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Isle of Song  
Two Golden Ages: Sacred motets and secular part songs 
from 1600 and 1900-50 

“The empire, long divided, must unite; long united, must divide. Thus it has 
ever been”. The opening lines of Luo Guangzhong’s epic Romance of the 
Three Kingdoms succinctly set out the inevitably cyclical nature of things.  

English choral music is no exception to this rule, going through times of 
great invention followed by less exciting periods. This feeling is of course 
exacerbated by the way the history of English music has traditionally been 
constructed, around the cult of the colossal genius at whose feet we fall, 
awestruck. We would struggle, for example, to pick out a Victorian musical 
colossus, and because of that we buy into the characterization of 
nineteenth-century England as “Das Land ohne Musik”. But regardless of 
that, our programme tonight picks out two periods of English musical 
inventiveness – the late sixteenth/early seventeenth centuries and the 
early/mid twentieth century.  

The first half of our programme showcases sacred and secular music by 
Tudor greats. This was a time often described as the “Golden Age”, of a 
cultural flourishing in a context of proto-nationalism and establishment of 
an English, Protestant identity. It’s slightly ironic, then, that most of the 
sacred music in this part of our programme is written by Catholics, for 
Catholics. The secular music contains some of the best examples of the 
English madrigal, itself heavily influenced by Italian models but embraced 
and developed by English composers. 

The second half covers what might loosely be described as the English 
revival, after a century and a half of not very much musical invention, and 
certainly no great composers (the historian Theodore Hoppen has written 
that “The Victorians, it seemed, could do anything with music – except 
compose it”). Stanford, Elgar and Vaughan Williams, however, paved the 
way for a second “Golden Age” of English choral music, continuing the cycle 
of harmony and invention.  

Whatever the extent of historical determinism behind these musical peaks, 
it still means we can present some fantastic music from across the centuries 
and show that – at some points in its history, at least – our Isle is not full of 
noises, but full of Song. 



 

 
 

 

 

 

 

 

 

 

These programme notes were written by Daniel Bamford with illustrations 
and design by Niels Lous. Thanks to Katie Newman for her valiant attempts 
to extract all typos.  

  

Next page: Manuscript page of William Byrd’s Sing joyfully from the hand 
of Thomas Tudway (c. 1650- 1726), Musick-Professor to the University of 
Cambridge. Tudway sourced manuscripts of representative compositions 
of his time and collected them in six volumes of music for use by the 
Anglican church – the so-called Harleian Manuscripts, named after Robert 
Harley, 1st Earl of Oxford, who commissioned Tudway’s work. 

Page backgrounds: Tenor part of William Byrd’s Haec Dies in the partbook 
“Gradualia” printed by Richard Redmer (London, 1610)  |  Cantus part of 
Thomas Weelkes’ Thule from the partbook “Madrigals of 5 and 6 Parts”, 
printed by Thomas East (London, 1600)  |  Detail of Jackson Pollock’s 
painting “Full fathom five” (1947). 

If Odysseus were alive today, the sweet sound of our Isle of Song would 
entice him away from the Sirens – and history would be rewritten…  



  



Texts and translations 

Sing joyfully 
William Byrd (1539 – 1623)  |  Text: Psalm 81: 1-4     

One of Byrd’s most famous anthems, Sing joyfully has been a cornerstone 
of the English church repertoire since the time of its composition. Church 
music was not printed in England in Byrd’s time, rather circulating in 
manuscript among a limited circle of musicians – meaning that much from 
the sixteenth and seventeenth centuries has been lost forever. It was 
largely pieces like this, popular and widely disseminated (because they were 
really good), which have survived.  

Sing joyfully was performed at the christening service for Mary, daughter of 
King James I, at the Chapel Royal in 1605, and is unrelentingly celebratory in 
nature. Byrd uses word painting techniques to describe the instruments of 
celebration – timbrels (tambourines), harps, viols and trumpets, creating a 
momentum that builds throughout.  

Sing joyfully unto God our strength.  
     sing loud unto the God of Jacob. 
Take the song, and bring forth the timbrel,  
     the pleasant harp and the viol.  
Blow the trumpet in the new moon,  
     ev’n in the time appointed,  
     and at our feast day.  
For this is a statute for Israel,  
     and a law of the God of Jacob. 

Factum est silentium 
Richard Dering (1580 – 1630)  |  Text: Revelations 8: 1, 12: 7, 5: 11, 12:10 

Richard Dering published Factum est silentium in Brussels in 1618, as part of 
his “Cantica Sacra”, a collection of 21 six-voice motets. Dering was, although 
English, in exile due to his Catholic faith, so although he is celebrated as an 
innovator in English music, that innovation would not have been there had 
he remained in England.  



  

Before silence ensued, a fierce battle was fought between Archangel 
Michael and the dragon, shown here above Mont St Michel (at low tide) 
 – not exactly an Isle of Song! The image was taken from the early 15th-
century book of hours “Très Riches Heures du Duc de Berry” illustrated by 
the Limbourg Brothers. 



His compositions are influenced by the concertato style gaining prevalence 
in Europe through composers such as Claudio Monteverdi and Alessandro 
Grandi, and that is clearly on show here, with dramatic word-painting and 
chattering vocal writing. There is a great deal of drama in this motet, 
representing the Archangel Michael in battle with Satan – a subject that 
would never have been sanctioned in the Church of England – and which 
would have been more appropriate for private worship.  

Dering returned to England in 1625 as organist at the private chapel of 
Henrietta Maria, Charles I’s Catholic queen, and his music did remain 
popular well into the late seventeenth century. Just not in church. 

Factum est silentium in coelo 
     dum committeret bellum draco  
     cum Michaele Archangelo.  
Audita est vox milia milium      
     dicentium:  
     salus, honor et virtus  
     omnipotenti Deo.  
Alleluia. 

There was silence in heaven 
     when the dragon fought   
     with the Archangel Michael. 
The voice of a thousand thousand 
     was heard saying: 
     salvation, honour and power 
     be to the almighty God.  
Alleluia. 

O clap your hands together 
Orlando Gibbons (1583 – 1625)  |  Text: from Psalm 47, with Gloria 

Orlando Gibbons’s O clap your hands together is without doubt one of the 
most accomplished pieces of the 1620s. It makes vivid use of double choir 
writing in its eight-part texture, uses ingenious canonic devices and shows a 
complete mastery of mature English Renaissance polyphony. It is equally 
remarkable, therefore, that this music was almost lost. It only survives 
complete in one manuscript source, dating from the 1660s, itself probably 
copied from sources belonging to the Chapel Royal or Westminster Abbey, 
where Gibbons had been organist before his untimely death.  

O clap your hands together was performed at a commencement ceremony 
in 1622, where Gibbons’s friend William Heyther received his doctorate in 
music. Gibbons himself seems to have never received such an honour, 
which, given his unequalled compositional skill, seems a little unfair. 



O clap your hands together, all ye people:  
O sing unto God with the voice of melody. 
For the Lord is high and to be feared: 
He is the great King of all the earth. 
He shall subdue the people under us: 
And the nations under our feet. 
He shall choose out an heritage for us, 
E’en the worship of Jacob, whom he loved.  

 

 

God is gone up with a merry noise, 
And the Lord with the sound of the trumpet. 
O sing praises unto our God, 
O sing praises unto the Lord our King. 
For God is the King of all the earth; 
Sing ye praises with the understanding. 
God reigneth over the heathen:  
God sitteth upon his holy seat. 
For God, which is highly exalted, 
Doth defend the earth as it were with a shield. 

Glory be to the Father, and to the Son, and to the Holy Ghost; 
As it was in the beginning, is now, and ever shall be, 
World without end. Amen. 

Haec dies 
William Byrd (1539 – 1623)  |  Text: Psalm 118: 24  

Another celebratory motet, Haec dies is unrelenting in its energy, bubbling 
over with triple-time cross rhythms as many voices rejoice. The overall 
effect is highly madrigalian – again, this is definitely not a piece for the 
Church. 

Haec dies  
     quam fecit Dominus:  
     exultemus et laetemur in ea.  

This is the day  
     which the Lord hath made:  
     let us be glad and rejoice therein.  

There’s nothing  
  like a medieval  
   trumpet for  
  some merry  
 noise!  



Alleluia. Alleluia. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

In dew of roses 
Thomas Morley (1558 – 1602)  |  Text: anonymous 

Thomas Morley’s “First Book of Madrigals” was published in 1594 and then 
reprinted in 1600, testament to its popularity (few contemporary works ran 
to more than one edition). In dew of roses is a typically restrained and 

The texts in Morley’s “First Book of Madrigals” are about shepherd 
Philistus. He is in love with colleague Clorinda who, alas, is infatuated with 
Thyrsis instead. Moving poetry and melodies ensue (to no avail) until 
Philistus seeks distraction with the nymph Lycoris. She has herself been 
rejected by satyr Dorus in favour of another nymph – In dew of roses is her 
lament. Later editions of the “First Book of Madrigals” are extended by 
four songs to unravel this complex love knot and create a happy ending – 
as in the above pastoral scene by Abraham Bloemarts (1564 – 1651). 



perfectly formed madrigal, on a common theme – the nymph Lycoris, 
spurned, bemoans her fate. The overlapping high voices towards the end 
evoke a sense of insistence, and imply that Lycoris is not wallowing in grief 
at all, but planning revenge. 

In dew of roses, steeping 
Her lovely cheeks, Lycoris thus sat weeping. 
Ah, Dorus false, that hast my heart bereft me, 
And now unkind hast left me: 
Hear, alas, hear, O hear me! 
Ay me, cannot my beauty move thee? 
Pity then me because I love thee. 
Ay me, thou scornst the more I pray thee, 
And this thou dost to slay me. 
But do, then do kill me and vaunt thee, 
Yet my ghost still shall haunt thee. 

Adieu, ye city-prisoning towers 
Thomas Tomkins (1572 – 1656)  |  Text: anonymous 

Tomkins was primarily a composer of music for the Church, and this 
madrigal is taken from his only published set, printed in 1622. Its text 
describes the desire for simple rural pleasures, perhaps reflecting Tomkins’s 
own longing, being obliged to travel frequently between the “country 
bowers” of Worcester where he lived, and the “city-prisoning towers” of 
London’s Chapel Royal, where he was one of the organists. His style is 
relatively traditional but highly accomplished, with notable depictions of 
chirping birds, and a lilting triple-time section towards the end. 

Adieu, ye city-prisoning towers;  
Better are the country bowers. 
Winter is gone, the trees are springing, 
Birds on every hedge sit singing. 
Hark, how they chirp! 
Come, love, delay not, 
Come, sweet love,  
O come and stay not.  



Thule, the period of cosmography  
Thomas Weelkes (1576 – 1623)  |  Text: Thomas Weelkes, likely based on 
the geographical compendium “The Principal Navigations” (1589)  by 
Richard Hakluyt (1552 – 1616) 

Thomas Weelkes was probably the foremost madrigalist of the Elizabethan 
period, and Thule, the period of cosmography is one of his best. Revealing a 
strange obsession with erupting volcanoes (luckily for Weelkes, Freudian 
psychoanalysis wasn’t a thing in Elizabethan England), he takes us on a trip 
to Cape Verde via Iceland and Sicily with a tour de force of word-painting. 
There are ascending flames, billowing sulphur clouds, flying fish, all brought 
to life through music which is exciting and at times very strange indeed. The 
message, though, is a simple one. There is nothing on Earth, no matter how 
far you travel, which is as wondrous as the human heart, capable of freezing 
and burning in equal measure. 

Thule, the period of cosmography, 
Doth vaunt of Hecla, whose sulphurious fire 
Doth melt the frozen clime and thaw the sky; 
Trinacrian Aetna’s flames ascend not higher. 
These things seem wondrous, yet more wondrous I, 
Whose heart with fear doth freeze, with love doth fry. 

The Andalusian merchant, that returns 
Laden with cochineal and China dishes, 
Reports in Spain how strangely Fogo burns 
Amidst an ocean full of flying fishes. 
These things seem wondrous, yet more wondrous I, 
Whose heart with fear doth freeze, with love doth fry. 
 
 

  

Next page: Thule is mentioned in ancient Greek and Roman literature “as a 
distant place in the North”. Olaus Magnus’ 1539 map places it (as Tile) near 
the Orkney and Faroe Islands, surrounded by a whale, an orca and a fierce 
“monster, seen in 1537” – not exactly an Isle of Song! 



 

 

 

 

 

 

 

 

 

 

 

 

 
 
 
 

Three Motets 
Charles Stanford (1852 – 1924) 

Stanford was a highly influential teacher and composer, and a founding 
professor of the Royal College of Music, where he taught from 1882 until 
his death in 1924, inspiring and shaping a generation of English musicians. 
His Three Motets, Op.38, were published in 1905 but were probably 
composed in the 1880s and are unusual among his choral music in that they 
are in Latin rather than English. Coelos ascendit hodie is a lively double-
choir motet, while Justorum anime and Beati quorum via are more 
reflective. Stanford was heavily influenced by German classical style,  
and there are glimpses of Brahms and Bruckner throughout these motets. 



Coelos ascendit hodie  

Text: 14th-century hymn  

Coelos ascendit hodie  
Jesus Christus Rex gloriae. 
Sedet ad Patris dexteram, 
gubernat coelum et terram. Alleluia!  

Iam finem habent omia 
Patris Davidis carmina, 
iam Dominus cum Domino 
sedet in Dei solio. Alleluia!  

In hoc triumpho maximo 
benedicamus Domino, 
laudatur Sancta Trinitas, 
Deo dicamus gratias. Alleluia! Amen. 

Today ascended into the heavens 
Jesus Christ, the King of glory. 

He sits on the right of the Father, 
and rules heaven and earth. Alleluia! 

Now have been fulfilled 
the songs of the Patriarch David, 

now the Lord sits with the Lord 
on the throne of God. Alleluia! 

In this great triumph 
let us bless the Lord, 

let the Holy Trinity be praised, 
let us give thanks to God. 

Alleluia! Amen. 
 

 

 
 

Bonnie van Voorst’s painting “Ascension” 
(2015 – 2018) captures the golden joy  

of Stanford’s Coelos ascendit hodie  
and makes it rain down on the world below 

like a torrent in summer… 



Justorum animae  |  Text: Wisdom 3: 1-2a, 3b 

Justorum animae  
     in manu Dei sunt, 
et non tanget illos  
     tormentum malitiae. 
Visi sunt oculis  
     insipientium mori, 
illi autem sunt in pace. 

The souls of the righteous  
     are in the hand of God, 
and the torment of malice  
     will not touch them. 
To the eyes of the unwise  
     they seem to have died, 
but they are at peace. 

Beati quorum via  |  Text: Psalm 119: 1 

Beati quorum  
     via integra est: 
qui ambulant in lege Domini. 

Blessed are they  
     whose path is honest: 
who walk in the law of the Lord. 

Beati quorum via 
Janet Wheeler (1957 – )  |  Text: as above 

Janet Wheeler writes about her composition: 

“When Neil Ferris and Michael Higgins invited me to write a piece for [Vocal 
Ensemble] Sonoro based on a well-loved classic of the choral repertoire, 
and gave a list of possible inspirations, I was delighted to see Stanford’s 
Beati quorum on the list and immediately chose it as my model. I have sung 
and conducted it many, many times but it also has a particular personal 
significance, as it was sung at my wedding. 

While I was composing my piece, it was natural that I should be thinking 
about my husband, partly because of the wedding music, partly because, 
though not at all religious, he was such an honest and upright man and 
partly because he was suffering from brain cancer. He became part of my 
inspiration in this project and with Neil and Michael’s kind permission, a 
group of friends sang the piece at his funeral. 

I modelled the texture and structure of my setting very closely on Stanford’s 
gem and also decided to write in the same key to allow the two pieces to be 
easily programmed as a sequence.” 



As torrents in summer  
Edward Elgar (1857 – 1934)  |  Text: from “The Saga of King Olaf”  
by Henry Wadsworth Longfellow (1807 – 1882),  
adapted by Harry Arbuthnot Acworth (1849 – 1943) 

This lyrical, short and simple partsong is taken from Elgar’s seldom-
performed early cantata “Scenes from the Saga of King Olaf” about the man 
who brought Christianity to Norway. This extract is from the final part of 
Longfellow’s epic poem, where the voice of St John the Apostle is heard, 
saying that battles are best fought with weapons of the spirit, not of steel. 
One can imagine King Olaf, killed in a sea battle in the previous scene after 
having spread the Gospel through violence and oppression, muttering  
“Oh, now you tell me…” 

As torrents in summer 
Half dried in their channels, 
Suddenly rise, tho’ the 
Sky is still cloudless 
For rain has been falling  
Far off at their fountains; 

So hearts that are fainting 
Grow full to o’erflowing, 
And they that behold it 
Marvel, and know not 
That God at their fountains 
Far off has been raining! 

  

Image below:  
Behold this “Devon trout stream” 

painted (in summer) by Edward 
Steel Harper (1878 – 1951), and 

marvel at its incredibly luminous 
colours – created using the 

 Pre-Raphaelite “wet white” 
technique. 



Three Shakespeare Songs 
Ralph Vaughan Williams (1872 – 1958)   
Text: William Shakespeare (1564 – 1616) 

Vaughan Williams, whose 150th anniversary it is this year, somewhat 
reluctantly wrote these three choral pieces for the 1951 British Federation 
of Music Festivals’ National Competition. Meant as “test” pieces, they 
certainly test the range and technique of any choir. The first, Full fathom 
five, is impressionistic and shows the clear influence of Ravel, under whom 
Vaughan Williams had studied in Paris, using cluster chords and dissonance 
to evoke the muffled ringing of distant bells. The cloud capp’d towers tests a 
choir’s ability to keep in tune and uses deep, resonant chords which 
meander around a loose tonal centre. The final piece of the three, Over hill, 
over dale, is a chattering test of enunciation and lightness, describing the 
flitting of fairies. 

Full fathom five thy father lies, 
Of his bones are coral made; 
Those are pearls that were his eyes: 
Nothing of him that doth fade, 
But doth suffer a sea-change  
Into something rich and strange. 
Sea-nymphs hourly ring his knell: 
Ding-dong. 
Hark! now I hear them, – ding-dong bell. 

The cloud-capp’d towers, the gorgeous palaces, 
The solemn temples, the great globe itself, 
Yea, all which it inherit, shall dissolve, 
And, like this insubstantial pageant faded, 
Leave not a rack behind: We are such stuff 
As dreams are made on, and our little life 
Is rounded with a sleep. 

Over hill, over dale, 
Thorough bush, thorough briar, 
Over park, over pale, 
Thorough flood, thorough fire 
I do wander everywhere. 



Swifter than the moonè’s sphere; 
And I serve the fairy queen, 
To dew her orbs upon the green. 
The cowslips tall her pensioners be; 
In their gold coats spots you see; 
Those be rubies, fairy favours, 
In those freckles live their savours: 
I must go seek some dew-drops here, 
And hang a pearl in every cowslip’s ear. 

 
 

 

 

 

 

 

Weep you no more, sad fountains 
Rebecca Clarke (1886 – 1979)  |  Text: anonymous 

Rebecca Clarke was a relatively prolific composer of choral works, but until 
recently has remained an obscure figure. An Anglo-American, she studied at 
the Royal Academy of Music but was withdrawn after her harmony teacher 
proposed marriage and kissed her after a lesson. She then studied under 
Stanford at the Royal College of Music, where she faced no such unwanted 
advance. A proficient viola player, Clarke wrote several compositions for the 
instrument, often under male pseudonyms. And even when her viola sonata 
tied for first place in a competition, many assumed that “Rebecca Clarke” 
was itself a pseudonym – as surely a woman couldn’t write something like 
that? 

Her choral output is small but consistently good, and this homage to John 
Dowland draws a line between the Elizabethan period and the twentieth 
century. She first wrote this as an accompanied song (as Dowland himself 

“Oberon, Titania and Puck with Fairies Dancing” over hill, over dale as 
imagined by William Blake (1757 – 1827). 



did) in 1912, revising it for four-part choir in 1926. It uses shifting 
harmonies and has a lilting quality to it. It can certainly more than hold its 
own against Clarke’s (male) contemporaries. 

Weep you no more, sad fountains; 
What need you flow so fast? 
Look how the snowy mountains 
Heaven's sun doth gently waste! 
But my sun's heavenly eyes 
View not your weeping, 
That now lies sleeping, 
Softly now, softly lies 
Sleeping. 

Sleep is a reconciling, 
A rest that peace begets; 
Doth not the sun rise smiling 
When fair at e'en he sets? 
Rest you, then, rest, sad eyes! 
Melt not in weeping, 
While she lies sleeping, 
Softly now, softly lies 
Sleeping. 

 
  

Venus lies softly sleeping  
before rising from the sea  

in this painting by  
Alexandre Cabanel (1823 – 1889)  

– with an Isle of Song  
on the far horizon… 



About the performers 

Lucy Goddard, director  

Lucy divides her time between singing, conducting and teaching.  

As a mezzo-soprano she performs early music with groups such as the 
Academy of Ancient Music and Dunedin Consort, new and old music with 
EXAUDI, and 20th and 21st-century song with duo partner Siwan Rhys.  

On the operatic stage she has performed both well-known and newly-
written operas, among which the roles of Hänsel, Meg Page (Falstaff), 
Annio (Tito), Dorabella (Così fan tutte), and Zerlina (Don Giovanni).  

With Siwan Rhys she completed a seven-concert tour of An American 
Songbook: a recital of avant-garde song and commissions by Christopher 
Mayo and Laura Bowler, having prepared and recorded the programme 
during a nine-day Snape Maltings residency. Recent singing engagements 
include performing one-per-part Italian madrigals at the Wigmore Hall  
with EXAUDI live on Radio 3, the première of James Weeks' Fantasie di 
strani e dolci misteri della parola (written especially for Lucy and violinist 
Sophie Appleton), the première of Errolyn Wallen’s opera Dido’s Ghost  
with Dunedin Consort, the première of GOLD, a new opera by Laura Bowler 
based on the tale of Rumpelstiltskin, Mozart’s C Minor Mass at the  
St Endellion Easter Festival, and Berio’s Sinfonia with Helsinki  
Philharmonic Orchestra and Susanna Mälkki. 

In addition to her position as director of Orlando Chamber Choir, Lucy also 
conducts Concordium String Ensemble, which consists of pro-am players 
keen to explore well- and lesser-known string repertoire. She works as 
Assistant Conductor to Ben Parry at London Voices – London’s foremost 
professional film choir – and has recently conducted film, pop and crossover 
sessions at Abbey Road and Angel Studios for companies such as Decca and 
Marvel. Other conducting engagements include conducting film sessions for 
The Green Knight at Air Studios, Chorus Master for the SWAP’ra gala at 
Opera Holland Park and conducting the Blaze Ensemble in a performance of 
Wagner’s Siegfried Idyll. 



Lucy graduated with distinction 
for her Master’s at the Royal 
Academy of Music in 2011. She 
previously read Languages at 
Cambridge University, where 
she held choral and instru-
mental scholarships, and 
studied violin at the Scuola di 
Musica di Fiesole, playing in 
the Orchestra Giovanile 
Italiana.  

You can reach Lucy via Twitter 
at @Lucy_Goddard1 or read 
more about her on her own 
website at lucygoddard.com. 

 

 
Orlando Chamber Choir 

Orlando Chamber Choir is a small and friendly London chamber choir which 
performs regularly in Central London venues. Named after Orlando Gibbons 
(1583 – 1625), the choir specialises in Renaissance and baroque music 
without shying away from the occasional more modern work, including by 
contemporary composers. The group is directed by the brilliant professional 
mezzo-soprano Lucy Goddard, a vocal coach and conductor who knows 
precisely how to ply our voices into pleasing polyphony. 

Orlando Chamber Choir has just under 40 members, all enthusiastic 
amateur musicians. Most have had singing lessons or vocal training and 
many perform with other choirs as well. By combining good sight-reading 
skills with keen note-learning at home we can focus on interpretation, 
blend and sound quality during rehearsals (and, in the interval, on coffee, 
tea and biscuits). 

The choir organises four concerts in Central London each year. The most 
ambitious event is usually a large-scale performance with professional 

Lucy Goddard © Dimitri Djuric 
 



soloists and instrumentalists. Recent highlights include Buxtehude's 
Membra Jesu nostri, Bach's St John Passion and, this year, Handel’s 
Messiah. Apart from these accompanied concerts Orlando Chamber Choir 
usually organises two smaller-scale a cappella performances in which choir 
members get the opportunity to sing in smaller ensembles or to take on a 
solo. Each singing year is rounded off with a traditional Christmas concert. 
There is a summer break from mid-June until mid-September – but then we 
miss singing (and each other) so we plan a summer's day workshop in 
London, a choir weekend at the seaside or even the occasional tour with 
concerts abroad such as our current trip to the FIMM! 

Orlando Chamber Choir is a registered charity (no. 1059881). It also has a 
flourishing side-line in fabulous cakes, consumed in the intervals of 
rehearsal days and concerts, and it is probably the only London chamber 
choir with a house gnome.  

  

Orlando Chamber Choir in 2019 (© Alex Kiehl). 



Today’s singers are:  

Sopranos 
 
 
 
 
 
 
Tenors 

 
 
 

Sue Burden  
Sue Chandler * 
Busola Johnson * 
Daniela Mo * 
Katie Newman 
Ley Spicer * 
 
Edgar Chan 
Ron Keefe 
Michael Leal 
SJ Senanayake 
Geoff Paul * 

Altos 
 
 
 
 
 
 
Basses 

 

Siham Bortcosh 
Sophie Cox * 
Eleanor Cranmer 
Cinzia Greaves * 
Cynthia Haliburn 
Catherine Lee 
 
Daniel Bamford 
George Dallas 
George Edwards 
Charlie Kenber 
Adam Khan 
Jonathan Langford 
Tim Masters 
Martin Wolf 

* For the occasion of the FIMM 2022, Orlando Chamber Choir gratefully 
welcomes a few members of its sister choir Myriad, also directed by Lucy 
Goddard. More information about Myriad is available online at 
myriadsingers.co.uk. 
 

  

Musical sediment of the Isle of Song 
is sometimes unearthed by raking gnomes… 



Forthcoming events 

Memento mori: A Schütz remembrance 
Thursday 10 November 2022, 19:30 
Central London 

Orlando Chamber Choir’s autumn concert 
falls on the eve of Remembrance Day and 
four days after the 350th anniversary of 
Heinrich Schütz’s death. What better 
repertoire to suit the mood than music 
about the melancholy of mortality, the 
promise of peace and salvation and the 
expectation of eternal life in glorious light 
– all composed by Schütz himself? The 
programme extends his exquisite large-
scale Musikalische Exequien with more 
intimate single and double choir motets, 
showcasing the tonal warmth and 
radiance of Germany’s greatest late-
Renaissance composer.  

Join us for an unforgettable memento mori concert with nunc est bibendum 
in the break!  

Christmas Concert: A Feast of Lessons and Carols 
Thursday 15 December 2022, 19:30 
Central London 

Orlando’s traditional Christmas concert not only features lessons and 
carols, but wine and mince pies too – and there may be opportunities for 
the audience to join in with the vocal virtuosity. 

 

 

 



 

 

 

 
 

 
 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

 

 

News about Orlando Chamber Choir’s  
concerts and events is available on  

orlandochoir.org.uk. You can   
also follow us on Facebook  
(@OrlandoChamberChoir)  

or find us on Twitter  
(@orlandochoir). 
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Gibbons: O clap your hands  
Byrd: Haec dies 
Morley: In dew of roses 
Tomkins: Adieu, ye   
     city-prisoning towers 
Weelkes: Thule, the period   
     of cosmography   
 
Stanford: Three Motets: 
     Coelos ascendit hodie 
     Justorum animae 
     Beati quorum via 
Wheeler: Beati quorum via  
Elgar: As torrents in summer 
Vaughan Williams: 
     Three Shakespeare Songs: 
          Full fathom five 
          The cloud-capp’d towers 
          Over hill, over dale 
Clarke: Weep you no more, 
     sad fountains 


