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THE PURCELL SINGERS
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JONATHAN SCHRANZ conductor b

One of London’s leading chamber choirs, The Purcell Singers was formed in 1994 by conductor and
pianist Mark Ford. The group has performed extensively in London venues including St Martin-in-theFields, Southwark and St Paul’s Cathedrals, St John’s Smith Square, the Royal Albert Hall and the
Queen Elizabeth Hall, as well as across the UK at the Hurst and Howden Festivals, St Albans Cathedral,
Symphony Hall in Birmingham and the Brighton Festival, where the choir was awarded ‘Best Classical
Performance’. The choir has also toured internationally, performing at the Langen Festival in Frankfurt,
in Perugia, Italy, and several times across the Picardie region in France, with L’Orchestre de Picardie
and the Orchestre de l’Opéra de Rouen Haute-Normandie. The choir’s President is Sarah Walker CBE.
The ensemble’s repertoire is wide, ranging from Gibbons to Tavener via Bach, Howells, Poulenc,
Barber and Britten, and the group has developed a particular reputation for championing unusual late
romantic works, notably those of the German composer Georg Schumann. The choir has recorded
five classical albums, including two première discs of works by Georg Schumann, the first of which was
Gramophone Magazine’s Critics’ Choice in January 2002, and the second also described as a “hugely
impressive disc” (Gramophone). These recordings have been frequently broadcast on the radio, and
the choir has appeared on television. Also active in session work, the choir can be heard on the cast
album of Mary Poppins (the original West End production). Additionally, the choir has recorded several
discs for film and television at Angel Studios, as well as numerous film trailers at Abbey Road and
Air Studios. These tracks can be heard on the trailers for films such as King Kong, War of the Worlds,
The Island, The Da Vinci Code, and Spider-man 3. The choir also recorded Hans Zimmer’s soundtrack
for Madagascar 2 and some numbers for the West End production of Flashdance – The Musical.
Mark Ford was born in Bromley and educated at St Dunstan’s College, Catford, where he studied the
organ with the international recitalist David Sanger. He continued his academic and musical studies
at Trinity Hall, Cambridge, where he held an Organ Scholarship and read law. Whilst at Cambridge,
Mark directed the Chapel Choir (whom he accompanied on tours to Bavaria and Ireland), as well as
the college Choir and Orchestra, and sang in the University Chamber Choir under Timothy Brown.
He founded The Purcell Singers in 1994 and has directed them in concerts of wide-ranging music
from the fifteenth century to the present day. With the choir he has also made five classical CD
recordings, and more than ten commercial recordings of music for film and television. He has
conducted sessions at all the major London recording studios. Mark has carried out extensive
research into the music of the late romantic composer Georg Schumann, and has recorded all of
Schumann’s choral works with The Purcell Singers. His CD of Schumann’s songs, recorded with the
soprano Mary Nelson, was released in 2018 on the Stone Records label. By profession, Mark is a
solicitor. He is a leading authority on legal process outsourcing and previously built a team of 60
lawyers in a pioneering business unit in his firm’s Delhi office. Mark is currently Chief Knowledge
Officer at a major US law firm and leads a team of nearly 300 knowledge management professionals
across the world.

Mark Ford

Jonathan Schranz is a freelance conductor based in London. He studied choral conducting at the
Royal Academy of Music where he was awarded a Distinction along with numerous prizes. Prior to
this he read music at Churchill College, Cambridge, graduating with first class honours in 2015.
Jonathan enjoys a diverse career ranging from leading choral workshops in high security prisons
to performing at private functions with his funk band, The Handlers. He is Director of Music at
St George’s Cathedral, Southwark, Musical Director at the University of Greenwich, Conductor of the
Purcell Singers and a Section Leader and Assistant Conductor for the National Youth Choirs of Great
Britain. He is also the Founder and Director of a number of his own choirs including the professional
Gregorian schola Graduale and the chamber choir The Fisher Consort. Jonathan has led choral
workshops for the Royal School of Church Music, South West Camerata and Libricini, and is in
demand as a guest conductor. Previous conducting positions include the Church of St John at
Hackney, Grant Thornton Office Choir, Cambridge University Catholic Chaplaincy, Brentwood
Choral Society, the Cappella Singers of Upminster, Churchill Chorus and Selwyn Jazz Band. A firm
believer in the transformative social impact of choral music, Jonathan co-founded the charity Sing
Inside and regularly delivers workshops on choral singing in prisons across the country. His Master’s
thesis, exploring the benefits of choral music within a prison chaplaincy, has been presented at the
Universities of Leicester and Oxford.
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WHEN DAVID HEARD
Edward Elgar’s 1890 part-song, My Love Dwelt in a Northern Land, was the first of his to be
published and marked the beginning of his relationship with Novello. The piece received harsh
criticism following its publication and was said to be ‘crude’ and ‘ill-written for the voice’. The first
and second verses are set in quick succession in A minor, with the soprano melody often shadowed
in thirds by the alto and tenor. Verse three transitions into F major and we hear the distinctive
rhythmic ostinato in the inner parts along with a drone in the lower bass part, which serve as
choral accompaniments to the melody heard in the soprano and tenor in octaves. The final verse
brings back the opening musical material in A minor, but uses the same rhythmic ostinato heard
previously to further the sense of nostalgia in the text. The song finds its theme in youthful love
brought to a miserable end; a common theme in Elgar’s output.
Perhaps Samuel Barber’s best known composition, the Adagio for Strings, was a 1938 adaptation
of the second movement of his String Quartet No. 1, Op. 11. In 1967 he transcribed the piece for
eight-part choir, setting the text of the Agnus Dei. Scored for SATB choir with divisi in all parts and
a short soprano solo, the piece is dominated by a single flowing melody, first heard in the soprano
and later passed to all voices in turn. Beginning with a soft, expressive statement of the melodic
line from sopranos with light choral accompaniment, the music builds slowly over the course of
fifty bars, leading to the climax in which all parts sing fortissimo and in the extremes of their upper
register. Following a general pause, and after the contrast of a modulating passage in the low
register, we hear the calm of a recapitulation, this time with the soprano and tenor singing the
melody in octaves. The alto has the final word, ‘dona nobis pacem’ – grant us peace – as the piece
dies away.
William Henry Harris was a much-loved teacher and cathedral musician. His compositional output
is largely Anglican church music, and a number of his anthems and services are regularly sung
in cathedrals and parishes across the country. Bring us, O Lord God, dates from 1959 and sets
John Donne’s poem on the nature of heaven. Harris’ setting is scored for unaccompanied double
choir and he exploits this texture to its full potential in this anthem, with the two choirs alternating
and interleaving throughout the piece. They continue to compete as the harmonic language
builds towards its climax at ‘glory and dominion’, before fading into a series of cascading ‘Amen’s
under inverted pedal notes in the soprano parts. However, Harris saves his most surprising
harmonic choice for the final bars, when a brief foray into Bb major resolves to the original key of
Db major in the last bar, sung pianissimo and with the extremes of the low bass register
underpinning the final chord.

Shenandoah, or ‘Across the Wide Missouri’ is a traditional American folk song dating back to the
early 19th century. As with most folk music, the exact origin of the song is unknown, but it is likely
to have appeared as a sea shanty sung by those trading beaver fur, either from America or
Canada. One story tells of a trader who fell in love with the daughter of Shenandoah, a celebrated
native American chief. As the song evolved over time numerous versions exist, with the refrain
“’way we’re bound away, across the wide Missouri” appearing in earlier songs. The song has a rich
recording and performance history and is beloved all over the world. James Erb’s arrangement is
by far the most famous of the choral arrangements and is a staple in the repertoire of American
High School and University choirs, often performed as an encore.
Herbet Howells studied, and later taught, at the Royal College of Music and held various posts as
organist, including as Sub-Organist of Salisbury Cathedral. Influenced by Vaughan Williams and
Elgar, his compositional output has its own unique and distinctive harmonic language. He wrote
Take Him, Earth, for Cherishing in 1964 in memory of President John F Kennedy, who was
assassinated some months before. The unison opening (with its haunting recapitulation) and the
full resonant textures bear the imprint of Howells’ individual compositional style. In this mature
work the powerful acoustic overtones and the resulting chromatic ambiguities are handled
more evocatively than in almost any of his earlier music, with the exception of certain moments
of the Requiem. But while his Requiem was a personal lamentation for the death of his own son,
Take Him, Earth, for Cherishing is a universal elegy for an international statesman.
Morten Lauridsen is known as one of the pioneers of a new style of composition – referred to by
some as the New Transcendental School of Composition – which emphasises slower tempi and
added note harmony. His music grew in popularity during the early 2000s and is well-loved across
the globe for its ethereal quality. Though the piece was composed in 1994, O Magnum Mysterium
took a number of years to gather the widespread fame it attracts today. The text, taken from a
Gregorian responsory for Matins of Christmas Day, tells of the juxtaposition between the setting
of Jesus’ birth, in a stable surrounded by animals, and his divinity as the Christ. The second part of
the text, Beata Virgo relates to the visitation of Mary to Elizabeth, as recorded in Luke’s gospel. In
the composer’s words: “For centuries, composers have been inspired by the beautiful ‘O magnum
mysterium’ text depicting the birth of the new-born King amongst the lowly animals and
shepherds. This affirmation of God’s grace to the meek and the adoration of the Blessed Virgin are
celebrated in my setting through a quiet song of profound inner joy.”

Benjamin Britten’s Five Flower Songs were composed in 1950 and dedicated to Leonard and
Dorothy Elmhirst as a 25th wedding anniversary present, the subject matter being chosen as
the couple were keen botanists. This set of five miniatures contains a striking amount of variety,
with text at the forefront of Britten’s compositional style. To Daffodils, taking its text from Robert
Herrick’s poem, describes the fleeting life of the daffodil and this is set by Britten as an ‘Allegro
impetuoso’, with frantic rhythmic writing imitating the passing of the hours of the flower’s life.
The Succession of the Four Sweet Months journeys through the four months of April to July, with
each represented by a particular voice part. Marsh Flowers is an altogether grittier setting, with
insistent writing in octaves between parts, and frequent use of harsher choral effects including
glissandi. The Evening Primrose is the most well-known of the set and is often performed as a
standalone song, with luscious harmony bordering on sentimentality. Finally, the humorous finale
Green Broom, whose gradual accelerando brings the set to an ecstatic ending.
Moses Hogan was one of the most celebrated arrangers and composers of Spirituals of the
twentieth century, as well as a celebrated pianist, conductor and composer. Hogan brought the
African-American Spiritual into the realm of virtuosic choral singing, revitalising the tradition set
by William Dawton and Jester Hairston. The original poem, Abide With Me, written in 1847 by
Henry F Lyte, had eight verses, though in most modern versions a number of these are omitted.
Hogan takes verses 1 and 6 and interposes the final lines of verses 2 and 8 at the end of his
arrangement, effectively stating the final line three times with some variation, before a final Amen
as a ‘tag’ ending typical of close harmony and barbershop arrangements. Like many of his scores,
Abide with Me is meticulously notated with breaths, accents and dynamic markings. Hogan takes
a simple and familiar tune and injects it with his own character, with jazz-inspired harmonies and
his use of resonated consonants, best heard at the end of the final word ‘Amen’.
Kenneth Leighton studied classics and then composition at Oxford, and was known as a pianist as
well as a composer. His music is typified by the use of a characteristic lyrical romanticism. His
setting of the familiar hymn text, Drop, Drop, Slow Tears is taken from his larger work for choir,
organ and tenor solo, Cruficixus pro nobis, which was written for David Lumsden and the choir of
New College, Oxford. A pleading soprano melody is accompanied by sustained homophony in the
lower parts, with the harmony often taking unexpected turns as the text progresses. The words
come from the poem ‘An Hymne’ by Phineas Fletcher, and are well-known through Orlando
Gibbons’ setting of 1623.

When David Heard is a setting of text taken from the Second Book of Samuel. It was written in Los
Angeles in March 1999 and is dedicated “with great love and admiration to Dr Ronald Staheli”,
whose son had recently died in a car accident and who commissioned the piece through the
Brigham Young University Singers. This close personal connection with the text led to Eric
Whitacre’s treatment of the two words ‘my son,’ which serve as an anchor for the piece. Aside
from an opening and closing choral recitative section, the words of the mourning King David form
the foundation of the piece, in particular the obsessive ostinato ‘my son’. A short and understated
tenor solo is used initially to represent King David’s loneliness, before the various parts are
featured on their own and in combination, often with striking use of dissonance. The layering of
choral texture occurs gradually throughout the piece, with extreme dynamics and high tessitura
being taken to their limit at the piece’s climax. Throughout the piece the musical content enacts
the emotionally charged background to both the text and the piece’s commissioning, with the
grief of a distraught father at its heart.
© 2019 Jonathan Schranz

1 My Love Dwelt in a Northern Land
Andrew Lang (1844-1912)
My love dwelt in a Northern land,
A dim tower in a forest green
Was his, and far away the sand
And gray wash of the waves were seen,
The woven forest boughs between:
And through the northern summer night
The sunset slowly died away,
And herds of strange deer, silver white,
Came gleaming through the forest gray,
And fled like ghosts before the day.
And oft, that month, we watched the moon
Wax great and white o’er wood and lawn
And wane, with waning of the June,
Till, like a brand for battle drawn,
She fell, and flamed in a wild dawn.
I know not if the forest green
Still girdles round the castle gray.
I know not if, the boughs between,
The white deer vanish ere the day:
The grass above my love is green,
His heart is colder than the clay.

2 Agnus Dei
Latin Mass
Agnus Dei,
Qui tollis peccata mundi,
Miserere nobis.
Dona nobis pacem.
Lamb of God,
Who takes away the sins of the world,
Have mercy on us.
Grant us peace.
3 Bring us, O Lord God
John Donne (1572-1631)
Bring us, O Lord God, at our last awakening
Into the house and gate of Heaven;
To enter into that gate and dwell in that house,
Where there shall be no darkness nor dazzling,
but one equal light;
No noise nor silence, but one equal music;
No fears nor hopes, but one equal possession;
No ends nor beginnings, but one equal eternity;
In the habitation of thy glory and dominion,
World without end.
Amen.

4 Shenandoah
Traditional (19th century)
O Shenandoah, I long to see you,
And hear your rolling river,
O Shenandoah, I long to see you,
‘Way, we’re bound away,
Across the wide Missouri.
I long to see your smiling valley,
And hear your rolling river,
I long to see your smiling valley,
‘Way, we’re bound away,
Across the wide Missouri.
’Tis sev’n long years since last I see you,
And hear your rolling river,
’Tis sev’n long years since last I see you,
’Way, we’re bound away,
Across the wide Missouri.
O Shenandoah, I long to see you,
And hear your rolling river,
O Shenandoah, I long to see you,
’Way, we’re bound away,
Across the wide Missouri.
O Shenandoah.
5 Take Him, Earth, for Cherishing
Aurelius Prudentius Clemens (348-c. 405)
trans. Helen Jane Waddell (1889-1965)
Take him, earth, for cherishing,
To thy tender breast receive him.
Body of a man I bring thee,
Noble even in its ruin.

Once was this a spirit’s dwelling,
By the breath of God created.
High the heart that here was beating,
Christ the prince of all its living.
Guard him well, the dead I give thee,
Not unmindful of his creature
Shall he ask it: He who made it
Symbol of His mystery.
Comes the hour God hath appointed
To fulfil the hope of men,
Then must thou, in very fashion,
What I give return again.
Not though ancient time decaying
Wear away these bones to sand,
Ashes that a man might measure
In the hollow of his hand:
Not though wandering winds and idle
Drifting through the empty sky,
Scatter dust was nerve and sinew,
Is it given to man to die.
Once again the shining road
Leads to ample paradise;
Open are the woods again
That the serpent lost for men.
Take, O take him, mighty leader,
Take again thy servant’s soul.
Grave his name, and pour the fragrant
Balm upon the icy stone.

6 O Magnum Mysterium
Matins of Christmas
O magnum mysterium,
Et admirabile sacramentum,
Ut animalia viderent Dominum natum,
Jacentem in praesepio!
Beata Virgo,
Cujus viscera meruerunt
Portare Dominum Christum.
Alleluia!
O great mystery,
And wonderful sacrament,
That animals should see the Lord born,
Lying in a stall!
Blessed Virgin,
Whose womb was worthy
To bear Christ the Lord.
Alleluia!
Five Flower Songs
7 i To Daffodils
		 Robert Herrick (1591-1674)
Fair daffodils, we weep to see
You haste away so soon:
As yet the early-rising Sun
Has not attained his noon.
Stay, stay,
Until the hasting day
Has run
But to evensong;
And, having prayed together, we
Will go with you along.

We have short time to stay, as you,
We have as short a Spring!
As quick a growth to meet decay
As you, or any thing.
We die,
As your hours do, and dry
Away
Like to the Summer’s rain;
Or as the pearls of morning’s dew
Ne’er to be found again.
8 ii
		

The Succession of the Four Sweet Months
Robert Herrick

First, April, she with mellow showers
Opens the way for early flowers;
Then after her comes smiling May,
In a more rich and sweet array:
Next enters June and brings us more
Gems than those two that went before:
Then lastly, July comes and she
More wealth brings in than all those three.
April! May! June! July!

9 iii Marsh Flowers
		 George Crabbe (1754-1832)
Here the strong mallow strikes her slimy root,
Here the dull nightshade hangs her deadly fruit:
On hills of dust the henbane’s faded green,
And pencil’d flower of sickly scent is seen,
Here on its wiry stem, in rigid bloom,
Grows the salt lavender that lacks perfume.
At the wall’s base the fiery nettle springs
With fruit globose and fierce with poison’d stings;
In ev’ry chink delights the fern to grow,
With glossy leaf and tawny bloom below;
The few dull flowers that o’er the place are spread
Partake the nature of their fenny bed.
These, with our seaweeds rolling up and down,
Form the contracted Flora of our town.
10 iv The Evening Primrose
		 John Clare (1793-1864)
When once the sun sinks in the west,
And dewdrops pearl the evening’s breast;
Almost as pale as moonbeams are,
The evening primrose opes anew
Its delicate blossoms to the dew
And, hermit-like, shunning the light,
Wastes its fair bloom upon the night;
Who, blindfold to its fond caresses
Knows not the beauty he possesses.
Thus it blooms on while night is by;
When day looks out with open eye,
Bashed at the gaze it cannot shun,
It faints and withers and is gone.

11 v		 The Ballad of Green Broom
		 Anonymous
There was an old man liv’d out in the wood,
And his trade was a cutting of Broom, green
Broom,
He had but one son without thought without
good
Who lay in his bed till ’twas noon, bright noon;
The old man awoke one morning and spoke
He swore he would fire the room, that room,
If his John would not rise and open his eyes,
And away to the wood to cut Broom, green
Broom,
So Johnny arose and slipp’d on his clothes
And away to the wood to cut Broom, green
Broom
He sharpened his Knives and for once he
contrives
To cut a great bundle of Broom, green Broom,
When Johnny pass’d under a lady’s fine room,
fine room,
She call’d to her maid: “Go fetch me,” she said,
“Go fetch me the boy that sells Broom, green
Broom,
Go fetch me the boy!”
When Johnny came in to the Lady’s fine house,
And stood in the Lady’s fine room, fine room,
“Young Johnny” she said, “Will you give up your
Trade
And marry a lady in bloom, full bloom?”
Johnny gave his consent, and to church they
both went,
And he wedded the Lady in bloom, full bloom,
At market and fair, all folks do declare,
There’s none like the Boy that sold Broom, green
Broom.

12 Abide With Me
Henry Francis Lyte (1793-1847)
Abide with me, fast falls the eventide;
The darkness deepens, Lord, with me abide;
When other helpers fail and comforts flee,
Help of the helpless, O abide with me.
I need Thy presence ev’ry passing hour.
What but Thy grace can foil the tempter’s pow’r?
Who, like Thyself, my guide and stay can be?
Through cloud and sunshine, O abide with me.
O Thou who changest not, abide with me.
In life, in death, O Lord, abide with me. Amen.
13 Drop, Drop, Slow Tears
Phineas Fletcher (1582-1650)
Drop, drop, slow tears,
And bathe those beauteous feet,
Which brought from Heaven
the news and Prince of Peace.
Cease not, wet eyes,
His mercy to entreat;
To cry for vengeance
Sin doth never cease.
In your deep floods
Drown all my faults and fears;
Nor let His eye
See sin, but through my tears.

14 When David Heard
II Samuel 18:33
When David heard that Absalom was slain
He went up into his chamber over the gate, and
wept,
And thus he said, O my son, my son Absalom!
Would God I had died for thee! O Absalom my son,
my son!
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