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CANTORUM CHOIR 

 Patron 

 Ralph Allwood MBE 

Cantorum Choir is a dedicated and talented choir of approximately forty 

voices, based in Cookham, Berkshire. Under the directorship of Elisabeth Croft, 
the ensemble continues to earn itself a reputation as one of the leading 

chamber choirs in the area. The choir boasts a wide-ranging repertoire and 
performs professional-quality concerts across the year. Recent programmes 

include Mozart’s Requiem, the contemporary work of Eric Whitacre and pop-
song arrangements from Coldplay to the Beach Boys—we are always looking 

for new challenges!  

Sopranos 

Elisa Girle, Sandy Johnstone 
Kirsty Kinge, Jenny Knight 

Julia Millard, Hilary Monaghan 
Louise Smyth, Joy Strzelecki 

Deborah Templing, Philippa Wallace 
 

Altos 
Jill Burton, Jami Castell 

Sarah Evans, Anne Glover 
Julie Hughes, Angela Plant 

Elspeth Scott, Chiu Sung 
 

 

Tenors 

Philip Martineau, John Pallot 
Peter Roe, Malcolm Stork 

John Timewell 
 

 
 

Basses 
Derek Beaven, John Buck 

Gordon Donkin, David Hazeldine 
Ed Millard, Paul Seddon 

Danny Smyth 

http://www.cantorumchoir.org.uk/cantorum-about-people.php
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Elisabeth Croft (née Toye)—Music Director 

Elisabeth is a graduate of Birmingham University and also of the 
Royal Academy of Music, where she won the 2004 Michael Head 
Prize for English Song and the 2005 Arthur Bliss Prize for twentieth 
Century music. In 2008, she won the A.E.S.S. Patricia Routledge 
National Prize for English Song and has subsequently built a busy 
and successful career as a professional soprano, vocal coach, and 
choral trainer. She has for some years been working with Berkshire 
Maestros (The Young Musicians Trust) and is currently director of 
Berkshire Young Voices, the county training choir. She is also a 
regular tutor for the National Youth Choirs of Wales.   

CANTORUM CHAMBER ORCHESTRA 

Violin 

Claire Turk 
Michiko Negami 

Haru Sekiya 
Ayako Yamazaki 

 
Cello 

Edward Furse 
 

Bass 
Ben Wolstenholme 

Viola 

Rebekah Brown 
Robert Behrman 

 
Flute 

Nick Cartledge 
Julia Bentley Dawkes 

 
Oboe 

Alison Bowen-Davies 
Mark Evans 

Harpsichord Continuo 

Jozef Janik  
Assistant Director of Music 

Choir Soloists for this Performance 

Roles:  Jesus—Danny Smyth Bass;  Maid—Deborah Templing Soprano 

  Peter—John Timewell Tenor;  Officer—Malcolm Stork Tenor 

  Pilate—Derek Beaven Bass 

 

Arias  #11 Jill Burton Alto;  #13 Kirsty Kinge Soprano;  #19 John Timewell Tenor 

  #31 Derek Beaven Bass;  #47 & #58 Ed Millard Bass;  #61 Julia Millard Soprano 

Stephen Brown (Tenor)—Evangelist  

British Character Tenor Stephen Anthony Brown studied at Trinity 
College, London and at the Royal College of Music Benjamin Britten 

International Opera School. An experienced concert artist, his 
highlights include Handel’s Messiah in Romania, Rossini’s Stabat Mater 

in Norway, Verdi’s Messa da Requiem at the Barbican, Stradella’s San 
Giovanni Battista in Jerusalem, Beethoven’s 9th Symphony in Spain, 

gala concerts for Raymond Gubbay at the Bridgewater Hall, 

Manchester, Symphony Hall, Birmingham and the Barbican, London 
and as the Evangelist in Bach’s Matthäus Passion and Johannes 

Passion in Iceland and London with Peter Schreier.  
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St John Passion  J S Bach (1685—1750) 
Part I 

1 Lord and Master in all Lands, show by thy Cross…     Chorus 

 

The Betrayal 
2 Jesus went with His disciples over the brook Cedron  Recitative 

3 ‘Jesus of Nazareth!’          Chorus 
4 …‘I am He.’ But Judas also … was standing with them  Recitative 

5 ‘Jesus of Nazareth!’          Chorus 

6 Jesus answered them, ‘I told you but now, I am He.’  Recitative 
7 O mighty Love, O love beyond all measure     Chorale 

8 …Then Simon Peter, having a sword, he drew it out   Recitative 

9 Thy will, O God, be always done       Chorale 

 
Jesus is bound and led to Annas (the father-in-law of the High Priest, Caiaphas) 

10 …it was expedient that one man should die     Recitative 

11 From the bondage of iniquity        Aria (Alto) 
12 Simon Peter followed Jesus afar off      Recitative 

13 I follow Thee gladly, my Lord and Master     Aria (Soprano) 

 

Peter’s Denials 
14 …Simon Peter stood outside at the door     Recitative 

15 Ah! Whence this hatred shown Thee?      Chorale 

16 Now Annas sent Him bound unto … Caiaphas    Recitative  

17 ‘Art thou not one of his disciples?’       Chorus 

18 But Peter denied it and said, ‘I am not.’     Recitative 

19 Ah! My soul, where shall I hide my shame     Aria (Tenor)  
20 Peter, in forgetfulness, thrice denied his Master    Chorale 

 

First Interval (20 minutes) — Refreshments Available 

 

Part II 

Jesus is arraigned before Pilate 
21 He, Whose life was as the light       Chorale 

22 And they led forth Jesus … to the Judgement Hall    Recitative 

23 ‘If this man were not a malefactor…’      Chorus 
24 ‘Then … judge ye Him according to your law.’    Recitative  

25 ‘It is not lawful for us to put any man to death!’   Chorus 

26 …‘Art thou the king of the Jews?’        Recitative  
27 O King of glory, King for time unending     Chorale 

28 …‘Thou say’st I am a king. To this end was I born…’   Recitative 

29 ‘Not this man, not this, but Barabbas!’      Chorus 
30 …Then Pilate therefore took Jesus and scourged Him  Recitative  

31 Come ponder, O my soul, with fearful trepidation   Arioso (Bass) 
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32 And when the soldiers had plaited Him a crown of thorns…   Recitative 

33 ‘Hail, thou King, thou King of the Jews!’     Chorus 
34 And they smote him with their hands. Then Pilate…   Recitative 

35 ‘Crucify, crucify Him!’          Chorus 

36 Then Pilate saith to them, ‘Take ye Him away and crucify Him!’  Recitative 
37 ‘We have a law, and by our law He ought to die!’   Chorus 

38 And when Pilate heard … he was the more afraid   Recitative  

39 O Christ, Thy fetters mean release       Chorale 
40 But the Jews cried out the more, and said:     Recitative 

41 ‘If thou let this man go, thou art not Caesar’s friend!’     Chorus 

42 And when Pilate heard that … he brought Jesus forth  Recitative 
43 ‘Away with Him, away with Him! Crucify Him!’    Chorus 

44 …‘Shall I crucify your King, then?’        Recitative 

45 ‘We have no King but Caesar!’       Chorus 
46 And then he delivered Him … that they might crucify Him   Recitative 

47 Haste, all ye whose souls are weary, to Golgotha   Aria (Bass) 

 

Second Interval (5 minutes) 

 

The Crucifixion 
48 And there crucified they Him, and with Him two others  Recitative  

49 ‘Write thou not: The King of the Jews.’      Chorus 
50 ‘The title I have written shall stay as I have written.’    Recitative 

51 Thy Name is shining on me, Lord Jesus, day and night   Chorale 

52 And then did the soldiers … take His garments    Recitative 
53 ‘Let us not divide it, but cast lots upon it.’     Chorus 

54 So that the scripture might be fulfilled…      Recitative 

55 See Him now, the Righteous One, His last hour abiding  Chorale 
56 And from that hour he took her unto his own home.  Recitative 

57 And bowing His head, He gave up the ghost    Recitative 

58 My Lord and Master, let me ask Thee                    Aria (Bass 
               & Chorale) 

59 And then behold, the veil of the Temple was rent in twain   Recitative  

60 My heart, see how the world itself is suff’ring    Arioso (Tenor) 
61 O heart, melt in weeping, with tears overflowing   Aria (Soprano) 

62 The Jews … came they unto Pilate, beseeching…    Recitative  

63 Help us, O Thou Son of God, by Thy bitter Passion   Chorale 
64 At last, after this, Joseph of Arimathea…      Recitative 

 

At the Sepulchre 
65 Lie still, O sacred limbs, lie sleeping      Chorus 

66 Ah! Lord, when my last end is come      Chorale 
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Bach’s St John Passion is the story of the Thursday Evening and Friday of Easter 
Week. It is told in eye-witness musical speech taken directly from the New Testament’s 
fourth Evangelist, John, ‘the disciple whom Jesus loved’. In our performance, as in most, 
the figure of the (tenor) Evangelist stands separate from the choir in order to unfold the 
sequence of events. 

Bach’s text was in the German of the Lutheran Bible. Our aim is to recreate the direct 
communication he obviously intended in clear and coherent words as well as wonderful 
music, and for that reason we are using an English version. 

His choral music certainly is wonderful. But what exactly was Bach’s choir like? There are 
several important modern recordings of the St Matthew Passion based on a well-
researched theory that Bach never actually doubled or trebled his voice parts, and so had 
no choir at all as we know it. A startling idea; and many experts still dispute it, of course. 
Whatever the truth of the matter, we should never run away with the idea that a modern 
chamber choir such as Cantorum is a mere accompaniment to a piece intended primarily 
for soloists. Voices singing together are central to Bach’s thinking in this composition: he 
denotes the choral movements explicitly with the Italian term coro = chorus/choir, and 
the whole work both opens and closes with a monumental choral/orchestral movement. 
Then, as the story develops, the choir plays three essential narrative roles.  

Firstly, it is an authentic chorus. From the 
earliest forms of Greek drama, the task of a 
chorus has always been to represent ‘the 
community’. The choir as chorus portrays the 
believing onlookers present at the time, who 
respond emotionally to the events as they 
happen. Bach gives the chorus his simple and 
direct ‘chorales’, to be sung in harmony at 
each new turn of the drama. These 
movements express all the suspicion, dread 
and horror aroused, and the desire for faith, 
as the remorselessly corrupt power struggle 
progresses from Jesus’ staked-out arrest, to 
His trumped-up trial and criminal execution. 
We are shown in the chorales the humanity of 
the witnesses. 

Yet it is precisely the simplicity of these chorales that makes them available to the choir’s 
second role, which is to articulate the responses of a contemporary congregation or—as 
in our case—an audience. The St John Passion and its later sister pieces, the St Matthew 
Passion and the St Mark Passion (now lost), were designed as liturgical works. As such, 
they played an integral part in the Easter Week services at the St Nicholas and St 
Thomas churches in Leipzig, where Bach was Director of Music. Because the chorales are 
based on familiar Lutheran hymns, the congregation on Good Friday 1724, and in 
subsequent Leipzig performances, would most probably have been able to join in with 
the soprano line, leaving the rest of the ‘coro’ each time to handle Bach’s rather dazzling 
re-harmonisations. This mingling of past with present, chorus with audience, has 
interesting ramifications and floats the question: are we in Jerusalem two thousand years 
ago, or in Leipzig in the early eighteenth century; or, indeed, in Cookham in 2014? Yes, it 
would be unrealistic to expect a modern audience to join in likewise, but surely the music 
invites us to identify personally with the words of each chorale. And so, with the action 

A single row of singers shown in a gallery with orchestra 
behind them—one of the very few surviving pictures of 

performance detail from Bach’s time. 

http://www.google.co.uk/url?sa=i&rct=j&q=&esrc=s&source=images&cd=&cad=rja&docid=eM9iOeSb1NsrtM&tbnid=R_bNgZUnfzphaM:&ved=0CAUQjRw&url=http%3A%2F%2Fwww.parley.org.uk%2Fchoirs&ei=-5QDU7yvGaKN0AWO3YDgCw&psig=AFQjCNG2LVzZAplerlkGeK9wh2MpuCowaw&ust=139283001
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thus lifted away from its original context, we are drawn towards a 
kind of timelessness—a feature built into the work only by virtue of 
this unifying choral potential— of voices all singing together. 

The choir’s third role is anything but reflective, and definitely not 
spiritual. Quite the reverse: it is the choir as a howling mob. There 
are numerous choruses, particularly in the earlier section of Part 
Two (though we see it also in Part One), where the logic-chopping 
crowd calls for the satisfaction of our basest, most ‘populist’ 
demands. Bach invents wild chromatic lines in a series of 
juddering, driving fugues as ‘the Jews’ wrangle with justice (and 
harmony) and cry out for the crucifixion of Jesus. Musically, these 
moments are thrilling; they are truly exciting to sing. They are also 
shocking in the malice and bigotry they portray, and this raises a 
problem. If we succeed in our aim to bring out the story clearly in English, then no one 
can miss the way the text appears to blame ‘the Jews’ collectively for forcing Pilate to 
order the crucifixion of Jesus. This issue, perfectly faithful to the original Greek of the 
fourth Gospel and in no way specific to the Lutheran translation Bach used, is so sensitive 
in so many ways that it is often left unaddressed at performances of the St John Passion, 
or in programme notes. We felt this was unsatisfactory, and that we should at least try to 
touch on the matter briefly here and record that certain recent and authoritative 
translations of the Bible have attempted to soften the implication with phrases such as 
‘the Jewish leaders’ rather than ‘the Jews’. Other scholars have suggested that there were 
attempts, just before Christianity became (in the fourth century AD) the established 
religion of the Roman Empire, to shift the blame away from Rome; and that this, in a 
climate of anti-Judaism, influenced the emergent canonical text of the fourth Gospel. Still 

others have looked to the fact that the earliest 
Christianity was above all a Jewish faith and that 
the apparent wrath of John (a Jew himself, rooted 
in Jewish teaching) must refer to Jewish 
sectarianism rather than any kind of generalised 
anti-Semitism. Whatever, there are elements in 
the text of the St John Passion that will sound—at 
the very least—uncomfortable. But the discomfort 
is not of Bach’s making, and we believe that as 
long as the point is made there is no strong 
reason to shy away from the majesty of this 
profoundly moving composition.   

For St John’s is also known as the most ‘spiritual’ 
and philosophical of the four Gospels, and has 

spoken to Jewish as well as to Christian theologies. It is this point that enables us to 
introduce the role of the soloists, who, in our performance, are not brought in from 
outside but emerge from out of the body of our choir. It is as though the Evangelist’s 
memory of events conjures up the figures as he speaks their names. Or, in the case of 
the glorious arias, as if pure thought were instantly brought to life. A single voice, 
soprano, alto, tenor, or bass, appears seemingly from nowhere to twine and dance along 
with certain instruments of the orchestra. While the chorales are collective expressions of 
emotion, the arias are intense personal meditations upon the deepest meanings of this 
Gospel. Dramatically, we imagine a spotlight falling suddenly upon one individual in the 
community, who comes out to us; and we are able to see, or—more importantly—to 
hear, a human spirit as though from the inside, before the singer merges back into that 
archetypal group, the choir. 

We have listed some of the intriguing facets of this sublime work. Naturally, there are 
many more, both musically and intellectually, that rightly earn it the term ‘masterpiece’. 
We hope you will both enjoy and be moved by it. 

A rare image of an early 18th 
Century ‘orchestral’ musician 

The Nikolaikirche, Leipzig, where Bach’s St John 
Passion was first performed on Good Friday 1724 
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Future Cantorum Concerts: 
 

Date:  Saturday 28th June 2014  

Event:  Summer Concert 

Venue:  Holy Trinity Church, Cookham SL6 9SP 

 

Date:  Saturday 11th October 2014 

Event:  Autumn Concert 

Venue:  All Saints’ Church, Marlow SL7 2AA 

 

Date:  13th December 2014 

Event:  Christmas Concert 

Venue:  Holy Trinity Church, Cookham SL6 9SP 

Grateful thanks are due to: 

 Robert Jones for his help as a rehearsal pianist 

 The Stationery Depot, Cookham Rise Parade 

 All others who have helped in the production of this concert 
 

And thanks to you, our audience, for your continued support 
 

If you would like to become a friend of Cantorum Choir, please email us: 

info@cantorumchoir.org.uk 
 

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

You can also follow us on Facebook: www.facebook.com/cantorumchoir  

And on Twitter: @CantorumChoir 

Registered Charity no: 1136210 

www.cantorumchoir.org.uk      Cantorum Choir      info@cantorumchoir.org.uk 

This year we are supporting 

OLLIE’S FIRST STEPS    &    THE NIEMANN-PICK DISEASE GROUP 

Ollie’s First Steps is to raise money for a two year old boy (Ollie), born very 

prematurely, who needed to travel to America for an operation to help him walk. 

That target has been reached, and the fund continues in order to provide the 
subsequent care Ollie requires. 

Niemann-Pick Disease is a particularly cruel degenerative genetic condition. It 
happens to affect a relative of one of our choir members, which is why we’re very 

keen to promote awareness and help raise money towards support. 

http://www.niemannpick.org.uk/

