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Cantorum Choir is a dedicated and talented choir of approximately forty voices, 
based in Cookham, Berkshire. The ensemble boasts a wide-ranging repertoire 
and performs professional-quality concerts throughout the year. Under the new 
directorship of Oliver Gooch, it has continued to earn itself a reputation as one of 
the leading chamber choirs in the area. The 2018-9 season promises many musical 
delights and we are excited to open it this evening by performing the ever-popular 
Brahms Requiem for you.
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PROGRAMME

Geistliches Lied - Johannes Brahms (1830-1897)

Two Chorale Preludes, Op 122 - Johannes Brahms

O Gott, du frommer Gott
Schmücke dich, o liebe Seele

Lo, the Full, Final Sacrifice, Op 26 - Gerald Finzi (1901-1956)

INTERVAL

A German Requiem, Op 45 - Johannes Brahms

1  Blessed are they that mourn
2  Behold, all flesh is as the grass
3  Lord, make me to know the measure of my days†

4  How lovely is Thy dwelling place
5  Ye now are sorrowful*

6  Here on earth have we no continuing place†

7  Blessed are the dead which die in the Lord

* Rebecca van den Berg - Soprano 
† Michael Mofidian - Baritone



Geistliches Lied - Johannes Brahms (1830–1897) 

Geistliches Lied
Paul Fleming

Laß dich nur nichts nicht dauren
Mit Trauren,
Sei stille!
Wie Gott es fügt,
So sei vergnügt
Mein Wille.
Was willst du heute sorgen
Auf morgen?
Der Eine
steht allem für;
Der gibt auch dir
das Deine.
Sei nur in allem Handel
Ohn Wandel,
Steh feste!
Was Gott beschleußt,
Das ist und heißt
das Beste.
Amen.

Geistliches Lied
Anonymous

Let nought afflict thee with grief;
Be calm, as God ordains,
And so may my will be contented.
Why take thought for the morrow?
The one God who gives thee
What is thine watches over all.
All in thy doings be steadfast
And true. What God decrees
Is best, and this it is acknowledged.      

Johannes Brahms



Lo, the full, final sacrifice, Op 26 – Gerald Finzi (1901–1956)

Some people are remembered through 
the generations for their art. History is 
generally less kind to those who inspired 
or requested such art, but every once in 
a while a patron was so influential that 
his name is still invoked with hallowed 
awe. Such is the fate of the Reverend 
Walter Hussey (1909–85). When he 
was vicar at St. Matthew’s Church in 
Northampton, he commissioned the 
choral cantata Rejoice in the Lamb from 
Benjamin Britten to commemorate 
the church’s fiftieth anniversary in 
1943. Artistic commissions soon became 
regular events at St. Matthew’s, including 
music by Michael Tippett, Edmund 
Rubbra, and Lennox Berkeley; poetry by 
W.H. Auden and Norman Nicholson; 
the painting The Crucifixion by Graham 
Sutherland; and Henry Moore’s famed 
sculpture, Madonna and Child. Later, 

when Hussey was Dean of Chichester 
Cathedral, he continued this fine work. 
Among his later commissions was Leonard 
Bernstein’s Chichester Psalms, which 
became one of the most popular choral 
works of the twentieth century.

One of Hussey’s commissions was Gerald 
Finzi’s large-scale anthem, Lo, the Full, 
Final Sacrifice, written for the fifty-third 
anniversary of the consecration of St. 
Matthew’s, in 1946. (Finzi orchestrated 
the organ part the following year.) For 
his text, Finzi conflated two hymns of St. 
Thomas Aquinas – Adoro te and Lauda 
Sion salvatorem – as translated by Richard 
Crashaw (1612–49). The resulting 
composite poem preserves Crashaw’s 
Metaphysical commentary on Jesus’ 
crucifixion, mingled with references to the 
symbolism of Communion, but the precise 
flow of ideas is Finzi’s own.
 
Finzi establishes a mood of solemnity by 
an organ introduction that is improvisatory 
and chromatic, roughly in E minor with 
Phrygian F-naturals. The choir’s initial 
phrase has already been heard three times 
in the organ. Its melodic contour – a 
rising half-step, followed by a tritone and 
a return to the initial pitch – is strikingly 
memorable. As the anthem unfolds, the 
organ unifies several sections with a 
walking bass line. The section that begins 
“O let that love which thus makes thee 
mix” is typical of Finzi’s vocal writing, in 
that the writing is syllabic and the meter 

Geistliches Lied
Anonymous

Let nought afflict thee with grief;
Be calm, as God ordains,
And so may my will be contented.
Why take thought for the morrow?
The one God who gives thee
What is thine watches over all.
All in thy doings be steadfast
And true. What God decrees
Is best, and this it is acknowledged.      

Gerald Finzi

Johannes Brahms



changes at almost every measure. This 
is a duet, pitting the tenors and basses 
together against the sopranos and altos. 
Finzi frequently employs similar devices 
to create variety from one section to the 
next: sometimes the choir functions as 
one, sometimes one line is heard solo, and 
sometimes certain sections are juxtaposed 
against the others. There are but brief 
moments of drama or counterpoint.

The second half of the anthem is littered 
with highlights. For example, at “Rise, 
Royal Sion”, Finzi paints the text not 
with a rising melodic contour, as might be 
expected, but by each entrance growing 
from mezzo piano to forte on a single pitch. 
Here the melody subtly recalls the work’s 
opening motive: the sopranos rise a step 
and return to the starting pitch, but an 
octave lower. Similarly, for “This sovereign 
subject”, Finzi displaces the motive by 
leaping a minor ninth, with the full choir 
in three octaves. There is an extended 
duet for tenor and bass soloists at “O soft 
self-wounding Pelican” in the delicate key 
of D-flat major, far removed from the E 
minor of the start. Among Finzi’s most 
inspired creations is the delicate caress  

of each repeated call to “come away”.  
At “When this dry soul those eyes shall 
see”, Finzi returns to the opening motive. 
The final “Amen” is in a gentle E major, 
but the final cadence includes two half-
step neighbour tones, as if to reinforce the 
primary melodic material of the entire 
work.



An English Requiem

‘An English Requiem’ was the name 
given by the composer and scholar 
George Alexander Macfarren in his notes 
to the first full British performance of 
Brahms’s Ein deutsches Requiem, sung 
in English on 2 April 1873 by the 
Philharmonic Society of London at St 
James’s Hall. (The Requiem had been 
premièred five years earlier at Bremen 
Cathedral with the composer conducting; 
the fifth movement with soprano solo was 
added subsequently, and the whole work 
was given its first full performance at the 
Leipzig Gewandhaus on 18 February 1869 
under Carl Reinecke.) Brahms’s text is in 
German; Macfarren states that:

To render the title of this work in analogous 
language would be to call it an English 
Requiem for the name signifies that the 
music is set to words in the vernacular of 
the country in which it was first performed; 
and, in like manner it is with an English 
version of these words that the composition is 
brought before an English public.

But Macfarren was also alluding indirectly 
to the work’s great individuality. Not only 
did Brahms set his work in German, but he 
also eschewed the usual Requiem Mass text, 
instead choosing passages from the Luther 
Bible that expressed his personal religious 
feelings. These texts would have been as 
familiar to English listeners as they were to 
their German contemporaries. Above all, 

they stress the comforting of the living, not 
the judgment of the dead. Nor does Brahms 
entirely embrace the Christian message, 
despite using biblical texts. There is no 
mention of the name of Christ in Brahms’s 
text, though his words are quoted. Indeed, 
this caused trouble with the music director 
at Bremen, Carl Martin Rheinthaler, 
when he first considered the Requiem for 
performance, writing to Brahms:

Already the second number indicates the 
prediction of the return of the Lord, and in 
the last number; but in the last number but 
one there is express reference to the mystery 
of the resurrection of the dead “we shall not 
all sleep”. For the Christian mind, however, 
there is lacking the point on which everything 
turns, namely the redeeming death of Jesus.

Brahms’s response – as a religious 
sceptic, yet one who prided himself 
on his intimate knowledge not only 
of the Luther Bible, but also of what 
he called his “heathen texts” of the 
Apocrypha – was blunt: he chose the 
particular texts “because I am a musician, 
because I needed them and because 
I cannot dispute or delete a ‘from 
henceforth’ from my revered poets”. The 
texts, therefore, are as much of cultural 
significance – representing literary value 
and musical potential – as they are 
theological statements (something that 
has made the work especially suitable 

A German Requiem, Op 45 - Johannes Brahms



for interdenominational expressions of 
collective mourning and reflection).

Brahms took immense care with his text, 
which is a significant spiritual and literary 
achievement in itself. He selected his texts 
from sixteen chapters in ten books from the 
Old and New Testaments, and two from 
the Apocryphal writings – texts of varying 
length, from single lines to extended 
passages; only the texts of movements 4 
and 7 are taken entirely from one source. 
The theme of consolation dominates the 
opening and closing movements. The 
opening thought is one of the most familiar 
of all Christian texts, the second of the 
Beatitudes in St Matthew’s Gospel, almost 
at the beginning of the New Testament. 
This thought finds fulfilment in movement 
7, ‘Blessed are they that die in the Lord from 
henceforth’ from the Book of Revelation. 
Nos 2, 3 and 6 are more complex sectional 
movements that contrast doubt and 
pessimism with affirmatory visions of 
confidence in the divine. Movements 4 and 
5 give the work a calm reflective centre: a 
vision of heavenly dwelling in No 4, and 

the promise of reunification with loved ones, 
symbolised in the love and comfort of a 
mother, set for soprano solo and chorus in 
No 5.

In turn, the textual structure enables 
musical unity. Most notably, Brahms returns 
at the close of No 7 to the music of the 
first movement, matching the two texts 
beginning ‘Selig’ (‘Blessed’). These internal 
textual links and contrasts are expressed 
musically in many ways in the various 
movements; for example the longest 
movements, Nos 2, 3 and 6, all end with 
fugues, albeit Brahms utilises traditional 
fugal devices in entirely new and often 
dramatic ways, each quite different. And at a 
deeper level, the work is unified both by key 
relationship and thematic features. Its tonal 
scheme shows a systematic exploration of 
keys to reflect the textual contrasts, while the 
huge conclusion on the chord of C major at 
the end of the massive fugue of movement 
6 gives shape to the work’s culmination 
by imposing a great sense of anticipation 
for the celebratory last movement. Here 
Brahms finally moves to the radiant key of 
A major – the upper mediant of the work’s 
F major tonality – to linger on the text ‘that 
they rest from their labours, and that their 
works follow after them’ (by contrast earlier 
in the Requiem, Brahms widely emphasises 
the lower mediant, as in movement 1, where 
‘They that sow in tears’ comes in D flat 
major). The soprano figure in the very first 
choral passage ‘Blessed are they’ serves as 
a unifying motive throughout the work, 
present in many forms: indeed, it introduces 
the last movement, inverted into a new and 
commanding theme for ‘Blessed are the 
dead’.

Johannes Brahms



Unfortunately, virtually nothing is known 
of  the conception and growth of the 
Requiem. The first reference comes in 
a letter to Clara Schumann dated April 
1865 in which Brahms encloses a choral 
movement from ‘a kind of German 
Requiem’ on which he is working, 
and he mentions it as the ‘fourth’ in a 
following letter, also referring to a first 
and the funeral march of the second 
movement. By the following summer, 
1866, the composition was completed, 
records revealing intense work through 
the spring. The first three movements of 
the work were premiered in Vienna on  
1 December 1867. Such an original 
concept must have come about by 
stages. Indeed, Brahms’s youthful friend 
Albert Dietrich recalls that the second 
movement’s march originated in the 
second movement of a discarded sonata 
for two pianos that Brahms wrote in 
1854 and then orchestrated, though it 
is not clear whether the choral melody 
yet existed in the instrumental original. 
Brahms also let slip to the choral 
conductor Siegfried Ochs that ‘the entire 
work was based on a chorale melody, 
present in the second movement and the 
opening of the first’, which Ochs – not 
Brahms – identified as ‘Wer nur den 
lieben Gott lässt walten’(‘If thou but 
suffer God to guide thee’ in Catherine 
Winkworth’s well-known English 
version). Since Brahms had written 
several works in the German Lutheran 
tradition of chorale variation and 
harmonisation in the intervening decade, 
it seems likely that the concept of the 
Requiem found its origin as a modern 
expression within this tradition. But it is 

not clear whether the work was a long-
considered requiem for Brahms’s beloved 
mentor Schumann, or stimulated by the 
death of his mother in February 1865, 
only shortly before the first mention of 
the work to Clara – or, ultimately, neither.

Despite some initial critical reservation, 
the Requiem was soon eagerly sought 
out by choral societies, and there are 
records of its being given around thirty 
times between the full première in Leipzig 
and the 1873 Philharmonic Society 
performance. Indeed, the Philharmonic’s 
was not the first performance in England: 
it had been sung two years earlier on 
7 July 1871 in a private performance 
in London with reduced forces, using 
Brahms’s four-handed arrangement of 
the work in lieu of an orchestra, which 
suggests impatience at the tardiness of the 
Philharmonic Society.

Records show that the choir was of about 
30 voices, not that much smaller than 
our choir tonight; the piano duettists 
were the veteran English composer and 
pianist Cipriani Potter and Kate Loder, a 
prominent pianist at the Royal Academy 
of Music, who, with her husband, the 
leading surgeon Sir Henry Thompson, 
were the hosts of the evening at their 
home in Wimpole Street. The performance 
was conducted by Julius Stockhausen, 
who sang the baritone part, as he had 
at the première under Brahms, and the 
soprano was Anna Regan (later Anna 
Shimon Regan). It is fitting therefore that 
we keep within the chamber atmosphere 
of this performance with a new chamber 
reduction by Iain Farrington.



Oliver Gooch Music Director

Oliver’s international conducting 
career has seen collaborations 
in recent seasons with the LSO, 
Philharmonia, BBC Symphony, 
Hallé, London Philharmonic, 

Queensland Symphony, Tasmanian Symphony, 
New York Sinfonietta, Orchestra I Pomeriggi  
Milano and a debut recording with the RTÉ 
NSO. He balances orchestral engagements with 
extensive work in opera, formerly as assistant 
to Sir Charles Mackerras at Glyndebourne. As 
Associate Conductor (JPYAP) at the Royal 
Opera House he recently conducted their 
debut tour of Australia, winning a Helpmann 
Award. Oliver received his training at 
Cambridge University, GSMD, and National 
Opera Studio. He studied conducting at 
Tanglewood with Seiji Ozawa and has been 
nominated for a South Bank award and a 
Creative Scotland award.

In August, he was appointed Director of the 
Blyth Centre at Imperial College London. 

Rebecca van den Berg Soprano

Soprano Rebecca van den Berg 
graduated with Distinction from 
the Guildhall School of Music 
and Drama Opera Course, 
where she was awarded the 

Susan Longfield Prize and the Tracey Chadwell 
Memorial Award. She is proud to be a Britten 
Pears/ENOA Young Artist, a Chilcott Scholar, 
a New European Opera Young Artist and a 
Wingate Scholarship holder. Rebecca studies 
with Lillian Watson and Janice Chapman.

Rebecca’s operatic roles include Glyndebourne: 
Daphne (La descente d’Orphee), Siren (Rinaldo), 
Norina (Don Pasquale, cover), Despina (Cosi, 
cover), ENO: Soprano 1 (soloist), (Jakob Lenz), 
Kristina (The Makropulos Case, cover), Creusa 
(Medea, cover), Livia (Caligula, cover), Midwales 
Opera: Miss Wordsworth (Albert Herring), 
Soholm Opera: Gretel (Hansel und Gretel), 

Iford Arts: Nanetta (Falstaff), Windsor Festival: 
Rowan (Little Sweep), Opera East: Ann Trulove 
(Rake’s Progress), Barbarina (Le Nozze di 
Figaro), WNO: 1st, 2nd, 3rd girl (Anon, cover), 
Ryedale Festival Opera: Drusilla (Coronation of 
Poppea) and at GSMD: Fanny (La cambiale di 
matrimonio), Amine (La rencontre imprevue) and 
The nice Caroline (The king goes forth to France).

Rebecca has performed recitals in the 
Paxos, Edinburgh, Ryedale, Alderney and 
Oxford Lieder Festivals, at Snape Maltings, 
St James’s Piccadilly, St Martins in the Field 
and the National Portrait Gallery. Operatic 
galas include performances for Opera In 
Unlikely Places in Samso, Denmark and for 
London Festival Opera in Venice. Concert 
performances include Mahler 4 (Linbury 
Theatre ROH) Cantata 202 (Bach) at the 
Iford Festival and Knoxville Summer of 
1915 (Barber) with Orchestra West. She has 
travelled far and wide as an oratorio soloist 
notably performing The Creation in the 
middle of the Atlantic Ocean with the Faroese 
Symphony Orchestra! 

Michael Mofidian Baritone

Scottish-Iranian bass-baritone 
and Jette Parker Young Artist 
Michael Mofidian makes his 
Royal Opera debut in the 
2018/19 Season as Narumov 

(The Queen of Spades), and also sings Alcade (La 
forza del destino), Cesare Angelotti (Tosca) and 
Zuniga (Carmen) for the Company.

Mofidian studied at the University of 
Cambridge and at the Royal Academy of 
Music under Mark Wildman. His operatic 
appearances include Leporello (Don Giovanni) 
for British Youth Opera, Leporello and scenes 
as Masetto (Don Giovanni) and the Protector 
(Written on Skin) for the Royal Academy of 
Music, Colline (La bohème) for Vivo D’Arte, 
Noye (Noyes Fludde) at Hampton Court House 
and Ferryman (Curlew River) for Cambridge 
University Opera Society. He won the Pavarotti 



Prize at the RAM and was joint winner of the 
Oxford Lieder Young Artists Platform, and has 
received numerous awards and scholarships. 
In 2018 he was a Jerwood Young Artist for 
Glyndebourne Festival, making his debut as 
Imperial Commissioner (Madama Butterfly).

Mofidian’s concert repertory includes 
Bach’s St John Passion and St Matthew Passion, 
Haydn’s The Creation, Handel’s Messiah, 
Stravinsky’s Les Noces, Rossini’s Petite Messe 
Solennelle and Beethoven’s Symphony no.9. 
He has sung in recital at venues including 
Wigmore Hall, Kings Place, Holywell Music 
Room (for Oxford Lieder Festival), St John’s 
Smith Square and Queen’s Hall.

Paul Ayres  Organ/Piano

Paul Ayres was born in Perivale, 
West London, studied music 
at Oxford University, and 
now works freelance as a 
composer & arranger, choral 

conductor & musical director, and organist 
& accompanist. He has received over one 
hundred commissions, and his works have 
been awarded composition prizes in Bulgaria, 
Canada, Croatia, New Zealand, Poland, Russia, 
Spain, Switzerland, the UK and the USA. Paul 
particularly enjoys ‘re-composing’ classical 
works (Purcell, Bach, Handel, Fauré) and 
‘classicizing’ pop music (jazz and show tunes, 
The Beatles, Happy Hardcore). Paul conducts 
City Chorus and the London College of Music 
Chorus, accompanies Concordia Voices, and is 
associate accompanist of Crouch End Festival 
Chorus. He has led many music education 
workshops for children, and played piano for 
improvised comedy shows and musical theatre. 

Orpheus Sinfonia

Founded in 2009, Orpheus 
Sinfonia is one of London’s 
most vibrant, dynamic and 
inspiring young orchestras, 
attracting the best of music 

conservatoire graduates under artistic direction 
of international cellist and conductor Thomas 
Carroll.

Orpheus Sinfonia enjoys a diverse spectrum 
of performance and repertoire, including 
symphonic cycles, world premières, operas  
and collaborations with Dame Felicity Lott, 
Tasmin Little, Heinrich Schiff and its Patron  
Sir Antonio Pappano. Over recent years 
invitations to renowned music festivals have 
included Windsor, Brighton, Wimbledon, 
Barnes, Swansea and Cambridge, with 
appearances at the Royal Festival Hall, 
Cadogan Hall and Windsor Castle, alongside 
being resident at St George’s Hanover Square. 
Acclaimed for the excitement and enthusiasm 
of its music-making, Orpheus’ reputation 
is growing fast thanks, in part, to generous 
support of many established musicians.

2018 has seen a return as the official orchestra 
for the International Opera Awards at the 
London Coliseum, critically acclaimed operatic 
productions for Iford Arts and Grimeborn 
Opera Festival, the debut of it’s innovative 
outreach programme MULTIPLAY, an 
upcoming CD Recording, Festivals in Windsor, 
Cheltenham, Hampstead and Cambridge, and 
a 40th anniversary tour of  The Snowman, 
alongside a programme of core concerts in 
London.

Orpheus is delighted to be joining Cantorum 
Choir this evening for Brahms’ Requiem under 
the baton of Principal Guest Conductor Oliver 
Gooch. 



Future Cantorum Concerts:

CHRISTMAS CONCERT
Saturday 15th December 2018
Holy Trinity Church, Cookham, SL6 9SP

SPRING CONCERT
Saturday 23rd March 2019
Holy Trinity Church, Cookham, SL6 9SP

COOKHAM FESTIVAL GALA CONCERT
Sunday 19th May 2019
Holy Trinity Church, Cookham, SL6 9SP

Our grateful thanks are due to:
– Robert Jones, Associate Music Director
– Paul Ayres, Accompanist 
– The Stationery Depot, Cookham Rise Parade
– All others who have helped with the production of this concert

Thanks to you, our audience, for your continued support.  
If you would like to be on our mailing list, please email us:  
info@cantorumchoir.org.uk 

If you or your organization would like to consider sponsoring  
Cantorum Choir in some way, please call us on 07711 056661  
to discuss the various options.

Cantorum Choir is supporting The Listening Place charity this year.

 Cantorum Choir

 @cantorumchoir
www.cantorumchoir.org.uk

Registered charity no: 1136210


