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Since its formation in 1949, Kingston Choral Society has earned a

reputation for concerts of a high standard and for performing a wrde

range of music. The Society enjoys singing the familiar favourites of the

choral repertoire, but is not afraid of tackling ambitious projects and

has, for example, performed a new commission by Peter Maxwell Davies, Prokofiev's Alexander

Nevsky in Russian and other pieces in Czech, Hebrew, Finnish and Swedish.

Kingston Choral Society has over 130 members drawn from southwest London and north Surrey.

New members are welcome. The choir performs four concerts a year, usually in All Saints

Church, Kingston, and St Andrew's Church, Surbiton. Two of the concerts are with a professional

orchestra. Rehearsals are held on Thursday evenings (B-10 pm) at The Hollyfield School,

Surbiton, in term-time. Kingston Choral Society also holds regular social and fundraising

events and occasional musical workshops.

lf you are interested in joining, please talk to any member of the choir during the interval or at the

end of the concert. You can also contact the Membership Secretary on 020 8949 5253 or
join@kingstonchoralsociety.org.uk for more information and arrange to come to a rehearsal.

- - NEXT KCS CONCERT - -

1Stt December 2018 at 7.30 pm

On Ghristmas Night

Organ: Will Vann

Andrew Griffiths - Conductor

St Andrew's Church, Maple Road, Surbiton KT6 4DS

For further details contact the Box Office on 020 8977 7936

lf you would like advance notice of concerts by email,
plea se p ho n e 020 89 42 227 5 or email i nf o@ki n g sto n cho ral so ciety. o rg. u k

Please remember to turn
off your mobile phone

before the pertormance!

--PROGRAMME--

Stanford Elegiac Ode

I Chorus

ll Baritone Solo

lll Soprano Solo and Chorus

lV Chorus

--INTERVAL--

Brahms Ein deutsches Requiem

I Chorus

ll Chorus

lll Chorus with Baritone Solo

lV Chorus

V Chorus with Soprano Solo

Vl Chorus with Baritone Solo

Vll Chorus



STANFoRD '1852 
- 19241

Charles Villiers Stanford was born in Dublin in September 1852, the only son of a legal officer.

Both his parents were accomplished musicians; his father was a cellist and a bass who sang the

title role at the lrish premidre of Mendelssohn's Ehlah in '1847, and his mother was a pianist who
played concertos in concerts in Dublin. His parents encouraged his musical talents, providing him

with lessons in violin, piano, organ and composrtion. At the age of seven he gave a recital of music

by Beethoven, Handel, Mendelssohn, Moscheles, Mozart and Bach in front of an invited audience.

Aged 18 Stanford wentto Cambridge University and three years later obtained an MA and Doctorate.

He became the organist at Trinity College and conductor of the Cambridge University Music Society,

succeeding in raising its standard and attracting international stars to perform with it. ln 1873 he

made his first trip to Europe, visrting the Schumann Festival in Bonn where he met Joseph
Joachim (1831 - 1907) and Johannes Brahms (1833 - 1897). Brahms and Stanford became
friends, and Stanford remained a staunch advocate of Brahms, performing many of the English

premidres of his music, and writing a biography of Brahms.

Stanford spent the summer of 1874 in Leipzig taking lessons from Carl Reinecke (1824 - 1910),

the composition and piano professor at the Leipzig Conservatory. Despite going back to Leipzig in

1875, he found Reinecke to be, in his own words, "of allthe dry musicians I have ever known ...

the most desiccated". The following year, at Joachim's suggestion, Stanford went to Berlin and

studied with Friedrich Keil (1821 - 1BB5), from whom he claimed he learnt more "in three months

than from all the others in three years".

Despite the disapproval of his father, Stanford was married in 1878 to Jane Wetton (known as
Jennie), a singer whom he had met when she was studying in Leipzig. They had a daughter and a
son together. Stanford wrote his firstopera, The Veiled Prophet, in 1878, but was unable to get it
performed in England. His contacts in Germany arranged a performance in Hanover in 1881. The

reviews were mixed, and he had to wait until '1893 for the English premidre. Stanford was enamoured

by opera, writing nine in all, but they have not remained in the repertoire.

ln 1879 Stanford wrote the first of his many Anglican Church services, the so called Stanford ln I
flat, Op.10, lt is chiefly for his church music and anthems that he is remembered today, ln 1882

the Royal College of Music was set up, and Stanford was offered the post of professor of composition,

which he held until his death. He also conducted and nurtured the college orchestra, believing that

a good quality orchestra was essential to provide composition students with the chance to experience

the sound of their music. Stanford, along with Hubert Parry (1848 - 1918) and Alexander Mackenzie

(1847 - 1935), is considered to have been responsible for a renaissance in English music. The roll

call of his students includes many famous composers, including Samuel Coleridge-Taylor
(1875 - 1912), Gustav Holst ('1874 - 1934), Ralph Vaughan Williams (1872 - 1958), John lreland

(1879 - 1962), Frank Bridge (1879 - 1941), Herbert Howells (1892 - 1983), Edgar Bainton (1880 -

1956) and Arthur Bliss (1891 - 1975).

Since the beginning of the century Stanford had found his reputation waning and his music was

being eclipsed by that of the up and coming young composer, Edward Elgar (1857 - 1934).

Stanford had supported Elgar by conducting his music and putting him forward for a doctorate at
Cambridge, however, he could not help but feel put out as Elga/s music replaced his in popularity

both at home and abroad.

The fear of air-raids during the First World War affected Stanford badly and he moved out of London to
Windsor to avoid them. The war also caused a reduction in Stanford's income as fewer students
enrolled at the RCM. After the war he handed over the direction of the RCM's orchestra to Adrian
Boult (1889 - 1983), and gave occasional public lectures in which he criticised the music of the
new generation of composers. ln l922 Stanford completed his last work, his sixth trish Rhapsody,
two weeks before his 70th birthday after which his health started to deteriorate. He suffered a
stroke on 17 March 1924,and died 12 days later. His ashes were interred in the north choiraisle
of Westminster Abbey.
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Charles Villiers Stanford's reputation these days rests chiefly on his sacred music. His seven
settings of the morning, evening and communion services and 11 anthems and motets are a frequent
and welcome addition to Anglican Church worship. lndeed Nicholas Temperley writes in Music in
Britain thal it is due to Stanford that settings of the Anglrcan Church services regained their "full
place beside the anthem as a worthy object of artistic invention". Stanford himself was a lifelong
devotee of opera. He had become familiar with it during the 1860s in Dublin when he was taken to
the annual visits of the ltalian Opera Company from London. He wrote nine operas in all, the first
was Ihe Veiled Prophet of Khorassan, composed in 1878 but not performed until 1881. Stanford
had trouble getting the work premiered in England, it would have been easier if it had been 

,of 
the

Pinafore style' as Carl Rosa pointed out. lt received its premiere in Hanover al the K1nigliches
Schausple/. The reviews were mixed and Stanford's friend J A Fuller Maifland wrote a review for
The Musicallrmes saying that "Mr. Stanford's style of instrumentation... is built more or less on that
of Schumann; while his style of dramatic treatment bears more resemblance to Meyerbeer than to that
of any other master".

By the 1880s Stanford's reputatron was becoming well established. Early in the decade he mllaborated
with the librettist Gilbert Arthur d Beckett (1837 - 1891) on his second and third operas, the
Savonarola and Ihe Canterbury Pilgrims,The Savonarola was wellreceived at its Hamburg premiere
in April 1884, however, when itcame to Covent Garden it elicited savage criticism. The review in
The Theatre remarked that "The book of Savonarola is dull, stilted, and-, from a dramatic point of
view, weak. lt is not, however, so crushingly tiresome as the music fitted to il. Savonarola has gone
far to convince me that opera is quite out of [Stanford's] line and that the sooner he abandons the siage
for the cathedral, the better for his musical reputation". Even his friend and fellow lecturer at the
Royal College of Music, Hubert Parry, commented privately, "rt seems very badly constructed for
the stage, poorly conceived and the music, though clean and well-maniged, is notstriking or
dramatic".
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To get over this disaster, Stanford went to Hanover to visit his friend Ernst Frank (1847 - 1889),

who had been instrumental in getting his first opera staged there. Stanford's wife, Jennie, became
pregnant in August so they returned to Cambridge in time to attend the premidre of his E/egiac

Ode, Op. 21 at the Norwich and Norfolk Festival on 15t October 1884. lt was well received and

helped to restore Stanford's reputation.fhe Elegiac Ode was one of the first to set to music the

poetry of Walt Whitman (1819 - 1892), which was not widely known or understood in England at

the time. This choice of text was controversial; its dark tone in praise of death, which is identified

as a strong mother figure, was difficult for the Victorian sensibility to cope with. The music, however,

came in for universal praise. The Musical Iimes published an article that stated "Dr Stanford has

written an extremely effective and pleasing work, and in many parts, especially in the opening

chorus, the music possesses real charm... taken all in all we consider the E/egiac Ode the best

work the composer has yet given us".

It seems likely that Stanford had Brahms' Ein Deutsches Requiem,0p.45, in mind as a modelfor
this work. There are many points of similarity; both works feature a soprano and baritone soloist,

they are consolatory in their outlook towards death, they use a similar harmonic language, they
generate much of their musical material and development through the manipulation of small

motivic cells, and they both end with a fugue. The Elegiac Ode, Op.21, is in four movements. The

opening orchestral section in D minor and F major leads into the chorus in D major. The time

signature is alla breve (212) bul from the third bar onwards Stanford makes a feature of the

interplay between duplets and triplets, either alternating between them from one bar to another

which creates an undulating rhythm, or playing them off against each other at the same time. The

Lenlo tempo of the opening gives way lo an Allegro maesloso middle section in 4/4 and B flat

major at the words "Praised be the fathomless universe". The "sure enwinding arms of cool

enfolding death" bring us back to the tempo, key and time signatures of the opening. The second

movement is for baritone solo. lt is in 3/4 and marked Allegretto con moto. The third movement is

for soprano solo with soprano and alto chorus. fhe Cambridge Review accused the soprano solo

of being "somewhat un-elegiac", The two solo sections are generally regarded as not being as

strong as the choruses, The fourth movement for chorus is marked Tranquillo and starts in common

time (4/4) but with an accompaniment in triplets. Stanford here creates his first, of many, sea-

scapes by the use of gently undulating strings and striking harmonic progressions. At "Over the

tree-tops" Stanford begins a fugue, starting in the basses. The time signature here is given as 9/B

3/4 (i.e. two time signatures simultaneously) which, once again, gives Stanford lots of opportunity to

play with duple and triple rhythms. To quote Paul Rodmell in his book 'Charles Villiers Stanford',

this "rumbustious fugue... with its strong primary-chord harmonies, sits unmmfortably in its sunoundings

[i.e. in an elegy], although in itself it is a successful use of a well-worn formula and reflects the

sentiment of the words". The final section of the movement brings us back to the Lento of the start

of the work and, in typical Stanford style, recaps material from the opening movement.
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BRAHMS (1833-1897)

Johannes Brahms was born in Hamburg on the 7th May 1833, the middle of three children. His father,

Jakob, played the horn and double bass in the local theatres, and gave Johannes lessons in violin and

'cello when he was fouf years old. lt was the piano, though, that most appealed to Johannes and at

seven he was sent to a local musician, Otto Friedrich Willibald Cossel (1813 - 1865), for lessons.

Brahms was an avid pupil, and after three years Cossel, feeling he could teach nothing new to hts

charge, tried to enlistthe assistance of Eduard Marxsen (1806 - 1887), a celebrated localteacher. At

first unwilling, Marxsen soon realised Brahms'potential as a composer. lt was Marxsen who

introduced Brahms to music of the classical and baroque periods, which at that time were considered

to be unfashionable.

Brahms' family was too poor to afford a piano, and did not have room to accommodate one, so

Brahms had to practise at Cossel's house or in the local piano showroom. He helped to support the

family by playing piano in dockside taverns. These taverns were seedy places full of sailors, alcohol,

and prostitutes, and it has been suggested that experiencing the seedier side of human relationships

at such a formative stage in his life, he was only 13, affected Brahms'ability to relate to women in his

later life.

Brahms made his first appearance as a pianist in 1843, aged 10, playing in a Beethoven piano quintet

and a Mozart piano quartet. An impresario in the audience was so taken with Brahms' talent that he

offered to take him on tour to America. Jakob was ready to accept, however Cossel and Maxsen

were horrifled. ln the end Brahms remained in Hamburg, studying with Maxsen, free of charge.

At the age of 20 Brahms made a concert tour with the Jewish-Hungarian violinist Eduard Rem6nyi

(1830 - 1898). Rem6nyi's musicalinfluence on the young Brahms may be discerned in the Hungarian

flavour of his mature works. The tour made Brahms' name famous and he met and befriended some

of the most important musicians of the day: the violinist Joseph Joachim (1831 - 1907) in Hanover,

Franz Liszt (1S11 - 1886) at Weimar and finally Robert (1810 - 1856) and Clara (1819 - 1896)

Schumann at Dusseldorf. Brahms was deeply indebted to the Schumanns for their friendship and

support, and when Robert dled in 1856, Brahms was left without a patron, and took on the position of

protector to Clara.

From 1856 he divided his time between Hamburg and Lippe-Detmold, obtaining a post at court at the

latter place. Towards the end of 1858 he became secretly engaged to Agathe von Siebold, the daughter of

a university professor in Gottingen, but this did not last and in January 1859 the engagement was

broken. ln 1862 he became conductor of the Hamburg Philharmonic and in 1871 he finally settled in

Vienna, continuing his regime of touring and composing until his death in 1897

Brahms was a contemporary of Franz Liszt and Richard Wagner (1813 - 1883), and in his early

career was grouped with them as part of the "New German School", lndeed Liszt assisted Brahms in

his career and was very supportive. However, their musical backgrounds were very different. Wagner

and Liszt were strongly influenced by literary stimuli, whilst Brahms required no extra-musical sttmulus

to prompt him to compose, his music being more abstract, but no less romantic. He had an understanding

and respect for the music of his forebears, particularly Beethoven and claimed to have destroyed 15

quartets before he felt confident enough to publish his first, whilst his first symphony took 18 years to

compose.

EIN DEUTSCHES REQUIEM

Brahms' conception of the requiem was radically different from that held by the Roman Catholic
Church. Rather than concentrating on the last judgment, the day of wrath and the terrors that
await the souls of the dead, Brahms is concerned with comforting the living. To criticism that the
work should be more overtly Christian, he responded "As for the title, I must admit I should Iike to

leave out the word 'German' and replace it with 'Human"'. This is not to say that Brahms was not a

religious man; he possessed a well-thumbed copy of Luthe/s translation of the Bible from which

he selected the texts for the Requiem, and although Jesus Christ is not mentioned explicitly in his

requiem, he does call on the Lord several times.

Brahms, more than any other composer of the time, had a workrng knowledge of the music of
previous generations. His friend and mentor Robert Schumann ('18'10 - 1856) had an extensive
library of renaissance and baroque music, which Brahms is known to have studied. lt permeates

his writing in the German Requiem', from the use of dissonance, syncopation and anticipation to

theextensiveuseofcounterpointandfugue. WhilstitistoJSBach(1685-1750)thatweowethe
counterpoint and fugue, the choralwriting shows the influence of Handel (1685 -'1759). We also
know, from transcriptions that Brahms made, that Schtitz (1585 - 1672) influenced Brahms'
German Requiem, in particular in the word-painting. SchuE himself had written a German Requiem in

1636, in which he too selected his own texts from the Bible.

fhe German Requiem was a long time in the writing. The funeralmarch from the second movement

was originally intended as part of a two-piano sonata in D minor which Brahms was working on in

1854. The sonata remained unfinished, and the material formed the basis for Brahms'first attempt
at writing a symphony. This symphony also failed to be completed, and the material finally made

its way into the Piano Concerto No. 1, and finally to lhe German Requiem. lt was probably Robert
Schumann's attempted suicide in 1854 that prompted Brahms to start work on the Requiem. The

death of his mother in 1865 affected Brahms deeply, and it was certainly in her memory that he

later added the fifth movement which includes the words "As one whom his mother comforteth, so

will I comfort you", but it would be wrong to assocrate the work with the death of a particular
person.

The first performance in early 1868 was of the first three movements of the work only but, unfortunately,

the timpanist misread the score and played his D pedal fortissimo throughout the fugue at the end

of the third movement. The performance was a failure and Brahms was hissed. Brahms rewrote

the timpani part to ensure this would not happen again, and he never employed the timpanist
again. The first 'complete' performance (at this stage there were only six movements) took place

at Bremen Cathedralon Good Friday 1868. ltwas conducted by the cathedral's organist and

Kapellmeister, Karl Martin Reinthaler (1822 1896), who was so worried that the work was not

religious enough for performance at Easter that he prevailed upon Brahms to allow the insertion of
"l know that my redeemer liveth", from Handel's Messiah, in the middle of the requiem. The requiem

only took on its present form when Brahms came to publish it when he added another movement
for soprano, placed fifth in the scheme of movements. The premiere of this final form took place in
Leipzig in '1869, conducted by the composer Carl Reinecke (1824 - 1910).
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The German Requiem has a symmetrical construction, like a great arch with the fourth movement

as the keystone. The first movement opens with the words Se/ig slnd to a rising motif with an

orchestral texture without violins, giving a dark, subdued hue to the start of the work, while the text
provides consolation to the bereaved. The second movement is based on a slowtreading funeral

march that Brahms had intended for a two-piano sonata. The third movement introduces the baritone

soloist and makes prominent use of a rising third. lt ends with the choral fugue over a pedal note

on D, whose first subject starts with the rising Se/rg motif. The fourth movement is the brightest,

shortest and most tranquil with a lilting, waltz rhythm, starting again with the Se/lg motif in the

sopranos. ln the middle section the triple time is disrupted by a string of hemiolas (where the tune

is in groups of two beats against the three beat bar lines). The fifth movement introduces the

soprano soloist singing a ravishing melody to words of consolation taken from the Gospel of
St. John. The sixth movement is the longest, and the heart of the work. The bass soloist laments

the transitory nature of life, before a stormy middle section suggesting the terrors that are to come.

The rising third once again plays a prominent role. Finally, the movement ends with a great Handelian

fugue for the choir with a theme that inverts the Se/rg motif. The final movement brings us back to

the mood of the opening. The text now speaks of consolation for the dead. The work comes full

circle, uniting all the motivic fragments from earlier in the work, ending in F major with music from

the first movement, and the final word is, Se/rg (Blessed).

Programme notes courtesy of Paul Chambers

ELEGIAC ODE

lChorus

Come, lovely and soothing Death,

Undulate round the world, serenely arriving, arriving,
ln the day, in the night, to all, to each,

Sooner or later, delicate Death.

Praised be the fathomless universe,

For life and joy, and for objects and knowledge marvellous;

And for love, sweet love. But praise! praise! praise!

For the sure-enwinding arms of cool-enfolding Death.

ll Baritone Solo

Dark Mother, always gliding near, with soft feet,

Have none chanted for thee a chant of fullest welcome?

Then I chant it for thee. I glorify thee above alll

I bring thee a song that when thou must indeed come, come unfalteringly.

Approach, strong Deliveress!
When it is so, when thou hast taken them,

ljoyously sing the dead,

Lost in the loving, floating ocean of thee,

Laved in the flood of thy bliss, 0 Death!
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lll Soprano Solo and Chorus

From me to thee glad serenades,
Dances for thee I propose, saluting thee,

adornments and feastings for thee;

And the sights of the open landscape,

and the high-spread sky, are fitting,
And life and the fields, and the huge and thoughtful night.

lV Ghorus

The night, in silence, under many a star;

The ocean shore, and the husky whispering wave, whose voice I know;

And the soul turning to thee, 0 vast and well-veiled Death,

And the body gratefully nestling close to thee.

Over the tree-tops I float thee a song,

Over the rising and sinking waves, over the myriad fields, and the prairies wide;

Over the dense-packed cities all, and the teeming wharves and ways,

I float this carol with joy, with joy to thee, O Death!

Come, lovely and soothing Deathl

EIN DEUTCHES REQU'EM

Siehe, ein Ackermann wartet
auf die kostliche Frucht der Erde

und ist geduldig daruber,
bis er empfahe den Morgenregen und

Abendregen.
Aber des Herrn Wort bleibet in Ewigkeit
Die Erloseten des Herrn werden wieder

kommen,

und gen Zion kommen mit Jauchzen;

ewige Freude, wird tiber ihrem Haupte sein;

Freude und Wonne werden sie ergreifen,

und Schmerz und Seufuen wird weg mtissen.

lll Chorus with Baritone Solo

Herr, lehre doch mich,

daR ein Ende mit mir haben muR,

und mein Leben ein Ziel hat, und ich davon muB.

Siehe, meine Tage sind

einer Hand breit vor Dir,

und mein Leben ist wie nichts vor Dir,

Ach, wie gar nichts sind alle Menschen,

die doch so sicher leben.

Sie gehen daher wie ein Schemen,

und machen ihnen viel vergebliche Unruhe;

sie sammeln und wissen nicht,

wer es kriegen wird.

Nun Herr, wes soll ich mich trosten?

lch hoffe auf Dich,

Der Gerechten Seelen sind in Gottes Hand

Und keine Qual rrlhret sie an.

lV Chorus

Wie lieblich sind Deine Wohnungen,

Herr Zebaoth!
Meine Seele verlanget und sehnet sich

nach den Vorhofen des Herrn:

mein Leib und Seele freuen sich

in dem lebendigen Gott.

Wohl denen, die in Deinem Hause wohnen,

die loben Dich rmmerdar.

V Chorus with Soprano Solo

lhr habt nun Traurigkeit;
aber ich will euch wieder sehen,

und euer Herz soll sich freuen,

und eure Freude soll niemand von euch nehmen.

Behold, the ploughman waits
for the precious crop of the earth,

and is patient for it,
until he receives the morning and evening rain.

But the word of the Lord endures forever
The redeemed of the Lord shall return,

and come to Zion with exultation;
they shall be crowned with everlasting joy.

Joy and gladness shall seize them,

and sorrow and sighing must be banished

Lord, teach me

that I must have an end,

and that my life has a span, and I must depart.
Behold, my days are

as a hand's breadth to you,

and my life is as nothing.

Alas, all men are as nothing,

however securely they live.

They go around like shadows,
and trouble themselves in vain;

they amass riches and do not know
who will receive them.

Now Lord, how can I console myself?

My hope is in you.

The souls of the righteous are in the hand of
God, and no distress shall ever trouble them.

How lovely are your dwellings,
Lord of hosts!

My soul longs and yearns

for the courts of the Lord;

my body and soul rejoice

in the living God.

Blessed are they that dwell in your house,

they praise you forever.

For now you are sorrovvful;

but I will see you again,

and your heart will be glad,

and no one will take your joy from you.

I Chorus

Selig sind, die da Leid tragen,

denn sie sollen getrostet werden.

Die mit Triinen sien, werden mit Freuden

ernten.

Sie gehen hin und weinen
und kagen edlen Samen,

und kommen mit Freuden

und bringen ihre Garben.

ll Chorus

Denn alles Fleisch es ist wie Gras

und alle Herrlichkeit des Menschen

wie des Grases Blumen.

Das Gras is verdorret
und die Blume abgefallen.

So seid nun geduldig, lieben Bruder,

bis auf die Zukunft des Herrn.

Blessed are they that mourn,

for they shall be comforted.
They that sow in tears shall reap in joy.

They that go forth weeping,
bearing precious seed,

And return with joy,

carrying their sheaves.

For all flesh is as grass,

and the glory of mankind

is as the flower of grass.

The grass is withered,

and the flower is fallen.

Therefore now be patient, dear brethren,

until the coming of the Lord.



lch will euch trosten,

wie einen seine Mutter trostet.

Sehet mich an: lch habe eine kleine Zeit
MLlhe und Arbeit gehabt

und habe groRen Trost gefunden

Vl Chorus with Baritone Solo

Denn wir haben hie keine bleibende Statt,

sondern die zukunftige suchen wir.

Siehe, ich sage euch ein Geheimnrs:
Wir werden nicht alle entschlafen,
wir werden aber alle venvandelt werden;
und dasselbige plotzlich in einem Augenblick,
Zu der Zeit der letzen Posaune.

Denn es wird die Posaune schallen

und die Toten werden auferstehen unveniveslich;

und wir werden venruandelt werden.
Dann wird erflillet werden das Wort,

das geschrieben steht:

Der Tod is verschlungen rn den Sieg,

Tod, wo ist dein Stachel?
Holle, wo ist dein Sieg?

Herr, Du bist wurdig
zu nehmen Preis und Ehre und Kraft,

denn Du hast alle Dinge erschaffen,
und durch Deinen Willen haben sie das Wesen
und sind geschaffen.

Vll Chorus

Selig sind die Toten,

die in dem Herrn sterben, von nun an.

Ja der Geist spricht,

daR sie ruhen von ihrer Arbeit;

denn ihre Werke folgen ihnen nach.

I will console you,

as a mother consoles her child.

Behold me: I have had for a little time
toil and torment,

and have found great consolation.

For we have here no abiding city,

but we seek the one which is to come.

Behold, I tell you a mystery.
We shall not all sleep,

but we shall all be changed;
and that suddenly, in the twinkling of an eye,

at the sound of the last trumpet.

For the trumpet shall sound,

and the dead shall be rarsed incorruptible,
and we shall be changed.

Then shall be fulfilled the word

that is written:

Death is swallowed up in victory.

Death, where is your sting?

Hell, where is your victory?

Lord, you are worthy
to receive praise and honour and power,

since you created all things,

and through your will they have their being

and are created.

Blessed are the dead

who from now on die in the Lord.

Yes, the Spirit says,

they will rest from their labours,

for their deeds follow them

SPONSORSHIP

Kingston Choral Society welcomes enquiries from individuals, families or businesses who
would like to help the choir by sponsoring a soloist or orchestral instrument for a particular

concert or season.

Sponsors will be acknowledged by name, or anonymously if preferred, in concert programmes
and will be helping us to maintain a high standard of performance with professional soloists and
musicians, whilst keeping ticket prices affordable for all.

For further information please contact info@kingstonchoralsociety.org.uk or phone 020 8942 2275

ANDREW GRIFFITHS - Musical Director 
I

Andrew Griffiths enjoys an enviable reputation as a dynamic and
versatile young conductor with a particular flair for opera and

choral music.

A graduate of The Royal Opera's prestigious Jette Parker Young
Artist Programme, Andrew has conducted productions for The

Royal Opera, Welsh National Opera, Opera North, Opera Theatre

Company, Early Opera Company, Mid Wales Opera, Bampton

Classical Opera and lford Festival Opera. He has appeared in

concert with the orchestras of The Royal Opera and Opera
North, Southbank Sinfonia and Orpheus Sinfonia, and is regularly

engaged to broadcast and record with the BBC Singers.

Andrew has worked at Glyndebourne, ENO, Scottish Opera, WNO, Chicago Opera Theatre and

with the BBC Symphony and Scottish Symphony Orchestras, as well as on numerous Royal

Opera productions (including the Rlng and the world premidre of The Minotaur), under such
conductors as Pappano, Bychkov, Elder, Gardiner and Mackerras. He is often engaged for
projects outside the standard operatic canon, and is particularly experienced in Baroque repertoire
and the music of the lastfifty years. Much soughtafter as a vocal coach, he works frequently with the

singers at the National Opera Studio and The Royal Opera.

ln constant demand as a choral conductor, Andrew appears regularly with the BBC Singers, for
whom his engagements have included an acclaimed performance of Gawain (BBC SO/Brabbins),
recordings of twentieth-century American repertoire, and broadcasts of the Howells Requiem,

Parry's Songs of Farewelland MacMillan's Tenebrae Responses. He is Musical Director of Kingston

Choral Society and chamber choir Londinium, and has appeared as a guest conductor with New

London Chamber Choir, Hong Kong's Tallis Vocalis, and the choirs of Dartington lnternational
Summer School.

A pianist, viola player and singer by kaining, Andrew began his musical education as a Quirister
and Scholar at Winchester College, and read music at Gonville and Caius College, Cambridge,
where he held a Choral Exhibition. He studied conducting under Martyn Brabbins in Glasgow, and
trained as a r6p6titeur at the National Opera Studio and at Scottish Opera. He is a former principal

viola of the National Youth Orchestra of Great Britain, and a founder member of vocal consort Stile

Antico. ln 2008 he was chosen to receive the Wagner Society's Bayreuth Bursary.

Andrew's recent and future engagements include his Barbican Hall debut conducting the BBC

Singers, Handel's La Resurrezione with Early Opera Company at Wigmore Hall, the 1589 Florentine
lntermedi at Dartington, and Londinium's debut recording, focusing on rare British 20th century
repertoire.



ANITA WATSON - Soprano THAMES SINFONIA

Anita Watson studied at the Sydney Conservatorium of Music

before joining the Australian Opera Studio, Cologne Opera Studio

and the Jette Parker Young Artists Programme at the Royal Opera

House, Covent Garden.

Notable engagements rnclude: The Governess The Turn of the

Screw (La Fenice, Venice, Thedtre du Capitole); Gretel Hdnse/ und

Gretel, First Lady Die Zaubefl1te (Royal Opera House); Donna

Anna Don Giovanni (Opera Australia / Nederlandse Reisopera/

Landestreater Salzburg/Smttish Opera / Teabo La Fenice); Pamina Dle

Zaubefl1te (Welsh National Opera); Mimi La bohdme (Opera

North / Nederlandse Reisopera); Anne Trulove The Rake's
Progress (Teatro Municipal de Santiago).

Anita won First Prize in the ARD Music Competition, Munich, the Australian Singing Competition,

and the SWR Emmerich-Smola Prize, as well as prizes in the Queen Sonja Competition, Neue

Stimmen and Operalia.

Most recently Anita has sung the Governess in The Turn of the Screw for English National Opera

and Donna Anna in Don Giovannifor West Australian Opera.

Britr*h baritone Dnminic Seelgwick jnined {he prestigious .}ette

Parker Young Artists Prr:gramme at the Roy*ll ilpera House nt lhe

heginning of the ?017118 $*as*n, having studieci with Roli*rt ilean
at the $uildhall $chnul o{ ktlusic and ilrama's Opera $chntl He

prevroLisly read Thenlogy at Clare College" ilainl:ridge"

lJrminic marje his Royal fipera H*ure dehut ;rs \4arulln in RigoJeflo,

with fL:rther roles in the 201?11$ season inclLrding $econri Nazarene

$alome, l',troralss in ffiarrie Kosky's pr*dLrclian n{ Carnien and Third

Ghost Child Coralrne (L,ilark-Anthony Turnage I w*rld premiere a{ the

Barbican Thcatre). ln the ?il1811S seff$on, ilnmtnic wtli perfnrm as

lJrivice's Friend Sllly $udd, Kuligin ffafya Kahanova, und the roles of

Morales and Dancarre Carmeil. ln recital he will return to th* London $ong F**tival, perform

numerous recitals in the ROH Crush Room and in ?CI19 he willmake hi* Wigmore Halldebut wilh

pianistCeri Owen as a !\1il01\4 Concordia Ariist"

Dominrc has perforrned vrid*ly as a soloist cn bcih the *oncert and recital platfnrm, wilh recent

debut per{nrmances at $age Gateshead, ltteweaslle, the Royal Ali:erl Hall and Cadngan l"iall. He

is a $amling Artist. a tsritt*n Pears ,Artist, a Drake talleja $chnlar and inaugural Askcnas l"{nlt

Rising $tar. Competiti*n $ucce$ses inrlude the Audience Pri:e as a {inalisl in the lnaugural

Grang* Festivallnternational$inging Cnmpetition 2017, the ?CI17 WCOh,i C*ncordia Award and a

finnlirt in th* $tuart Surrow* lnternalronal Voice ,Award.

Thames Sinfonia, sister orchestra to the period instrument Purcell Orchestra, is comprised of
professional players from many of London's most prestigious orchestras and ensembles, and has

accompanied Kingston Choral Society over many years, We are delighted to welcome back David

Le Page as Guest Leader tonight. Amongst many other musical projects, David is leader of the

Orchestra of the Swan, based in Stratford-upon-Avon, which Andrew Griffiths has enjoyed

conducting. Born on the channel island of Guernsey, David Le Page began playing the violin

at the age of seven. He was offered a place at the Yehudi Menuhin school aged 12 and has

since forged a diverse career as a performer, composer, producer and arranger.

Thames Sinfonia has recently embarked on a new collaborative project with Sutton Music Service

and the professional Carshalton Opera Company, bringing opera to family audiences in South

London. Humperdinck's Hansel and Grete/will be performed in a new shortened version for chamber

ensemble, singers and dancers created by Robin Page on Sunday 25t November. See page 7 of

the programme for details!

Leader David Le Page

Violin 1 Catherine Leech

Alison Strange

Annemarie McDaid

Antonia Kesel

Clare Raybould

Sarah Hill

Violin 2 Dominika Feher

Magda Loth-Hill

Charlotte Aslangul

Julia Brocklehurst

Phillip Granell

James Widden

Viola Dan Shilliday
Barnaby Adams

Katie Heller
David Brooker

Cello Clare O'Connell

James Barralet

Miriam Lowbury
Elizabeth Andrews

Bass Marianne Schofield
Ben Daniel-Greep

Flute Emma William

Daniel Parkin

Piccolo Helen Vidovich

Oboe Emily Cockbil
Vanessa Howells

Clarinet Massimo di Trolio

Alec Cattell

Bassoon Laura Vincent
Alison Anderson

Contra
Bassoon Alex Davidson

Martin Grainger

Tim Anderson

James Topp

Jamie Thomas

Cameron Todd

Martin Rockall

Huw Evans

Ross Johnson

Ed Hilton

Ed Neuhauser

Joseph Mathers

Stephen Matthews

Rosanna Rolton

lnga Page

Horn

Trumpet

Trombone

Bass

Trombone
Tuba
Timpani

Percussion
Harp

Concert
Manager

Raise money for KCS when you shop online!

All you need to do is register with Easyfundraising and choose Kingston Choral Society

as your cause, using the link below. Then select your retailer on the Easyfundraising
website, purchase the item and check out as normal.

The retailer will give KCS a commission on all your purchases. Simple!

http s : / /www. e a syf u n d ra i s i n g. o rg. u k/ s u p p o rt- a- g o od - c a u s e/

DOMINIC SEDGWICK - Baritone



SOPRANOS

Ann Allen

Michele Barrons

Mary Bates
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Pippa Cox

Anna Cronin
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Lucy Thomas
Margaret Turner

BASSES

Jeremy Antrich
John Bassett

Alan Brough

Paul Chambers
Denis Down

Ray Elmitt

Edmund Hosker
David Hudson

Chris Jacob
Chris Johns
Malcolm Long

David Morgan

Bob Pannell

Stathis Papadopoulos
Marcus Petrat

Luke Reader
Tom Rees

Jim Sleighthome
Paul Smith

David Syrus

lan Wood

TENORS

Rene Barclay

Andrew Brown

Richard Clift

Michael Cox
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Richard Siberry
Neil Varey

Julian Waldon
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Kingston Choral Society needs your support.

It takes lots of resources - talent, volunteers and financial support - to allow the Society
to continue to perform and maintain high quality performances.

Any donations or legacies would be used to purchase and hire music, to rent performance

facilities or to pay the day{o-day operational expenses of the organisation.
Please send any donations to:

Kingston Choral Society, 20 Lynton Road, New Malden KT3 5EE

Kingston Choral Society is affiliated to Making Music
(the National Federation of Music Societies)


