional, in the world-renowned

One cornerstone of the orchestra’s annual
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quality, ambition and variety of its live and

cycle is its international Handel opera series.

Alice Evans

recorded output; unique, in the zeal of its

Blossoming from an ongoing relationship
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players for working and performing together;

with Carnegie Hall, the tour regularly takes in

unwavering, in its desire to connect with its

an ever-increasing roster of the world’s great

audience throughout the world.

concert halls, from Theater an der Wien and
Théâtre des Champs-Elysées, to Hamburg’s

Under the artistic direction of Harry Bicket

Elbphilharmonie and London’s Barbican.

and principal guest Kristian Bezuidenhout,

Meanwhile, our regular London series allows

The English Concert has earned a reputation

us to explore a radically different path,

for combining urgency, passion and fire with

presenting programmes to our home audience

precision, delicacy and beauty.

that challenges and inspires us.

The artistic partners we collaborate with
reflect and enhance our pursuit for new ways

We launched our partnership with Garsington

to bring our music to life.

Opera last year with performances of
Monteverdi’s Vespers of 1610 and despite

Joyce DiDonato, Dame Sarah Connolly,

the ravages of the current pandemic, we look

Iestyn Davies, Alison Balsom, Trevor

forward to our opera there next year, Handel’s

Pinnock, Dominic Dromgoole, Tom Morris

Amadigi, Re di Gaula.

and many more have not only brought their
extraordinary skills to individual projects, but
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Harpsichord is copied from an instrument by Carlo
Grimaldi (Sicily 1697) by Andrew Wooderson
(Bexley 2001) tuned by Edmund Pickering
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Join our friends
As we begin the slow road to recovery from this

Music-making is one of the most powerful means of

debilitating pandemic, we hope you may consider

bringing people together and when the dust fully settles,

supporting our work.

The English Concert will be with you, celebrating together
the music we believe in. For now, please do consider

The situation as it stands is still very challenging for the

giving us your support – we need it now more than ever.

arts community; our players are freelance artists and
when performances are cancelled, we cannot pay them.

You will find further information at

The English Concert is wholly reliant on income from

www.englishconcert.co.uk/support

ticket sales, fees from venues, donations from trusts and
foundations and private individuals.

With very best wishes from everyone at
The English Concert.

Whilst, it is clear the full repercussions of the Coronavirus
for our community are yet to be fully known, I am
certain that the human spirit will prevail. I take heart
in the demonstrations of humanity during the worst of
lockdown, with people singing, making music from their

Alfonso Leal del Ojo

balconies and celebrating those things that make us

Chief Executive and Principal Viola

human.

JOIN OUR FRIENDS

Exceptional
music-making.
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THE ENGLISH CONCERT
BRITAIN’S ORPHEUS SERIES
CONTINUES

1 OCTOBER

9 OCTOBER

Handel, The Philanthropist
from the Great Hall at Bart’s Hospital
with Dame Sarah Connolly, Sophie
Bevan, Soraya Mafi & James Way
Harry Bicket, Director

Handel, The Italian
from Somerset House
with Lucy Crowe
Harry Bicket, Director

13 OCTOBER
4 OCTOBER

Purcell, O Solitude
from Eltham Palace
with Iestyn Davies
Harry Bicket, Director

6 OCTOBER

Purcell, Odes for a Queen
from St John’s Smith Square
with Rowan Pierce, James Laing, Hugh
Cutting, Anthony Gregory, Hugo Hymas
& Ashley Riches
Kristian Bezuidenhout, Director

Purcell, Music, Home & Heritage
From Boughton House
with Trevor Pinnock
15 OCTOBER

Handel & Milton
from St Gile’s Cripplegate
with Mark Padmore & Carolyn Sampson
Harry Bicket, Director
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Live streaming by
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Visit englishconcert.co.uk to join the mailing list and for more details
on concerts and tours programmed after this programme has been
published.

